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CAMARPPANAM

DEDICATION
The great drums beat
As Asuia wartiors marched
I'hen buimng rage cut asunder
Corpses scattered
Scorched with a spatk
Trom your radiant smuile
O leader of men
With lcaf-edged spear
Lover of Valli the gypsy
O lotd who resides on Tiruttani hills!

(Arunakar, Towruppukal 5 71)
Transl S Kokilam

Somehow o1 other, Murugan, the youthful god of victotious war,
15 ubiqutous m Tanul wuting and culture, he 15 present m the
earliest classical poems of Tanul as well as in the splendid “Lay of
the Anklet”, i the ruby-red and sea-blue and golden songs of
Arunakur as well as m the very recent prayeis {o Murugan by
A K Ramanujan

His wars are, of course, not only victorious, but just He destroys
evil, decay, death His smile 1s the hight of life and cternal youth
“His face shoots forth myriad rays of light, 1emoving darkness from
the world” (Twwmurukdrruppatar 9I-92)
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PREFACE

The Dravidians, and 1n patticular the Tamils, have contributed a
great deal to the cultural richesse of the woild Pallava and Chola
temple architecture, Chola bronze sculpture, the dance-form known
as Bharatanatyam, the so-called Carnatic system of music But
probably the most significant contribution 1s that of Tamil literature,
which still remains to be “discovered”” and enjoyed by the non-
Tamilians and adopted as an essential and remarkable part of
umiversal heritage If 1t 15 true that liberal education should “hbera-
te” by denionstrating the cultural values and norms foreign to us,
by revealing the relativity of our own values, then the “discoverv”
and enjoyment of Tamul literature, and even 1ts teaching (as a
critical part of the teaching of Indian hteratures) should find 1ts
place m the systems of Western traming and mstruction n the
humanities

However, frankly speakmg, I do not think that anybody 13
capable, at the present state of affairs, of bringing out a sufficiently
formalized, detailed and exhaustive synthesis of Tamil literature
comparable to such magmficent works as, say, Jan Rypka’s
Persian  Laterature or Maurice Winternitz's Hastory of Indian
Laterature

Much, much more detailed, analytic work must be performed and
many monographs on various aspects, trends, literary woiks, writers
and even entire pertods have yet to be written and published before
a synthetic and detailed treatment of Tamul lterature can be
attempted (There are still quite enormous blank spaces on the map
of our knowledge of the subject, fundamental knowledge 1s lacking,
eg, with regard to the extremely interesting and even thrilling
poetry of the cittar, who can say that he has mastered m a critical
way the vast sphere of the Tamil purdnas, or the much neglected
Muslim contribution to Tamil writing ? Not only that we must, at
the same time, learn to enter sympathetically and with professional
precision another culture, remote 1n space and time, we must lcarn
to understand the function of literature m India, to appreciate and
enjoy 1t 1n terms of cultural norms and hterary taste which s not
only different from our approach but often m direct contrast to 1t.
And, last but not least, we must try to formulate the results of our
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walysts 11 a manner wlich will be maeasmgly more formalized
Gt exphiat and less mtutive and mformal

sinee, then, as 1 belteve, no accurate and systematic synthests of
the snubject 16 as vel possible, 1t 15 obviously mevitable that a choice
15 made, a selection of topics and themes, which will necessarily be
pased owing to one’s own abilities and mabilities and one’s own
personal preferences and dishkes

But apart from subjective motvations, there must be, and L
heheve there are, objective enterta of evaluation mdicating which
hterary works are charactertstic, typical, truly representatrve of
v national writing My selection of works, authors and topics was
jundamentally based on such cniteria I made a chowee (it must be
frankly adnmtted that ths selection was made under the shadow of
despan cansed by a true embarras du chorx) which 1s reflected m the
iwenty chapters where I have dealt wath what T consider to be the
most charactenstic, pivotal and topical works and trends of Tamml
literatmie 1 can hear the mdignant, offended and cven enraged
crities why the Savite and not the Vaishnavite poets? No discus-
<ion of the brilhant Civakacintdmans > Why has nothimg been sad
about our greatest moderu poet Bharat1? Ete ete I do not apologize
T t1y to eaplam m the pertinent chapters One of the reasons fot thrs
selective approach is that I believe mn strict professionahism -1 do not
like to pretend and to speak about matters which I do know only
as an enthusiastic dilettante, and, unfortunately, dilettantism,
how ever much 1t rght have been motivated by passtonate enthusi-
asm, 18 one of the maladies which have affected studies in Tamil
Iiterature to a dangerous extent

Ihe annotated bibliography, appended to this volume, though fax
from complete and very selective, may to some extent fill the gaps
The present volume 15 therefore emphatically not even an approxi-
mation to a complete historical treatment of Tamil hterature Itisa
fragmentary collection of essays on Tanul hterature, mtended to
arouse mterest and to provoke discussion
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NOTE ON TRANSLITERATION AND PRONUNCIATION

The transcription used for Tamil words 1 this book 1s a strict
transhteration, a system adopted by the Madras Umiversity Tannl
Lexicon The only exception are names of modern and contemporary
Tamil writers where I follow mostly therr own anglicized spelling
The following Roman letters are used for the Tamul characters

Vowels
Shoit Long
a a
1 i
u a
d ¢
0 O
a1 au
Consonants
Lips Teeth Ridge behind Hard  Soft
upper teeth palate palate
Stops p t t c k
Nasals m n u D il n
Liquds 1 1 1
1 l
Sermvowels v y

The Tanul long vowels are sunply long vowels, unlike themr
Enghsh diphthongized counteiparts Tinal -a1 1s pronounced
approximately like -ey

Tamil has two sertes of consonants unfamiliar to English speakers
the dentals t, n and the retroflexes t, n, 1,1 The dentals are pronoun-
ced with the tongue at the teeth, the retroflexes are produced by
curling the tongue back towards the roof of the mouth (cf American
pronunciation of givl, sw)

In the muddle of Tamil words, long consonants occur In trans-
Iiteration, they are mndicated by double letters (cf Nakkirvar, pdttu)
English has long consonants between words, ¢f Mac Kinley, four
roads, hot fea



AR NOTE ON TRANSLITERATION AND PRONUNCIATION

The Tamil r 15 flapped or tnlled as i some European languages
like Spanish, Ttalian ot Czech The 115 somewhat ike the American
variety of r, r and r are not disinguished by most modern Tamil
speakers, but long rr 1s pronounced like tr m Enghsh frap or tt m
hot tea, nr 15 pronounced ndr as in laundry

p, t, t, ¢, k are pronounced differently according to their positions
mtially, p, t, and k are pronounced as voiceless stops, t does not
occur, and ¢ 15 inttially pronounced as s or sh Between vowels, p, t, t
ate voiced mto b, d, and d and pronounced as lax voiced stops, k and
¢ are pronounced as gh or h and s or sh After nasals, all stops are
voiced into b, d, d, 1, g

Instances akam 1s pronounced usually aham, cankasm 1s pronoun-
ced sangan, kapilar 1s pronounced kabilar, kuruntokar as kurundo-
hev, narrinar as natnney or nattiney, folkdppiyam as tolhaapivam



CHAPTER ONE

INTRODUCTORY

Let me right at the beginning posit a problem. are we at all
entitled to speak about Dravidian literatures (or even about South
Indian Iiteratures) as an entity separate from other hiteratures of
India ? In other words 1s there a complex set of features which aie
characteristic for the literatures written in Dravidian langunages and
shared only by them and not by other Indian Iiteratures ?

The criteria, setting apart “Dravidian” hteratures from the othet
Iiteratures of India, are exther inguistic or geopolitical

“Dravidian literatures’” means nothing more and nothing less
than just hterfitures wntten in the formal style of the Dravidian
languages, “South Indian literatures” means, by defimtion,
hiteratures which originated and flourished 1 South India (including
Sansknit literary works, produced 1 the South)

The answer to this question whether there aite some specific,
unique features shared exclusively and contrastively by the hteia-
tures written in Dravidian languages 1s negative There are no such
features—apart from the mcidental (for our purposes and from om
point of view) fact that they are writtert in Dravidian languages It
1s 1mpossible to pomnt out specific lterary features of works com-
posed, e g, 1n classtcal Telugu, and designate them as Dravidian it
1s equally impossible to select any particular feature which we could
term Dravidian as such and would apply to all Dravidian hiteratures
alike and only to them

Conclusion there are no “‘Dravidian’ hiteratures per se

It 1s, however, an entirely different matter if we consider carefully
just one of the great hiteratures of the South the Taml literature
There, and only there, we are able to point cut a whole complex set
of features—so to say a bundle of diagnostic 1soglosses—separating
this Dravidian hterature not only from other Indian hteratures bu
from other Dravidian literatures as well It 1s of course only the
earliest period of the Tamil hiterature which shows these unique
features But the early Tamil poetry was rather umque not only by
virtue of the fact that some of its features were so unlike everything
else in India, but by virtue of 1ts hterary excellence, those 26,350

I
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tines of poetry promote Tamul to the rank of one of the great classical
languages of the world—though the world at large only just about
begins to realise 1t

All other Dravidian literatures—with the exception of Tamil—
begin by adoptmg a model—in subject-matter, themes, foims, m
prosody, poetics, metaphois etc —only the language 1s different,
spite of the attempts of some Indian scholars to prove that there
were—that there must have Dbeen—indigenous, ‘‘Dravidian”,
pre-Aivan traditions, hiterary traditions, i the great languages of
the South, 1t 1s extremely hard to find traces of these traditions, and
such attempts are more speculative than strictly scientific It 15
of course quite natural that m all these great languages oral literatu-
re preceded written literature, and there 15 an 1mmense wealth of
folk literature m all Diavidian hiterary as well as non-hterary
languages

But i Telugu, Kannada, and Malayalam, the begmmnings of
written literatures are beyond any dispute so mntimately connected
with the Sanskrit models that the fust hiterary output i these
languages 1s, strictly speaking, wmtatwe and derwed, the fust
Literary works m these languages bemg no doubt adaptations and/or
straight tianslations of Sanskrit models The process of Sanskritiza-
tion, with all 1ts implications, must have begun m these communities
before any attempt was made among the Telugu, Kannada and
Malavalam peoples to produce written hiterature, and probably even
before great oral literatuie was composed * About Kannada, Telugu
and Malayvalam literatures we may say with K A Nilakanta Sastri
(HSI, 3rd ed p 340) “All these literatures owed a great deal to
Sanskrnit, the magic wand of whose touch alone raised each of the
Dravidian languages (but here I would most definitely add with

1 Incidentally, a community which has totally escaped the type of dui-
tusion that had been identificd by the term “Sanskntization” (ui  the
witmgs of M N Sumivas and Milton Smger tor the mtioduction and ela-
boration of this tam), at least m South India, has yet to be found As
M B IEmeneau pomted out, onc can enumerate o number of mmportant
trarts (v an n such 1solated groups as the odas and Kotas of the Nilgus,
which may be called Sanskiitic (esen the Toda word fow “god” 15 ultimately
dernved from Sanskiit, «t DBI1A 219 Skt dawva- “divine’” . Pkt devva- >
Ka devna, deven “demon” whence probably To fow, «f “Toda Veibal Art
and Sanskiuzation”, Journal of the Orient Institute, Bavoda, XVI, 3-4,
Match-June 1965) What 15 important for our problem 15 that, according to
Emcnean’s opuuon, these Sanskiitic traits m the Nilgnis ate very old, they
can hatdly be considered as a 1ecent acquuement
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the exception of Tamil, K Z ) from the level of a patos to that of a
hterary 1diom” Whoever has written so far on the listory of
Kannada, Telugu, and Malayalam literatuies take refuge m a
formulation which 15 characteristic for speculative conclusions, ct
“the begmnings of Kannada hiterature are not clearly traceable, but
a considerable volume of prose and poetry must have come mto
extstence betore the date of Nrpatunga’s Kavwrdjamdrga (850 A D),
the earliest extant work on rhetoric m Kannada”, or “beyond doubt
there must have existed much unwritten literature (i Telugu) of
popular chaiacter ”ete The facts are different

The begmnimgs of Kannada literature were almost totally
mspued by Jammsm The fust extant work of narrative literatuie 15
Sivakotr’s Vadddarddhane (cca goo A D) on the hives of the Jama
samts The fundamental woik on thetoize m Kannada, and the first
theoretical treatise of Kannada culture, 15 based on Dandm’s
Kavyddarsa—that 15 Nipatunga’s Kavirdjamdrga Pampa, the first
great poet of Kannada literature—and one who 1s traditionally
considered the most emment among Kannada classical poets—is,
agam, mdebted entirelv to Sanskrit and Prakiit sources mn his two
compositions, m s version of the Mahdbhdrata story, and m his
Adipurana, dealmg with the life of the first Jama Tirthankara The
begmnings of Kannada hterature are, thus, anchored fumly
tiaditions which were originally alien to non-Aryan South India
Quite the same 15 true of Telugu hiterature Telugu hiterature as we
know 1t begmns with Nannaya's translation of the Makdbhdrata
(r1th Cent ) The vocabulaiy of Nannaya 15 completely dominated
by Sanskiit Andagam the first theoretical work m Telugu cultuze,
fragments of which have recently been discovered, [ andsrayachan-
das, an carly work on prosody, 15 1tself written i a language which
15 mote Sanskrit than Telugu, 1t contams traces of metres peculiar to
Telugu and unknown to Sanskrit, and onlv this fact mdicates that
there had probably existed some compositions previous to the
overwhelmmg mmpact of Sanskritization In Malavalam, too, the
begmnings of literature are essentially and mtrinsically connected
with high Sanskrit literatute the Unnunili Sandesam, an anonym-
ous poem of the 14th Century, 1s based on the models of sandesa or
diita poems (the best known 1epresentative of which 1s Kahdidsa's
Meghadiita), 1ts very language 1s a true mampravilam which 1s
defmed, 1 the cailiest Malayalam grammar (the Lildtilakam of the
15th Cent), as bhdsdsamskriayogam, 1e the union of bhdsd (the
mdigenous language, Malayalam) and Sanskrit
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An entirely different situation prevails in Tamil literature "The
earhest literature in Tamil 15 a model unto 1tself—it 15 absolutely
unique 1n the sense that, m subject-maticr, thought-content,
language and form, 1t 1s entirely and fully indigenous, that 1s, Tanul,
or, 1f we want {though I dishike this term when talking about
literature), Driavidian And not only that 1t 15 only the Tamil
culture that has produced-—uniquely so m India—an independent,
mdigenous hiterary theory of a very high standard, mcluding
metrics and prosody, poctics and rhetoric

There 15 vet another 1mportant difterence betwean Tamil and
other Dravidian literary languages the metalanguage of Tanul has
always been Tamul, never Sanskiit As A K Ramanujan savs (in
Language and Modernization, p 31) “‘In most Indan languages,
the technical gobbledvgook 1s Sanskiit, m Tanul, the gobbledygook
15 ultta-Tanul™ 1

There 15 an obvious historical explanation of the fact the eatliest
vigorous bloom of Tamil culture began betore the Sanskritization
of the South could have had any strong 1impact on Tamil society
It 15 now an adnutted fact by scholars m lustoiical Dravidian
Linguistics that the Proto-South Dravidian linguistic umty dis-
mtegrated sometmme between the 8th-6th Cent B €, and 1t seems
that Tamil began to be cultivated as a Iiterary language sometime
about the 4th 01 3rd Cent B € During this period, the development
began of pre-literary Tanul (a stage of the development in the
history of the language wlhich may be rather piecisely characterised
by mnportant and diagnostic phonological changes) mto the next
stage, Old Tanul, the first tecorded stage of any Dravidian language
The final stages of the Tamil-Kannada spht, and the begmnmgs of
anaent Tanul literature, were accompanted by consaous efforts of
granunatian- and a body of bardic poets to et up a kind of noim,

L Phus nmay o iinstiated by compatisons ol grammatical o1 philosophical
teoms In Iddugn, ¢ g U gender categonies of “lugher”” and “lower " classes
ate tanwed manat virat at Sanskirt), m Tamil, the cotrosponding terms
are uvar-ic e and afonm (0 al npa), wiineh is purc Famid Most Indian
Tanguascs use lor “sonwel” and “consonant * the Sanshot terms seara and
cyanjana e bannl o the wams aya (Ta “brcath”) and mev (Fa “body™”)
Nave alwars oce g od (vt the oxeoption o1 a 1ather “pro-Sanskit”
“Aryan-orentod  Buddlnst stammar 1 iracalivan which mtioduced Sans-
Lritizcd granomatical termmology anto Tanul, but the usage has not spread at
all) Tven such prlosophical terms as “mecanmg’ oo, Usoul”, karma
ele, have always oo pretaaably expressed m “purd” Tamnl of 1esp porad
DED 3711, urie DD 500 uvy DED 354, miner o it DED 4473 2258
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a literary standard, which was called ceyyul—or the refined, poetic
language—or alternatively centami—the elegant, polished, high
Tamil The final outcome of these events—the creation of a litciature
of very high standard and of a rich and refined linguistic mediuin—
found expression 1 the excellent descriptive grtammar Tolkdppeyan,
one of the most brilhant achievements of human intellect i India

Charts 1 and 2 give the data for the first extant iterary works and
epigraphic monuments of the four South Indian languages, and a
kind of graph which shows a sharply 1sing curve indicating the
tremendous time-gap between the beginnings of Tanmul written
literature on the one hand, and the other Dravidian literatures on
the other hand These data are self-explanatory and need no
commentary

The mfluence which the various South Indian literatures exercised
on one another was, at certain periods, not mconsiderable thus,
e g, a certain very early school of Malayalam poetry was obviously
strongly influenced by Tamil, or, to quote another example,
Kampan's Tamil Ramdyana seems to have had an mfluence on
some other South Indian Rdmdyanas On the other hand, this
mutual interaction has never been decisive or even very umportant
Apait fiom the earliest pertod of the development of Malayalain
literature, South Indian literatures seem to have developed more o1
less independently of each other There was one veiy good and
simple reason for this the one language which was almost equally
spread over the South Incian territory as the language of highest
learming and culture was Sanskrit The mntellectual exchange very
probably took place through the medium of Sanskrnit and the
Prakrits, Sansknt literatuwie composed mm the South was of a very
high quality and of a considerable volume

A fact which tends to be overlooked so many outstanding
Sanskiit authors were Southerners—Tamil, Kanarese or Kerala
Brahmins, who mn many cases could not help but let themselves he
enriched and influenced by mdigeneous traditions, conventions cte
A tvpical case 15 that of the great Ramianuja, the founder ot the
Visistadvaita system Though an exact and final proof of a duect
connection between the Tamil Vaisnava Alvars and Si1i Ramanuja
1s yet to be subnutted, there 15 more than ample external evidence to
show that the traditions and the emotional and intellectual back
ground of Sri Ramanuja were 1dentical with the environments which
produced the great Tamil Vaisnava Alvars Ramanuja was a Taril



6 INTRODUCTORY

Biahmim born at Sriperumpiitiir near Madras mn 1018, and had his
early philosophical trammng at Kancipuram, but built up his
philosophv of qualified monism 1 Srirankam, and travelled
throughout India to propagate his ideas The important fact 1s that
Rimanwja followed, in the evolvement of his philosophy, Yamuna-
cirva (b 917) who was the grandson of Ranganathamum (824-924),
the first of the great Acdryas of Vaisnavism who followed directly
the Tamil Alvars, Rangandthamuni actually became the final
redactor of the Vaisnava Tamil canon, and the grandson and
direct spirttual mheritor of this man, Yamunacarya, who also went
under his Tamil name Alavantar, became the guru of Raminuja
1hus, a direct and unmnterrupted line leads back from Ramanuja to
the greatest of Alvdrs and one of the greatest Tamil poets, Nam-
malvar, who was the guri of Ranganathamum

Without going nto details, 1t 1= proper at least to mention by
name the most mmportant Sanskut poets, commentators, philos-
ophers and Sansknt literary works, mtimately connected with the
South 1t 1s well-known that, under the patronage of early Vijavana-
gara kings, notably Bukka I, a large body of scholars headed by
Sayana undertook and completed the enormous task of producing a
commentary upon the Samhitas of all the four Vedas, and many of
the Brahmanas and Aranvyakas

It 1s not always stressed, however, that the Bhdv/ag@jaﬁum‘na was
composed somewhere m South India about the begmning of the
1oth Cent, and that 1t summed up the outlooks and beliefs of
typical South Inchan biiakfr, 1t 15 a fact that the Bhdgavalapurdna
combmes a stmple emotional bhakiz to Krsna with the advaite of
Sankara m a manner that (to quote K A Nilakanta Sastrt) “has
been considered possible only m the Tamil country of that period”
Among the most interesting dramatic compositions coming from the
Tamil South are the two unique farces ( praiasanas), Mattavildsa and
Bhagavadajjuka, written by that mmmensely attractive figuie m
South Indian history, the “curious-minded” Mahendravaiman the
First of Kafci

In the domain of Vedanta, all the thiee major schools had their
origm 1 the South Sankara (born m 788 at Kaladi m North
Tiavancore) was a Kerala Brahmin One may go on enumerating
hundreds of Sansknit works in the field of belles-lettres, rhetoric,
grammar, lexicography, commentatorial literature, philosophy
etc, all of them written in the South This we will not do, naturally,
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INTRODUCTORY

1t 1s important, however, to appreciate the fact that Sanskrit
Iiterary works are an integral and intrinsic part of the lterary
heritage of the Sout/ and that Sanskrit was the language of learning
and lugher culture throughout South India, though, of course, to a
different degree in different parts of the South, and in different

petiods
CHART 2

Tamil Kannada Telngu AMalavalam
AD 1400

AD 1200 /

AD oo /

Period ot the/f4<t strong wave of over-all

AD o6oo

Sanskiitizafion ot the South
AD 400

First impacts of Sanskritization



CHAPIFER TWO
DISTINCTIVE FEATURES OF TAMIL LITERATURE

One may observe, thiough the entire development of Tamil
Iiterature and, for that matter, Tamil culture 1 general, a kind of
mner tension which may be traced to two sources one 1s the truly
dialectic relationship between the general and the specific, another
the conflict between tradition and modermty The problem of the
relation of speufic and general in Tamil hterature and culture 1~ a
very central, very basic problem which has 1ts important aspects in
all spheres of hfe and which penetrates or at least touches a great
number of other questions (such as the biculturalism of some strata
of the Tamil commumnity, the language-loyalty, language policy etc )
By “general” I mean the generally, the umiversally Indian, by
“specific”’ I mean the specifically, distinctively Tamil

There 1s much talk today about the Indian hinguistic area, afte:
Emeneau applied the theory of a Sprachbund to India and so-to-say
discovered India, 1 1956, as a “linguistic area’”, as an a1ea m which
genetically different languages show similar or even identical
features, we should probably develop, along analogical lines of
thinking, an Indian areal Lileraturwissenschaft, with the same
precision, with the same attention to detail, with the same rigom
that Emeneau develops in his hyvpothesis of Indian hinguistic area
There 1s no doubt that there are some “enuc’ features, typical for
the pan-Indian Literatirbund ! Hardly anybody can deny that theie

! Features which ate common to the entuce Indian sub-contment but
umque only for 1t, not confined to any pairticular 1egion o1 bound by any
particular linguistic unit or social commumty Examples of such features
(seen, naturally, 1 a somewhat “collapsed’” form) aie, ¢ g, lugh degiee ot
conceptnahzation and categonzing scence agamnst low degree ot fadt-
gathering and hvpotheses-testing, the conception of tune as ciicular 1athes
than linear, etc etc In the field ot hteratwie, 1ts funcuion and appreciation
such features ate, to quote a few mstances higher 1egard tor oral than for
written transmussion, emphasis on audience appireciation, the concept of
“mood”’ (1asa 1 Sanskiuit, meypp it m Taml) and 1ts over-all impot tance—
though the Tamil meyppatu 1s not wdentrcal, but an mmportant “alloforw’
ot the over-all categoiy ol “mood”’, literatuie as rhetotic to move othas .o
mtensify the teelings of the rastka, composttion 1s presciibed, there 1s thae-
fore high degiee of conventionalization, characters analysed 1ather by types
than by mdividual heroes, high degree of anonynuty, a typical Indian
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15 a common Indianness 1n the hiteratures of India just as theie are
some common and distinctive features of Indian civilization and
enlture {though I have myv doubts whether anvbody has as vet
successtully produced a classified list and a 1eally deep and pene-
rratmg discussion of these features) These common features are of
course results of a convergmg evolution, or, one should probably
say, and this seems to me to be rather important, of a synthesis not
vet fully achieved—, actually far from achieved The common
Indianness, the “unity m diversity”, should be regarded not as
something static and finished, but as a dynamic process, as a truly
dialectical process, not as a sum, but as a movement which alters in
{he historical evolution, a kind of striving after synthesis of opposi-
tions and conflicts which are frequently rather antagonstic

Onc of the basic—if not the basic—components of this dynamic
process full of tensions and antagonisms 15 the striving after a
Diavidian-Aryan synthesis Tamil literature reflects this struggle,
from 1ts very beginings i the text of the 7 olkdppryam until today’s
writings of such men as Annadurat, Kannadasan or other apostles of
the Dravidian movement on the one hand, and, on the other hand,
11 the wittings of the synthesis-ortented, “Sanskitized” Biahmin
writels

As mentioned above, 1t 15 very probable that the first bloom of
‘Tamil culturc and Iiterature took place before that type of diffusion
which had been termed “Sanskritization’ could have had any massi-
ve cffect and any structurally deep impact upon the indigenous,
pre-Arvan culture of the South  This does not, however, mean that
even the earliest stiata of classical Tamil culture aie without anv
traces of “Sanskntization” In fact, diffusion of at least some of the
“Sanskritic” traits must have taken place as early as m the Proto-
Tamil or pre-Tamil stage, since, as Emeneau pomted out, these
traits are very ancient 1n Toda culture, possessed by the Todas
probably when they first appeared in the Nilgiris As Emeneau says,
Sanskritic culture has, mdeed, been all-pervasive in India

The very earliest monument of Tamil hiterary langnage and
Tamil cultuie as such, the Tolkdppiyam, supposed to have been
composed by Agastya's pupil Tolkdppryar, 1s to a great extent the
product of an Aryan-Dray ician synthesis, and even m 1ts Urfext, in
1ts earliest layers, 1t shows beyond doubt the author’s well-digested

conception of authorship, ongmahty and mitation, a paiticular conception
of plot(s) ete ctc
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knowledge of such Sanskrit authors as Pammi and Patafijall The
earliest traces of another style of Tanul-—a style probably rather
near to the colloquial speech of those days—preserved m the most
ancient msctiptions in Tamil m the Brahmi script—are mfluenced to
a considerable extent by the Prakiit of the Jans and the Pali of the
Buddhists’

Hence 1t 15 clear that Tamil literature did not develop mn a cultural
vacuum, and that the evolution of the Tamul culture was not
achieved ecither m 1solation, or by simple cultural mutation The
very beginnings of Tamil Iiterature manifest clear traces of Aryan
mfluence—just as the very beginnings of the Indo-Arvan literature,
the Rgvedic hvmns, show traces of Dravidian influence This, too,
15 today an undisputed fact

On the other hand, there arc some shaiply contrasting featues
which are tvpical for Tamil classical cultuie alone, for the Tamil
cultural and literary tradition as opposed to the non-Tamil tracdition
—and m th respect, the Tamil cudtural tiadition 15 mdependent,
not derrved, not mutative, 1t 15 pre-Sanskritie, and {1om this pomt
of view Tamil alone stands apart when compared with all other
major language s and literatuies of India

Tt 1s possible to express this fact bitefly but precisely by saying
that there exist i India only two great specific and mdependent
classical and historically attested cultures—the Sanskiitic culture
and the Tamul culture

Historically speaking, from the pomt of development of Indian
literature as a smgle complex, Tamil hterature possesses at least
two unique featuies

Tirst, as has just been pomted out, 1t 1s the only Indian hiterature
which 15, at least 1 1ts begmmngs and m 1ts first and most vigorous
bloom, almost cntirely dependent of Arvan and specifically
Sanskrit mfluences This primary mdependence of Tanul literay
tradition has been, mcidentally, the source of many conflicts

Second though bemng sometimes qualified as a neo-Indian litera-
tute, Tanul literatuie 15 the only Indian literature which 1s both
classical and modern,” while 1t shares antiquity with much of
Sanskrit hiterature and 15 as classical, m the best sense of the word,
as e g the ancient Greek poetry, 1t continues to be vigorously hvmg}
modern wiiting of our days This fact was eapressed mn a very happy
formulation by A K Ramanujan i his excellent book The Interior
Landscape (1967) “Tamuil, one of the two classical languages ot
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India, 15 the only language of contemporary India which is recog-
nzably continuous with a classical past”

This fact—the relation between tradition and modernity—has, too,
been the source of constant tension contemporary Tamil hiterature
has to carry the splendid but massive burden of an uninterrupted
tradition and classical heritage, and sometimes the burden seems
mndeed too heavy to bear

The followimg are then the diagnostic, characteristic features of
classical Tamil Iiterature with regaid to 1ts subject-matter and
thought-content First of all, Taml 15 probably the one ancent
language of India that bears the reflection of the life of an entire
people, that 15, 1ts heroes are 1dealized types derived from what we
might even call “common folk”’y Classical (1 e the so-called Cankam)
Taml hterature 15 not the literature of the barons, neither is 1t the
Iiterature of a monastic order, nor the literature of an éliie, of a
ndgarika, 1t 15 thus not the literature of a particular social class
One major type of Tamuil classical poems reflects the hife of ordimary
though 1dealized men and women, not the Iife of a sacerdotal or
1aling nobility, of a priestly class, of nuns, monks, or of any élite
group or groups of society The whole gamut of basic human
expertence 1s contained m what has been best m Tamil wrniting,
In this sense, 1t 15 very different from all strata of Sansknitic
Iterature—from the Vedic hiterature which 15 the literature of
a sacerdotal class, from the great epics which are the hiterature of
the 1uling barons, from the classical hiterature which 1s par excellence
the Iiterature of the “man about town”, of the ndgarika, 1t 15 also
different fiom the Buddhist and Jama texts, since these are mostly
the literatmie of monastic orders, of monks and nuns However, this
does not mean that 1t 1s, 1n 1ts fimshed forin, as we have it, “popular”
Iiterature or ““folk” Iiterature Classical Tamuil Iiteratule 15 iterature
about and of people but not a Volkshieratur It 15 typicallv a
Kunstdichtung

The poets, of both sexes, had no prestly function to perform
There are more than twentv women minstrels, 1esponsible for about
140 poems of the earliest strata of Tamil poetry The true diagnostic
feature of these poets 15 the fact that thev wele a professional,
vocational group, held generally m high esteem Thev belonged, by
birth, to all classes of soctetv, quite a number of them were born as
princes and chieftams, a great number were of peasant or merchant
origin, however, the hist of ancient poets mcludes potters, black-
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smiths and carpenters—Dby birth, that 15 Some of the names are
revealing e g Namp1 Kuttuvan, Kur 243, belonged to the rulmg
dynasty of the Céral kings, Maturar Eluttdlan, Kur 223, was
probably a scribe at the 10val court of Mafurar, Uraryiir Mutukor-
ran, Kur 221,15 the “old headman of Urazyzir”’, but Kilunankalan-
kilar, Kur 152, was a peasant by caste, while e g Mamilana:
responsible for a number of poems, was a Brahmin schola:

These early poets, recrutted from many different communitics,
recerved bardic traming—there were probably different schools and
traditions of this traming-—and hecame professionals, the wandermng
minstrels and bards travelled about m giroups, often rather poor,
frequently, however, very mfluential, and somectimes 1athw
affluent JVhen a poet m Pur 208 7-8 says “I am not wingmng tm
money”’ and “I am not a poet who baiters his art”, 1t 1mples the
existence of “mercenary’”’ singers Some of the poems speak even of
the duty, of the obligation (katan, it “debt”) towaids the nunstiels
which the ruling monarchs and chicftamns have to petform (P
201 14, 203 II))

The learning of the munstrels was oral, acquuied by mmitation and
practice, the basis of then knowledge was purely audrtory Cf the
term kelve “‘learmmng” (spectfically of the poets) primarv meanme
“hearing, sound” (<<kél), o1 kilav: "‘word, speech, languap
utterance’” <kila “to speak’, 1¢ “to be heard” (DED 167;
Burrow BSOAS 1943, 128), ktlav: 15 used most frequently tor
“poetic utterance” all this pomnts to the oral-auditory nature of
early Tamuil iterature

In this connection 1t 15 also wtelesting to note that the term fo.
the most ancient Tamil metre, the metre 1 which almost the entie
bardic poetry 15 sung, namely akaval, means “call, sumnion, sone™
(cf DED 11 akavie “to utter a sound as a peacock, to suig, call,
summon’’, akavar “baids who atouse the king m the mornmg’ )
Later the same metre was called dewevam, denrsed fror dcire i
“priest, tcacher, author of any lterary work, scholat”, a verv
carly Iw from Skt dedrya- “a spititual gude o1 teacher” (D511
item 30) That 1s, there was a semantic <huft from “call, summon,
song” to “teaching, setmon, explanation’” The poetiv acquite-
more and more the character of learned Kunstdichtung, and thi,
also leads, as Kailasapathy rightlv observes, to the next stage of
gnomic, didactic poetry (under the mcieasing mpact of Jama and
Buddhist 1deology)
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But let us return to the bards there were probably six major
types of these early poets the term which 1s used most frequently 1s
panar This 15 connected with pdn “‘song, melody”, pdn: “‘song,

melody, music’” and panu “song’’, most probably the underlying

monosyllabic morpheme 1s pan ““‘music” There are cognates in

Malayalam and Tulu It isinteresting that the Pkt pana- (most

probably connected) means “a low caste” (DED 3351) The panar

were minstrels who sang their songs to the accompaniment of the
yal or lute In medieval times, they weie regarded as a lower caste,
and 1n such medieval texts as the Nantikkalainpakam (anonymous,

of the time of Pallava Nandivarman III, &46-86¢, historically a

rehable text), the pdnar are compared with pév, “the devils, the

demons”’, and with nay, “the dogs”

kattar were dancing manstrels, performers of choral dramas (a
synonymous term 15 dtunar) Cf Greek choror who sang as well as
danced at the festivals This class of minstiels was degraded, too
kattr ““danseuse’” m later time means “prostitute”

porunar a term which probably means “war-bards”, they were
especially close to the chiefs and princes, the accompanying
mstrument m this case was the tatdre or kenar “‘small drum”

akavunay, akavalar or akavar <akavu “‘to utter a sound as a peacock,
to smg, call, summon”, 1e “summoners, callers’ Probably

“heralds” We also come across the term akavan makaliy ‘““women

heralds”
viraliyar these were female dancers and singers, oniginally highly

respected——cf the case of Auvarydr, who was a gieat and esteemed
poetess and a danseuse Inlater tumes, however, mamly due to the
puritanical attitude of Janusm and Buddhism, they became to be
regarded as symbols of immorality, and the word was used first
for concubines, later for harlots and prostitutes

The only term which survived 1 the meanmg ‘‘poet” was
pulavar This 15 the modern Standard Literary Tamil term (mn
de-Sanskritized Tamil) Original meaning 1s “wise men, the learned”
And this 1tself 15 important the 1dea of wisdom, of knowledge, of
learning connected with the person of the poet, 1t was a learned
poetry It also shows the reverence for the poets in ancient times
the pulavar are always highly respected—somewhat lhike 1n the
Jewish tradition a scholar 1s the most respected man in the society

( It seems from certaimn data that poets have not only been always
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associated with profound learning, but also with mantic wisdom,
which was connected, again, with the cult of Murukan Murukan is
actually the patron-god of poets and scholars m the South, onlv
much later this function (of the patron-god of wisdom and learning)
1s taken over by Ganapatl‘.},s

In a way, ancient Tamil poetry, especially the erotic poetry, 15
very “‘democratic” However, this democratism, I am afraid, was
greatly exaggerated ! The characters mentioned by name m the
heroie poetry are almost exclusively aristocratic {On the other hand,
1 love-poetry, the personnel 1s anonymous—theyv are types, typitied
common people or rather people 1n general, without anv determma-
tion of their social statue, their occupation, etc  just a man and a
woman, the woman’s mother o1 girl-friend, the man’s friend or his
charloteer\%owe\'er, there 1s evidence which shows that even these
anonymous types belong, in most of the erotic poems, to the “leisure
claqs}n We may assume that, with a few exceptions, one and the
same tvpe of male 1s the hero of both—the war exploits and the
erotic feats The only difference 1s that when the poet describes his
erotic achievements, he 1s discreetly anonymous, while anonynuty n
panegyric and heroic poetry would be quite unwanted, here, the
hero 1s a concrete person There 15 no personal love-poetry The
poet never speaks about his individual erotic experience, on the
other hand, there 15 a lot of personal experience of the poet revealed
n the poems from the other sphere—the sphere of public life

The male hero, though an “aristocrat”, cannot be compared with
let us say a feudal baron of the Norman period "The Old Tamil hero
was very close to the land, the economic basis of his existence,
though he himeself did probably no manual work 1n the fields, he did
not live 1n huge castles, but 1 villages m big houses called mana:,
akam, 14, and only occasionally 1 small fortrcssest. However, as
Puram 311 says, ’

“he weats spotless white clothes washed by the pulartly (washer-

1 T would now hesitate to usc the term at all It is true that, on the one
hand, the akam gente ot cassical poetry has tor 1ts diamatis personae anony -
mous types 1epresentative of men and women an sich (nrespective, among
other teatures, of caste o1 class) who undergo common and total human
experlence ot love m all 1ts phases and aspects, on the other hand, these
dealized tvpes represent cultwied, well-matched and tit pans, to the ex-
cluston of uncultured, 1gnorant, unlit people, who, m later scholastic litera-
tute, are said explicitely to be servants and woikers The 1deology ol the
puram (herowc) genre 1s defuutcly ““clanmish” and “atistocratic”
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woman), who digs the salt land for wates He also wears a gailand
of tlowers He 1 alwavs helpful to others But he fichts alone,
unaided 1 battle A fierte and mighty heto, he 1, who waids
off with Ius smngle shicld the weapons ammed at i by his {oes™
(K Kadasapathv's transl) .

“The bards did not mdulge m moerahzations concermng cither the
tthies of war or the problems of extxzumn1talire]atmnshlp o1 non-
inonoganious sexudity of the heroes (Kalasapathy, 79, 80} Only
Jater —probably due to the mpact of Jatnsm, Buddhism and later
Brahmanism—there 15 some gnomic content m the poems—the
contial idea being the nnpermanence of hife i the world  Tolkdppi-
yam calls this theme kdiice, and Purapporul venpamdlar calls 1t
wdkar» They stand apatt, probably as later additions Whether thev
aae later o1 not, allof them ate to an extent pervaded by some con-
ception of nniversal humamsm and unty of mankind The reasons
tor this humanism ate not diawn from a momstic wdentity with the
Primeval Being, but from the very nature of man, from the funda-
mental identity of all men, from a rational unity found 1 nature
and 1m the cosmos, above all, fiom a store-hke, unimpassioned,
unperturbable kind of acceptance of the facts of bie In these few
Ctanzas, we see the poet-philosopher, or 1ather simply the “wise
poct”’, the pulavar, at lus Dist, whether or not we regard these
pocns as a teflection of the progiessive transformation of values,
which were ongmally pertment simply and purely to the heroiwc age,
mto more dealized vakues, mierpreted from the moral standpomnt
VWhatever the process was, the outcome, represented e g by the
wellknown and often guoted poem begmrning avatum fire ydvaris
wilir, Puram 192, plaved a very great role m subsequent 1deological
development, and 1s probably even moie niportant today 1in 1ts
very contemporary political interpretations, and even nmusiaterpreta-
t1ons The whole context of the poem shows that we have to do
tather with a stow-like, Montaignesque iesignation and even a
privileged recognition of the tranwency of hife, than with any kind
of egalitarianism and “nmeisal brotherhood” which had been
.ead into the opening hine of this beautiful poem

Any town oul home-town, every man a kmsman
Ll and good ate not things biought

by others, neithet paimn, nor relef of pam

Death 1s nothing new We do not rejoice

that living 1s sweet, not resent 1t

for not bemg so
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Lile’s way 15 hike the raft’s
when the 1estless descending waters lash on the rocks
as hghtemmng <kies pour down the rams —
we know this very well
from the v1sion of the Open-eyed Ones
So we do not marvel at those
big with excellence, nor scotn
the hittle ones
Puram 192
Translation A K Ramanujan

The 1deal of human life was to be achieved n this Iife, and 1t was
the 1deal of o wise man of human proportions and with human
qualities Thete 15 even a specific term for this ideal man, appearing
agamn and again m many stanzas—n fact one of the key-words of
Tanul poetiv, 1f not the key-word of the best in Tamil culture I
have m mmd the term ednzdor This 15 a partiapial noun derrved
from the  erh stem cdl “to be abundant, full, smitable, filing, great,
noble’””, the noun ¢dl means “fullness, abundance”, cdlpu “excellen-
ce, nobilitv” (DED 2037 a) Hence canron, pl cdnrér means “a
complete, a whole man, a perfect, noble man”’

Actually the medieval glossators and scholiasts called consistently
the most ancient poetiy of the Tamils cdnzdr ceyyul “poetrv of the
noble ones” In Kailasapathy adds the following very tiue state-
ment about this term  “It 15 perhaps no great exaggeration to
say that no other expression sums up the totality of the natuie
of the catliest Tamil poetry as does cdnror cevyul ‘poetiy of the
noble ones’” The TL m 1397 gives the followmg meanmgs of
canyor “‘the warrior, the great, the learned, the noble”’, and “‘the
poets of the Caitkam period” In a book of cssays, dsicirarttumpr,
on pp 49-64, M S Venkataswamy discussed this word and 1ts
semantic field and tied to demonstrate that 1t origmally connoted
“wartiors” That may be true but 1n the bulk of so-called Sangam
poetry, 1t means “great, noble men” (in the moial sense) A stanza,
Puram 182, mamtams that the wotld exists as a hivable place be-
cause such perfect men exist

This world hives because

some men do not eat alone, even the sweetest things,
nor even the food of the gods

earned by grace and penance,

thev have no anger n them,
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they do not fear evils that other men fear,
not sleep over them,

they give their lives for glory
but will not touch the gifts ot the whole worlds
1f 1t should be tainted,

they have no famntness in their hearts,
and stnive not for themselves
but for others,

this world 15,
bhecause such men are
Puram 182
Translation .\ KX Ramanujan

Agam, 1n another stanza of the anthology, Puram 191, we may
read the following hines

You ask me how 1t 15

my han 15 not gray

though I am full of years Then hsten

a wife’s excellence, childien fulfilled,

dear ones wishing me what I wish

for myself, a king who will do nothing

that 1sn’t done, and 1 the town

whete I Ive, several men

full of v1tue, courtesy,

masters of them senses
Puram 191
Translation A K Ramanujan

he same 1dea reappears later in the Twrukkural (¢ g m 571, 996),
panputarydr pattun tulakam, atwvinrén
manpulkkn mayvatu man (990)

“The woild exists because noble and cultured men exist, without
them the world would vanich m dust”

The important fact 15 that this Tamil wise man, the canron, 1s
not an anchorite o1 a recluse, not an ascetic of any kind and shade,
but o man of flesh and blood who should live fully his days of
couttship and of marred hife, of fighuing and love-making, rejoicing
m the laughter and happiness with his childien and friends and
fully dedicated to his social and civie duties And this humanistic
tradition 15 very much alive i Taml hiterature from 1ts begmnimgs
to 1ts present short-story writing, and 15 found stiongly expressed 1n
the best works of Tanul literature 1n the earliest poetry which 1s
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1ts source, m the pragmatic and empiric ethics of the Twukkural, mn
the best of the bhaktas, m the conception of Kampan’s Ayodhyd, and
even 1n the medieval poets hke Pukalént: and Arunakir, Rama-
linka Cuvamn and, much later, 1 the two probably greatest figuies
of new Tamil wnitmg, in Parat: (Bharati) and Putumaippittan

Before diseussing another general characteristic feature of Tamil
writing as such, let me trace m some detail the other kev-words.
the other diagnostic concepts typical for the earhest and most
independent era of Tamil iterature and thought

One of such terms 1s ndn ““sense of shame”” According to the most
accurate and sensible commentator on early old Tamil lhiteratuse,
Tlampfitanar, “what 1s meant by this word 15 a state of mind that
leads to the actions contrary to the conduct of the noble ones, 1t
cannot be explamed” Akam 273 15 speaks about pulavar pukalnia
ndn “‘sense of shame praised by the bards”

Another key-term, and probably even more impoitant, 1s pukal,
and 1ts many synonyms, all meaning “glory”’, “fame” According to
Puyam 282, the 1deal hero while alive lived i the battle ground 10
attain “‘glowre”, and after death he passed mto the verses of the
sngets To acquire fame and gloiy was the chief goal of his Iife
In Puram 36 1t 15 sard that “for fame they would give then vev
hves, agamnst blame even the entue world they would not have’
And agamn, Puram 182 3 savs pukalemy uyirun kotukkuvar *tor
fame thev would give their very lives” The synonyms for pukal a.c
iwrar, wear, perwmpeyar, civth, all meaning, “pratse, fame” K Kaia-
sapathy examines in detail the contents and attributes of these
items (231 f ) The poems are saturated with constructions mvolving
these terms The warrior constantly endeavours to estabhsh his
reputation, he 1 full of courage, having utter disclaam oy death
One'’s fame 1 more lasting than death itself, ¢f Puram 165 2 etc
tampukal nint tammdyntanar “they died, having set up thewr fame
on a firm basis” Honour and fame could be achieved only by
bravery m war and deeds of slaughter aganst the enemy The truc
hero longs for battle Cf Akam 154 3-4 “‘Having consumed plenty
of strong palm-wine, the furious men long for battle” Hence the
hero’s pride 1 wounds 1ecetved m battle, m wuppun “excel
lent wounds” (Puram 180 ) which, according to the celebrated
commentator of the Twukkural, Parmmclalakar (Karal 70
6), are “‘glorious wounds which one 1ccerves on one’s chest and
face”
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Women were as brave and as thirsty for fame as men. cf. this
amazing poem, Puram 86

You stand against the pillar
of my hut and ask me
Wheie 15 your son?
I don’t really know
My womb 15 only a lair
for that tiger
You can sce lnm now
only m battlcfrelds
Tianslation A K Ramanujan

With the longmg for battle and thurst for fame 15 naturally
connected the carliest Tanul conception of heaven It 1s a hero’s
heaven, the world of great renown, the woild of the noble ones,
whereas the earth 15 peopled by heroes and non-hetoes, the warrio s
lLieaven 15 mhabited only by renowned (perumpeyar) persons Thev
will enjoy the bliss of marrage with the spotless maidens 1n heaven
(Puram 287 10-12) ‘“‘Lucky are those who are killed by someonc
rather than just die”” (A kam 61 1-2) Those who died a natural death
were laid on a grass mat and cut asunder with a sword, so that they
might dic a wairior’s death Even children did not escape this
gruesome custom, cf Puram 74 1-2 “Whether 1t be a still-born
child or a mere foetus, 1t 1s not spared but cloven asunder”

Leaving these gruesome aspects of early T amul civilization behind,
let me mention another and very typical and characteristic feature
of the pre-Aryan Tamil hterature—its predominantly secular
mspiration, the absence of any “religious” sentiment The earhest
extant poetry 1s emphatically not ntuahstic at all, even reflection
and didactic features appear later It was suspected and himted at
more than once, and probably quite conclusively proved by Kailasa-
pathy, that the early poetry of the Tamils 15 founded on secular,
oral bardic tradition—n sharp contrast to the Vedic poetry, and
comparable rather with the Greek or Welsh bardic literature and, 1n
come respects, with the early amorous lyric poetry of the trobadors
of Languedoc and Provence

. "The Tamil classical poetry 1s pre-eminently of this world, 1t malkes
almost no allusions to supernatural meddhng m wordly affairs
When, quite marginally and exceptionally, 1t reflects some kind of
religro, 1t 15 mostly the rites and ceremonies connected with the
daily Lfe of the people (such as marriage ceremonies), or, 1 bardic
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war-poetry, retlections of tribal cults and their survivals (sacrifice
of blood and flesh to the devils, etc ) The presence of Vedic religion,
of Brahmanism, m eaily Tamil poetry may be traced only with
difficulty as a very feeble, ummmportant superstratum
¢ The poetry only raiely reflects and speculates, where 1eflexion and

elements of speculation appear, thev ate often of very different
quality from what we fimd m Arvan texts i old Tamul Iiterature,
reflections and speculations are of a general, humanistic and “stoic”
character, preoccupied mostly with the impermanence and transen-
ce of human affans, with man’s duties as a zoon polittkon and as a
social bemng, wath the abihity to live a full, happv Iife m this world

This onginal secularism and the absence of almost any religious
mspiration 15 the one feature that later disappears fiom Tanul
hterature, and Tamil becomes what has been called “‘the language of
devotion” and of 1ehigious philosophy But Tamil iehgiosity 1s
undoubtedly of a difterent colour than anv other Indian rehigiosity,
1t has 1ts specific and peculiar features, which will be discussed n
detail when Tamil bhakts poetry, and the cittar texts, are analysed

Apart fiom these more general typical features of Tamul literature
—1ts so-called “democratism’’, humanism and secularism—we may
of course chatacterize Tamil writing by 1ts typreal subject-matters,
by 1ts leading themes and motives The traditional and 1 fact the
onlv content of ancient Taml poetry seems again to be something
specific m India, and any attempt to bring 1t mto direct relationship
and one-to-one cortespondence with the concepts of dharma or
artha or kama 15 bound to fail To put 1t simply and somewhat
crudely, the two topics of carly Tamul poetry aie mating and
fighting This fact finds 1ts formal expression m the existence of
two and only two genres The genre of akam poetiv, 1¢ poetry of
the “mner world”’, speaks of private ife This 15 the tender, intimate
love-poetry, anonymous, stereotyped, mcluding some of the greatest
love poems ever composed 1 world literature a poetry based on a
concept definitely broader and deeper than the Sanskritic kdma
The second genre 15 that of puram, of the “outer world”’, poetry
concernng mdividual heroes, about war, greatness, fame and duty,
about public and political Iife, the result—magnificent bardic
poetry, panegviics and war lyries The geme comprises a great
many aspects of the Sanskritic dkarma and artha

Finally, theic 1s yet another feature which should he mentioned,
a formal feature which 15 perhaps rather typical of the best achieve-



22 DISTINCTIVE FEATURES OF TAMIL LITERATURE

ments of Tamil literature as such, from the earliest exquusite lyrical
stanzas to the quite contemporary prose-writings of such authors as
L S Ramamirtham or the very contemporary putu kavitar, “‘new
poetry” school It seems somehow that the thing which matters
most 1n Tamil creative writing 1s a conscious effort after brevity and
conciseness, a stitving after powerful abbreviation, clarity and
transparence, which 1s the result of much effort to exploit to the
utmost the technique of suggestion, of allusion, of mnference and
word-play, of a complex and telling use of imagery, of multiple
overtones This effort may be seen 1n the earliest Iy1ical stanzas as
well as m the mtensely concise couplets of the Terukkiral, m the
songs of Cilappatikdram, 1 various stanzas of Kampan's epic, m
modern essays and short stories
Hence, the two most typical and best developed forms of Tamil
~ writing throughout the ages are lyrical poetry and short story, that 15
basically brief forms Epic poetry appears late1, and 1s almost always
an imitation, even the greatest Tamil epic poetry—mwith the possible
exception of Crlappatrkdram and 1ts majestic grandeur—is 1ather a
serles of mumature dramatic situations arranged like a cham of
mdividual stanzas simuilar to beads on a string, stanzas which are
fimshed, homogenous and perfect m themselves {And, frankly
speaking, a greal novel and a great drama has vet to appear n
Tarml literature, whereas Tamil poetry abounds m exquisite lyiical
pleces and Tamil prose abounds m excellent short storics and
essays



CHAPTER THREE

PROBLEMS OF DATING, RELATIVE AND ABSOLUTE
CHRONOLOGY

As a prelminary remark one fundamental difficulty should at
least be menticned the manuscripts on palmyra leaves can hardlv
be dated earlier than the 18th Century In the climatic conditions ot
South India, the palm-leaf manuscripts perish very quckly !
Fortunately, photostat copies of Tamil works on cadjan leaves of the
12 Cent A D were made, the manuscripts were preserved m the
much more favourable climate of Tibet But, so far, they do not
seem to be available for study 2 The manuscripts which wete
preserved have been copied, and the natural question arises w hethet
the reading one obtains from these copies 1s that of the age of the
copyist o1 that of the origmal, and to what extent they daftes
Textual criticism, as 1t 15 understood in the West, has not yet been
adopted Dby the editors of Tamul classics Even such an erudite
scholar and editor as Dr U V' Swanunatha Aiyar, clarum et venera-
bile nomen m the history of Tamil scholarship, did not stictl,
adhere to the principles of textual criticism  We know almost
nothmg about the manuscript traditions of the poems and antholo-
gles, there are almost no specialized dictionaries, 1ndexes aad
concordances, and not a single text has been cnitically and fally
translated and interpreted finally, with the possible exception of the

1 One of the eaily Tamil editors, C1 Vay Tamdtaram Pillar (1832-10013
describes, m the preface to hus edition of Kalittokn: (1887), the ditficulties
ot his editorial work “‘Only what has escaped fuire and water and rehgovs
taboo 1emains, even of this, termitcs and the msect called Rama's ariow
take a portion, and the thud element, earth, has 1ts shate, too W hen
vou hft a palm-leal manuscript, the cdge biakes When you untie the knot
the leaf ciacks When vou turn a leaf, 1t breaks i half All 0old manu-
sciipts ate falling apait one after the other and there 15 no one to mahe nea
copies” According to M C Venkatacdnu (Pattonpatdm niirdntd fami!
akkryam 1800-1900, Madras, 1962, pp 110-1T1), “unprmted texts
manusciipts were lost within one scholai’s memory o1 became ar atlable only
m portions, the stungs untied and the other parts lost” Palm-leaf mana
scripts ate occasionally produced until this day thus, eg, I have m my
pussesston a palm-leaf Ms of Maymatan Kataz, “The Story of the God of
Love”, dated Aug -Sept 1052

2 T P Meenakshisundatan, A History of Tamal Lateratuse (1905) p 5
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Panpatal, edited and translated by F Gros, at Pondichéry, 1968
i~ee Bibliography)

Also, there seems to have been a break in the tiaditional study of
wictent Iiterary works before they were rediscovered i the 19th
Contury Many verses are mssing even from those works which have
come down to us On the other hand, there was a tradition of mte1-
polation-—and this 15 very mmportant for us when tiving to recon-
siuct the origmal text of such works as the Tolkappryam We know
e g that a nun by name of Kantiyar 1s said to have mcluded her
verses 1 the Jan epic Civakacintaman: (Nacciparkkiniyar’s
Commentary on Cin/ 3145, Irdkava Aryankar’s ed of Perunfokar
1549) Interpolations, elaborations of some episodes etc have been
probably added to the original texts there are eg critics who
mamtamn that the Pertyapurdnam and the Kampardmdyanam
contain quite a number of interpolations And it seems to us that the
Tolkdppryam, too, contams some later additions

Those who tried to solve the chronological questions pertaining
to ancient Tamil texts did not pav much attention to what one
may call the various stages n the hife of the text It 15 absolutely
imperative to distinguish between these stages, otherwise one gets
entangled 1n a hopeless mess resulting from the unfortunate fact of
nuxing these various stages and trymg to date a work 1 question as
one homogeneous whole

Generally speaking, we have to distinguish the followmg stages 1n
the hife of a text

1 The creative act, that 1s the process of the actual composition of

a text

The period of oral transmission of the text

The compilation of anthologies of texts

The redaction (Germ “Redaktion”), 1e the editing and codifica-

tion of the anthologies

5 The stage of commentig upon the texts, the composition of
commentaries and super-comientaries

6 The critical edition or at least the preparation of a modern
edition which 15 more or less in agreement with the principles of
textual criticism

e v v

1 The creative act Several authors, lastly K Kailasapathy
(Tamil Herowc Poelry, 1968) have conclusively shown, that the
carliest Tamil poetry was composed 1n agreement with the con-
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ventions of an oral bardic tradition, and that, obviously, a great'
body of oral bardic literature preceded and was mcorporated mto the
earhiest corpus of Taml literature <Th0ugh writing as such was
known 1 the Tamil land during or immediately after the reign of
Asoka, and the Tamil-Brahmi script was fully adapted to the
language probably sometime in the 2nd Cent B C, 1t 15 highly
probable that for a long time writing was used only for nscriptional
purposes and, later, for grants, royal papers, letters written
roval chancelleries, only much later for hterature as such The
creative act must have been purely oral, the early poems show
unmistakable features of oral poetry, of oral composition, destined
for audience appreciation and not visual “consumption’ of hiterature

2 Thus the period of oral transmission was an unusually long'
one As a random example we may give poems numbers 4 and 143,.
144 and 145 of the Puyam collection, ascribed to the well-known
poet Paranar, who composed these songs probably sometime m the
middle of the 2nd Cent A D Perhaps as many as six centuries went
by until a certamn Peruntévanar of 8th Cent A D compiled a
number of bardic poems mto one single anthology of four hundred
of them, and provided this anthology with an mvocatory stanza,
this anthology goes since then by the name of Purandniiyu or Puram

3 The same man was very probably responsible for the anthologi-
zation of a great number of other early bardic poems (Akandndris,
Awmkurungyru, Kuruntokar and Narpina) @Ve»may say that the
majority of the earhest texts were compiled into anthologies some
time 1 the middle of the 8th Cent if not later (some authors date
Peruntévanar mto the gth Cent D

4 The next stage—that of the final redaction and codification of
the various anthologies mto greater corpora—is even later The
earliest Tanul poetry was compiled mto two great anthologies, the
Ettuttokar, “Eight collections”, and the Pattuppdttu, “Ten Lays”,
but the names themselves occur for the first time onlv m Péraciriyar’s
commentary to Tolk Porul 362 and 392 where he speaks about
pattu and tokai, that 1s in the 13th-14th Cent A D, and by Mayilai-
natar, a commentator of the grammar Naundl (also mn the 13 -14
Cent ), he speaks about enperuttokar and pattuppditu (s v 387
armperunkdppryam, enpevuttokas, pattuppditu, patinenkilkkanakku)
Before that, though the individual anthologies are mentioned and
cted by various commentators, the two great anthologies of
Ettuttokar and Pattuppdttu never figure i these commentaries € g
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m the commentarv on Iraryandr Akapporul bv Nakkirar (8th
Cent A D) orin llampiiranar the earliest commentatol on Tolk ,1n
the 12th Cent Thus 1t seems that the final codification of the texts
mto the two great anthologies has not been made before 13-14
Cent AD.

5 The ancient literature, once 1t was anthologized, and especially
after 1ts final codification, was submitted to extensive comments,
annotations and mterpretations by medieval scholiasts, this pertod
of great commentaries starts probably 1 the 8th Cent A D with
Nakkiiar's commentary on Iraiyanar’s Akapporu! and Ilampiua-
nar’s commentary on Tolkdppivam, and ends with Naccipdrkki-
ntyar’s commentaties of the 14th Century Later, a gieat number
of nuscellancous lesser commentaiies were wirtten, and those of
them that are avaiable form a literature m themselves Takmg as
an mstance, agam, the stanzas m Puram, an ancient anonymous
commentary 1s available up to stanza No 266 of this collection,
apart fiom that, there exists a modern super-commentary by Auval
S Dorarewami Pillai to the whole anthology

6 TFally, beginning with late 19th Cent, the eatlv poetry was
bemg published m many editions of different kind and quahtv
Thus ¢ g the anthology Purandniiyy was published m 1894 by
the great U V7 Swaminatha Aivar 1n what 1s an approximation to
a ciitical edition

* Another problem which 15 mvolved m the general question of
dating and chronology of the earlv woiks 15 the fact that a numbet
of Iiterary personalities occur under one and the same name, and
very many witters and editors have comnutted the mistake of
regarding persons bearing identical name as 1dentical people Thus
we have e g Auvaiyar who comes n the pre-Pallavan age of so-called
Cankam literature, another Auvaivar appears as a contempoiary of
Cuntarar m the Pallava age, and a third Auvaiyar, the author of the
popular didactic wotks, appears i the later Chola age as a contem-
porary of Ottakkiittar There was also the habit of later writers
assuming the names of great poets of a previous age this may be
the case of Kapilai There are at least three poets gomg by this
name one who 1s sometimes called Tol-Kapilar or the “Old Kapilar”
(cf colophon to Akam 282 etc), then Kapilar the Great—""the
prince” of the so called Cankam poets, and finally the late Kapilar,
the author of the late-medieval Kapularakaval, an antibrahminic
outery
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We have at least two Nakkirars the older Nakkirar might haw
Irved round about 250 A D and was the authot of some very fine
poems 1n the anthologres A later Nalkkiiar 1s the author ot Tirmnu-
rukdrruppatar, and probably the same man composed the commen-
tary to Irarvandr Akapporul m the 8th Cent A I 'Certam works
elaborated by a sertes of scholars m a particular school of thought
wele sometimes named after their onginal teacher and gurie such
may be the case of Tolkdppryam, or rather its thud portion, which
15 probably much later than the basic paits of the first two portions
but goes, too, under the name of Tolkappivar.

Finally, theie 15 the problem of the language of the earhiest
hteratuwie  the uniformity of the language 15 pait of the whole
picture of the uniformity and homogeneity of the poctry atself, the
linguistic matter of the caily bardic poetry 15 a highly standardized,
conventionalized language making use of stercotype formulae, 1t 15
a noimalized, highly polished language of a high literary stvle On
the other hand, one should alwavs bear m mmdd thar this itaatue
15 a corpus of poems arranged, as pomted aboyve, much later mto
collections and hvper-collections and that, consequently, these
anthologies contan matertal of very different age and antiquity,
ranging probably from the 2nd-1st Cent B C to the 31d oy 4th
Cent AD The fact that not much hugustic development s
detectable within the bulk of the earliest poems 1~ due to the
conventionalized, m some ways petnfied, “frozen”, lmgustic
noims

One extreme case was to date these teats between the gth-1oth
and the 13th Cent A D These attempts ate no mote scionsly
considered nowadays, though n the carher editions of the Encvelo-
pacdia Britanwnica or 1 the witings of the French scholar Julien
Vinson this was the accepted dating How ever, netther Vinson not

L The wlentity of these two Nakkhiars 15 still a disputod question To b
precise, there are actually mote Nakhirars than two m Tamil wnting Manv
bards bore the name of Kitar (e g Kuttuvan Kiranar, Matutar Nakkirar,
Vilankitanar) Of the better known Nakkiiars, thete may be thiec o1 fomn
1 Nakkitar the bard the author of the lyiical pieces in the fohars 2 He s
probably wdentical with Nakhirar, the author of the beautiful lay “The
Long Good Notthern Wmd” A D 215 (7} 3 Another Nakkiiar, the autho
of Toumanukdirnppatar Cea 700-800 A T) 3 He mav o1 may not be 1denti-
cal with Nakkitar the author of the commentary of liaivanav's Kalavival
(that 15 with Maturaik Kanakkayandr Makan Nakhitar) Cca 700-800 A D
5 One o1 mote Nakkitars, autho1 (s) ot some of the poems which are meluded
m the 11th Toumura: (@alvd Canon)
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Rost, the author of the pertinent lines in the Encyclopaedia Britanni-
ca, had access to the earliest texts, they were not aware of their
existence (Vinson knew only one of the anthologies, Kalittoka,
which 15 anyhow a later collection, Caldwell and Rost considered
the Tirukkural to be the earliest Tanul literary work) This dating
of the begmmngs of Tamil literature can be thus dismissed without
any further ado

Swamikannt Pillar’s 15 a much more serious attempt he dates the
bulk of the earliest poetry into the 7th-8th Cent A D (Ius calcula-
tions are based on astronomical data and result m the date 756 A D
for the epic poem Cilappatrkiram, and 634 A D for Paripdtal, one
of the Eight Anthologics) He gives a few additional reasons, they
need not be discussed 1n detail, smce this dating m general goes
agamst the cvidence of the history of South India, agamst the
internal linguistic evidence, and against some other considerations,
e g of the prevalent religious situation (a period of absolute toleran-
ce for Buddhism and Jaimmsm during and immediately after the
earliest Iiterary period as opposed to the intolerance typical for the
age of the Pallavas, charactenstic for the begmnings of militant
Hinduism mn the South)

The most plausible date for the bulk of early Tanul hterature 15
the znd Cent A D This date, suggested by G K Sesha Iyer on the
astronomical computation of the great fire of Madurai m 171 A D,
was taken up by K A Nilakanta Sastirand S Varvapur Pillar who,
I think, were the first to prove more or less conclusively, especially i
A Comprehenswwe Hastory of India, Vol II, 1957, that the bulk of
the earhest Tamil lyrical poetry was composed between 100-250
AD

Let us now exanune 1 detail the external and mnternal evidence
for this date, as presented by K A Nilakanta Sastr1, and as support-
ed by the contemporary and rather conclusive testimony provided
by the historical analysis of the early Tamil Biahmi inscriptions and
some other material

The earhest Tamil literature extant has been preserved m two
great super-anthologies, the Ettuttokar and the Pattuppattu Chart 3
g1ves the titles of the varous eight anthologies of the great collection,
and the names of the ten lays contaimed 1n the second great antholo-
gv, n therr traditional order

1t has been noted, and nowadays onlv the most stubborn of the
traditional pandits would not admit this fact, that out of the eight
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collections of the first great anthology, two, namely the Paripdtal
and the Kalittokar are, in their entirety, later than the rest As far as
the second great anthology 1s concerned, at least one poem 1s un-
doubtedly of later origin than the rest, namely the Twrumurukarrup-
patar Thus we are left with s1x anthologies of Etfutiokar and with
nine pattus or lays of Pattuppatiu

CHART 3

Ettuttokar ““Eight Collections”

1 Narrinar “‘(The anthology of poems about) the good tinazs’
2 Kuruntokar “The anthology of shoit (poems)”

3 Awmkuyuniirg “The five hundied short (poems)”

4 Patwruppatin “The ten tens”

5 Paripatal **(The composition m the) paripdtal metie”

6

7

8

f

Kalittokar “The anthology m the kalz metie”

Akaniniiin or Netuntokar “The tour hundied (stanzas) about akam’ ot
“The anthology of long (poems)”

Purananiiu “The fomr hundied {stanzas) about puram’’

Paituppittu *“Ten Lays”

T umurukdvuppatar ““The gmide to Lord Muraku”
Porunaiaiinppatar “The guide for the war-bards”
Cuupandipuppatar ““ Lhe guide tor the bards with the small tute”
Perumpanayruppatar *The guide tor the bards with the laige Tutd
Mullarppétt “The song about the torest (life)”
Maturarkkarici *“The 1etlection on Maturar”

Netunalvdiar *"The good long northein wind”

Kuripeppattu *The song about the hulis”

g Pattipappalar *“(The poem about) separation (and about) the city”
10 Malaipatukatans “‘(The poem of the sound) katam pertuning to the
mountans”’

LN N

It seems to me reasonable to assume that the carliest poetry be-
gan first to be fixed mn writing, and later anthologized, as soon as 1t
ceased to be part of a living tradition, m othet words, as soon as
it ceased to be a living, oiallv transmutted poetiy for audience
appreciation  With the cessation of a lving bardic tradition,
probably sometime 1 the so-called dark age of the Kalabhras
round about the middle of the 1ot mullenium, this earhest poctiy
ceased to be created, sung, and orally transmitted, at this time o1
shightly later, 1t presumably became a kind of “frozen”, classical
Iiterature, which had definitely run out as a living literature during
the first great wave of devotional poetry under the Pallavas Tt
gradually became a matter of imnterest only for the scholar, for the
savant, for the erudite litteratenr , 1t also became progressively more
umntelligible, for the language changed as well as the conventions
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and subject-matter of poetry That was probably the period when,
for the first time, a need was felt for commentaries and theoretical
treatises dealing with this classical heritage This hernitage was
‘ ultimately preserved only and exclusively by the learned poets (not
by the popular poets), and by the schohiasts and commentators
Even the scholiast and the commentator ceased to be interested
during the late medieval times, until mn fact this early poetry faded
mto obhvion and had to be rediscovered in almost modern times
The ‘“‘rediscovery’ of ancient Tamil literature occurred n the
, transition period of the later 1gth Cent when—to employ the happy
phrase of A K Ramanujan—*both paper and palm leaf were used”’
* The two men most responsible for making possible this very
transition were Damodaram Pillai (1832-1901) and U V Swamuina-
tha Aiyar (1855-1942)
. It has just been stressed that the anthologization 1s much later
' than the actual creation of the poetry, and that the final codification
1s very probably, again, much later than the anthologization The
name Peruntévandr was mentioned before Five of the six earlier
collections of the Eftuttokar hyper-anthology are mtroduced by
Peruntévandr's mvocatory verses Akandniyu, Awnkuruniyu, Ku-
yuntokar, Nayrinar, and Purendpiyu A certaimn Peruntévandr 1s
quoted as the author of a Tamil version of the Makdbhirata (this
campti work has unfortunately reached us only as a fragment) A few
verses of this Pdratam are quoted m the commentartes ! It may
probably be dated into the middle of the 8th Cent. These two
persons are probably identical, since the Perutévapar who wrote
these mtroductory verses to the ancient anthologies 1s referred to
persistently as pdratam pdteya peruntjvapdr, ‘‘The Peruntévapar
who sang the Bharata” Whether this man was also the compuler of
the anthologies 1s a problem It 1s only a hypothesis, though a
plausible one One thing 1s clear the anthologization of the poems
seems to be much later than their actual composition and corrobora-
“tive evidence may be drawn from the fact that even within the
collections themselves poems of rather different antiqmty may be
found thus, e g, the majority of the poems collected m the Kuzun-
tokar anthology belongs probably to the 1st Cent B C.-2nd Cent

’

1 This work seems to have been composed 1 the venpa metre interspersed
with piose Cf Nacciparkkimyar's comm on Tolk Purathnaryryal 17 21,
and the commentaries to Viracolhyam, Porutpat 15 and Alankdavappat 12,

{18, 29
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A D, but the same anthology contains a poem, Kur 2, ascribed to
Iraiyanar, the author of Akapporul, probably of the 5th-6th
Cent AD
It has already been stressed, too, that the final codification of the
carhiest extant poetry must have been later than the compilation of
various anthologies Of crucial importance for this hvpothesis 1s the
silence mamtamed by the famous commentarv by Nakkirar on
Tratyanar’s Akapporul; Nakkirar speaks 1 detail about the ealy
poetry, he gives a full account of the legend of the Cankam (Acade-
'my), but he never mentions the great anthologies Though an
argumentum ex silentro, 1t 15 rather persuasive
The work 1tself 1s very interesting Composed some time 1n the
5th-6th Cent A D, 1t 15 probably the most ancient of the theoretical
works on the akam and puram genres (probably older than the
Porulatikdram of the Tolka'ppzyam)_)'l‘he work has been attributed
(by a credulous generation) to the God Siva himself because the
name of 1ts author, Iratyandr, can be mterpreted as God or Siva
Thete 15 also a poem, Kur 2, which 1s attrtbuted to Iraryanar
Another name of the treatise 1s Iraryapdr Kalaviyal 1t deals
exclusively with the akam genre—a lucid, continuous text, though
much of 1t does not require a commentary, 1t obtained one, and this
commentary 1s ascribed to one Nakkirar who 15 defimitely different
from the poet Nakkirar of the early anthologies, but also different
from the author of Netunalvatar, one of the “Ten Lays” However,
he may be 1dentical with the poet who composed Terumurukdryup-
patas, a very late poem of the “guide” genre The date of this
commentary 1s a matter of dispute If the two Nakkirar’s are
identical then the date could be anything between the 6th-7th and
8th Cent A D If they were not 1dentical, the commentary could be
as late as the Toth-12th Cent But I would be mclined —for a number
of reasons which I cannot go nto herel —to regard the poet and

1 The commentary on Iraryanar Akappoiul uses the similes taken from
the desciiption of pre-mantal love as found i the Perunkatar, 1 Iratyand
Akapp sitra 2 (ed 1939), p 38 Perunkatar 1 xxai, 17 and 18 Perun-
katar 15 carlier than the 1oth Cent, but certanly not eathier than cca 700
AD Duwvmita’s Bihatkathd, very likely the model ot Peiunkatar, was
composed probably mn the 1st halt of the 7th Cent Foi the upper hmt
¢t the fact that Pantzkkhovar (by an unknown autho1) written probably
m the 8th Cent (since 1t 15 crammed with references to the victories of the
Pandya kings of the 7th and 8th centuies), 15 a collection {kdvar) of poems
out of which about 250 haye been prescived, and the major portion of these
ate taken irom the commentary on [raiyand@ halavival (Akapporul)
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the commentator as one and the same man, and set the date of the
commentary at about 750 AD A tradition maintains that the
commentary was composed by the poet Nakkirar and was trans-
mutted orally for eight generations until 1t was written down by a
Nilakantan of Mucin

This tradition 1s not at all absurd Lately we have come to regard
such and stmilar traditions with more credulity than in the age ot
pure empirical positivism It was after all found out that many
persistent 1ndigenous traditions (e g the one 1ncorporating the
famous Gajabahu synchromsm) may be on the whole trusted , While
the commentary 1itself was very probably composed by a Nakkirat
of the 8th Cent, 1t again very probably was transmitted orally
until 1t was fixed as a written text by Nilakantan of Muciri 1)Th15
commentary of Nakkirar 1s actually one of the first specimen of
Tamil prose, not bits of unmeasured verse as in Cilappatrkdrain, but
pages and pages of genuine prose (ornate, poetic, alliterative,
metaphorical, and full of similes)

I am dealing with this work and 1ts commentary at this length
because 1t will again and again be mentioned (especially while

Nakkirar’s commentaty, though regarded by many as inferior to the text
itself, has descriptive passages ot literary beauty, with alliterations and
assonances, and they can even be metrically scanned (see chapter 16 ot this
bhook, cf also T P Meenakshisundaran, HTL 173)

1 This can be inferred e g @b 2ntra from the manner m which the commen-
tary 1itself proceeds, cf utterances lhike ura: natantu vardmmniamar nokki, o1
11 urar natantavdiu collutum, or innanam varukinratu urar The commentary
15 saxd to “proceed’’, “‘to come down”’ to us, obviously thiough oral tradrtion
That the commentary very piobably contans later inteipolations was
1ecogmzed already m 1938 by R Narayanan of Jaffna who describes it as a
“commentary which has come down to us with mnumeiable alterations’
These mterpolations are pirobably responsible for S Vaiyapuu Pillats
opmon expressed . Kaviyakdlam pp 215-216 wheie he tries to show that
the commentaty 272 ifs present form 1s cleaily mdebted to Civakacintdman:
(1oth Cent) On the other hand, there 15 a persistent and ea1ly tradition 1hat
Nakkirar was the authot of the commentary, ¢f Naccidrkkintyar’s comm
on Tolk Porvul p 808, and Porul Marapu 814 This commentaly u»es onc
the term elutipan “‘he wiote (down)”, f wovurar ceytar yarévemravult ma
turark kanakkdyandr makanar nakkiravena wrvar yelubiman (mnstead ot the
prevalent urar kantavan) VS C Pillat 1s probably right when he says that
Nakkirar composed the mam outlnes of hus commentary, which was then
orally transmitted probably for about 200-300 years, until sometime m the
1oth Cent 1t was written down by Nilakantwr who also gave an mtroduction
and supplhied the commentary with additional and “modern” quotations
The date of the commenta1y was first set as 8th Cent A D by V Kanakha-
sabhat Pillar m The Tamals 1800 Years Ago (1904) Ci also Chapter 16 ol
this book
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ciiscussing the legend of the Cankamn, and because 1t very probably
15 the first theoretical treatise on the poetic conventions of ancient
Tamil) What one has especially to bear in mind 1s the distinction 1n
cate between the text itself and 1ts commentary Let me repeat the
teat was composed probably sometime between the 4th and 6th
Cent A D The commentary—round about 750 A D

It has also been said that the earliest commentator on the Tolkd-
pprvam, Ilampiiranar, who was given the distinguished title
wrarydcwriyar, 1 e The Commentator (and he deserves this title), and
who probably belonged to the 12th Cent, does not mention the
anthologies In the 13th-14th Cent , however, three commentators,
Mavilainatar, Péraciriyar, and Naccinarkkimyar, mention by name
the two great anthologies, hence we may assume that the final
codification of the poems occurred sometime between the 12th and
13th Centuries

Now we finally come to the problem of the external and internal
evidence for the dating of the earliest Iiterature of the Tamuls

Let us first consider the purely historical correlations According
to G Jouveau-Dubrewl (The Pallavas, 1917, p 10), the beginnings
of the Pallava dynasty of Kaicl 15 to be dated sometime 1n the
fust half of the 3rd Cent A D In the 6th and 7th Cent AD the
Pallavas were one of the most powerful and important South Indian
dynasties The first important Tamil Pallava mscription may be
dated roughly in 550 A D In the earliest Tamil poetry, there 1s not
& single allusion to the Pallavas, they are not mentioned at all,
though much of this poetry, especially in the Patwrruppativ and
Puram collections, 15 of quasi-historical nature and mentions a
number of Indian, particularly Tamil dynasties, dynastic names,
events etc True, this 1s an argumentum ex silentio, yet one can
hardly assume that such a powerful dynasty and state as that of the
Pallavas would not have been mentioned at all in a corpus of more
than 2000 poems' We may therefore safely assume that this earliest
strata of hterature 1s pre-Pallava, that 1s pre-3rd Cent A D Now
this conclusion fits well with other lines of evidence derived from
other data on South Indian history What are these other lines of
evidence ? y

1 Furst of all, there are the data of Graeco-Roman authors The
Greek and Roman trade 1s well attested by the early Tamil texts
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themselves the poems speak of Yavanas ! and thewr ships, of their
gold coms and Yavana wine etc, and these poems speak about the
Western merchants and their trade with the South as a well-known,
widely popular and confemporaiy fact, allustons to this foreign
Western-ortented trade are of such nature that we must assume
this Roman and Western trade to have been a simple fact of daily
Iife of those who listened to these early poems It was shown
conclusively that the Greek and Roman trade could not have
continued 1n any considerable extent after the znd-3rd Century 2

1 Therc arc about ten references to the Yavanas m the Cankam texts
Mullarp 61, 66, Perwmpian 316, Patiyrup 11, Akam 57, 149, Netunal 31-5,
101-2, Puzam 56 and 353 The Yavanas scived as body-guards to kings
(Mulla2p 66) and as palace-guards durmg the might (20 01) They were a
drmlking, treely-moy mg people, decorating thcmselves and walkimg along the
citv-streets durmg mights (Netunal 31-5) They were merchants, too, they
biought lamps ot lme workmanship, swan-shaped and woman-shaped
(Netunal 101-2, Perumpdan 316-19), they came with gold and wine m thear
ships and 1eturned with pepper (dkam 149 Pur 56, 343), and one of the
ports they most frequently visted was Mucut (Akam 57, 149 Pui 343)
Cf P Meile, “Les Yavanas dans I'Inde tamoule”, Jowinal 1siatique 323
(1940) 85-123, and K Zvelebil, “The Yavanas m Old Famul Litcatuie”,
Charisteria Onientalca, Praha 1956, 401-409

e Cf E H Waumngton, The Comimeice Between the Romun Lmpire and
India, Cambridge 1928, M P Chailesworth, Tvade-10utes and Commerce of
the Roman Empure, Cambndge, 1926 Fuither 7amul Culture Vol 1, No i,
286-295, also A Ay vappan, ‘A Dakshma Taxila”, The Hmdu Madias, 23 3
1941, L. Fauchcaux, Une welle c1té indrenne prés de Pondichery, Vi ampatnan,
Pondichérv 1945, P Z Pattabuamn, Les fouulles d’A rihamecdu (Pddouké),
Pondichdiy-Paiis, 1646, but cspecially the exhaustive account by Sir R E M
Wheeler, A Ghosh and Kishna Deva, “Ankamedu an Indo-Roman
Tradig Station on the East Coast of India” Ancient India 2, July 1946,
17-124, fuither J M Casal, Fowlles de Vivampatnam-A1r thamedn Rapport de
UInde et de Occident aus envivons de Uéve chiétienne, Pavs, 1949 Also Albmn
Lesky, Geschichte dev giiechischen Lateratur, 2 Aufl, Bein (1463), p 865
Tamil India as described m the so-called Cankam poetiv was quite well-
known to such Western authors as Pliny the Elder (75 A D ), Ptolemy (130
A D), and above all to the anonymous, chaiming author of the Periplus
Mars Evythiact (& W H Schoff, The Periplus of the Ervihraean Sea, New
Yoik, 1912, ¢f 1ts now datmg i ca 240 AD by J Puenne mm [ .4 19671,
also K A Nilakanta Sastr1, Forewgn Notices of South Indie, Madias, 1939)
The excar ations m Virapatnam-Aitkamedu near Pondicheriy pomt to an old
Roman settlement proving that the Yavana settlements 1eferred to m the
very ecarly anthology Patiriuppatiu (Patikam 2) aic not figments ol imagma-
tion Roman imperial coms of gold and silver were impoited m considerable
quantities and ciculated fieely m the country, theie wete probably small
coppu coms beatmg Roman devices and legends produced locally In the
Greek and Latin soutces we have scores ot Tamul and South Indian names
both local and dynastic, which agamn and again occur i the earhiest poctiy
of the lamuls (e g Twndis-Tontr, Kolchor-Koykar, Muziiis-Dluciyr Modoura-
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2 This cumulative evidence of the early Tamil texts themselves,
of the Greek and Roman authors, and of archeological data are
fully supported by the internal evidence present in the texts them-
selves here I have mn mund not the historical, but linguistic and
philological evidence, derived from the state of development of the
Tamuil language, and from the considerations about the prosody of
early poetry This lingwstic evidence tells us quite convincingly,
first, that there are problems of relative chronology mvolved with
respect to the age of the various texts themselves, and, second, that
as a whole, the earliest poetry must be quite obviously much older
than the first beginnings of the devotional bhakts literature of the
#th Cent The language of the early poetry shows many decisively
older forms, to give a few diagnostic examples the OTa ydn “I1”
occurs 11 Appar’s songs (eg Patikam 305 1-10) as ndn, undoubtedly
a later form, OTa 2 “this”’ gives way to Middle and Modern Ta +nta
i Campantar (Pat 4 11), OTa has no double plural marker,
whereas Tévdram, the anthology of bhakts hymns, abounds 1n 1t (eg
Campantar, Pat 2, 9, 10), the Old and LTa awntu “five” appears
m Campantar 237 4, as asicr, the present morph—=~kinr—which, 1n
the OTa texts, 15 very sporadic (a few mstances), 1s rather frequent
in Campantar, Pat 2, 3-4, Pat 235, 1, etc

In short, the language of the Tévdram devotional hymns presents
an entirely new and later stage of development m 1ts morphology
and lex1s, and the prosody, too, 1s very different and shows much
more mfluence of the Sanskrit matra-type of metrics All this shows
beyond doubt that the language of the early poet1v must be at least
a few centuries older than the language of the Saiva and Vaisnava
hymns, the first of which were composed 1 the 6th-7th Cent

3 We shall discuss the relative chronology of the various texts
later Now we have to ask a very basic question 1s there any
positive, concrete datum which would serve as a pont of departure
for an absolute chronology of the carhiest Tamil texts? T believe that
there 15 such a date, though 1t 15 still hypothetical This hypothesis,
however, which has been strongly supported by two other kinds of
data, by evidence derved from the earhest Biahmi mscriptions,
and by a bilingual coin, seems to me to be, to date, a rather fum
sheet-anchor for the chronology of early Tamil India In anv

Maturar, Khabeits Lmporion-Kaviappathmamn, ete cte), of F B ]
Kuper, “ I'wo Problams ol Old Tamil Phonology™, I1] (1958), pp 219-221
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case, 1t 1s not quite true what H W Schomerus wrote a few deca-
des ago m his account of Tamil Ihiterature, namely, that the be-
gmnings of Tamil literature are enshrouded 1n complete darkness
(“die  Anfange der Tamul-Luteratur legen wvolltg wm Dunkeln”)

In the well-known Tamil epic poem, The Lay of the Anklet, we
may read, in the 3oth Canto, 160, the following line katalcitl
ankaik kayavdku véntap The whole passage reads ‘“The monarch
of the world circumambulated the shrine thrice and stood proferring
his respects In front of him the Arya kings released from prison,
kings removed from the central jail, the Kongu ruler of the Kudagu,
the king of Malva and Kayavdku, the king of the sea-girt Ceylon,
prayed reverently to the deity thus ” (Dikshitar’s transl, p
343) ! According to Cilappatikiram, Gajabahu (the First) of Ceylon
was contemporary with the hero of the 3rd Canto of the epical poem,
the Chera king Cenkuttuvan Hence this great Céral monarch who
according to Patwrruppatt V ruled for 55 years, may be roughly
assigned to 170-225 A D (S Vaiyapun Pilla, HTLL, p 22) 2

This computation has been known as the Gajabdhu Synchronism
and 1t has become a sheet-anchor of early Tamil history, and our
basic pomnt of departure for dating the earliest Tamil literature
Though 1t rests on slender foundations, 1t 1s obvious from the
plentiful corroborative evidence ‘‘derived from the general pos-
sibilities of history m Northern' and Southern India” (K A Nila-

1 For the first time, the “Gajabdhu synchromsm’ was made the centre of
attention by V Kanakasabhar Pillai, The Tamals 1800 Years Ago (1904),
p 7, he however dates Gajabihu I m 113-125 A D, which was proved
ncorrect

2 In Ceylonese history, there were two kings by name of Gajabahu smce
the second ruled as late as 1n the 12th Cent , 1t must be the first who 1s meant
here Gajabihu I 1s mentioned m Mahavamso XXXV, pp 253-5 as {ollows
“After Vankanasikatissa’s death, his son Gajabahukagimani reigned
twenty-two years” Dr Wilhelm Geiger, n his translation of the Makdvamso
(Pali Text Society, 1912) gives a list of Ceylonese kings, m which Gajabahu
1 appeais as the 1sland’s 46th ruler, ruling between 171-193 A D Mahdvamso
15 based on genumne tradition and may well be accepted as history except for
1ts opeming chapters According to most scholars, Gajabdhu I ruled either
between 171-103 or 174-195 A D It was suggested (P T' S lyengar, Hisiory
of the Tawuls, pp 335-7) that there 1s an alteinative 1eading tor the word
Kayavaku, viz Kaval But accordmg to V. R Dikshitar, the illustrious
editor of the epical poem, Dr U V Swammatha Aryai, after carefully
comparmg 11 manuscripts of the text and 14 commentaries, accepts the
reading Kayaviku—i1 ¢ Gajabihu—as the only correct one, though he gives
the v ! kaval véntan on p 585, ed 1950 For Gajabahu I, cf Epigraphia
Zeylanca, 111, No 1, p 9
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kanta Sastn) that the eprc poem preserves elements of a correct
historical trachition and that Cenkuttuvan the Céval and Gajabdhu I
of Cevlon were contemporaries, both hving round 180 A D The
opmmon that the Gajabahu synchronsim 15 an expression of a genume
historical tradition 15 accepted by most scholars today, apatt from
. A Nilakanta Sastri, by Seshagir1 Sastri, Kanakasabhar Pillar,
Kishnaswanu Aiyengar, K Katlasapathy etc (cf Vaiyapur
Pillar, HTLL, p 22 *“We may be reasonably certan that the
chronological conclusion reached above 1s historically sound’’)

4 The procedure as to how to arrive, from the Gajabahu synchro-
niem, at an absolute dating of the bulk of so-called Casnkam poetry,
15 as follows The traditions, recorded in the colophons and cpilogues
of the poems of Pattrruppattu (“The Ten Tens”—a bardic collection
smgmg about the Céral kings), reflect no doubt quite reliably the
history of the Cheras 1 A careful study of the synchromsm between
the kmngs, chieframs and the poets suggested by the notes at the
end of the poems (assigming to each generation about 25 yeais)
mdicates that the main body of early Tamml hiterature reflects events
within a period of four or five continuous generations, a period of
rz20-150 years Though the details remaim to be worked out and
there may be quite 2 number of pomts which need further discussion
and clarfication, the labours of R Sewell and of S K Iyengar,
R Dikshitar, and above all, of K A Nilakanta Sastri, have brought
as their results the rough outline of Chera and Chola langs between
approxamately 130 A D-240 AD The majority of the so-called
Cankam poetry, or early Tamil bardic hiterature, belongs thus to
1o0-250 A D This does not mean, though. that the corpora do not
contam material which may be much alder {actually, some poems
are as old as the 1st Cent B C) as well as much younger (some
bardic pocms may be as late as the 4th-6th Cent A D)

5 The epic poem Cilappatskdram provides yet another clue In
Canto XXV, Il 149 and 163 we read about nigyuoar kannar This
name was 1dentified with the dynastic name Satakarny, Sdtakanz,
the Sdiavdhianas or Andhvas This powerful dynasty which followed
the Mauryan rule i the Deccan, lasted for four and a half centures

v Patuppeppadtu, el by UV Swarunatha Aiyar, p 43, R Paneerselvam,
“An Important Biahmi Tamul Inseniption, a reconstruction of the genealogy
of the Chera kings”, Proc I Iuternational Tamil Confeicnce-Sewanar 1666,
Kuala Lumpur (1068), M E M Pula:, Cadtrer 2 of the Ancrent Ceras, Kovilpatiy,
1670
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from about 230 B C By the begmning of the 3rd Cent , thewr empure
had virtually ceased to exist In the private collection of Dt N P
Dikanara Rao, Hyderabad, 1s found a silver com with a short
bilingual mseription m Prakrit and Tamil The Prakrit text reads (7)
vasity putasa st satakanisa raano The script1s Brahmi The meanmg

1s “(The com) of the king St Satakant (Sri Satakarm) Vasitiputa
(\ asisthiputrasya)’” The Tamil text, also in Brahmi, reads vacitti-
makankit tirn catakaniku aracanku 1 This king established himself
on the Sdtavahana throne perhaps in 168 or 170 A D 2 This shoit
bilingual 1s only a shght corroboration of our dating, but 1t s a kind
of evidence first, 1t shows the use of Brahmi for epigraphic Tanul in
the 2nd Cent A D, second, 1t shows the use of Tamul as an 1m-
portant language 51de by side with Praknit-—probably a lingua-
franca of the South of that time (the Sdtakarms were an .Indhra,
not a Tamil kula), third, 1t 1s a corroboration for the 1dentification
of the name nizruvarkannar of the Cilappatrkdaram with the kula-
name Satakarni-Sdtavdhanas, and, finally, the palaeography and
the grammar of this shoit mscription 1s identical with the other
Brahmi Tamul mscnptions and with a rule of the Tolkappryam
(about the possessive dative), and so even this short bilingua on
Sdtavdahana coin helps in the dating of the earhest Tamul texts

6 The most important corroborative evidence which shows the
rehability of the Gajabdhu synchronism on the one hand and of the
colophons n the Patirruppattu collection on the other hand s found
m the results of the splendid work performed by Iravatham Maha-
devan and published in his “Corpus of the Tamil-Biahmi Insciip-
tions”’, Semwnar on Inscriptions, Madras, 1966, pp 56-73, and 1n hus
papers “‘Chera Inscriptions of the Sangam Age”, The Hundu, March
14, 1965, “The Tamil-Brahmi Inscriptions of the Cankam Age”,
I International Conference—Semanar of Tamil Studies, Kuala
Lumpur, 1966, “New Light on Dravidian Kinship Terms”, II
International Conference—Semnar of Tamil Studees, Madras, 1968
and “Tamil-Brahmi Inscriptions of the Cankam Age”, 1bid Thanks
to the labours of K V'S Ayyar, H K Sastr;, K K Pillai, my own, 3

1Cf R Pdnneuselxam “Further Light on the Bilingual Coin ot Satava-
hanas”, fT] XI (1409) 4, and R Nagaswamy, “A Bilmgnal Com of Satava-
hanas”, The Szmday Standavd, 26 3 1967

2 R Sewell, Historical Inscriptions of Southern India, Madras, 1032,
D C Sucar, EI 35, 1v, 247 (1964)

3 Cf H K Kiishna Sasti;, “The Caverns and Brahnu Inscriptions of
Southern India”, Preceed and Trans of the I Orental Conference, Poona
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and especially of I Mahadevan, we now know of the existence of
76 rock-mscriptions m the Tamil-Brahmi script from 21 sites i the
Tamul country While these mscriptions are very short and the
readmg of some of them 1s still not quite clear, 1t 1s true that the
importance of these texts for the study of early Tamil language,
literature and history 1s out of proportion to their volume Especially
I Mahadevan’s discovery of the rock mscriptions of the Céral
Irumporar dynasty at Pukalfir and of the Pandyas at Mangulam
enables us to 1dentify some of the kings and chieftains with the
heroes of Cankam poems This 15 of enormous mmportance for the
dating of hiterary texts

a) Thus K6 Atan Celrumporar of the Pukalir Inscription
(dated ca 200 A D) can be 1dentified with Celvakkatunkd Valiya-
tan, the hero of the VII decadé of Paturruppativ

b) There are further 1dentifications of Chera feudatories whose
names occur 1n these epigraphs, with the heroes of poems from
Patwruppattu, Akam 77, 143, Puram 168-172 etc Thus the Pukalur
Tamil-Brahmi Inscription (dated with the help of the Anikamedu
graffatr) became another sheet-anchor of the early Taml chronology

¢) The two rock nscriptions of Netuniceliyan found at Mangulam
near Madurai are the earliest known historical records in Tamilnad
The archaic palaeography and the linguistic features of these
mscriptions indicate an earber date than the Ankamedu graffit
They can be dated towards the close of the 2nd Cent B C Netuiice-
liyan was probably the ruling king of the day (who should not be
1identified with his namesake of Cilappatrkdram and other so-called
Cankam works!) The end of the 2nd Cent B C seems to be the
period—as we shall see later—when the origmal text of the Tolkdppr-
yam which I propose to call the Ur-Tolkappryam was composed

Thus, the analysts of these earliest Tamil epigraphic records
establishes a correlation between earliest mscriptional texts and
earliest literary texts a number of poems of the earliest anthologies
appear 1n a new light, and happen to be dateable, thus correlation

{1019), 327-34%, K\ Subiahmanya Ayyar, ‘““The Earhest Monuments of the
Pandya Country and Therr Inscriptions”, Proceed and Trans of the 111
Oviental Conference, Madras (1924), 275-330, K K Pila:, “The Brahm
Inscriptions of South India’’, Tamal Culture (1956) 175-185, K Zvelebil,
“The Brahnu Hybrid Tamil Inscriptions”’, Archiv Ovientdini (1965) 547-575
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has been established with Akam 77, 143, Puram 158 and 168, 169,
387, Akam 115 and 253 Taking nto consideration the cumulative
evidence of the linguistic, epigraphic, archaeological, numismatic
and historical data, both mternal and external, 1t 1s undoubtedly
possible to arrtve at the following final conclusion the earliest corpus
of Tamal literature may be dated between 100 B C and 250 AD

The question 1s which texts out of the corpus of the so-called
Cankam literature belong to this earliest body of Tamil hterary
texts ? Though a detailed relative chronology cannot be worked out
vet with any appreciable degree of exactness and rigour, a tentative
relative chronology of the earliest Tamul texts may be arrived at on
the basis of labours performed by S Vaiyapun: Pillai, M Raghava
Iyengar, K A Nilakanta Sastri, John R Marr, K Kailasapathy
and others The results of this relative chronology may be seen m
Chart 4

1 The Ur-Tolkappryam (that 1s, the two first books of this admi-
rable grammar, the Eluttatikaram (Phonology) and Collatikaram
(on Morphology, Semantics, Etymology, and Syntax) mmus

later interpolations, which may be dated roughly to 100 B C

2 The earliest poems of the following anthologies

a  Awnkuruntiyy

b Kuruniokar

¢ Narrinar

d Patrruppatiu

e Akananiyu

f  Purananiiru

The earliest poems of these anthologies form thus the nuclear
corpus of the great anthology later called Ettuttokar

3 The lays of the second great anthology, Pattuppatin, m ths
possible chronological order
Porunararruppaiar
Perumpdndrruppatar
Pattinappilar
Kupvicrppatin
Malavpatukatam
Netunalvdtar
M aturarkkdiicr
Mullavppatiu
Cuupandrruppatar

~ 3rgq 0 oL O O
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Text

Eaily Canul Biahmt
[nscriptions

Uw-Tolkappryam
Eluttatikaram and
Collattkdram minus
later imnterpolations

I'he eathest stiata ot ex-
tant Tamil iterature in
the Anthologies carly
poems of 4 wkuruniyit,
Kuruntokar and Nayrina,
prob also of Purandnii i
and A kanantiu

Ankamedu graffitr and
1he 1elated group ot Tamil
Bralani Inscuiptions at
Anaimalai ete

The Satay Ahana nhingual
com

The eailiest stratan the
Pattuppatt anthology
Porunarayruppataz,
Perumpandryuppatar,
Pattigappala,
Kuanicappattu

The muddle stiata of the
Anthologies Awnkuiit-
niry, Kuruntokar, Nay-
12nar, Pativruppatly,
Akananiivu, Purananiivu
Malarpatukatam, Mati-
sarkkarict, Netunalvata

CHART 4

Details Approx date
The two 1ock-insciiptions ol
Netuniceliyan at Mangulam
Asoka’s Brahmi mtroduced
round ca 250 B C mto the
Tamil country Adapted be-
tween 250-220 Lo Tamual

3th-1st Cent B C

Fust standardization ot the  2nd-1st Cent BC
Tamul language, the fust

literary notm of Matura

between ca 200-50 BC,

hased on o1al bardic liter-

atuie, prc-hiterary tradi-

tions and “pre-Sangam’’ lit-

craturc of ca 250-150 B C

1st Cent B C —2nd
AD

Eailiest “Sangam”’ poets
Ammiivan (Ak 10, 35, 140
etc , Awnk 1o1-102, Kui 49,
125, 163 etc, Nar 4, 35

etc ), Otalantar (Ank 301~
400, Kur 12,21, 320), Oram-
poki (4k 280, 316, Ak 1-
100, hur 10,70, 122¢€tc,
Nar 20, 360, Pur 284), Ka-
pilar the Elder (Awnk 201-
300 ctc ), Péyan (Awnk qo01-
500 ctc )

1st-2nd Cent A D

Ca 150-200A D

Kapilar the Elder, Mutat- and-3rd Cent A D
tamalkhkanni, IKatiyaliir

Thuttiran Kannan

E ¢ Paranai (150-230 A D),
Nalkkirar the Fust,
Mankutimarutan

and-4th Cent A D
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Serial Text Details Approx date
number
7 Late Tamul Biahmi Later mscriptions trom 31d-g4th Cent A D
Inscuiptions the Ceral Araccalir Mamantin etc
mscriptions at Pukaltn ete
8 Later strata of the An- E g Nappatanai, jrd-5th Cent A D
thologies Patiyiuppatty,  Nallar Nattattana
Akananiiyu, Puyananiiyu,
Mullarppattu, Crrupan-
arruppatar
9 Transitronal Tamil Brahmi 5th-6th Cent A D
(Proto-vattc luttir) Tnscuip-
tions at Pillany arpatti
and I'nunatarkuniam .
10 Latest stiata of the 4th-6th Cent A D

Anthologies ¢ g
Cuupanarrup patar(?)
Tiaryandt's dhapporul

These arc the most ancient texts i the Tamil language The
earliest poems contamed n these texts belong roughly to 100 B C -
250 A D The upper it for these anthologies 15 the 5th-6th Cent
A D Lmgustically, this perod 1s usually described as Early Old
Tamil At the begmning of this period, we have the Urtext of the
Tolkappryam At the end of this period, we have the carhest
poetics of Tamil, the Akapporul of Iraryanai

Cf the tollowmy souices and bibliography tor the quoted texts and problems
T1avatham Mahadevan, “Corpus of the Tamil-Brahmi Insaptions”’, Semanar
on [nseriptions, Madras (1066), ed by R Nagaswamy, pp 57-73

1d, “The Tanul-Biahmi Inscriptions of the Cankam Age’’ I International
Conference-Semnar of Tamal Studies, Kuala Lumpu, 1966

1d, “The Taml-Biahmi Inseriptions of the Cankam Age’, 1T Iuternational
Conference-Seminar of Tamil Studies, Madras, 1968

1d , “Chera Inscriptions of the Sangam Age”, The Hindu, Maich 14, 1963

id, “Ancient Tanul-Brahnu Inscriptions”, The Sunday Standard, Oct
31, 1965

Kaml Zvelebil, ““ [ he Brahmi Hybnd Tamil Inscptions”, Archie Orientding
(1964) 547-575

M S Venkataswamy, Kalr No 1, 1967, Kalvr No 2 1067

R Nagaswamv, ‘A bilingual comn of the Satay ahanas’’, The Sunday Standair d,
Match 26, 1907

R Panneeiselyam, “Fuither light on the bilingual com of Satavahanas”,
IT International Conference-Semunar of Tamal Studies, Madras, 1968

1d, ““An mportant Tamil Brahnu Inscription”, 7 Inte rnational Confeience-
Semnay of Tamil Studies, Kuala Lumpur, 1966

Canka Iakkiyam (pattum tokaryum), 1st ed , 1940, 2nd ed , 1067, Madias
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Awnkurunizu, ed by U V Swammatha Aiyar, 1903 and 1920, preface

Puyananiru, ed by U V Swammatha Aiyar, 1894, 1923, 1935, 1936,
preface

S Varyapur Pillai, Hustory of Tamil Language and Luteratuve, Madras (1956)

K A Nilakanta Sastri, A Comprehensive History of India, 11, 1957

1d, 4 History of South Indra, 1st 1955, 2nd 1958, 3rd 1066 (Oxford Umv
Press)

Kamul Zvelebil, “The Language of Perunkunrar Kalar”’, Introduction to the
Hustovical Grammar of the Tawal Language, Pait I (Moscow, 1967), 11-109

1d, “From Proto-South Drawvidian to Old Tamil and Malayalam”, I7
International Confevence-Semminar of Tamul Studies, Madras, 1968

Marr, ] R, The Eight Tamal Anthologies with special veference to Puyananiiyu
and Patwyuppattu, thesis approved tor the degree of PhD) at the Umver-
sity of London, 1958

K Kailasapathy, Tamil Herore Poetry, Oxford Umiversity Press, 1968



CHAPTER FOUR

THE CANKAM LEGEND THE TEXTS

1gn the following chapters we shall mostly deal with the anatomy
of the earliest Tamil bardic poetry, selected spectmen of the two
main genres, ekam and puram, will be analysed, the thought-content
and the form of these poems will be described, as well as thew
language and structure, the themes and cycles, the formulae, the
metre and prosody, 1n short, the thematic and psychological as well
as the formal aspects of these compositions We shall also deal with
the theory of poetics evolved by Tamil scholiasts approximately m
the muddle of the 1st millemmum A D )

First, however, we shall discuss some other questions pertinent
to this early literature above all, the term and the notion of Cankam
and Cankam hierature, the legend of the Cankam, and the rationale
behind this legend Second, we must give a detailed account of
various anthologies out of which we shall select our examples for
analysis

41 Cankam (pronounce Sangam) We hear this term again and
agamn Not only that it 1s current as the attribute of the literatuie
of the earliest period—in most books and papers dealing with
Tamil literature one encounters the term Cankam poetry or canka
akkiyam on every page—but also 1t 1s used as an attribute of othes
phenomena, like language (cankattamal), or even the whole epoch
which 1s called the “Sangam Age” The term Cankam poetry o
Cankam hterature or even Cankam Age means that, according to a
persistent 1ndigenous tradition, a hterary cankam or Academy m
Maturar shaped and controlled the literary, academic, cultural and
Imgustic Iife of ancient Tamilnad

The legend about a learned body responsible for and critically
controlling the hiterary output of early Tamuil poets 1s rather late
1t seems to occur for the first time in a line by Appar who uses the
term cankam ! 1 Twrupputtir Tantakam, st 3, 1e 1 the 7th Cent

1 pnan paiup pulavandyc cankam éri | navkanakak kilitaviomikku arulinon
kan “Look at Him who was giacious enough to appear in the assembly

(cankam) as a poet of fine poems and presented the purse of gold to Taiunn”
For further ieferences to Sangam, and to Maturai as the seat ol Tamul
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1t has been fully developed m the commentary by Nakkirar (ca
650-750 A D ) to Iravyandr Akapporul * It was much later repeated

leaining, cf Tuiuvatavira kittalin dynta ontintainad, Cékkilar falaccanka
pulavandr tammun, Antal cankattamil malar muppatum, Auvaryar cankat-
tasmel minvun @, Tirumankal Alvar canka mukattamil, Xampar ften fami]
nattakal potryil tirumunivan tamilc cankam cérkiypivel, Peracirival’s comm
on Tolk Marapu wmiinyu vakaiccankattu nanku varunat totupatta cawydrum
£tc I suspect one may quote from later hterature ad nauseam

1 The account by Nakkirar of the three ‘“‘academies” 1uns verbatum as
iollows (Kalaviyal eunum Ivaryandr Akapporul millamum, Nakkirandr
wraryum, ed K R Govindaraja Mudahar and Vidvan MV Venugopala
Pillay, 1939, pp 5-7) ‘‘talasccankam, itarccankam, katarccankam ena mivakarp
patta cankawm wivywndr pantyavkal avarul talarccankamun untiy akattiya-
wdrum, hvipuramenitta virrcatork katavulum, kunrerinta wmuruka vélum,
smuraficiyity mutimdka rva@yavum, mbhyin kdavawuwm end 1iotakkattar ain-
niryit narpattonpatinmay eunpa avarnlhity nal@ywathe nanirru naypation-
patipmar  pahmar enpa avarkalal patappattapa  ettuinaryo parpatalm,
mutundraryum, mutukurukum, RalariyGuiraryum end wtotakkattana  avar
nalaywathe nanityyy naypatiwriyantu cankamuruntdr enpa avarkalarc cankam
wiymdr kayowma valutr mutalakak katunkow irdka enpatlonpatipmar enpa
avarul kavr arankérindr eluvar pantiyar enpa avay cankamn wunti tamlarayn-
tatu katal kollappatia matwar enpa avarukku nil akattiyam

wne, tawccankamwvuntay  akathvyandrvum, tolkappiyanarum, wuntaryark
harunkaéliyum mocryum, vellitvRRappryanum, ciru pantarankanun, tiraryan
mdaranim, (uvavarkkonum, kivantaryum ena wtotakhattar awmpationpalinmar
enpa  avaruwlbibhn mivdyrratty elunidyyuvar patmdr enpa avarkalal patap-
pattana kaliyum, kuvukuwm, veniadhvyum, oiydla mdalar akavalum ena ittotak-
hattana cupa  avarkku nil akatiywmaom, tolkappryamum, mdapurananmim,
16ar nunukhamum, pilta puranamumena waryemwpa avar mitva@ywratteluniy-
rivintu cankamiruntdv enpa avavaic cankam 1vivywar, ventérccelvyan muta-
ldka mutatwrumarvan irdka avmpationpatipmar enpa avarul kamyarankérindar,
awar pantryar ewpa avay cankamaruntu tamilarvdyniatu kapata purattenpa
uhkalattup pilum  pantryandattark katal kontatw (v! akkalam polum)  wmk
kalawccankam wuntu tanuldrdyntar ciyumétdviyarum, céntampitandrum (v!
céntan pitandrum), arwutaryarandrum, fel unkuprivkklarum (v perunkutr
krldr), atwrumdranun, maturaryaciryery nallantuvandrum, marutanilandka-
parum, kanakkdyandr makandv nakkivandiumena wttotakkattar naypatton-
patipmar enpa avarullittu nandyyu ndy pattonpatipmar patnar en pa avavkaldl
patappattana netuntokar nanivum, RuyuntoRar naniyum, nayrinal NANIYUIN,
purandnivum, aynkuyunitum, pativvuppattum, niirvarmpaty kaliyum, elupaty
panipatalum, kidttum, varnyum, cyvicaryum, péricaryumenyi ittotakkaliana
avavkky niil akattryamum, tolkappryamumenpa avay cankam wuniu tamla-
iayntatu  dywattonnidyrarmpatiyyiyanie  enpa avarkalorc  cankamiviiyinay
katal kollappattup pontivunta mutathrumayan mutaldka ukkwrap peruvalub
Traka na pattonpatinmar enpa avavul kaviyarankéyindy mivar panhiyar enpa
avar cankamivuni tamiiar@yntaiu uttava maturar enpa’” For Engl translation
¢t T G Aravamuthan, “The Oldest Account of the Famil Academuies”, ORM
1930, 183-201 and 289-317, and K V Zvelebil, “The Earlest Account of the
Famil Academics”, I7] (forthcoming, 1973) From this account it may be
scen 1) that by the time Nakkiiar wrote his commentary, the anthologization
of the collections (including the rather late Paripatal and Raluttokar)y must
have been alicady a faut accomple, on the other hand, this account does #o?
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and even more evolved 1n Perumparrap Puliylir Nampt's Twruvilas-
yatalpurdnam, 15 (12th Cent A D)

According to Nakkirar’s account, there were three “academies”
(talarccankan, staiccankam, katarccankam) The first Sangam, whose
seat was Southern Maturai, now submerged mto the sea (katal
kollappatia maturar), lasted 4440 years, and 4449 poets took part in
1t, the members mcluded gods and sages Siva, Muruka, Kubera, and
Agastya Its grammar was Akattryam (avarkku nil akattvyam)

The second Sangam, situated in Kapdtapuram (cf Valmiki's
Ramadyana, Kisk 42 13), also submerged in the sea, lasted for
3700 years and included 3700 poets, 1t had five grammars as
norms, among others Akattvyam and Tolkappiyam

The third Sangam, situated in today’s Maturai (Uttara or Upper
Maturai) lasted for 1850 years under 49 kings beginning with the
Lame Tiru Maran (Mutattirumaran) and ending with Ukkiraperu-
valut1, 1ts 449 poets formed a body presided by Nakkirar The two
normative grammars of this Academy were A4kattryam and Tolkdp-
pryam

It 1s indeed difficult to say whether there 1s a rafionale behind
this rather late legend It 15 of course not mmprobable that at the
end of the classical epoch, when the early bardic poetry became
slowly a matter of a classical past and ceased to be part of a live
oral tiadition, there existed a body of scholiasts and grammarians

mention either the (Etfut)tohar o1 the (Pattup)pdattu ariangement as such
(not, as a matter of fact, any of the pattu ““lays’), 2) 1t mentions, for the
fust time, the Tolkappiyam as a single grammatical work, 3) the language of
this account shows that 1ts author was definitely not identical with any of the
older Nakkirais, there aie some rather late forms which ndicate that this
commentaly may be as late as the 8 -9 Centwiy (avarkaldl patappattana,
avarkalar, kait, etc)

Appar seems to be the first (n texms of time) to have used the term
cankam m the sense we discuss 1t here Or, ptobably, 1t was Nakkirai n his
commentaly Previous to this, there are a few Iines n the old, “Sangam”
texts, which mught be interpreted as iefernng to a body of poets and/or
scholiasts and ciitics, however, this conclusion 1s purely speculative The
Imes I have m mund ate Maturarkkarvicr 761-763 tollanau nallacwiyay |
punar kit tunta pukalcal cwappin [ milantarw tvuwvin netiyon pola In the
Payuam to Tolk , we read mlantaru tirunl pantiyan avaryattu, where avar,
with a 1ather ‘“long” stretch of imagmation (it 15 of course a loanword
< Skt sabhd-) may be interpreted as cankam Even in the verv early texts,
though, Maturai 15 connected specifically with Tamul, ¢f Puy 325 tentannl
nannattut titutlv maturar and 16 58 13 famul keln kital, Kahtt ninmdiak
kittaldar pulan navl puanta col, Ciyupan 66-67 tamil nilavperya tankaru
mavapn [ makinanar mayukin maturar The Cinnamantir (I 29) plate says
makaparatam tami ppatuttum maturapuric cankam varttum
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who used to decide whether a poem should be acknowledged as part
of the classical heritage, written down, preserved and become part
of the process of anthologization and codification However The
earliest, pre-Pallava corpus of Tamil literature itself maintains a
complete silence about any such body, though Maturat and Tamil
hterature are specifically connected (cf eg Pur 58) The earhest
Pandya mscnptions do not know anything about any Sangam in
Maturar Though an argumentum ex silentro, 1t 15 still pretty damag-
g, according to my opinion On the other hand, thete are some
indications which show that there probably was a rational kernel to
the legend, first, some of the names of the kings and poets mentioned
in the legend are found 1 mscriptions and other authentic records
(e g the poet Perunkunriir Kilar) Second, and this 1s very interest-
ing, according to Nakkirar, the number of poets of the 3rd Sangam
was 449 Now, according to an edition of the early texts known as
Canka Ilakkiyam (Samdjam, 1940), the total number of poets was
473 (4 88 anonymous), but this number includes 35 poets named
after some significant expresston n their poems, if we disregard
these 35 we get the number 438, and these two numbers, the
Samdyam total (which must, at the present stage of our knowledge,
be taken anyhow as an approximation) and Nakkirar’s traditional
number, come rather near Or, one may take! the Samdjam
total (473) minus the authors of the later portions and poems, the
Papipdtal, Kalitokar, Murukdrruppatar and the invocatory stanzas
by Peruntévanar, and arrive at 459, which 1s still nearer to the
traditional 449

It seems that 1 470 A D, a Dranda Sangha was established in
Maturalr by a Jain named Vajranand: (the Praknt term used 15
dawnda-sangho) It seems that this Jaina orgamsation took (among
other activities) a great interest i the Taml language and htera-
ture 2Tt 1salso tiue that, among the earliest poets, there occur jain

1 Ct S Vawyapun Pillar HTLL, 38-39
2 CI E P Race, A History of Karavese Literature, 21 ed |, 1921, pp 26-27
‘Piigyapdda, also called Devanandi, belongs to the sinth o1 seventh century
One of his disciples, Vajranands, 1s said to have tounded a Tamul sangha
i Madura’” This does not say much Mote important 1s the account given by
Prof Peterson in Journ Bombay Branch of RAS, Extia Number to Vol 17
(1887-18%9), p 74, m A Second Repovt of Operations 1t Search of Sanskrit
MSS in the Bombay Cuwrcle, Apuil 1883-March 1833 “In a Digambara
Darsanaséra, lately obtamed tiom Anhilwdd Pathan, Devasena, who gives
his own date as goy, (apparently, trom his constant use ot that era, Samvat
yog = A D 853), tells us that Vajranandi, the pupl ot Sri Piyyapada,



THE CANKAM LEGEND 49

names (such as Uldccanar, Matirttan etc ), that Jama cosmology and
mythology 1s mentioned 1n the early corpus (eg Pur 175, Akam
50), as well as Jaim austerities (4 kam 193), that Tolkappiyandr very
probably was a Jain, too The Cippamanir plates (1oth Cent A D)
mention a Sangam at Maturar All this seems to indicate that the
cultural prestige of Maturai, the umformity and fixity of the style
and language of the earliest poetry, and the lively interest the Jains
and therr orgamsations always took m the Tamul language and
culture, provided some basic rational elements for the ‘“Legend of
the Sangam” For the Jaimn character of the Sangam—and, at the
same time, for the purely fictitious number of years traditionally
given—there 1s one more evidence observe that the number of
years given 1s always a multiple of 37 37 by 120, 37 by 100, 37 by 50
The typical passion of the Jains for numbers 1s well-known 1

In conclusion one may agree with what K A Nilakanta Sastrn
says n his A Hustory of South Indsa, 3rd ed , p 116 ‘“‘That a college
(cankam) of Taml poets flourished for a time under royal patronage
1n Madura may well be a fact Some of the names of the kings and
poets are found mn 1nscriptions and other authentic records, showing
that some facts have got mixed up with much fiction, so that no
conclusions of value can be based on 1t”

42 Cankam hiterature The term, strictly speaking, should not be
used The Jesudasans are right when they say (4 Hustory of Tamal
iterature, 8), ‘“The title ‘the Sangam Period’ 1s musleading” And
they admut that 1t 15 a name given only for the sake of convenience
Even worse 15 the term “‘Augustan’ or “‘Augustus’ era of literature
(whach, 1f T am not mistaken, was introduced by S Krishnaswami
Iyengar m Tamil Antiguary, No 5, 1909)

If there 1s at all an appropriate term for this corpus of conventional
literature, 1t 1s the term “Classical” First of all, the so-called
Cankam poetry 15 regarded by the Tamuls themselves, by the
professional hustoriographers and critics, as well as by ntellectual
readers, as classical, n the same sense n which we regard some parts
of our national literatures as classical Second, 1t has been, since

founded the Dravida Samgha m Matuia of the Deccan m the year 525
“after the death of Vikrama” 1 give the two passages (1) sirpumjja
padasiso davidasamghassa karagovuttho namena vajjanamdi pahudavedi
mahasattho // pamcasae chavise vikkamardyassa maianapattassa / dakkhina
mahurdjado davidasamgho mahamoho /"

1 ¢f X S Tham Nayagam, Ancient Tamal Poetry (xeroxed), 1964, P 7
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probably the sth-7th Cent A D, a finite, “frozen’’ corpus, a body
of texts which had not been expanded since 1t ceased to be part of a
ive oral tradition Since those tumes, 1t has become a part of the
“(lassical” heritage as 1t were Third, 1t 15 the expression of a
linguistic, prosodic and stylistic perfection, 1t 15 a fiished, con-
summate and mimitable literary expression of an entire culture, and
of the best m that culture, mn this sense, 1t 1s truly a “classical”
product, a classical literature s

43 At this pomnt we shall give at least the most basic data
concerning the fifteen texts which form the earhest literary corpus
mn Tamil Without the knowledge of this basic information which
imncludes the name of the anthology or poem, the number of stanzas
or lines mcluded, the name of the compiler, of the commentator(s),
of the editor and a brief characterization of the text, any further
discusston 15 meanimgless Sometimes these facts are by themselves
rather revealing The various anthologies and poems will be described
here 1n chronological order

1 Awkuruniru

Traditionally the third among the anthologies “(The collection of)
five hundred short (poems)” It owes 1ts name to the fact that 1t 15
divided mnto five groups of 100 short stanzas each, each group being
concerned with one of the five basic “‘physiographic regions’
(aintanar) 1n the following order marutam “riverine”’, neytal ‘‘httor-
al”, kupwicy “montane”, pdlar “‘and” and mullar “‘pastoral” Each
hundred 1s subdivided mto tens or pattu  The poems have three to
o1x lmes each Stanzas 129 and 130 are not extant Five poets are
credited with the authorship of the work the centum on marutam
was composed by Orampdki, on neytal by Ammuvanar, on kuyiiict
by Kapilar the Elder, on pdla:r by Otalantai, on mulla: by Péyan
Peruntévanir composed an mvocatory song The anthology 1s said
to have been made by Pulatturar Murriya Kitaliir Kilar on the
direction of a Céral king Yanatkkat Céy Mantaraii Céral Irumporal
The anonymous old commentary on this anthology 1> not a detailed

1 The arrangement into tens 1s found also i Pafiruppattu “Ten Tens”,
and the traditions of tens continues all thiough the history of Tamil Iitera-
{wie m the Twukkural, m the bhakti poetry, etc , it may be of Sanskritic
origin, ¢t the dafaka arrangement The tens 1 Awnkuruniiiu are named after
the word or line repeated 1n each of the ten verses, such poems with recurring
Jines and phrases show the underlyng baicic tiadition
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one, but 1t 1s supplemented by a detailled commentary by U V
Swaminatha Aiyar A few lines of Awnk appear i Paripdtal, Ci-
lappatikiram, Nalatrydr and other later works There are not many
Indo-Aryan loanwords 1n the text In Ak 202 we hear (probably
for the first time in Tamil texts) about the Awutumas “‘pig-tail” of
Brahmin boys (pdrppanak kuyumaka kutumat talar) There are
17 allusions to historical incidents 1n this anthology The work was
first published 1n 1903 by U V Swaminatha Aiyar There 15 a good
edition 1 3 vol prepared by Auvar S Turaicami Pillai, publ by the
Annamalai University (1938)

2 Kuruntokaz,

“The collection of short (poems)” Under the original scheme, the
collection must have had 400 stanzas, though U V Swaminatha
Aryar’s edition has 40T stanzas including the invocatory stanza by
Peruntévanar It includes akam songs by 205 bards 398 stanzas are
mndeed kuru, “‘short”’, 1e from 4 to 8 ines Poems 307 and 391 have
g Iimes (and may have been “‘smuggled mto 1t by careless copyists”,
N Subrahmanian, Pre-Pallavan Tamil Index, p 6) The compiler
was a certain Piirikkd (a king?) of whom we know nothing else The
colophon 1< silent about the patron who directed the compilation
Tradition says that Pérdciriyar had written a commentary on all
but 2o stanzas of this collection, and that another complete com-
mentary was composed by Naccinarkkiniyar Neither 1s extant now
U V Swaminatha Aryar has published the text in 1937 with a {ine
and detailed commentary of his own About 10 phrases occurring
m Kuyrunioka: poems appear n later works, like the Twukkuyal
and Culappatikaram There are some nteresting Skt loanwords lhike
amaltam (83, 201), yamam (3), attwar < yattwar (293) About 30
poets have Aryan names (Uruttiran, Tévakulattar etc) T S
Arangasami Ayyangar published Kwuzuntokar 1 1915 for the first
time Kuruniokar contains 27 historical allusions

3 Narrmna

1s mentioned traditionally as the first among the eight collections
The name means ‘“‘(The collection of poems) on excellent fznais” or
“(The collection) of excellent (poems) on the #nass”” The anthology
contains 400 songs ranging from 8 to 13 lines In the extant form,

song 234 1s missing (a poem quoteWthe scholiast
Z\\T. 87N
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on Iravyandr Akapporul has been included 1n the 2nd ed as the
missing song 394), and poem 395 18 fragmentary The anthology
was made under the patronage of the Pandya king Pannatu tanta
Pantiyan Maran Valuti, but the compiler 1s anonymous (The king
was also the author of Naz 97 and 301, and of Kur 270 ) Thereis a
good commentary by P A Narayanaswami Aiyar No ancient
commentary 1s available The anthology was published 1 1914 It
contains 59 historical allusions Quite a number of lines or phrases
reappear in Twukkural A few lines are found in Puram and Akam
(e g 175), and are later quoted n Cilappatikdram and Manvmékalar
The allusion to the legend of a woman who tore off her breast
(Kannak1?) occurs m Nar 312 There are not many Indo-Aryan
loanwords 1n the poems of Narrinar

4 Patwrruppatin

or “Ten Tens” 1s a collection of panegyric poems, consisting of ten
sections, each ten has been sung by a poet or poetess 1 praise of a
Chera king, each poem 18 supplemented by an unusually informative
colophon, partly mn verse and partly m prose It 15 therefore a
chronmicle m verse, devoted exclusively to the Cérals, the ancient
rulers of Kerala Two decades, the first and the tenth, are lost 39
lines of this work are found 1n the commentary to Tolk (4 stanzas)
and 1n Purattwratiu, a later anthology of war-poetry

The epilogues or patikams furmish us with details about the
author, the hero, his lineage, etc , they are most probably of later
tumes (possibly added by the compiler), but they seem to have
drawn on relatively dependable historical materials Both the
poems and the epilogues provide abundant sources of sociological
interest (J R Marr, op cut 283, 328) Stylstically the poems are
simular to the rest of the poetry 1n akaval (Kailasapathy, op cit 29),
but a few peculiar regional expressions and usages do occur (M A
Thiagarajah, The Cérandtu during the Cankam and the Post-Cankam
Perod, pp 222 ff) The I decade by Kumattiirk Kannanpdr, a
Brahmin poet, 1s 1n praise of Imayavarampan Netuficéral Atan (the
son of Utiyafi Céral and the father of the great Cenkuttuvan) This
king 1s said to have beaten the Aryas and the Yavanas, and carved
a bow-emblem on the Himalayas

The III decade, by a Brahmm poet Palaik Kautamanpar, 1s
dedicated to the younger brother of Imayavarampan, king Palya-
paic Celkelu Kuttuvan
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The IV decade by Kappiyarruk Kappivapar is in praise of
Kalankakkanni Narmutic Céral, one of the sons of Imayavarampan

The V decade, ascribed to the great Paranar, sings of the mighty
Cenkuttuvan, son of Imayavarampan, and contemporary of
Gajabahu I of Ceylon (cca 180 A D)

The VI decade, composed by a poetess called Kakkaipatiniyar
Naccellawyar, 1s dedicated to another son of Imayavarampan, king
Atukdtpittuc Céralatan

The II -VI decades of the collection are dedicated, as we have
Just seen, to the Imayavarampan-line of the Céral kings, and deal
with 3 generations of rulers

The VII decade composed by the well-known Kapilar 1s a pane-
gyric on Celvakkatunkd Valryatan who belonged to the second line
of the Céral, the one called Irumporar The greatest king of this line
was probably Peruficéral Irumporai, the victor of Takatiir, praised
m the VIIT decade by Ancil Kilar

The IX decade 1s dedicated to Iruficéral Irumporai, the son of
Peruficéral and the grandson of Celvakkatunké This decade was
composed by a véldla poet called Perunkunrtir Kilar This king, too,
won victorious battles with the Cholas and Pandyas Hence we see,
that decades VII-IX deal with the Irumporas line of the Cérals, and
again with 3 generations Both Céral lines were connected through
marriages

The whole work has an old, brief commentary, which must be
later than the 12th Cent Patwryuppattu was first printed m 1904,
edited by U V Swammatha Aiyar who also supplied a detailed
commentary

According to J R Marr (0p ¢ 311), a number of data ndicates
an indebtedness to some common but unknown sources some of the
main themes are mentioned with varations i the decade poems,
the epilogues, and the later epics, Cilappatrkdram and Mamméekalar
Hence 1t 1s clear that these maim themes were transmitted by (oral)
tradition

5 Akananiivu
or “The four hundred (poemns) in the akam genre” also called Nefunto-
kas or “The Anthology of Long (Poems)” 1s a collection of 400 stanzas
on love plus an invocatory stanza on Siva by Peruntévanar The
number of verses 1 a stanza ranges from 13 to 31 The anthology
was directed by the Pandyan king Ukkiraperuvaluti, and the name
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of compiler 1s Uruttiracanmanp, the son of Maturar Uppin Kut:
K1lin There 15 an old commentary for the first go stanzas, the
next 70 stanzas have a commentary by the first editor, V' Rajago-
pala Iyengar, a modern commentary to the entire collection was
prepared by N M Venkataswamy Nattar and R Venkatacalam
Pillaa The anthology was first published 1 1920 The number of
poets 1s 143 (4 Peruntévanar), 114, 117 and 165 are by anonymous
authors The stanzas are arranged according to a peculiar scheime
the stanzas bearmg odd numbers belong to pdla: (1, 3, 5, 7, )
which means that half of the entire anthology 1s dedicated to pdlaz,
poems bearing number 2, 8, 12, 18, 22, 28, etc belong to the kuywsi-
cittinar (80 1n all), poems bearing number 4, 14, 24 34 44, etc are
mullar (40 1n all), poems with number 6, 16, 26, 36, etc are marutant
(total 40), and all stanzas having ten or its multiples (10, 20, 30, etc )
are neytal (total 40) In Narrmar and Kuyuntokar the “landscapes”
(frnars) of the poems arc not mdicated and no scheme 1s adopted
with regard to their arrangement, S. Vatyapuri Pillai sees 1 this
fact an indication that A kandniivu was collected later than Nar and
Kur (HTLL,p 27)

The relatively long poems of this collection allowed scope to refer
to heroic episodes, the total number of historical allusions 1s 288
(Kailasapathy, op cif, 31) From the historical pomt of view, 1t 1s
one of the most valuable collections Some of the more interesting
historical allusions are, e g 1n A% 251 and 265 (by Mamilanar), the
allusion to the Nandas, and mm A% 69, 281 and 375 to the Mauryas
(Moryyar) In about five poems there are echoes of purdnic legends
(Krsna, Rama, Paragurdma etc ) There 1s quite a number of Indo-
Aryan loans (e g vatuvas, nits, crkaram, wwaman etc ) In Ak 148 the
Yavanas are mentioned whose ships loaded with gold came to
Kerala, casting anchor 1n the river Culli, and returned heavy with

pepper

6 Purandaniru
or “The four hundred (poems) 1n the genre puram”, traditionally the
last of the anthologies, historically probably the most valuable, and
perhaps the latest of the collections, a careful study would no doubt
show that 1t contains stanzas of different chronological levels,
covering probably more than 2-3 centuries It was considered by
the redactors of the anthologies as the collection of heroic poetry
par excellence, 1t 1s also simply called puram, or purappatiu, the
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heroic songs Of the 400 poems, two, 266 and 268, are lost, some
poems are fragmentary There 1s an invocatory stanza on Siva by
Peruntévanar, so that the anthology as 1t stands contains 397 pieces
The poets represented number 157, I4 poems are anonymous An
old anonymous commentary 1s available up to stanza 266 There 15
a modern popular commentary by Auvar S Turaicami Pillar The
anthology was first published by U V Swaminatha Aiyar (the
excellent introduction 1s dated September, 18g4) 138 poems of the
anthology praise 43 kings belonging to the three great dymnasties
(27 deal with the achevements of 18 Céral kings, 74 poems praise
13 Cdla rulers, and 37 poems laud 12 Pdn#iya Kings) 141 poems are
mn praise of 48 chieftains, nine of them regarded prominent enough
to be treated in more than 4 poems each (e g Atiyaman Netuman
Afici, Vél, Pari, Pékan, Karietc) Some kings emerge strikingly as
heroes of Puyam poems, eg Kankalan the Chola or Kutakksd
Netuficéralitan the Chera, clusters of poems in which certain heroes
emerge prominently are centred around certain incidents in the
heroes’ lives (Kailasapathy, op ¢t 20) The redactors seem to have
tried to group the poems on the basis of the kings or chieftains
praised m them, but, at the same time, on the basis of many
different themes 121 poems have defective colophons, and owing
to this fact theiwr heroes are unknown More than 100 poems begin-
ning with 248 and ending with 357 have been classified mto 30
themes by the colophon writer(s), the heroes are anonymous, this
section of Puram may contain a very early strata of Taml herowc
poetry Thus, eg, there are poems about widowhood and 1its
hardships (2.48-56), poems praising the prowess of the warhorse
(273, 299, 302-4), elegies (260-1, 264-5, 270, apart from other elegies
occurring earlier, all mn all, there are 43 elegies in Puram, Kailasa-
pathy, op cit p 24), from 358 to the end of the anthology, the
poems agamn refer to kings and chieftamns 141 poems n the antho-
logy belong to straight panegyric poetry called patdn As Kailasa-
pathy rightly says, “modern attempts to read ethical and moral
motivations into the words of the bards are particularly strained, 1f
not wrrevelant” (p 81), at least as far as most of the poems are
concerned But therc are a few poems with gnomuc content, and
there are a few lines mn this anthology—probably under the influence
of Jamism and Buddhism, and yet spectfically Tamil in spirit—
which may be regarded as showing elements of that pragmatic
approach and practical and umversal ethics which underlies the
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Tuwrukkural There are also elements of reflexion, and some of the
poems are fully reflexrve, the central 1dea being mostly the mm-
permanence of Iife in this world These poems seem to be of later
origin than the more ancient, straightforward war and panegyric
songs

7 Porunardarruppatar

or “The gwde for war-bards” (traditionally the 2nd of the Lays
—very mcorrectly called “1dylls”'—) 15 probably the earhest among
the poems collected later into Pattuppdtin anthology

The genre drruppata or “‘gmde” 1s very productive 1t 15 a poem
1n which bards are directed by therr fellow professionals to famous
heroes who are patrons of art The genre 1s found 1n the heroic
Anthologies—altogether 18 pieces mn Puzam and Patirruppatin
Five of the “Ten Songs’’ belong to the genre

The Porunardrruppatas sends a war-bard (porunar) to the famous
Chola king Karikal The poem consists of 248 lines mn the akaval
metre (and a few vaficz lines) and was sung by Mutattamakkanniyar
The poet gives brographical facts about the king (espectally his
great victory at the battle of Venni), and describes his prowess,
conquests, his berugn rule, the general wealth and fertihity of his
Chola country 15 dealt with, and there 15 a charming description of
the beauties of the river Kaviri There 1s also a delightful description
of the wrali, the danseuse, whose charms are treated 1 minute
detarl she has, e g , varuntundy ndvin peruntaku ciratr “small feet of
great beauty sumilar to the tongue of a panting hound”, she has
“young fair breasts set so close that a mb could not part them”
(irkku star pokd év 1lavapa mular) and “her navelis ike a water npple”,
while “her venus’ mound seems to be the seat of bees” (nirp peyar
culryin myawnta kop pial vantu wruppu anna pal kal alkul) Finally,
there 15 a very reahstic description of a poor minstrel, whose clothes
owarm with lice and mites, are soaked with sweat and much
patched-up (79-80 irum pénum 1runtu 1rarkit | vérotu nanamntn . )
The mhabitants of Colandtu are pictured as gay folk who likes to
cat meat and drink liquor First published m 1889

8 Perumpandyruppatar
or “The gwde for bards with the large lute” 1s another of this
“guidance” poems, attributed to Uruttirankannanar, who also
sang the Pattinappdlar, 1t has 500 lines 1 the akaval metre 1n praise
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of the chieftain Tontawmdn Ilantivaryan, the ruler of Kafica The
perumpanar are a class of mmstrels (pdnar) who obviously accom-
panied their singing or reciting of the songs by playing the pérsyal or
large lute One special feature of this lay 15 the detailed description
of the five physiographical regions (tsma1) and a mythical account
about the origm of the Tontasmdn dynasty The city of Kafici is
eulogized thus ‘“‘Among the great cities in this wide-placed earth,
girt by the sea that smells of fish, and canopied by the sky, this 1s
the greatest It s an old city of ancient might and fame, abounding
in festivals in which many worship” (Kailasapathy’s translation,
op cit,p 44) Inthelines 316-317, the Yavapar are mentioned The
poem describes also the fe of the ulavar-peasants, and there 1s
much material that 1s of so‘10logical interest Published 1n 1889

9 Pathmappdla
The name 1s a compound of pathimam “‘maritime town” + pdlas “a
flower (Mumusops kauki), desert tract, one of the love divisions”
It 1s a poem by Uruttirankannandr about the proposed separation of
a lady from her lover who wants to go to Kavirippattipam, the
capital of the Cholas It has 301 hines, some of them in the akaval,
some 1n vajic: metre, in praise of the great Chola king Karitkal First
there 15 a lengthy account of the city, then 5 lines dedicated to the
love element proper, and the rest of the lines deal with the exploits
of Karikal the Great The poem gives a vivid portrait of the hfe in
the great harbour, about the big ships and the merchandise they
bring, about the paratavar, fishermen, and the kurumpar and therr
feasts—e g the cock-fights and ram-fights, dancing and wine-
drinking, but also about Buddhist and Jaina monasteries as well as
about the worship of Murukan It describes Karikal’s struggles to
regain his rightful throne, his invasion of enemy lands, the slaves he
captured, his activities during peace-times, and his patronage to
bards and other arfists

As a lay glonfying a celebrated ancient Chola king, this poem
was very popular with the court panegyrists of the later Chola
empire (850-1200 A D) It 1s mentioned in mscrtptions and hiterary
works of the 11th and 12th Cent Some of these works say that
Karikal gave 1,600 ooo gold pieces (pon) to the bard for his song
—imdeed a 1oyal royalty! The name of the song was also Vasice
netum pditu, “The Long Song n the vasics metre” Indeed there are
153 lines 1n vagics and 138 hnes 1n akaval metre According to J. R.
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Marr (0p c1t 435) the vasics lines were mtroduced to effect a change
of rhythm that would please the listeners The short staccato vasice
lines with their swinging movement were apparently more smted
for cataloguing things besides serving as a deliberate contrast to the
akaval lines (Kailasapathy, op ¢t 39) Published in 1889

10 Kurvicippditu,

meaning liter ““The song of the mountans”’, narrates the story of
premarital love among the people living 1n the hilly regions It 1s the
love-poem par excellence, ascribed to the great Kapilar (also called
Perunkurwice, “The large mountain song”) The story preserved in
the colophon accompanying the commentary says that it was
composed for the mstruction of an Aryan king, called Pirakattan,
cf Skt brhat “‘great” This story and the fact that the poem
contains a catalogue of g9q flowers typical for the Aurusict region,
appear to substantiate the suggestion that the poem was composed
as a “model” ! This 1s roughly the content of the lay A chieftain of
the hill-tribe falls 1 love at first sight with a fair maiden The
love 1s reciprocated The girl’s foster-sister helps the lovers to meet
and enjoy their love But the parents find the change in their
daughter strange and suspicious In the belief that she 1s ill they
nvite magicians and exorcists, but the cleverness of the foster-sister
overcomes all obstacles, and, finally, when the parents are told that
the yvoung man saved their daughter twice—once from the danger of

1 Cf S Vithiananthan, The Pattuppattu—a haistovical, soctal and linguistic
stidy, PhD thesis, Univ of London, 1950, p 20 The catalogues were a rather
typical feature i ancient Tamil poetiy We do find catalogues of different
items (e g the seven gieat donois), and perhaps the longest catalogue 1s this
one n the Kuyidiceppattn In the mudst of the description of a girl an her
foster-sister the song buists mnto a methodical enumeration of the flowers
charactenistic for the hilly region (/I 61-95) The presence of this catalogue
has, as Kailasapathy says (op c2f p 131), discomforted many modein
cittics Chelliah who tianslated the “Ten Songs” says this list seems
an mtrusion, and somewhat detracts from the high poetic level of the poem™
(p 105) But this attitude was nightly cnticised by X S Tham Nayagam
(Nature in Acrent Taml Poetry, 1953), and we may fully agiee with Kailasa-
pathy according to whom the presence of the catalogue need cause no
surprise (p 131) Bardic traiming included mformation pertment to floia and
fauna, among other types of nformation And our poem was very probably
meant to be an exercise in singing the kuresicr theme, a model poem, 1llus-
tiating a type, an informative poem on the Auzidict situation (M Varadara-
1an, The Tveatment of Nature p 62) It should also be noted that the
catalogue 1itself has a high phonaesthetic quality, cf own cen kantal ampal
amccam | tankavak kuvalar kRuvivict vetc: (26)
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drowning and ancther time from a rogue-clephant—they give their
consent The poem has 261 lines 1n the akaval metre There has been
some doubt about Kapilar’s authorship (¢f Sivaraja Pillas, Chrono-
logy of Early Tawuls, 202, who has called the poem a near-forgery
committed upon a famous bard, cf also ] R Marr, op cit 357)
Published 1n 1889

11 Malapatukatam

The title 1s somewhat obscure, according to some authors, 1t means
““the secretion oozing from the mountamn’, according to others, 1t
means ‘‘the sound of katdm which appears m the mountams” 1 The
title 1s taken from a line (348) of the poem 1tself (and must have been
considered poetically very striking, this tendency to pick up
““catch-words” or attractive phrases from the poems and give them
as titles of poems, or names of authors, 1f the proper name of the
author was lost, 1s well attested from a number of Anthology poems)

The lay has yet another name, Kuttardrruppatar, 1¢ “The guide of
actors” The patron celebrated i the lay 1> Nannan (almost un-
known from other sources), and the name of the poet Perunkunriir
Perunkaucikanar The poem has 583 lines Various aspects of the
life of different communities 1 the hero’s land are described, and
the poem contains exquisite pictures of nature Published 1n 1889

12 Netunalvdtar

means lterally “The Good Long North Wind”, mmplying by
metonymy the Cold Season, which 1s the background of this
narrative, ascribed to the famous Nakkirar, and composed in the
akaval, totalling 188 lines The lay 1s a unique blend of love and
heroic elements, and the pains of separation are 1ts predominant
features It 1s artistically rather complex and subtle, so that 1t 1s
often regarded, and probably rightly so, as the best or one of the
best of the lays of the bardic corpu§ .

{In respect of language, diction, imagery and subject-matter 1t 1s
of course—only naturally so—n no way different from the rest of
the lays, but, in addition, 1t has some features that set 1t apart from
the restg~ 1t begins with the beautiful description of nature during the

1 Cf P Kannappa Mudaliyar, Tama] wil vavalaru, 1962, p 109 The line
1uns malarpatukatim matirattu vyampa Probably 1t 1s a comparnison of an
elephant to a mountamn, the oozmng stands for the sounds emanating from the
mountamous region
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ramy season “The earth 1s cold . From chilly boughs hang
coloured drops of ramn When sharp winds blow to chill the very
hills " One then travels across the country to the city, to the
king’s capital, Maturai One sees details of the luxury life 1n the city,
and enters the palace, the royal bedchamber, where, surrounded by
her maids, the langwishing queen lies plunged nto grief “with
the tip | Of her rosy finger now and then she spills | The shiming
tear-drops that i heavy hds / collected, roll down fast” Her
thoughts are far away—and suddenly one 1s taken to the king’s
winter-camp (? at Talaryalankanam), where her lord (? Netunce-
liyan), “‘at war with numberless foes”, 1s fully absorbed 1n his stern
duties In one of the most vivid scenes in the entire bardic poetry
one sees the king inspecting at might the camp with wounded
warriors The climax of the poem 1s a prayer to the Goddess of
Victory, Korravai {As Kailasapathy says (42), “‘the poem 1s indeed a

>
«

tour de force, exlubiting the bard at his best ’ ,’\)Pubhshed n 1884

13 Maturarkkdrics

1s the longest of the lays, contamming 782 lines m the akaval metre
interspersed with a great number of vasict lines, ascribed to the bard
Mankut: Marutanir who was probably the chief court poet of
Netuficeliyan (whose fame the poem celebrates), and also the author
of a number of stanzas 1 Purandniiyu A kdsict 15 a later genre of
“Sangam’” poetry, 1t can be translated as a “hint” or “gentle hint”’,
a kind of “moral epistle’” (M S Purnalingam Pillai) based on the
philosophy of the mstability and perishabihty of world and life
The poet was probably well versed 1n this particular genre (cf his
poems m Puram anthology) The title can be translated as “The
good counsel (given to the king at the city) of Matura1” (according to
an old commentator) The poem indeed contains some didactic
matter, as do other stanzas composed by Mankut: Marutanar or
Miankut1 Kilar There 15 a graphic description of city hfe the
description begins with the mormng market-place and makes a full
arcle of twenty-four hours (including some description of Buddhist
monasteties and Jamn shrmes, of the various riches brought back by
the king’s warriors from raiding expeditions, a vivid portraiture of
thieves etc ) The author was an exceptionally keen observer of men
and manners he has captured successfully the sights and sounds of
Matura1 1n the morning, 1 the afternoon, during dusk, mignight and
dawn There 1s absolutely no love element m the poem The first
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portion 15 dedicated to the valour and victories of the greatest hero
of the Pandyas, Netuficeliyan The poem ends with a “good council”
to the king 1o be happy throughout the allotted portion of his Lfe ?
There are relatively many Aryan loanwords Maturatk looks hke a
later “lay”’, Netuficeltyan might have been ruling in Maturai around
215 A D And, indeed, this lay might be dated well in the begmning
of the 3rd Century Published 1n 1889

14 Mullmppitiu,

sung by Nappiitanar, 1s the shortest and one of the most beautiful
of the lays It contains 103 hines i the akaval, out of which only 33
deal specifically with the love theme of wifely patience and self-
control shown by a heroine while her warrior-husband (anonymous)
1s away on some military campaign The remamnng lines describe
the expedition of the hero the temporary camp 1n the forest, the
hero’s chamber, specially constructed by the Yavanas who are
fierce-eyed (61) and clad 1n toga-like garments, mention 1s made of
maléccar, (Skt mileccha-), employed as the king's body-guards,
not knowmg Tamil and speaking only with gestures (65-06)
Interesting 1s also the mention made of unlearned youngsters (or
servants) 2 who are the mahouts of king’s elephants and who utter
Northern words (or speak Northern speech)

Unlike the other poem on separation between lovers, Netunalvatar,
this lay ends 1n a note of hope the triumphant hero 1s retuining
swiftly home Published in 1889

15 Curupandrruppatar,
“A guide of the mstrel playing the small lute””, has been sometimes
acclaimed as the best of the “gwidance” poems, though 1t 1s the
shortest of them 1t has 296 lines mn the akaval metre The chref
honoured 1n this poem 1s Nalliyakkotan of the Oy tnibe (cf Pur
176) The poet’s name 1s Narrattapar It 1s a typical “gude” poem,
possessing all essential features of this genre All the conventional
scenery 1s described, as well as the valour and especially the muni-
ficence of the hero The fact that the Seven Great Donors “‘are
mentioned 1n a catalogue lends colour to the argument that the

1 mgkintu wnitu wraimaty pevuma | varawntu ni perre wal alvyarye

2 gpatamol payryye kalld dariiar (35-36), the phrase kalld arviiar occuts also
m Porunar 100 (for attendants or servants of the king), and kalld tlarya
occurs i Ciyupan 33
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poem contains later material” (Kailasapathy, 45) It indeed seems
to be the last composed 1n the series of the Pattuppattu (HTLL by
S Vawyapuri, 33 and CET by Pillai, p 202 1mutation of the Pervm-
pan) “The fact that not only the seven minor chieftains, but also
the Three Kings and some of their cities are mentioned 1n a retro-
spective manner and with remarkable objectivity strongly suggests
a later date for the lay” (Kailasapathy, 46) Tamil and Maturai are
associated m a special way, and, as Kailasapathy pomnts out, n this
lay the connexions between Tamil and the Pautiya capital which
became later legendary, may be seen 1n 1ts evolution (p 46, cf
tamail mlavpperrva maturar 66) Rather powerful 1s the poet’s
description of his poverty the starved bitch layng in the rumed
kitchen near a cold hearth with her blind and helpless pups, refusing
to suckle them , the wife of the bard cooks without salt (as she cannot
afford 1t) some herbs which she gathered from refuge heaps Lines
14 to 40 contam one of the most detailed and meticulous descriptions
—but also rather charming—of a woman’s body found 1n classical
Tamil literature, this m a kind of antd arrangement (the offset of a
line repeated as the onset of the next line) mcluding the simle known
to us from Porunar the small fect stmilar to the tongues of panting
dogs (16-17) Published in 1889

Such phrases and formulae, recurting agamn and again (cf the
construction kalld tlaryar or 1laviar, recurring e g n Porunar 100,
Mullavp 35-36 and Crrupdn 33) show how intimate and close was
the connection between the various poems of the corpus, and how
stereotyped and conventional 1s the language of this bardic poetry
We may mndeed say that the 15 poems and collections of poems just
described constitute one single corpus—in many ways unique in the
literature of the world—stylized to such an extent that 1t 15 almost
impossible to distinguish what belongs properly to each author



CHAPTER FIVE *

ANALYSING CLASSICAL POETRY

The Metre .,

The entire corpus of earlier classical poetry 1s composed m two
metres ! akaval and vasic

The basic metrical unit 2 1s the acaz, 3 which 1s of two types the
nér and the mwrar The nér 1s a simple metnical unit, long or short,

which may or may not be followed by a consonant, that 1s (C) \ <)
We designate 1t by — The mras 1s a compound metrical unit, made
up of two short syllables, or a short followed by a long syllable,

p=3

with or without a consonant following, 1e (C) VCV (C) We sym-
bolize the mraz by = We see that the #ér may be quantitatively
long or short, whereas the first, mitial syllable of a na7az 1s always
short, 1 terms of Western notation, then, a nér 1s always — (a
macron), while a #7as may be v (pyrrhic) or v— (1ambic) ¢

If exther of these two are followed by -« or by the “overshort” -u,
they become nérpu and nwarpu, 1¢ modified #ér and nrar This
does not apply to cases where the -u follows a single short syllable,
whence 1t becomes not a #érpu but a mrar ® The possible combina-
tions of these four units (nér, nérpu, mrar, miraspu) are sixteen And
all of them are permitted in the akaval metre The most common
combinations are — — or témd, = — or pulvmd, — = kivilam and
— = karuvilam These combiations form the next level i the
metrical structure—the level of the cir “feet” The feet proper to
the akaval are termed 1yarcir or “natural feet”, also dcwriyaccir or
“feet proper to the dciriyam (= akaval) metre”

1 For the most recent treatment of Tamul classical prosody, ¢f K Zvelebl,
An Introduction to Tamal Classical Prosody, Hoe & Co, Madias, 1972

2 Some writers translated acar as “‘syllable” which 1s ncorrect (cf the
criticism, of this term by J R Marr, op ¢t 273) acaz 1s not a syllable,
nerther 1s 1t a mota Vithianathan translates 1t as “‘quantitative umt ot o
movement” (op cit 273), Kailasapathy as “‘basic metiical umit” (op cif
140) I hesitated for some time between “‘prosodic” or “‘metrical syllable’
and some kind of “‘umit’’, and then, after discussing the matter with J R
Marr, decided for “fundamental” or ‘“‘basic metrical umt”

3 Cf DED 39 acar “‘to move, stir, etc ”’

4 Cf J R Marr, op cit 415

5 E g i the words karu = and mulu =

o
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The combination of feet constitutes a line of poetry, termed at:
The standard hine consists of four feet Although there are lines of
two, five etc feet, the 1deal line 1s that of four feet and hence 1s
called alavair or “measured line”

In the akaval or dciriyam metre, the standard line has four feet
(= eight acas) Only the penultimate line consists of three feet
Elsewhere, a three-feet line 1s exceptional !

The varic: metre (which occasionally occurs with the akaval 1n the
songs of the Pattuppdtiu anthology) has a somewhat different
scheme The vasice foot 15 made of three acass, e g — = — nérmran-
nér The possible combinations of the four acais are sixty for the
varicippd The usual vasics line has two feet, so that 1t usually has
s1x acars The last line 1n a vasic: stanza may be 1n akaval

The next (and for our purposes the final) 1mportant concept to
discuss 1s the fofas, It “‘connexion, joiming”, ‘‘fastening, tying”,
“seties, succession’”’, 1e the art of joing the lmes of a poem m
succession, making use of “rhyme”, alliteration, assonance, contrast
etc 2 The hne 15 considered by indigenous theoreticians as the basic
and self-contamed unit, 1n fact, as the largest single unit 1n a poem
According to Péracinyar, “‘the poet completes the intended meaning
i each line, he does not need another line”” Tofar 1s precisely the
art of stringing together lines so that they constitute a song There
arc various kinds of fofas For our purposes, we shall mention just
two etukar and monar Elukas1s the “consonance’” m the coda of the
first closed syllables 1n the feet, e g 1n peru (1st line) ari (znd
line), the -7-1s the seat of etukas, 1n patu (1st line) kot (2nd ine),
the -i- 1s the seat of etwkar Monar 1s alliteration, hike 1 mdyon
marpil or paranta pdi

Specrimen Analysis

The basic prosodic and rhetoric features of classical Tamil poetry
will now be demonstrated through the analysis of three selected
poems

t It was very probably rightly suggested by John R Marr (0p ot 464)
that the three-fcet penultimate line m akqval nught have indicated the ap-
proaching end ot a song Kanasapathy (0p cif 143-143) suggests an analogy
of the pcnultimate line to the cadence m a musical composition

2 The next constituentis nokku ‘‘gaze, look, view”, 1e the cohesion of the
vanous elements mto one simgle whole, Kailasapathy says that 1t connects
“the smooth flow of meamng” (op cit 146)
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Kuruntokar 119 (by Catti1 Nataanr)

ciruvel laravi pavvarik kurulas
kana yanar yanankr yaan

klavyan mulavd levirral
valavyutark kavyalem mananky yolé

In literal translation, this means

“little-white-snake of lovely-striped young-body
jungle elephant troubling hike

the young-girl sprouts-brightness toothed-female
bangle(s) possessing hand(s)-female”

In A K Ramanujan’s charming translation

As a little white snake
with lovely stripes on 1ts young body
troubles the jungle elephant
this ship of a girl
her teeth like sprouts of new rice
her wrists stacked with bangles
troubles me (The Interror Landscape, 1967)

The prosodic pattern 1s as follows

i
i
|
I
I
l
l
|

We observe m this stanza four lines of four feet, the penultimate
line has three feet, the metre contains only feet of two metrical
units (acar) each, of the pattern = —, — =, —— and = =, these
feet are called # acar cir “two-umit-feet” The metre 1s therefore
akaval or dciriyam

As for the totaz, there 1s e g a efukaz or “consonance’’ between the
3rd and 4th line (1/l/aryal—vafljas), and there 1s, e g, a monas or
“glliteration’’ 1n the 2nd hne [y/dnas [y|ananks [y|dan(ku)

Now for the phonaesthetic analysis almost all consonants belong
to the nasal (so-called mellanam) or hqud (favyinam) series, the
most favoured 15 the retroflex hiquid 7 which occurs 8 times The
occlusives are rare ¢ occurs only once, there s no ¢, % as a tense stop
occurs only 3 times This consonantal structure of the stanza results
m a soft, mellifluous, hquid effect, like the murmur of a mountain
stream The distribution of the sounds 1s also mnteresting, each line
has 1ts own specific phonic structure, resulting 1 a spectfic phon-
aesthetic impression
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(c)rvllrv(n)vwr(kk)rl
knynynnkynck)

ly) mlvlyrrl

4 vlyt(kk)ylmmnnkyl

W N H

Observe the various patterns in consonantal sequences in terms of
feet Given enough space one could discern similar patterns with
regard to the vowels Every stanza—every line, to be precise, since
the line s a fimshed and self-contained unmit—has 1ts own phonic
structure which 1s functronal The functional status of phonaesthetic
properties, of “‘orchestration’ (instrumentovka), 1s one of the
very important and characteristic features of classical Tamil poetry
Much later, there comes a period 1 the development of Tamil
literature when—Ilike m most literatures—the purely formal qualities
become the most important features of a poem (e g 1n medieval and
late medieval devotional literature) Not so, however, in early old
Tamul classical texts there, the formal side 1s most often—though
not always—in perfect unmty with the thought-content, and hence
the purely formal aspect of the poems 1s fully functional

Next the rhetoric analysis in terms of traditional Tamil poetics,
1e 1n terms of the first and most ancient descriptions of these
matters as preserved in Iraiyanar’s Akapporul and mn the 3rd part
of Tolkappryam (Porulatikdram)

The two fundamental genres which were mentioned several times
before are the akam “love” and puram “war” It1s obvious that our
poem belongs to akam poetry Within the akawm genre, the first
dichotomy runs between well-matched love (akam proper) and
ill-matched love Our poem belongs to the genre of well-matched
love (see detailed discussion later) Akam proper 1s subdivided into
five erotic situations, five phases of love, which are matched with
the physiographic regions, these are the five finars Our #nar 18
called Auzwice or “lovers umon’’, appropriate to the mountainous
region

How can we tell?

In every classical Tamil poem, diagnostic features are present
which, to an informed listener and reader, reveal immediately the
type of #znar and theme 1 which the poem 1s composed Sometimes
they are abundant Sometimes, they are only a few They are
conventional and traditional There 1s great fixity, great styhization
The poet 15 obliged to abide by traditions The bardic practice
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__both m the akam and mn the puram genres—is conditioned by
traditional material The mmner tension, the very dynamism of
classical Tamul poetry amses out of this relation between the
traditional matena represented by conventions and formulae, and
the poet’s art of improvisation. As Kailasapathy observes, stmulta-
neous freedom and limitation constitute the dynamism of Tamul
classical poetry Now what 1s this traditional and conventionalized
matter 1n our particular poem > What are the diagnostic features ?
Furst, there are some elements of the so-called karupporul present
here, 1e of “things born” or “native” the strata of karupporul 1s
represented by the “‘snake” (aravu) and by the “‘jungle elephant”
(kdna ydnas), that 15 by the beasts typical for the mountamnous
region (kugwict) The word kdpam “jungle, forest” also belongs to
this strata As far as the urepporul 1s concerned, or the strata which
deals with human situations and feelings, the key-word 1s ananku
“trouble”, “be troubled, afflicted, suffer pan”, “afflict’’—a feeling
tvpical again for the kuruici situation The “troubles’ or ‘‘sufferings
of love” belong to the charactenstic behavioural features of the
“mountaimn-poetry” (union of lovers) There are no other elements
of conventions present in the poem, but these four catch-words or
key-items (snake, elephant, forest, and afflictions of love) are
sufficient and diagnostic This 1s the basic tradifional and conven-
tional material around which the poem has been built. The presence
of representative features of all conventions 1s certamly not obliga-
tory But some must be present This 1s the kind of hmitation
mmposed on the poet first, the broadest frame—he may decide
between love (akam) or war (puram) as s two main themes, now,
if he decides for love, he again has a binary choice well-matched or
ill-matched Within akam proper, he has to make his choice among
the five situations, and after he has chosen one, he 1s obliged to
gwve clues 1n terms of mutal or “First things”, and/or karu or
“Native thmgs” andfor ur: or “‘Appropriate human feelngs” He
15 also expected to use the technique of direct and indirect compari-
son and suggestion (inference) Within this framework, he 1s
relatively free

As far as the last pomnt 1s concerned 1n the poem under analyss,
the comparison 1s rather explicit, actually, the whole poem 1s a
wonderful simile (made explicit by the use of comparative particle
dnku “stmilarly, of that nature, like, as”) the lover—a jungle
elephant (kdna yanar), the sweetheart—a small young snake no
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real danger for the mighty elephant, and yet—she troubles and
afflicts him, by her elusiveness, mockery, and who knows what
There 1s also the fechmgue of suggestron used here, or rather com-
parison by suggestion, which 1s not apparent at first sight and which
requires knowledge of some cultural traits the awvvar “lovely
stripes” at the body of the snake hint at the fair lines, stripes andfor
dots (var1) which were considered to be marks of beauty on the body
of a woman (particularly on her breasts and venus’ mound)
Let us now analyse another poem, Kurumtokai 3, ascribed to

Tévakulattar First the original Tamil text agamn

nilathmum perité vawnu muyarnianru

nivipi marala vinré caray

karunkdy kupisicip piikkontu

perunté wilarkkum ndtanotu natpé

‘ea1th-than big(ger), sky-than hugh(er)
water-than hard(er)-to-fathom mountan-slope
black-stalk-kurisici-flower(s) taking
nich-honey-making-country’s-lord-with love’

Bigger than earth, certainly,
higher than the sky,
more unfathomable than the waters
15 this love for this man
of the mountan slopes
where bees make rich honey
from the flowers of the kugiice
that has such black stalks
(A K Ramanujan, The Interior Landscape, 1967)

Metric analysis will tell us that this 1s a poem of the same structure
as the one preceding four lines, each of four feet, the penultimate
line has three feet, feet of two and three metrical units are used
This kind of stanza (which 1s technically known as #érecar dorryap-
pd) scems to have been the earlest type of stanza in the akaval
metre, and hence the earliest type of stanzaic structure extant mn the
language The metric patterns are

e e e
== —
== ===

Before we go mnto the rhetoric analysis, let us observe yet another
property which many or most of these early Tamil poems composed
as néricar dcwyappds have they are divided, from the pownt of
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thought-content and form, nto two parts the first part, usually
longer (purely quantitatively, in a 4-line stanza, the first 2 lines,
sometimes part of the 3rd line), deals with the mutal andfor karup-
porul, 1e with the time-space continuum as basic background, and
with the concrete representations of the five-fold physiographic
regions m Kuy 119, we have in those lines the snake and the
elephant, 1 this stanza, we have 1n the first 2 lines the earth, the
sky, the waters, the mountain-slopes, and the 3rd hine, too, 1s filled
with the karupporul material the black-stalked kuriic: flowers
The second part, usually shorter (in a 4-lme stanza 1t usually begins
1n the penultimate 3-feet line, or sometimes only 1n the very last line)
contams the substance of the poem, 1its essence (urzpporul), the
pownte 1 Kur 119, the human element appears in the 3rd lIine, and
the essential feeling (the trouble of love) as the last word of the 4th
line, in Kur 3, the human element occurs only mn the very last line
(ndtan), and the ponte, the essential feeling, again as the very last
word of the whole stanza (natpé “love”)

This kind of structure gives to the classical Tamil stanzas a
wonderful conciseness, terseness, pithiness and an nner tension
which 1s resolved usually at the very end of the stanza Sometimes,
though, the procedure 1s exactly oppodite, and the same effect 15
achieved by a reverse techmque the pounte, the essence of the poem
1s revealed 1n the very first line, 1t 1s a sort of direct attack on the
Tistener, and what follows, 1s a kind of “‘decrescendo’’, an unfolding
of the pornte But always, mn the best stanzas of the collections
(tokas), 1n both genres, akam and puram, there is a very consctous
striving after a perfect and extremely potent and effective form

The genre of Kur 3 1s akam or love, clearly well-matched love or
akam proper, the basic theme—#finar—is kuyuice or lover’s union
The tume-space continuum 1s not explicitely given m this poem,
neither 1s 1t implicit in some suggestion or other However, accord-
g to some interpretations, the main components of the place or
wslam subdivision of the mutal are earth, water, fire, wind and sky,
and mn this particular poem, three of them, earth, sky and water are
actually mentioned, to stress the greatness and depth and mntensity
of the heroine’s love As far as the karupporul or concrete representa-
tions of the physiographic regions are concerned, we have here no
gods, but the term ndfan for the lover, this 1s a specific term used
for the chuef of the mounta'n-tribe, so that this in itself provides the
clue for the finaz, second, among the birds and beasts and msects,
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we have, implicitly, the bees, in the sphere of flora we have the
kupiict flower, and honey which stands for the bees, being the
typical conventional apparatus of the ““‘mountaimn-poetry’” The
urtpporul or the psychological essence 1s represented by the word
natpu ‘‘love’” According to some commentaries, the attnibutes
karunkél ‘“black-stalked” and perunién ‘‘nich honey” belong to
so-called 17aicct or suggestion (or mnference) in form of some add-
tional materal, as qualifier or adjunct to some basic concept- the
kuriiice flowers with black stalks stand for the woman 1n love, the
bees gathering honey from these flowers are supposed to stand for
the man’s action of gathering sweetness from the pleasure of the
lover’s union As i the previous poem, the comparison 1s explicit,
made overt by the use of the ablative plus -um ‘‘big(ger) than earth,
high(er) than sky” etc What 1s compared 1s the intensity, the depth
and greatness of the heroine’s natpu, love

Finally, a third poem, from the same fokaz, collection, Kuruntokas
68, ascribed to Allir Nanmullar I abstain this time from quoting
the original Here 1s Ramanujan’s lovely translation

The bare root of the bean 1s pink

Iike the leg of a jungle hen,
and herds of deer attack 1ts overripe pods

For the haishness of this early frost
there 1s no cure

but the breast of my man

(The Intersor Landscape, 1967)

The genre 1s obviously akam, love, and akam proper, or well-
matched love The #naz 1s a mixed one, and this 1s no chance, nor
an error on the part of the poet How do we know 1t 15 a mixed
“poetic situation’ ? As far as the time-space continuum 1s concerned,
the poem mentions explicitely “early frost” (this comes under
kalam, time) “‘early dew’ 1s typical for kuriice or “lover’s union”
Now to the “‘things native’” or ‘“‘concrete representations” the
bird mentioned 1s the jungle hen, typical for mullaz or forest,
appropriate to ‘“‘patient waiting” m terms of the phases of love,
the beast mentioned 1s the deer, agamn typical for mullas or the
“patient waiting” situation The ““bean” also belongs to mulla:
The urpporul or essential human feeling 1s defined as “‘memory and
desire” thatis, “memory of lovers’ union” (kurssics) and “desire of
patient waiting”’ (mullaz) the tinar of this poem, the “situation” 1s
thus kurisicc + mullar, a mixed timar, a mixed situation There 1s,
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agam, an exphcit comparnson present (the pink root of the bean
compared to the leg of the jungle hen) But there 1s also suggestion
and mference m this stanza the bare root of the bean, pmnk and
attacked by herds of deer 1n the “‘season of early dew” 1s suggestive
of the bare body and soul of the waiting, pining woman, attacked
by memories of umon and longing for embrace

RANDOM READER OF akam AND purawm POEMS

Kuruntokar 119, by Catt1 Natapar

As a little white snake
with lovely stripes on 1ts young body
troubles the jungle elephant
this ship of a girl
her teeth like sprouts of new rice
her wrnists stacked with bangles
troubles me
(A K Ramanujan, The Interror Landscape, 1967)
1 akam
2 well-maiched
3 timar  Rurice
31 utal @
32 karu gods @
nature human g
non-human ammate snake, elephant
mammate jungle, sprouts

-

33 urt love—troudle
4 comparison lover = jungle-elephant
girl = little white snake
inference  stripes on the snake’s body
(= stripes on the body of the girl)

Kuruntokas 3, by Tévakulattar

Bigger than earth, certamly,
higher than the sky,
more unfathomable than the waters
15 this love for this man
of the mountain slopes
where bees make rich honey
from the flowers of the kuridice
that has such black stalks

(A K Ramanujan, The Interror Landscape, 1907)



o v o~

ANALYSING CLASSICAL POETRY

akam
well-matched
timar  Rurvict
31 mutal kdlam (tune) @
wilam (place) earth, sky, water
32 karu gods o
nature human #ndtan—mountain-chief
non-human animate (bees, implicit)
mmammate Rurwics flowers
honey
mountain-slopes

33 ure love

comparison love great and deep hke earth, sky, water
warccr (suggestion) black-stalked flowers = woman
honey-gathering = gathering of pleasure

Kuyruntokar 68 by Alltir Nanmulla:

w N

The bare root of the bean 1s pink
Iike the leg of a jungle hen,
and herds of deer attack 1ts oveiripe pods.
For the harshness of this early frost
there 1s no cure
but the breast of my man
(A K Ramanujan, The Interior Landscape, 1967)

akam
well-matched
tinas mixed kurisici-mullas
31 mutal kdlam early dew (kuriiict)
nilam @
32 karu gods o
nature human ¢
non-human ammate jungle-hen (muilar)
deer (mullas)
manmmate bean (mullar)
33 un memory and desire
comparison exphcit (root of the bean pmnk lhke leg of jungle
hen), suggestion and inference bare root of the

bean attacked by deer = bare body and soul of the
woman attacked by memories and desire for union
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Kuruntokar 40

What 15 my mother to yours?

How 1s my father related to your tather?

And I and you

How did we two meet ?

Like the waters of ram pouring down on red soil

The two loving hearts themselves

Blended with each other

Author Anonymous (“Cempulapevalnirar’)

Twmar  Kuriiice
Transl K Zvelebil

Kuruntokas 2

O bee, fair of wing, ever 1n search of flower-garlands,

Tell me not what I fam would hear, but what you really saw

Among all the tlowers you know 1s any more fragrant

Than the tresses of my lady of the close-set teeth ?

Graceful as the peacock she dwells, rich 1 love with me!
Author Iraryanar
Twmar  kurvice
Transl J R Marr

Kuyuntokar 131
My girl
has lovely shoulders
that sway like wide bamboo, ~
her eyes are large,
liqud, burn to kill
Her land 1s far
to reach,
the ways are haid
My heart aches
m frantic haste
to reach her
I am like the ploughman
with his single plough
1 haste
to plough his vast vugin land
fresh with the rains
Author Anonymous (“Orérulavandr’)
Twnar  kurvicr - mulla
Transl S Kokilam

Asnkuruniiry 409
The father holds his son close,
the son’s mother holds them both
in her arms
Such a state 15 beautiful
In 1ts little space,
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1t 15 large enough
to hold the wide world
and all the lives m 1t
Author Péyanar
Tmar  mullay
Transl A K Ramanujan
Narrinar 284
My heart says, “Go to her, unbind the thongs
of suffermg from her soul”
She of the cool-hdded eyes,
whose outlines are dark kuvalar blossoms,
and long black tresses hanging low
My mmnd “‘A job undone will bring disgrace,
rush not”
My body bears the tension of these two —
a worn-out 10ope pulled from both ends
by elephants
with bright upswinging shiny tusks
Author Téypuripalankayirranar
Twmar  pala
Transl E Amnamalei-H Schiffman

Kuruntokar 325
Let me go, let me go,
he used to cry
Go then, I repled,
anger aflame,
hke a chald’s vicious play
But now, now
he 15 gone
Now my tears fill
a pool
m the hollow of my bieast
Like the lake where cranes
with soft white wings
and black feet feed
Author  Nanndkaiyar
Twnar  marutam
Transl S Kokilam
Kuruntokar 8
You know he comes from
where the fresh-water shark m the pools
catch with their mouths
the mangoes as they fall, nipe
from the trees on the edge of the beld
At our place,
he talked big
Now, back 1n his own,
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when others raise their hands
and feet,
he will raise his too

like a doll
in the murror
he will shadow
every last wish
of his son’s dear mother

Author Alankut1 Vankanar

Tinar  marutam

Transt A K Ramanujan

(The Interror Landscape, 1967)

Kuyuntokar 324

Man-eaters, male crocodiles with crooked legs,
cut off the traffic on these waterways
But you,
1n your love, will come to her swimming
through the shoals of fish in the black salt marshes
And she,
she will suffer 1n her stmpleness
And I,
what can 1 do but shudder in my heart
like a woman watching her poisoned twins?
Author Kavaimakan
Twmar  neytal
Transl A K Ramanujan
(The Interror Landscape)

Kuyruniokar 24

Will 1t stay for my lord’s commng—

the blossom, new and glowing

of the dark vémpu tree?

Now, that my lover’s gone

these cruel women'’s tongues

are working on me,

grinding me to paste

like the one solitary fruit

of the white fig-tree nising on the shore,

trampled and mashed

by seven

crabs
Author Paranar
Twmar  neytal
Transl K Zvelebil

Narpinar 149

Eyes askance,
hands cupped to mouth
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the women (in small groups and not so small)

are tatthng on us My friend,

fresh flowers from the grove

could not be sweeter

than the honey-colored mane

of that steed, drawing the chariot,

which my Jord ndes

Shall T leave with him at midmight ?

Then to hell with these townsfolk and their gossip!
Author Ulbccanar
Twmar  neytal
Transl E Anamalai - H Schiffman

Kuruntokar 17

When love 1s ripe beyond bearing

and goes to seed,

men will 11de even palmyra stems

hike horses, will wear on their heads

the reeking cones of the erukkam bud

like flowers, will draw to themselves

the gossip of the streets,

and will do worse
Author Péreyin Muruvalar
Tinar  peruntinar
Transl A K Ramanujan
(The Interior Landscape 1967)

Puyananiru 271

The daik-clustered nocct trees blend with the land
that knows no dryness, the colors on the leaves
mob the eyes

We have seen that leaf

on jewelled women,

on their lovely wide-angled mounds
of venus

Now, mixed with fearful blood,

their looks changed, slashed
nocci-wreaths he on the ground

whete the vulture thinks them raw meat
and takes them in 1ts beak to 1ts heights

We have seen that too

just because a young man

n love with killing

wore them for glory
Author Veripatiya Kamakkantyar
Twnar  moces | vetcs
Transl A K Ramanujan
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Purananiru 279

May her grief come to an end!
Her courage 1s cruel

She 15 trulv a woman

born of fighters

In the war sometime ago, her fathe:
killed an elephant, fell and died
Recently, her husband fell 1n battle
trying to guard ls great black herds
of cattle

Yet today, as she hears the drums of war
she 15 heside herself
with the ancient love of glory

She gives her son a spear to hold,

unfolds and wiaps white cloth

around him,

combs his parched hair with oils—

this woman who would have no one

1f she did not hax e this one son—

she turns his face

to the battlefiont

and urges him

to go Author Okkiir Macattiyar
Twnar  vakar
Transt A K Ramanujan

Purandnitry 82

The festival hour close at hand
his woman 1n labor
the sun setting behind pourmng rains

the needle 1n the cobbler’s hand
15 m a frenzy of haste

stichting thongs

for the cot of a king

such was the swiftness

of the king’s tackles,

an attr garland round his neck

as he wrestied with the enemv

come all the way

to take the land
Author Cattantaiyar
Twmar  vakar
Transl A K Ramanujan

79
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Puyananityu 295

A heaving sea

the battlefield with 1ts tents

In the battle,

ponting the forged and whetted tongues
of spears toward the enemy,

urging his troops forward

with himself at the head,

killmg men with arrow and spear

in the skirmish, cleaving through
the over-whelming wave of foes,
forcing a clearing 1n that sea of men,
he had fallen,

his body hacked to pieces

She saw him there m his death
In love’s excess,
mother’s milk flowed again
in the withered dugs
of this mother
for her warrior-son
who had forsworn all retreat
Author Auvalyar
Twnar  tumpar
Transl A K Ramanujan
Puyandnityu 300
A shield, you say, a shield?
Yes, a shield and a stone to stave off the enemy,
and you may survive
The brother of the one you slew yesterday
15 searching for you, his eyes jumping
like the crab’s eye seed, rolling around
on a white plate
His search 1s like that of a thirsty man
for a glass of wine
m an empty house
Author Arcl Kilar
Tinar  tumpar
Trans] E Annamalai - H Schiffman

Puyandniyu 88

Whoever you may be,
beware
before you even see
our lord
the chief of warriors
terrible and strong
with their long shining spears
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His shoulders are like drums

beating the sound of battles and of feasts
and on his mighty well-formed chest

fine jewels glow and shine

Beware

before you say

the van and the tail

all

let’s go and fight!
Author Auvaiyar
Tiwnar  tumpar
Transl Kaml Zvelebil

Puyananviru 349

The king scraped the sweat

off his brow

with the blade of his spear

and said terrible things

The girl’s father spoke no less

and would not speak softly

This was their normal style

And after all, that lovely girl,
her teeth sharp, eyes cool, streaked
with red, skin the colour
of young mango leaf
like spark
sparked by firesticks,
she will devastate,
no doubt, the very place of her birth
Author Maturair Marutamlanakana:
Twar  Raficy
Transl A K Ramanujan
Purandnityu 223
The horse did not come back
His horse did not come back
All other horses have come back
The horse our hittle boy’s father
rode, our little boy
with his small tuft of hair,
1t did not come back
A great tree succumbing, root loosened
at the meeting-place of two floods,
his horse had fallen
under him
Author Erumai Veliyanar
Twmar  potuviyal
Transl A K Ramanujan
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Puyrandndiyu 256
Potter, O potter, maker of pitchers,

I’ve come with him

like a tiny white hizard
merging with the axle-tree
of a cart-wheel

through narrow places

Be kind to me

and make wide

the casket of clay

Make 1t wide enough,

O vyou who make pitchers

for this aty,

this wade, old, city

Author Anonymous
Twnar  potuviyal
Transl A K Ramanujan

Puranantivu 389

Summers when the fruit of waterpalms dry and harden
when forest neems go to seed
waterplaces crack their beds
unadapting silverfish
swimn south and leave behind
a fish famine,
dear young warrior,
put me among those you remember
on such days,
said my lord once
and gave me gifts, my lord of lasting glory

He 1s now where no one can reach him
vet 1f one could go, he 1s not the kind
who would be hard to see

He, old king Atapunkan,
would tie up m his aity

in public places

the young of jungle elephants
and make the soft-browed
mother beast grieve

Like him, O Nallérmutiya

of Vénkatam, rock and falling water, O you
who do not rise at once to run

wherever your heart goes,

vou too must give

good things to hunger’s households

and give till misery ends
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May your women,
wide mounds of venus,
may they never hear
m the long yards of your house
the funeial drums of grief!
Anthor Kallil Attiraiyanas
Twnar  patan
Transl A K Ramanujan
Finally, I give four different translations of one and the same
poem, Kuyuntokar 25, ascnibed to the great Kapitlar (the poem
belongs to the finest classical Tamil poems ever composed) to show
the various problems, difficulties and solutions mvolved 1n trans-
lating Old Tamuil poetry.
Tamil text

yarwmllat tané kalvay
tanatu poyppin yanevanceyko
finartid lannpa cpupacun kila
olukuni yarval parkkum
kuruku muntuidn mananta Aapré
Kuruntokar 25
Author Kapilar
Tinar  maraiam
Theme Whaf she said to her girl-friend
on the spot where he took her
1 Prosodic pattern

5 lines, each of them four feet, the penultime three feet,

=
-] ===
==

The metre 1s akaval (dciriyam)
2 Word-by-word translation
(a) Who-ever (was) not (there) only-he the thief
(b) he that 1f-demies T what shall-I-do
{c) millet-stalk-like small-green leg(s)-of
(d) running-water @ral (fish) seeking
(e) heron was alone (he) took {(me) day

Translation A

None else was there, but only he, the thief,
Should he be false, what should I do?
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And when we met, there was 1n our sight
Only the stork, with leg as thin as a wisp of straw,
That 1nto the ghding water peered for prey
(C and H Jesudasan, 4 Hustory of Tamal Laterature, 1961)

Translation B

There were no witnesses
when he embraced me
(If he leaves me now, what can I do?)
Only a heron stood by,
1ts thin gold legs like millet stalks,
eying the aaral-fish,
m the flowing water
(E Annamala1 - H Schiffman, Mahfid 1V, 3-4, 1968)

Translation C

Only the thief was there, no one else
And 1if he should he, what can I do?
There was only
a thin-legged heron standing
on legs yellow as mullet stems
and looking
for lampreys
m the running water
when he took me
(A K Ramanujan, The Intertor Landscape, 1967)

Trianslation D

None else was there but he,
the thief

1f he denies 1t, what shall I do?
Only a heron stood by,
its thin gold legs like mullet stalks
eyeng the aral-fish
m the ghiding water
on the day
he took me

(K Zvelebil, 1967)



CHAPTER SIX
THE THEORY OF “INTERIOR LANDSCAPE” ~

In this chapter I shall deal i detail and m a more formahzed
manner with the remarkable and to a very great extent independent
and origmal theory of hterature, worked out some time at the
beginning of our era and systematized and codified some time 1 the
early half of the first millenilum A D The pertinent material to be
discussed 1s presented in form of charts and diagrams, and the text
1s a kind of commentary on these

First, however, 1t 1s necessary to say a few words about the
sources of this theory

{There are three basic theoretical works 1n classical Tamil which
deal with the earhest conventions of Tamil hterature Iraryanar’s
Akapporul (IA) or Kalaveyal, the third part of Tolkappryam called
Porulatrkaram (TP), and Aryanar Itandr's Purapporul venpd malai
(PVM) These texts will be now discussed one by one, in their
probable chronological order |

Today, Iraryandr Akappoul and its commentary by Nakkirar
form an integral text, and for most Tamil scholiasts, the commentary
1s more mmportant than the underlying book However, there 1s
probably a wide gap of time between the twoy It seems that Iraiya-
nar’s Akapporul 1s the first “grammar of love” m Tamil culture,
older than TP, that 1t 1s the earhest attempt to systematize, classify
and explain the bardic poetry and 1ts conventions, themes and
subject-matter as a ‘‘classical”’, that 1s a ‘“closed”, ‘‘frozen”,
““traditional” body of texts which ceased to be alive! Reasons

1 Some authors mamtained that the ngid adherence to the conventions
“crushed poetic freedom and origmality” (M S Purnalingam Pillay, op c2¢
p 18) Some other authors would see in the classification, codification and
explanation of the traditional conventions, given i the grammais, notably
in TP, almost a whim ot the grammarnans and scholasts, and they took a
very negative stand towards such procedures (S Varyapurt Pillar, HTLL

he speaks about ‘‘the utterly artificial, or at best conventional character of
the treatment”’, of “artificialities” which ‘“‘had never any mfluence on the
development of Tamil literature”, which “today have no meaning except for
the antiquanan’, op cit pp 69-70) For some critics, applying neo-romantic
Iiterary criteria to ancient oral and post-oral literature of the classical age,
mmitation 1s unbecoming of poets, unitative verses are necessarnly of mferior
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Frst, the fact that, mn [4, the literary theory, the poetics and
thetoric 1s much less elaborate and much more roughly and less
delcately presented than in Tolk Porul Second, the commentary
says explicitely, that T4 1s the first book (mutanil) on akam 1 The

quality (M Varadarajan, The Treatment of Nature , PP 412 and else-
where, Raja Manmickam, op cit 204 ff ) These critics ate mdeed very incoi-
1ect i their conclusions First of all, no so-called creative act 1s entirely free
(even a titanic artist like Michelangelo was necessarily limited, ¢ g by the
demands of Pope Julius and the extent of the space mn the Sistine Chapel)
Old Tamul poets did emphatically zof sing “hike birds” (as eg P T S
Iyengar says) On the contiaty, the classical Tamil poet 1s, first of all, par
evcellence an “‘objective” type in R Wellek’s sense of the teim), opcn to the
wo1ild, obliterating his concrete personality, with a very weak or almost non-
existent element ot personal expression, like the poet of the Renaissance age,
Like the baid of chivalric tomances The poetry of the classical Tamil age 15 a
sophisticated poetiv full of conventional foimulae, based on tiaditional
subject-matter, fed on tiaditional similes, metaphors, allusions and sug-
gestions The material which was codified, classified and interpieted i the
grainmars was not a late ex-post ratiocmmation, or an anthology of the
grammarian’s whims, bui, origmally, while the baidic tradition was still
alive, these were the useful guidelines for instruction and aid how to compose
poetry, later, after the live bardic tiadition died and became pait of a
classical past, these siitras came to be regarded as useful guidelines for the
1eader They were based on actual usage of the poet for whom they had once
tormed a framework of iefeiences and lumitations within which he was
‘ fice to sing”’, o1 1ather free to prove how good his power of improvisation
was The onigmal framework, the ancient prototypes of the formulae and
themata, the basic orignal conventions must have been based ultimately
upon reality This was true of both genres the conventions built up around
love-poetry were ultimately based on 1eal Iife, on erotic experience of the
people living mn the hills and forests, in the fields and on the seashore, al-
lusions to heroic deeds which later became symbolic, allegoric, and part ot
the techmique of suggestion, were based on actual historical events preserved
i the memory of generations That and only that had been the period when
the first poets (not yet bards or munstrels of any status, but a kind of folk-
singeis) sang ‘“‘lhke birds” But of this peitod we have absolutely no direct
testimony Of this “prumeval”’, simple, “folk’ poetiy of the ancient Tanuls
nothmg whatsoever has survived What has survived, 1s a highly developed
bardic poetry, composed 1n accordance with the rules and limitations imposed
by tiadition and formalized by the first theoreticians

! The episode 1s blended with myth and fiction, but may contamn a gramn
of truth Once upon a time a severe famme occuried in the Pandya land
Many people had to leave, and among them were bards and scholars pa-
tiomized by the king Many yeais later they retuined, the king convencd the
bards and discovered that there was no book on poetics and 1hetoric (poru-
latvkaram), but only the two books on “letters” (eluttatikaram) and “‘words”
(collatrkaram) Since the king and the members of the “Academy’ had no
“grammar of the Matter” (porulilakkanam perdtu, ed 1939, p 14), god
Siva (= Tratyanar) himself mtervened and composed the 4kapporul Hence,
Iraryandr Akapporul 1s sometimes translated as “The Lord’s Grammar of
Love”
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name of the author 1s Iratyanar, and this has been explained by the
commentary and by the traditton as “God”, 1e Siva himself
There 1s a poem 1 Kur (No 2) ascribed to one Iraiyanar There 13
nothing to refute the hypothesis that the author of the late bardic
poem and the author of the theoretical work were one and the same
man The commentary also says that the book was composed at the
time of the third Cankam, during the reign of Ukkirap Peruvaluts
The legend referred ton ftn 1, p 86 may indicate (although 1t 1s
rather vague speculation) that at the time when /4 was composed,
the TP was not yet 1n existence On the other hand, there 1s much
m the body of the aphorisms (s#tras) that shows a relatively late
origin of the book The very first sitra which gives the definition of
kalavu or premarital love shows that the Brahminic influence
(which has by that time surpassed the Jana and Buddhist impact)
was fully established 1t says that kalavu 1s called that type of
marriage among the eight (described by) the Vedic tradition of the
Brahmins (antanar arumarar) which has been called the gandharva
type (kantaruva) by the wise Or, cf s 36, where 1t 1s maintained that
for the “high-class people (uyarntorkku)”’ two kinds of occupation
are surtable odtal (“reciting of the Vedas”) and kdval (“‘protection’”
The commentary quite rightly explains #yarntér as Brahmins and
kings or ksatriyas This again shows a firmly established Sanskriti-
zation and Brahminization of Tamilnad How ever, quite naturally,
the text contains much veryancient matenal, classified and desciibed
imnthesdtras whichare based,afterall, on the early classical poetic texts,
andon the tradition of bardic “handbooks” Itseemstherefore that 7.4
1s the first treatise on the conventions of the earhest bardic poetry of
the akam genre written down at a time when the live bardic oral
tradition of that poetry was already moribund approximately
between the 4th-6th Century A D! The text of the satras 15 lucid,
contmuous and brief There are two parts in the grammar, one on
kalavu (premarital or clandestine love), the other on karpu (conjugal
love). There are 33 sitras 1n the first portion and 27 i the second
More prominence 1s given to kalavu, and hence the work has also
been called Kalaviyal The entire text has thus 60 sdfras The

! The age was now very different from the “bardic” age—Tamulnad went
through a strong impact of Jama and Buddhist moializing, pessimistic
trends, reflected n the didactic hterature, and subsequently through the
first 1mpact ot neo-Brahmamsm reflected n early bhaktr texts like the
Twumurukayruppatar and Karartkkal Ammaiyar's poems
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commentary 1s ascribed to Nakkirar, the son of the accountant of
Matura1 (Maturar kanakkayandr makandr Nakkivar) 1t 1s the first
and earliest of the great prose commentaries which occupy so
prominent a place in the development of Tamil scholarship and prose
It begins with a lengthy and detailed account of the legend of the
three Cankams, the story about Uruttira Canman, and how the only
true commentary to Iraryanar’s book was that of Nakkirar It then
relates how this urar was transmitted from Nakkiranar to his son
Kirankorranar etc etc, until the ninth recipient of this oral
transmission, a certain Mucirt Acmyar Nilakantanar, put 1t into
writing (innanam varukinyatu wrar) It would be very difficult, but
probably possible to prove, that this Nakkirar and the Nakkirar
who composed the very late lay ““Guide to Lord Muruku”’, were one
and the same person This hypothesis 1s supported by the analysis
of the diction and style of this commentary, the prose is highly
ornate and poetic, full of alliterations, similes and metaphors !
The commentary contains many love poems (e g #raz to ss 7, g, 12)
which 1t quotes as specimen, which have not survived in the antho-
logies Both the text and the commentary contamn an abundance of
nteresting sociological, psychological and physiological data (e g
s 43, where the menstruation—piippu—practices are discussed)
There are a number of Skt loans in the commentary (e g vdrttar,
pwdmanan, cuvarkkam, canam, kumdracuvdmr, vicakam, kiranikan
etc) Important 15 that the commentary quotes extensively (325
out of 350 stanzas) from a Pdnfikkovar (author unknown), whose
hero 1s Pantiyan Maran (640-670 A D) These stanzas belong to the
7th-8th Cent, which shows that the lower limit for Nakkirar’s
commentary 1s roughly 700 A D The upper himit would be perhaps
750-800 This does not refute the speculation that Nakkirar of
TMK and Nakkirar the author of the commentary are 1dentical
Probably only shightly later than Iraiyandr, the author of Kala-
viyal, was the man responsible for the final version and redaction of
the Tolkappryam (we very much doubt that 1t was “Tolkdppiyanar”
himself) It seems that the final and defimitive version of the

1 Ct such passages as ¢ g on s 2 walum utan pwantn utan valarntu niv
utan aty civ utan peruki 6l utandttup pal utanuntu pal uteneluntu col ulan kayru
palamaryum payrrcivm panpum nanpum etc Thisis very much the style
of a late Tamil poet rather than of a medieval scholiast who tended to be
more simple and less verbose (cf llamparanar’s style, who was, 1n “time-
depth”, the very next commentator) The number of similes 1s staggering
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Tolkappryam Porulatikdram occurred sometime during the second
half of the 5th—first half of the 6th Century A D

The Porulatikdram deals with different hiterary compositions,
their subject-matter and the conventions to be observed The
stitras which form the basis of our present defimtive text of the
TP may have had once the function of a bardic grammar, “‘an aid
to the instruction of young bards” (Kailasapathy), when bardic art
was still alive (Later, when the bardic art was dead and became
part of the classical heritage, Tolkdppiyam became the ultimate and
essential authority since 1t ““drew freely upon many predecessors
whose works were probably widely 1n currency, and appears as a
fully developed and defimitive treatise” (Kailasapathy 49), different,
m this respect, from the probably shightly earlier T4\

CHART 6
Porul

(substance of poetry,
subject-matter)

Akam or Akapporul Puyam or Puvapporul
Love Heroism

Well-matched Ill-matched

Five Landscapes

peruntinas karkkilay
(“The Major Type’)  ('The Base Relationship’)
mismatched unrequited

There are indications that the core-sitras of the grammar were
indeed ntended for bardic mnstruction So, e g, the author refers to
ten kinds of forbidden faults m literary compositions (TP 653 ff)
The very fact that TP contans material which at first sight mught
seem 1rrelevant to poetry (data on cosmology, nature, flora, fauna
etc, ¢f with data on physiology, hygiene etc 1n Iraiyanar’s text),
seems again to prove that the tradition contamed in these sitras
was a teaching trachition bardic traiming stresses general knowledge,
and has encyclopaedic character (Kailasapathy 51, Chadwick,
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Poetry and Prophecy, 31-48) The classification and arrangement of
the many poetic themes of love and heroism manifest unity and
harmony, and 1n spite of some schematism, the author does not
lose sight of the realities outside hterature This holds good even
more of the Akapporul ascribed to Iraryanar

Purapporul venpd mdlar, “The garland of venpd (stanzas) on the
subject-matter of heroism’”, 1s a grammatical treatise of uncertain
date but obviously later than TP It seems to be a dernved work,
probably an abridgement of the lost grammar called Pannmrupata-
lam “The Book of Twelve Chapters” It 1s of utmost importance for
the study of heroic poetry It also seems to have preserved a tradition
to some extant different from Tolkdppryam According to Kailasa-
pathy (op ¢t p 53) 1t may reflect older traditions, going back to
the time of the TP 1tself It provides poems 1llustrating each theme,
composed probably ad /hoc for the treatise, but embodying early
material From this point of view, PVM 1s mn some respects a
Iiterary work Kailasapathy (0p cit 53) quotes a few parallelisms
between the illustrative stanzas in PVM and Purandndivi (Pur 290
= PVM v 19, Pur 292 = PVM v 32) The authorship 1s ascribed
to Arvanar Itapar of the royal Céral family

In conclusion 1t may be said that all the three works discussed
are later than the erotic and heroic poems themselves, and evidently
contain interpolations and later additions However, “because they
were committed to writing at relatively early date, and were
perpetuated by a lmne of scholiasts who were also 1n possession of
oral traditional material, they more often than not provide imnvalua-
ble elucidations on the bardic poems, and have become 1n the course
of time, part and parcel of the corpus itself”” (Kailasapathy, op cit
54) It 15 cspecially the Tolkappiyam which has become a kind of
“universal grammar”’ for Tamil literature of all ages The whole
problem of Tolkdappryam, 1ts date, 1ts structure etc will be discussed
n detail later (cf Chapter 9)

Now to the theory of literatuie as such Chart No 6 shows the
basic division of the substance (porul) or subject-matter, of the
content of poetry

The entire subject-matter of poetry may be divided mto two
main genres akam or akapporul, and puram or purapporul

akam the meanings given mn DED 8 are “mside, house, place,
agricultural tract, breast, mind”, it occurs 1 all SDr
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languages + Tulu and Telugu This 1 1tself should be
rather relevant In the cultural and literary spheres, 1t also
means “imner life”’, “private hfe” and, more specifically,
“all aspects of love”, 1€ premamtal, marital and extramarital
love

puram n DED 3354 we read “outside, exterior, that, which 1s
foreign’, agamn, the conceit occurs 1n all SDr languages +
Tulu and Telugu In reference to literature 1t means
“outward life, public hfe, political life” and more specifically
“heroism, war’

The fundamental features of the akam genre highly conventional
poetry, the heroes should be and are fully anonymous! and
typifred, their number 1s limited to the hero, the heroine, the hero’s
friend, usually his charioteer, the heroine’s friend, usually her foster-
sister andfor maid, the heromne’s mother Under akam 1n 1its two
basic divistons of kalavu (pre-marital love) and kazpu (wedded and
extramantal love), the classical Tamil poet succeeded to describe the
total evotic experience and the total story of love of man as such

In contrast, the heroes of the puram genre are frequently indavid-
ualized as concrete, hstorical persohs (kings, chieftans, the poet
himself), the drama described 1s based often on a single, historical
event However, there 1s strict conventional framework for the
heroic poems, too

From the total corpus of classical Tamil poetry, about a quarter
may be ascribed to puram, and about three quarters to the akam
genre

Love mav be well-matched or 1ll-matched Well-matched love 1s
treated 1n poems describmg a man’s and woman’s love-expelience

1 According to TP, ss 54-5, 1 the five phases of akan, “no names of per-
sons should be mentioned Particular names are appropiiate only 1n puram
poetry” In this connection, of W H Hudson, An Introduction to the Study
of Laterature, 2nd ed London, 1946, p 97 “‘The majority of w orld’s great
lyrics owe their place in hiterature very largely to the fact that they embodv
what 15 typically human rather than what 1s merely mdividual and pai-
ticular’” In this sense (and in a number of other features, e g the stiict
adherence to form, the elaborate system of conventions, the respect paid to
the authonity of literary precedent, etc), “Cankam” poetry 1s directly op-
posed to Westein romanticism, and should be 1ather judged and compared
with the European Renaissance and the neo-classic (classicist) ages Cf

M Manuel, “The Use of Literary Conventions n Tamul Classical Poetrv”,
Proc of the 1 International Conference Seminai of Taml Studies, Vol 11

1969, 63-69
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agaimnst the background of the five basic physiographic regions, the
story of human love takes partin one of the five landscapes, known
technically as awm “five” + tinar “landscape’ or amhinai To each
of these landscapes corresponds a particular phase of love

Tll-matched love 1s again of two basic kinds unequal, inappropria-
te or mismatched love or passion, technically known as peruntina: or
“The Major Type” (1s 1t wrony?) E g the poems under this head
deal with a man’s passion which has grown out of proportion, or
with a young man’s passton for a woman much older, or with
forced union due to unrestricted passion It 1s the forced, loveless
relationship, partners come together for duty, convenience or lust

The other major type of 1ll-matched love 1s one-sided, unrecip-
rocated passion, known as kaskkelar, 1e “The Base Relationship”
E g love between a man and a maid who, bemng too young and
unripe, does not know how to react to his feelings, his love becomes
unrequited

These two types are common, vulgar, undigmified or perverted
(though J R Marr thinks that these two aspects of love are put on
one side by the theorists ‘cavaherly”, op cif 1g69), they are fit
only for servants According to TP 25-26, and Ilampiiranar’s
commentary, only free men can lead a happy lfe Servants and
workmen are outside the five akam-types, for they cannot attain
wealth, virfue and happiness, they do not have the necessary
strength of character, they are moved only by passion and mmpulses
Only the cultured and well-matched pair 1s capable of the full
range of love union before and after marriage, separation, anxiety
and patience, betrayal and forgiveness The lovers should be well-
matched m lineage, conduct, will, age, beauty (or figure), passion,
humlity, benevolence, mtelligence, and wealth (TP 273)

The attitude of the theoreticians towards cafferent types and
phases of love 1s neither purely descriptive nor fully normative
(prescriptive) It may be perhaps called “evaluative™}

According to some theoreticians, akam proper 1 divided along a
basic dichotomy between pre-mantal umon of lovers, termed
kalavu, it “‘stealing, decert’”, and wedded, marital love, called
karpu, it ‘‘chastity” (Chart 7) This binary division has been
elaborated especially i Iraryanar’s Akapporul Kalavu, pre-wedded
love, 1s treated m terms of the five landscapes, while the poems
coming under karpu describe marital and extramantal love,
mcluding the separation {pwwu) of the husband and wife on
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CHART 7
akam proper
. vu/\kaﬁ)”
pre-marital love martal (and extra-marital) love

separation (pirivu)
on account ot

aimntinar

(Five Landscapes) learning indulging m harlotrv

protection gaiming wealth
appeasement service
of of the king
enemies

account of six different reasons pursuit of learming, pursuit of
wealth, service of the king, bemng engaged 1n the protection of the
country, bemg engaged 1n the diplomatic mission, especially in the
appeasement of two mmmcal kings, and, finally, on account of
mdulging m harlotry The author of Akapporul shows keen obser-
vation of human behaviour when des¢ribing what sort of men do
leave their wedded wives thus e g 1t 1s proper for the high-class
men (according to the commentator, for the Brahmins and ksatriyas)
to leave their wives because of the purswit of learning (olal,
learning and reciting the Vedas) and protecting the land (kdval), to
serve the king and to gain wealth 1s proper for the merchants and
peasants (véldlar), but to leave (temporarily of course) one's wite
m order to mdulge m harlotry 1s appropirate to all classes of men
(IA s 40) Observe the fact that visiting harlots (paratiar ) comes
only under the edivision of karpu or wedded love

_As Chart No 8 shows, the umverse 1s percerved (kdfc:) and con-
ceived (karuttu) i terms of three basic categories a space-time
continuum which provides the basic background, the space and
tume coordinates of an event, this 1s termed mutal, it ““first, basic
things”’, fundamental aspect, the basic stratum The tune contin-
wum 15 divided mnto perumpolutu or the major seasons of the year,
and cirupolutu, it “‘small time” 1 e the minor times of day and wight
The space continuum, comprising the ‘“five elements” of Indian
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philosophy (earth, water, fire, wind and sky), 15 divided into the
five physiogiaphic regions, the five major landscapes i which the
drama of love takes place {Each one of these landscapes corresponds
to a phase of love the hlls are a proper setting for the union of
lovers, the forest corresponds to patient waiting, the seashore
to long and anxious waiting, the pasture lands provide a settmg for
treatment of mnfidelity, and the wasteland for a long separation

The second major category 1s termed kary, it “‘things born™ or
“natrve’’, this provides a framework 1n terms of concrete represen-
tations of the five major themes (phases of love, physiographic
regions) There 1s, first, the basic division nto Gods and Nature
Nature 1s subdivided mto Human and Non-human nature Under
human beings, the tribes and their chieftains are treated, and also
the occupations, arts, ways of hife, customs, musical mstruments etc
Non-human nature 1s ammate and 1nammate the two main
representatives of animate nature are birds and beasts, while under
manmmate nature are described the typical trees, flowers, objects,
forms of water (whether a mountaimn-rivulet, a broad niver, the sea,
ponds, waterfalls) etc

Finally, the third major category 1s termed w7z, it the “‘proper,
spectfic” aspect, that 1s the essence of poetry, this deals with the
innermost psychological events, with the drama of human souls and
hearts, this 1s the mner and external life, the behaviour of the
heroes, their feelings, deeds and situations

We will deal m some detail with the three categories of mutal,
karw and wuri The first division of the space-time continuum, as
just indicated, concerns the appropriate feme of an event

There are six seasons, six major times of the year

kdr or the ramny season (approx August-September),
kdter or Winter (October-November),

munpam or ‘early dew”, (December-January),
pinpans or “late dew”’, (February-March),

1lavéml or the season of ‘‘young warmth”’ (Apnl-May),
mutwvémi or the season of “ripe heat” (June-July)

SR W N H

There are also s1x munor tumes of day and mght (s1x by four hours)
dawn, sunrise, midday, sunset, mightfall, dead of mght These
categories provide for the space-time coordinates of an event of love

Chart g gives the phases of love corresponding to the six types of
landscape umon of lovers and immediate consummation corre-
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CHART g
Uri
Phases of love mn coirespondence to the landscapes
Phase of love Landscape Dl ,,4 "
Umuon of lovers Kuriiict — Halls b Wi ;.,m

Domesticity

Mullar — Forests

AN
May

Patient waiting

3 Lover’s infidelity 3 Marutam — Cultivated Fields - T ”ké' ¢

Sulking scenes

4 Separation 4 Neytal — Sea-coast
Anxious waiting

5 Elopement 5 Palar — Wasteland
Hardships
Separation from
lover or parents
sponds to the hills, domestic hfe and patient waiting of the wife 15
described under mullar or forest (and pastures), anxiety and 1mpa-
tient waiting under neytal or seashore, mfidelity of the man under
marutam or agricultural tracts, and elopement and separation under
pdlar or wasteland
As we may see, considering both kalavu and karpu, pre-marital
and wedded (plus extramartal) love, and both well-matched and
1l-matched union, the theory provides for a minute description of
the entire gamut of human erotic experience, for the total love-
experience of man and woman This I think 1s very unique and extre-
mely interesting A pertimnent question may be asked at this point
what about the corpus of the texts themselves? Did they really
describe all these situations ? The answer—probably surprisingly—
1s positive Indeed they did There was probably an evolution in
this literature 1t seems that the oldest poems could be classed
under kurwicr and pdalar, 1€ dealing with the immediate erotic
unton and with the elopement of the girl, while the two #nas
dealing with 1ll-matched union seem to be later additions not
additions of the theoreticians, though, n search of pedantic com-
pletion, but the texts themselves, dealing with these aspects of
human love, seem to be later, as we shall see
The earliest, most comprehensive and elegant description of these
concrete representations of the five #znass 1s given by Nakkirar 1n his
Commentary on just two words of the 1st sifram of Iraiyapar’s
Akapporul (anpin antinar “the five situations of love”) He bases

- \V(.‘!"W

ot

3

?
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his exposé on tradition and on the TP which he quotes whenever
necessary After an engaging and charmimng discussion of what 1s
anpu “love” (ed 1939, pp 18-20), Nakkirar asks “What does
mnbimar mean®”’ And his answer to this queston 1s a brihant
treatment of the theory of the five physiographic regions and the
five basic love-situations

First he gives the five terms in the order kuriici, neytal, pdlac,
mullar, marutam (quoting TP 3), he adds at once that these five are
discussed 1n terms of mutal, karu and wurs Mutarporul 1s of two
kinds place and time (TP 4) According to Nakkirar, however,
pdlar or the “‘separation” situation has no proper place (nelam)
corresponding to 1t Presenting the mutal once more schematically
and m accordance with Nakkirar, we get the following charts

arilingal
palar l the othev four tinais
— “place” + “place”
4+ “time”’ + “time”’
tinar ‘‘situation’ place fame
palar — noon, hot season, also *‘late
dew”’
Ruyiice mountaimnous region dead of night, cold season,
also “‘early dew”’
neytal sea-shore sunrise
H
mullay forest lainy season, evenmng
marutam cultivated fields dawn

For confirmation, Nakkirar quotes TP 5-10 and adds that all the
six seasons of the year must be appropriate to marutam and neytal,
smce no particular seasons are mentioned

Nakkirar gives then a detailed hist of concrete natural representa-
tions (karu) Karu, he says (quoting TP 18 as authority), 1s “god,
food, beast, tree, bird, drum, occupation, lyre and other 1tems”’

Ideally, the kurwice or mountainous region has Murukavel as 1ts
god, 1ts food 1s the five varteties of paddy and millet, the beasts aie
the tiger (panther), wild hog and clephant, the trees eagle-wood.
ebony, Plerocarpus marsupium, teak and the kino tree, typal
birds are the parrot and the peacock, drums of three kinds versydt-
tupparas (drums used by Murukan’s priests), large drums (fontakan)
and Awravar (hunters’ drums) Typical activity of the inhabitants
gathering honey, digging up edible roots, dancing and/for wandering
about the hills, and driving away parrots from millet-fields The
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particular lyre (or harp), wdl, 1s called “mountam-lyre”. Under
“other 1items’’, Nakkirar understands the name of the hero,! in our
case clampan, verpan, poruppan ,® the name of the herome, koticcr
or kurattr,® the typical waters—water-falls and mountamn springs,
human settlements small hamlets and &wuzicc: (“village”, DED
1534) Flowers conehead (kurwice, Strobilanthes), glory hly (Gloriosa
superba), kino (Ternunalia tomentosa) and water-hly (Ponfedera),
and, finally, the name of the people 1s kuravar, wavular, kunravar ¢

In the sea-shore regions, neytal, Varunan 1s the patron-deity, for
hivelihood, people sell fish and salt, typical beasts are the shark and
the crocodile, trees mast-wood and Cassia sophora, as birds,
Nakkirar gives the swan, the anril (= cakravaka) and makanyil
(? a water-bird), as drum, “‘the drum of fish-caught”, and “‘the
boat-drum” The imnhabitants are engaged in selling fish and salt,
and in production of salt The Iyre 1s called velars (?*‘youth”) The
names of the hero are furacvan, konkan, cérppan,® of the heroime,
nulaiccs and parattr,® the characternistic waters are the sand-well
and brackish marshes, the flowers white-petalled fragrant screwpine
(Pandanus odoratissimus) and white water-lily (Nymphaea lotus
alba), as the typical settlements, the commentary gives pattinam ’
(“maritime town, harbour-town”) where ‘‘ships enter”, small
hamlets and pdkkam ® the name of the people 15 paratar ® (fem
parathyar) and nulavyar (fem nulasccryar)

i The hterary hero is called kiavor, Iit “‘old man” (DED 1315), also
“headman, chief”’ o1 talawan (DED 2529) ‘‘chief, headman, lord”, the
herowme klave, kilavdl or talatvr

2 glampan (? < Skt or Pkt ) “hillman, chief of the hill titbe”, poruppan
““chief of the hill-tnbe”, verpan “1d

3 koticer (? DED 1704) “woman of the hill-tnibe”’, kurattr (cf DED 1530
for Dr cognates) “woman of the hill-tribe, woman of the Kuyava tribe”

4 kuravar (DED 1530), kumravar (DED 1548) ‘“hillmen, mountameers”,
wavular (DED 442} “hill tribes”

5 furarvan “‘he of the haibowm, lo1d of the harbour” (DED 2773), konkan
it “husband, man”’, cérppan (cl cérppu “sea-coast’”) “he of the sea-coast,
chief of the sea-coast”

8 nular ‘‘fishermen-tribe, fishermen-caste’’, nulazcer “‘she of the fishermen-
tnbe”, paratts *1d

" Eg Kavinppattiwam, it ‘‘the harbour-town on the Kawviri”, the
famous sea-port of early Cholas DED 3199

8 DED 3332 ‘“seaside village, town, village” Preserved i the modern
names of several quarters of Madras (Kilpakkam = Kilpauk, Nungambakkam
etc)

* Cf DED 3263 ? Skt bhkarata- ‘‘barbarian” To this day, the fishermen of
Madias sea-coast are called Paratavar
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Pila:, “waste-land” according to Tolk, there 1s no deity to
palar, “since there 1s no nelam (pdlas 1s a ‘situation’, not a ‘place’)”’,
but others give Bhagavati (Durgd) and Aditya (Sun-god) Food
whatever was gained by high-way robbery and plundering Beasts
emaclated elephant, panther, wild dog (Cams dukhunensis), trees
mahua (Bassia longifolia) and dmar ‘““the tooth-brush tree”, birds
vulture, kate and pigeon Occupation highway robbery, murder,
stealing Melody type curam The term used for the hero mils
“warrior” (it “‘the strong one, the valiant man, the fighter”, used
also for the God of Death), vitalar “‘young hero” (lit “young bull”),
kilar “‘wairtor” (or “bull, steer’”?} The herome 1s called eyrr:
“woman of the Eyinar tribe” or pétar “‘the naive one” (it “girl
between 5 and 7 years of age”’, “simple woman”) Flowers kurd
(Verberia corymbosa), mard (Barringtoma acutangula or Anthocepha-
lus cadamba), trumpet-flower (Stereospermum chelonoides, suaveolens,
xylocarpum) Waters dry wells, dry ponds The name of the inha-
bitants 1s eyinar (fem eyurriyar) and maravar (fem marathyar) !
The villages are called kolkurusnpu 2

The god of maullar “forest” 1s Vasudeva, the food—common
mullet (varaku) and cdmaz (?), typical beasts—hare and small deer,
trees konrar (Cassta fistula) and kuruntu (wild hme, Atalatia),
birds jungle-fowl, peacock, partridge Drums ‘‘bull-taking drum”
and the muracit Activities of the people weeding of millet-fields,
harvesting of mullet, threshing of mullet, grazing of cow-herds,
“taking of bulls” The melody-type muliaz The name of the hero
15 the “lord (o7 inhabitant) of the land of low hulls” (kuzumporaind-
tan) The name of the heromme—*~ulafis (it “mistress (of the house)”
and wmaparve “house-wife” Flower jasmine ([asminum sambac,
mullar) and Malabar glory hly (Gloriosa superba, tonyi) Waters
forest-river Settlements pdsn “town, city, hamlet, pastoral village”
(DED 3347) and cére “‘town, village, hamlet” (DED 1669) The
name of the people aryar (fem staicciyar) and ayar (fem dycci-

yar) ?

* Connected fo1 sure with DED 691 ey “‘to discharge airows, n artow”’,
eyinar “‘airow-men, hunters” Maravar (cf DED 3900 mayam ‘‘valour,
anger, wa, kilhng”’) “‘hunters, people of Marava caste’’, they were a rather
prominent community in historical times in Tanulnad The caste exists until
today, chiefly i South-East Tamilnad (Ramnad)

? Connected prob with DED 1542 “stronghold, fort” or DED 1541
“battle, war”’, and with DED 1772 “killing”

3 atayr (DED 382) “‘the herdsmen caste” ayar DED 283, dy “‘the cowheid

b o e s
caste”, @ “‘female of ox, sambur and buffak)‘@ww“ﬁm,

el
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The god of marutam, cultivated fields, 1s Indra, for food, the
people have rice (cultivating paddy of the two varieties, cennel and
vennel), typical beasts are the buffalo and the otter, trees rattan
(Calamus rotang), strychmmne tree (Strychmnos nux vomica) and
marutu (Terminalia tomentosa) Birds duck, heron Drums are
called manamulavu and nellare kinar.* Occupation of the people
cultivating paddy The lyre 1s called ssmply maruta lyre The names
of the hero are @ran (it ““villager, inhabitant of village, town”’) and
makinan (“husband, chief of agricultural tract, lord”, DED 3768)
The herowine 1s called kilatts or manasvr ‘“house-wife” Flowers
Lotus and red water-lily Waters wells in the houses, ponds and
rivers Settlements are termed périr, it “‘big village, big town”
The name of the inhabitants kataiyar (fem kataicciyar), ulavar
(fem wlattryar) 2

Chart 10 shows the various representations, the attributes of the
five tinass, the elements of the karu-strata, how they are usually
found 1n the texts

Nakkirar turns then his attention (pp 24-25 ed cit) to the
uripporul, and, quoting TP 14, makes the following statement (cf
Chart 9) sexual umion (of lovers), punartal, 1s the kurisici-phase
(situation), separation, perital, 15 the pdlar-phase, waiting, wuttal,
1s the mullar-phase, anxiety, wankal, 1s the neytal-phase, sulking,
fital, 1s the marutam-phase

At the end of his discussion Nakkirar refutes the one-sided
conception of kinar as ether “‘region” (mlam) or “‘situation” (oluk-
kam, it “conventional rules of conduct”), Znae 1s not “‘either or”
but “both’’, Nakkirar says 1t quite explicitely ##nas 1s both region
and situation, “like the spot on which the hight (cutar) of a vilakku
“lamp” falls, 1s also called vilakku ‘hight” (cf DED 4524 wilakku
“lamp, light™)

It 1s obvious that not all clues of the karu-strata occur 1n a poem
They never occur 1 totalhty, they never could occur But at least
some of these characteristic representations, of these typical,
dragnostic attributes do always occur These clues are sometimes a
part of the techmique of “suggestion’ called szarccz, and of the

v manamulave, it ‘‘marriage-drum’’, uellay: kina:, ht prob ‘“‘paddy-
harvesting small drum”

? DED 929 kataryay ‘“‘men of the lowest caste or status’, wlavar (DED
592 1ju “‘to plough”) “ploughmen, agriculturalists’
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“unplied simile” or “mmpled metaphor”, termed wlluras wvamam
(cf TP 242 1f) -

waseer (¢f TP 229), occurring usually, but not always, m the
utterances of the heroine and of the heroine’s friend 1s “suggestion’’,
“implication’” through the description of a natural phenomenon or
event Closely related but not identical 1s ullurar wuvamam or
“implied metaphor” objects of nature and their actions stand for
the hero, the heromne and other humans and their actions Nature 15
described and the listener (reader) should understand the implica-
tions of such natural descriptions e g a buffalo treading on a lotus
and feeding on tiny flowers implies the unfaithful lover who leaves
the heromne and makes her suffer (“lotus”) while he “feeds” on
harlots (“tiny flowers”’) A heron eyemng the dral-fish, its prey
(Kwur 25), stands for the lover who ‘“takes” the heroine The
strongly erotic, even sexual imagery m Kwur 131 (the mmpatient
hero = ploughman with his single plough “in haste to plough his
vast virgin land fresh with the rains”, which symbolizes the woman)
15 quite obvious In Kwur 4o there 15 a sexual image which 1s a
perfect wlluyar uvamam ‘waters of ramn pouring down on red soil’”’
(the hot, parched red soil warting for rams stands quite obviously
for the woman, while pouring rain symbolizes the man)

For 1rascce or “suggestion” c¢f eg Akam 360 therein, the hero
comes to visit the woman frequently at daytime, and she requests
him to come durimg nights she describes the front yard of the
house, adorned by punnpar trees with fragrant blossoms, and by
palmyras with the nest of anril (= cakravdka) birds The “‘sugges-
tion” according to the commentary 1s that at night the anrel birds,
being close to the house, keep the woman awake by their heart-
rending cries, and she longs for her lover’s company, a “‘secondary”
suggestion 1s mvolved the urge on him to marry her as soon as
possible !

«In terms of sociological and psychological observations, oneshould
probably stress the following facts First of all, the heroes of these
love-poems were by no means monogamous This was almost
taken for granted Harlots, concubines and prostitutes play
quite an important part i this literature the marutam theme
abounds in barlotry Second 1t 1s imteresting, that out of the

L' M Vairadarajan, ‘“Laterary Theories in Early Tamil—Etfuftokar”, Proc
of the I Intern Conf of Tawnl Studies Vol 2, Kuala Lumpur (1969) 49
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five major themes, actually four deal in this or that form with
waiting the two finass appropriate for waiting par excellence are
mulla—patient waiting—and #eytal—long and anxious waiting
for the hero to return ,But pdlar, wasteland, also deals with warting
and separation (apart from elopement), and so does marutam hete
the wife 18 waiting till the debauchee returns from the harlot
Finally ftahe kurisics theme fmight be considered as an echo of the
primitive, tribal, pre-nuptial promiscuity

The second genre—puram—nhas, of course, 1ts conventions, too
Tt also has 1ts basic division mto poetic situation andnto themes In
dealing with the akam genre, we discussed the concepts of the porul
or poetic content, subject matter, and the #nai which may probably
be translated best as the poetic sutuatron, In a detailed discussion of
the puram genie, yet another term must be introduced furaz or
theme

It was stressed right at the beginning that all subject-matter of
hiterature dealt either with emotional situations of love or with
other situations than those of love, primarily with heroic situations
From chart 11 one sees clearly that there 15 an intimate connection
between both genres, akam and putam, that, behind both, there 15
a unfied perception and conception of the umwerse 1 cannot agree
with J R Marr's (0p ¢t p 44) and Kailasapathy’s criticism (op cu
p 189) that the pairing of love and heroic situations appears
artificial Rather I would tend to agree with the medieval commen-
tators hke Naccinarkkipiyar who seem to have inturtively felt
that there had existed a basic homogeneous and uniform conceptual
pattern behind the classification of human situations nto the
two basic genres According to Naccindrkkiniyar (TP 56), akam and
puram are like the mner palm of the hand and 1ts back

The heroic situations are, too, described under 5 finais

I wetci(ttnar) 1s the prelude to war this 1s the cattle-raid The
features which this situation has in common with its akam-counter-
part, kurwict, are the time night, the place a mountain-forest, and
the fact that 1t 15 a clandestine affair, just like punartal or sexual
unton of lovers before marriage

2 wasicr 1s the preparation for war and the beginning of the
mvasion Common features with its akam-counterpart, mullas
both take place 1n the rainy season and in the forest, both describe
the separation from loved ones, and wifely patience, wuttal
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3 uliar describes the siege of a settlement or fortress, like
marutam, 1t takes place in an ihabited, fertile area (city etc) at
dawn, the infidehty results in akam m dital, wifely sulking, and
—both n love and war—in “refusing entry’”’ (A K Ramanujan)

4 tumpar or pitched battle corresponds to neytal 1n akam 1n
both, there 1s anxiety, separation of wives from the heroes, the
akaw situation 1s set on the open sea-shore, the heroic situation, m
the open battleground, evening and grief (zrankal) are common to
both

5 wvdkas describes victory, the 1deals of achievement 1its counter-
part 1n the akam genre 1s pdlaz, both have in common the achieve-
ment of the hero 1n one, the abduction and possession of the
woman, or the search for wealth and fame, n the other, achieving
wealth and fame in victory after long separation from the wife
(perital) m war

In both categories, there are two situations which are not
specifically related to any type of landscape, both are not supposed
to be 1deal topics for poets, both are considered to be so to say
‘““abnormalities” 1in love-situation as well as in war-situation

6 karict 1n the puram genre describes struggle for excellence,
endurance, but also the feeling of transiencé of the world and defeat,
death, in the akam genre, this corresponds to the peruntina,
struggle and defeat 1n the mismatched love

7 pdtan s praise, or elegy, as well as asking for gifts in the heroic
genre, this corresponds to kaikkilas, unreciprocated love, 1 akam,
both have 1in common e g a one-sided relationship, a note of sadness
etc

(Thus, for the old Tamil classical poet, there were fourteen basic
human situations, suitable for poetic treatment, which were based
on a unified conception of the universe, which comprised both the
“numenon” and the “phenomenon”, and which, using the principle
of economy and the technique of concentration, reflected the
entire scale and spectre of human expertence

As may be seen from chart 12, the later ‘“‘grammar of heroic
poetry”, Purapporulvenpdmdalar, follows a different and more
elaborate scheme when compared to Tolk Porul It enumerates
twelve non-love situations 1n contrast to seven listed in 7P In this
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CHART 12
Heroic situations (tinat) accovding to
Number of Number of
Tolkappryam themes Puyapporul  themes
Porulatrkdaram (fuyar) Venpa Malar (tuvai)
1 cetct 14 cattle-raid veter 20
2 wvetcr 21 cattle-recovery karania: 36
3 vafice 13 preparation for war, vafict 21
mnvasion

4 uhiar 8 siege of a fort ulisiar 29
5 ubfia 12 defence of a fort nocct 9

6 tumpai 12 pitched battle tumpaz 2
7 vaka 18 victoly vakar 33
8 hanict 20 t1anscience of the karncr 22

world

o pdtan 20 praise patan 48
10 general heroism potuviyal 12
11 one-sided love kaikkila 19
12 nusmatched love peruntinar 36
'3 residuary 1tems ohpryal 18
138 327

1ot are mcluded the two abnormal love-situations, so that, essen-
t1ally, there are 10 heroic situaticns according to PVM The
number of themes 15 also higher m PV M than in TP, as one would
naturally expect

The word for theme, fura:, means hit ‘‘place, location, way,
section, seaport, roadstead, frequented place” etc (DED 2773)
According to Péracinyar’s commentary, porul or “‘general subject-
matter” mcludes all subject-matter created by poets while fura:
has a limited range and scope, being part and a section of porul,
according to Ilampiranar, the best commentator on Tolk (Porul
s 5§10), the description i a poem of people, ammals, birds, trees,
land, water, fire, air etc, that 1s pertinent to the seven major
situations of love (akam tinar) and the seven major situations of
heroism (puram timar) should be 1n harmony and never contrary to
tradition and convention, a clear and excellent exposition of such
matters m a poem 1s called furar Naccwdrkkimyar says, using
metaphor and analogy, that all sorts of matter become unified 1n
the theme just like men, beasts and other beings drink water together
from a river ghat (Tolk Porul s 56) According to Kailasapathy
(op cut 192), turas 1s the thematic clarity and unity n a poem 1t
should be specific and traditional the defimite theme n traditional
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poetry And to the bards of the pertod, “‘the composition of a poem
was equivalent to the composition of a theme”’ (192)
How does the “theme’” work 1n the corpus of texts?
Let us take, as an example, the very first poem of Puyandniiru
(designated as Pur 2 since Pur T 15 the mvocatory stanza) The
colophon says “#mar (poetic situation) pdfan  ‘prase”, turat
(theme) ceviyarivnriu “gc; counsel”’, valttiyalumdm “‘or praise of
qualities” sung by Mutinakanar of Muraficiytr about Céral king
Utiyan of Giand Feast” Now m all the collections of bardic heroic
poems that have reached us, each poem has a colophon which gives
the sttuation (finas) and theme (fura) The entire corpus of bardic
poetry seems to have been composed on the basis of definite themes
From the colophon quoted above we see that the #naz, the “‘situa-
tion” gives the more general, the major category, m this case, of
patan o1 “‘praise”, the turar or “theme” gives the #unor, the more
specific category 1n this case a bard “counselling” a king on good
conduct There are eight poems treating the same furaz, theme, by
eight bards, mn the collection of Puram Poems on love, akam, have,
too, colophons with various degree of amount of mformation
Thus eg m Kuruntokar the first poem, which belongs to the
buriicithnar, has the following colophon “fol kavyurar maruttatu,
‘the maid’s rejection of a present’ Tipputtolar (name of the
poet) ” “The maid’s rejection of a present” may be considered a
theme, tura:
This 1s not the place to give an exhaustive catalogue of all
puram and akam themes But some of them may be mentioned,
to show how variegated and detailed the scale of experience,
treated 1 those poems, indeed was Here are some purain themes
ndtu valttu “blessing the country” 1n praise of the wealth and
beauty of the land of the hero, e g % Patirrup 30

tumparyaravam “‘bustle of war” a king distnibuting rewards to
his soldiers after a victorious battle, e g Paterrup
34, 85

kdtcy vdlttu “praise of a sight” describes the reaction of
seeing a great hero and a hero-stone (virakkal), e g
Paturrup 41, 54, 61, 82, go

olvdlmadlar warriors brandishing swords the king, swinging
shiming blade, 1s jomed 1 dance bv warriors
wearing anklets, cf Patiyrup 56
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Ruravar wmilar  kwravas dance of women, women joining warriors,
holding hands, celebrating hero’s victory by dance

paricilvitar “munificence” a king bestowing gifts on his bards,
e g Pur 140, 152, 162, 397, 399
netumolr “‘vow'’ describes the vow of a warrior, cf Pur 298

anantap paryul theme describing the distress of a wife on her
husband’s bereavement, eg Pur 228-9, 246-7,
280

Our choice of akam themes must of necessity be equally brief e g

“What the herome said to her heart so that the companion heard
it”, eg Kur 11

“What the herome said to her friend who was distressed thinking
that she (the heroine) will be unable to bear 1t” eg Kur 12, and
1ts sub-theme

“What the herome said to the fniend who was 1n distress thinking
that she will not endure the separation” (e g Kur 4, 5)

“The promise of the {niend to the herome broken by the separa-
tion” (Kur 59)

“The speech of the hero to the friend” (e g Kur 136, 250)

“The fear of separation, expressed by the hero after sexual
union” (e g Kur 137)

““The friend refuses entry to the hero” (Kuy 258)

“The speech of the mother after the elopement of the daughter”
(e g Kur 390)

One concluding remark on the techmque of descmptwnz':fhe two
typical features of the descriptive technique employed by early
Tamil classical poets are terseness and concentration The descrip-
tions are intensive, never extensrve, acute, accurate and sharp,
never elaborate and full, never ‘“‘from head to foot” ! This tech-
nique gives no room for exaggeration, so typical of Sansknt kévya
poetry, and of later, medieval Taml literature The poets take
their mspiration straight from nature and expernence, 1 a way,
they creatively copy nature and hifé This means that they do not

1 Cf the medieval Tamul term kécate pata varunanat *‘description from head
to foot”
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use foreign, borrowed imagery The matter employed m descriptions
1s traditional and conventionalized (cf next chapter for the detailed
treatment of this feature) And, finally, there 1s usually a perfect
harmony of content and 1ts formal expresston M Varadarajan
quotes, * as an example of a typical early classical description,
Puram 334 2 a hare s pictured as timayirk Ruruntd wnetuiicevik
kuruwmmyal “small (young) hare with pure fur, short legs and long
ears” The poet (Maturar Tamilakkfittanir) has succeeded, using
three sumple adjectives and three simple nouns, to convey the
picture of a hare in terms of the animal’s most typical featutes
{so to say the essence and idea of , hareness”), 1t 15 ssmple and
perfect, 1n one word, classical

The techmque of allegory (wllurar wwamam) and especially the
use of suggestion (1zarcct), comparable to the Skt vyadijand, vyangya-
and termed utanurar by Tolk (s 1188) has reached 1ts perfection 1in
a number of stanzas where in fact at least three layers of meaning
may be distinguished by a true connoisseny of sophisticated poetry
Thus a charming and seemngly simple stanza(lan:pdial) beginning
wn Ta elid utukkdn says

Look '
there -
my lord

near that lovely pond

with 1ts broad green lotus leaves

the heron

motionless and without fear

stands shimng

like a white and golden

conch

This stanza, a simple picture of a quiet scene, has three layers of
meaning The first “obvious” meaning “on the surface’ {corporui)
15 the one given in the madequate translation above However, the
meaning of the crucial phrase, “the heron, standing motronless and
without fear”, expands and transcends the obwvious, because the
pivotal expression in the poem, tulakkamal, “‘without agitation, fear
and motion”’, conveys a suggestion, an implication (kurippu) deriv-
ing from the “obvious” meaning ‘“‘there are no people at that place,
1t 1s deserted”” This kurippu, however, 1s the source of yet another
expansion, mto a further layer of meaning, an inference, a suggestion

1 n “Literary Theories 1n Early Tamil—Ettuttokar”’, pp 52-53
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{(Furip pu,), a it to the lover since the place 1s quiet and deserted,
1t 1s an 1deal spot for love-making (punarces), so, let us go and make
love Thas, at least, 18 what the commentator and the scholiast has
to say about the text, and we are fully entitled to agree that the
mnplhication and inference 1s not “read mto’ the stanza ex post but
fully mtended by the poet, smce it follows certamn patterns of
convention, and since there 1s a unanmmous and traditional agree-
mentin its interpretation



CHAPTER SEVEN

THEMES, MOTIVES, FORMULAE

K Kailasapathy has shown, n his excellent book Tamil Herouw
Poetry (1968), that the most important structural element in the
Taml classical (heroic and erotic) poem was the formula * The oral
bard, reciting his themes, had to work rather fast in the mdst of an
enthusiastic, thnilled and demanding audience, he could hardly
hold his audience mn permanent attention That 1s why the formulae
had so great functional value for both the audience and the minstrels
(Kailasapathy, op cit p 138)

Kailasapathy quotes a number of formulae occurring again and
agam 1 the classical corpus of the poems, e g nanantalar yulakam

(metric pattern = = [ = —) “wide-placed world”, ¢f Pur 221 1T,
Patrr 63 18, Kalit 63, Mullasp 1, or corukanydnar “‘the small-
eyed elephant” (metric pattein = — [ — — ), occurring m A#x

314 3, 327 2, 24 13, 179 4, Nar 232 1, Puy 613, 316 12, 395 18 etc

Some formulae show absolutely idehtical structure and exponents,
save for one “synonym’ used for another, like 1n aravu vekuntanna
téval (Pur 376 14) pdmpu vekuntanna téval (Crrnpdn 237) “toddy
that stupefies ltke (poison of) the snake”

§ :Apart from such formulae, occurring i the midst of the text,
there are many set begimmnings and endings of poems, e g ‘I laugh
whenever I think of 1t” (Nar 110 I, 107 1) or amima vdl tols “'Listen,
o friend” (Kur 77 1,134 1, 146 I etc ) ”

To Kailasapathy’s rich maternal, contained on pp 147-170 of his
book, I should like to add the following akam examples based on
one collection of poems, the Kuruntokas (to show that Kailasapathy’s
conclusions concernimng the occurrence and function of formulae in
Tamil bardic poetry are generally vahd for the whole corpus, for
the erotic genre as well as for the heroic) The formulae can be just
stmple attribute-head constructions, like e g val vel “mughty bow”,
m Kur 1005, Amk 3735, 3903, Kaht 76, 10458, Ak 120 12,
152 15, 281 5, Pur 1507, 1526 etc, or karunkdl vénkar “black-

L A recunient clement m narration or description, restricted by metrical
considerations, as a rule an exact repetition “of a group of words expressing
a given essential idea” (K Kailasapathy, M Parry)
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stemmed vénkas”, m Kur 261, 471, 3435, Nar 151 8-9, 1681,
257 5, Awnk 219 1, or talaryam yalkul “‘the venus’ mound, adorned
by leaf-garment” 1n Kur 1722, 1952, 391 6, cf Tolk Kalavu 23,
Naccinark comm , or netu men panait 16l “large, soft, broad
shoulders” mn Kur 185 2, 268 6

Quite frequently such simple formulae reappear 1n shght varia-
tion either the order of the words 1s changed, or the exponents are
substituted for each other, cf aruvikan mukar (Kur 95 1-2), it
“waterfall(s)—rock(s)—cave” kapmukar aruve (Pur 147 1), it
“rock{s)—cave(s)—waterfall(s)"”

More or less elaborate similes enter very often into the stock of
the formulae, like pippolunkan *‘darkened eyes stmilar to blossoms™
m Kur 1014, Nar 206, 3257, dwmk 164, 101 4, Mullarp 23, ct
malarérumkan 14" 1n Kur 377 1 This utterance actually forms the
first half of a verse (Kur 101 4) which 1s composed of a double
formula (the prosodic shape of the me 18 — — [ — — [ [ — —
— — ) pappolunkan ponponmén, the second formula, which
means “gold-like figure”’, reappears in Kur 319 6 (ponnér mém) and
1 Nar 102, Aink 2304, Ak 212 1-2

The fact that the formulae are often metrically equivalent means
that they are structurally mnterchangeable Thus e g a formula Iike
ully nullam vémé (Kur 102 1) “when (I) think (on 1t, my) heart
burns”, can be readily substituted for ulls nunnoy malkum (Kur
150 4) “when (I) think (on 1t), the heart-ache grows” both have
1dentical prosodic pattern (— — [ — — [ —-—)

The substitution of larger or smaller portions, or of entire formu-
lae, and the variation which thus arises, play an allamportant role
m the bard’s skl of wmprovisation

K Kailasapathy quotes a number of such cases, some formulae
show absolutely 1dentical structure and exponents save for one
synonym used for another, ike 1n Kailasapathy’s quoted example
Pur 376 14 Cirupan 237, cf a similar case from my material
pacu ven tinkal (Kuy 129 4) pacu ven mlavu (b 359 2, Nar 196 2)
“young/green/white moon”

Sometimes, though, the underlying formula 1s changed to such an
extent that we should 1ather talk of variation, as in Kailasapathy's
examples “‘the ships come with gold and return with pepper” (4%
149 10) and ‘‘the waves come with shrimps and recede with gar-
lands” (A% 123 12)

A formula may sometimes be followed through whole centures of
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literary texts of this nature 1s, for mstance, a beautiful metaphor
which has 1ts origin probably in Kuruntokar 91 5 madr van kar “‘the
strong hand of the monsoon-rain’”’ may be recogmized in Crrupdn 124
peyan malast tatak kar ‘‘the strong hand of the great ramn”,
Maturark 442 (vana van kar), 1n citations m commentaries (70lk
Uvam 11 and 14, Péracirtyar’s comm, cf also Pur 54 6-7). and
even 1 such medieval texts like Civakacwntdmans 2779 (malar
talivya kavyay) Or, the formula ulle pullam vémé (Kur 102 1, and
elsewhere) reappears 1 Twukkuyal 1207 ullinu mulla# cutum and
much later n Kampan’s Ram Tdtakawp 5 (karutin vém ullamum)
Some of the formulae seem to be echoes of colloquial utterances,

lLike ydn evan ceyks “‘what should I do?” (Kur 252, 96 2, Awnk
154 4) or utukkan “there, look” (Kur 191 1, 81 11 Awnk 101, 453,
Kalit 108 39, Pur 307 3) The utterance wllin ullam véme (Kur
102.1 etc ) may probably also be regarded as a colloquialism

{Apart from purely formal structural properties (metrical pattern,
other patterned prosodical features like alliteration, “rhyme” etc ),
every stanza 1s hierarchically organized in terms of form-meaning
composttes This hierarchy may be set up as follows

poetic situation (finaz)

theme (tuyar)

motive

1 -
formula \u

The basic and least inclusive element mn this structure 1s the
formula (in its shortest shape composed of two exponents, eg
valvil, an Attnibute-Head construction, “strong bow”), the most
mclusive (since 1t encloses the whole stanza) 1s the #nai or poetic
situation (there are hundreds and hundreds of formulae but only
fourteen basic poetic situations accord to Tolk Porul) To quote an
mstance 1n Kur 190, the poetic situation (fnas) can be character-
1ed as mullar “‘separation and patient waiting”, muxed with
kuyisics “desire” Next mn the hierarchy comes the theme (furas)
(also enclos'ng the entire stanza, but, under each #inat there aie
several decades of themes)! which 1s, m our particular instance,

! Thus, eg under the puzam poetic sitnation called vetcr “cattle-raid”,
there come 14 themes, according to TP According to PVM, the 13 "heroic’
situations compiise as many as 327 themes (see K Kailasapathy, op cu#

194)
8
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‘what the heromne, unable to bear separation, said to her girl-friend”.

On the next lower level, there are several mofives, e g the motive of
the snake and the thunder, occurring quite frequently (thunder-
storm as destroyer of snakes), e g 1 Kuz. 158 1-2, Patiy 5T 25-28,
Ak oz 11, 323 10-11, Pur 17389, 37.1-4, 58 6-7 126 19, 360 3
The motives are different from the formulae, motives are recurring
reflexes of experience, not necessarily clad m 1dentical or nearly
identical hingwistic material ¢ Formulae, on the other hand, are
structures which apart from a full or almost full semantic 1dentity
show a high degree of formal 1dentity (including prosodic structure),
such as, m our particular example, nerywunkatuppu ‘“‘tightened
black tresses” which reappears in A% 35 17 and 269 2 1 1dentical
structure and exponents, and m Kur 1994 1n the vanation
nenvpatukantal ‘‘tightly combed hair” A motive 1s as a rule more
expanded and more inclusive than the formula thus, eg, 1t 1s a
recurrent theme in both heroic and love poetry to describe the
flourishing sea-port of Tont1 (known well to Graeco-Roman sources
as Tyndis), this theme “occurs at least twenty-two times 1n the
Anthology poems’ (Kallasapathy, op ¢t 212) It 1s a recurring
motive 1 the love poems to compare Tont: with the herome (4%
171 4, 173 3-4 174 1-2, 175 4, 176 1-3, 177 4, 180 4, 60 7-8) The
descriptions of Tonti are often recurrent formulae, e g “Tont1 of
seaside groves” (Pur 48 4, Nar 18 4, 195 5)

These basic hierarchically structured components—the poetic
otuation, the theme, the motive and the formula—are parts of
given traditional material, the bardic practice 1s dependent upon
this traditional material As already said, a tension arises between
this traditional maieria and the bard’s ability to improvise The
language of the poetry, 1s, too, stereotyped, conventionalzed,
traditional Because of the traditional situations, themes, motives
and formulae, and because of the language stereotype, there 1s an
anderlying #mty of though-content, diction, style and form of the
classical poetry}::\i

This brings us to the problem of the individuality of the poet, and
of his originality, also, to the problem of imitation within the corpus
According to Tolkdppryam and 1ts commentator [lamptranar, in a
good poem, unity should prevail among the details of a theme, and

1 As Kailasapathy 11ghtly observes, ‘‘the itmerant life of the bards
spread the bardic language The evolution of standard Taml was an mevitable
concomitant of bardic iterature”
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the theme 1itself should be in harmony with tradition In these
traditional and greatly stylized poems 1t 1s almost impossible to
point out ndividual authorship “The problem of an independent,
original creative personality 1s alien to the bard, the bard s,
consciously, “‘effectively traditional” (Kailasapathy), exploring all
potentialities of the tradition Therefore, the question of mmitation
does not at all arise, as there 1s no question of plagiarism or copy-
right (Bowra, cited by Kailasapathy, op cit p 185)1 -

However, there are a few distinct and strong personalhtles of poets
who have been acclaimed as the best among the bards Paranar,
Kapilar and Nakkirar are probably the three classical Tamil poets
who should be mentioned by name 1n this connection

Paranar 1s the one of the great trio who 1s probably the least
“onigmal” He 1s very disciplined and follows the conventions
closely However, some of his similes and metaphois are truly
exquisite Probably the most beautiful one 15 to be found in Kuy
399, where the pallor of the beloved 1s compared to the persistent
moss on the surface of a pool, which “with every thouch gives way /
and spreads back with each estrangement” 2 It 1s'sigmificant that
this picture 15 not part of any formuja, and reappears only later in
clear mmutation (Kalt 130 20-21)  »

The technique of suggestion was also explorted effectively by this
great poet when trymg e g to describe the behaviour and character
of a faithless lover he says

“To eat the silver fish, the stork, as though
Afraid 1ts steps were audible,

Moves soft—

A burglar entermg

A guarded house” (Akam 276)

Nakkirar 1s probably a stronger creative personahty than Paranar
He 1s, above all, the author of one of the “Ten Lays”, the Netunal-
vditaz, probably the best of them In short lyrical poems, he seems to
have preferred the pdlar situation He seems to have been “the

i Long before Kailasapathy made the theme and the formula subjects of
an explicit analytic treatment, M S Purnalmgam Pillai (in 1904) wrote
“The recurience of certain 1deas and images m some of these 1dyls by dif-
ferent authors bespeak the stock-in-tiade and no hteraiy theft Broad
streets are niver-hke, rice stalks fingei-like, women’s soft soles the gasping
dog’s tongue-like etc ”’

2 @run kéwy vunturart tokka | pice yaryé pacalar katalav | totuvuhl totuvufi
winks | vituvuls vituoulip paratta lave
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most conscious craftsman’! among the great poets of the classical
age cf eg Kur 143 with the elaborate alliteration and assonance
patterns, or the beautiful Kuy 161 with a very intricate phomc
structure (listen to the music i the opening lines of his Kur 368
mellvya 16yé mellvya 1oyé O you whose nature 1s so gentle”’)

The tradition 15 unammous m regarding Kapilar as the greatest of
all classical Tamil poets He 1s represented 1 all anthologies, being
the author of 206 songs His puram pieces throw some interesting
light on his hfe /fhs Kuniiicvppattu was written to instruct an
Aryan prince in Tamil poetic conventions and may be regarded as
a model creatiomy A whole one fifth of Awnkuzundiru 1s ascribed to
him In these pBems we recognize 1n him a master of condensation
and an onginal author of lovely images. Probably the most beautiful
of his love-poems 1s Kuz 25 (the one which begins with ydrum illazt
tané kalvan)

“None else was there but he, the thief,
1f he denies 1t, what shall I do?

Only a heron stood by,

1ts thin gold legs hike mullet-stalks
eyeng the aral-fish

1n the gliding water

on the day
he took me”

Kapilar’s interest and gemus was concentrated on nature of the
hills His descriptions of nature and his comparisons and metaphors,
apt and daring, have probably no match 1n the whole bardic corpus
Cf Nar 13 ‘“the vénkar scatters its blossoms hke sparks of fire
flying 1n the stmthy” Or, from 4% 292

“A small stone

sped from the woodman’s catapult
shot like an arrow

scattering vénkar flowers,

and spilled the honey from the comb
before 1t reached

the sweet fruit of the jack”

Another question, connected with the problem of hngustic and
styhstic stercotype, 1s the problem of relative internal chronology
within the earliest corpus Is 1t at all possible to discern among
different chronological strata within the early anthologtes ? It 1s

1 C and H Jesudasan, op cit 32
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basically true what Kailasapathy says on p 47 of his book “  to
arrange them (the poems, K Z) m strict chronological order 1s to
force on them a pattern of linear development which does not appear
mn the poems The question of imitation 1s as incongruous as that of
authorship 1n the context of an oral tradition”

No detailed and exact chronological stratification has as yet been
performed with regard to this corpus However, the answer to the
question posed above may be, very probably, in principle positive,
though a great deal of the results would be based on rather specula-
tive procedure

First of all, we may exclude from the earliest corpus Kalttoka,
Parvpdtal and Twwmurukdrruppatar as compositions which are
posttively later i origin Beimng left with the 15 remaming texts
(6 Anthologies and 9 Lays) we may set up a few theoretical and
methodological principles which can help us as guide-lines while
mnvestigating the corpus from the point of view of relative chronology

a) Hustorical allusions within the poems themselves The cluster-
ing of bardic songs round certain personages and certain events mn
thetr hives enables us to set up relative sequence of events, and,
hence, relative sequence of texts about the events (though this
mference 1s speculative and not too safe)” The same 15 true about
allusions concerning the lives of some of the poets Thus eg 1t 1s
very probable that the historical sequence of the three great poets
mentioned above was Paranar —Kapilar—Nakkirar (e g Nakkirar
mentions Kapilar as living 1n the past in 4% 78) The historical or
near-historical (or even quasi-historical) data recerve, in some cases,
corroboration from external sources (inscriptions and the like)

'.b) A great deal of speculation as to the chronological order of the
poems may be based on formal criteria

1) The simpler the metre and other prosodic properties, the older
the poem (since there exists undoubtedly a tendency of formal
complexity to increase steadily with the passage of time),

2) affimty with folk-songs and echoes of colloquial utterances
may probably be also regarded as indications of relative antiquity,

3) 1tisprobable that a relative chronology of motives and formulae
could be set up within one and the same motive and formula, the
movement 1s from a simpler to a more mvolved and complicated
patteriry
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c) Language.

1) 1n the development of linguistic forms, we may discern (though
with difficulty) certain innovations vis-d-vss certain retentions,

2) the more Aryan loanwords, the younger (later) the text,

3) loanwords from Prakrit and Pali are very probably older than
Sanskrit loanwords

d) There 1s a development 1n thought-content

1) poems showing traces of Jainism and Buddhism are probably
earlter than poems showing Brahmanic influence,

2) straightforward descriptions of fighting, mating, nature etc
are probably older than poems which bear traces or elements of
reflection and philosophy,

3) didactic and philosophical poems with an undertone of
pessimism are probably rather late,

4) certamn situations and themes (hke kdficz and vdka: m the
puram genre and kaskkilar and peruntinar in the akam genre) are
probably later }

Tt might be worthwile to apply these general considerations to
the earliest bardic corpus and try to establish a relative chronology
of poems within the fifteen texts, however much speculative and
slender they may seem

Fmally, a remark on the intelligibility of early classical Tamuil
poetry 1s probably not out of place here, the early classical poetry 1s
not mtelligible to a modern Tamil speaker without special traimng
and study Formal Tamil of today 1s more conservative than the
informal style and hence closer to earlier Tamil But even an
educated modern Tamil reader does not understand early classical
texts unless he has made a special study of them @ A K Ramanu-
jan says (in The Interior Landscape, p 98) ““The development of
verb- and noun-endings, losses and gamns 1n vocabulary, and the
nfluence of other languages like Sanskrit and Engl\lsh have widened
the distance between ancient and modern Tamil”,}But, though the
gap between ancient Tamul poetry and its modern Tamil reader 1s
very wide indeed, 1t does not matter much, 1t 1s more important
thaf—@as any classical hiterature—Tamul classical poetry belongs to
the gre;nt Iiterary heritage of the whole world 3



CHAPTER EIGHT

LATE CLASSICAL POETRY

According to an ancient and persistent tradition, the Kalittokar
and the Parpdtal belong to the origmal corpus of the fokas (antho-
logy) texts, and the Twumurukdyruppatas 1s quoted as the first of
the lays (pdttu) However great our respect for the tradition may
be, we have to admat, after an unprejudiced and critical examina-
tion of these three texts, that they almost certamnly do not belong
to the earliest strata of the erotic and heroic poetry The reasons for
a later dating of these poems are both formal, and of a different and
younger thought-content and 1deology

Kalttokar, it ““the anthology m the kal metre’ 15 a collection of
lovely songs which try to capture all phases, types and detatls of
love-experience, the anthology 1s an akasm collection par excellence,
and, m fact, 1t seems to have been cgmposed after the first arrange-
ment, systematization and classification of love-themes and love-
sttuations had been worked out by some of the early schohasts the
pevuntinar and karkkila: situations (mismatched and one-sided
love-affairs) were added to complete the cycle of total love-experien-
ce of man It also seems that some folkmotifs and “vulgar” (<oul-
gus) trends forced their way into the classical erotic poetry, with
rudimentary humorous and dramatic situations, with elements of
farce and buffoonery the poems, composed in this new tone, deal
with affairs which are “common’”, ‘“‘abnormal’, “undignified”,
f1t only for “servants and workmen”, affarrs which are fit for the
ignorant, the uncultured These poems were not accepted as akam
proper by later theoreticians and compilers of the early anthologies,
but were classed under the katkkilar and peruntinas situations, the
one-sided affair and the mismatched relationship

The anthology has 150 poems 1n the kals metre The fiist poem 1s
an mvocation to Siva, and the rest are love-poems divided mto the
five traditional divisions 35 stanzas about pdlar, 29 about kuywice,
33 songs on #ueytal 1 The compiler of the anthology was a certain

1 The peruntinar and kaikkila: situnations are handled as additional to the
five fenats
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Nallantuvanar, supposed to be the author of the neyfal portion,
and there exists a detailed and excellent commentary by Nacci-
narkkiniyar (14th Cent)

The background of the poem 1s the same as 1n early classical
poetry, but the tone 1s different In a way, 1t 1s precisely the
Kalittokat anthology which marks a definite break from the early
classical tradition and conventions

There are two fundamental problems to be dealt with 1n connec-
tion with this anthology first, the problem of the dating, second,
the question of authorship

A very strong evidence pomnts to the fact that the poems of
Kabittokar should be dated considerably later than the other
anthologies, roughly between the 5th-7th Cent A D

First, the form, the metre, the structure of the poems, when
compared with the akaval and vasic: stanzas of early classical
poetry, display further development, the kals metre 1tself appears
to have been a later development, the kals stanza seems to be a
combination and a development of the dciiyam and the venpd It
can hardly be denied that the kals-metre and the kali-stanza 1s
later, historically younger than the akaval (and vasici)

There are new structural elements in the kals stanzas dialogues
which sometimes look like “‘a one-act play in mimmature” (C and
H Jesudasan, op cit 67) Thus we have dialogues between the
heroine and her girl-friend (60), the heroine and the hero (64), the
girl-friend and the hero (61) etc The narrative pieces which may be
considered as miniature tales are also new Thus there 1s, apart
from the still predommnantly lyncal character of the poetry, a new,
rudimentary but vigorous, dramatic and epic component m the
Kalittokar New dramatis personae appear, too, folk-types like
kamakkilatt (67, 72, 73) “‘match-maker”, kins (94) “‘the hunchback
woman’’ and kuralan (10 ) “‘the dwarf”

As already stressed, the tone 1s new and different realistic atti-
tude, coarseness, spicy and racy dialogues, absence of delicacy,
broad jokes, crude humour, echoes of folk-songs As a typical
mstance one may quote the magnificent, rude, bawdy, and yet
strangely moving and poetic dialogue between the hunchback
woman and the dwarf (Kalit 94, 1n the flawless translation of
A K Ramanujan)
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O hunchback woman,
gentle
and crooked as a reflection
1n the water,
what great good deeds
did you do that I should want you so?

(O mother! she swore to herself) Some
auspicious moment made you dwarf,
so tiny you're almost mvisible,

O whelp born to a man-faced bird,
how date you stop us to say

you want us? Would such mdgets
ever get to touch such as us?

O lovely one,

curvaceous,

convex

as the blade of a plough,
you strike me with love
1 cannot bear

I can live
only by your grace
(Look at the way thus creature watks!)

O dwarf, standing prece of timber,
you've vet to learn the right approach
to girls Humans do not copulate

at noon but you come now to hold
our hand and ask us to your place

Good woman,

your waist 15 hugher
than your head, your face a skinned heron
with a dagger for a beak,

Iisten to me
If I take you m the fiont, your hunch
juts 1 my chest, if from the back
1t’ll tickle me m odd places

So, I'll not
even try 1t Yet come close and let’s touch
side by side

Chi, you're wicked Get lost! You half-man!

As creepers hang on only to the crook of the tree

there are men who’d love to hold this hunch

of a body close, though nothing fits Yet, you lecher,

you ask for us sideways What’s so wrong
with us, you ball, you bush of a man,

A gentle hunchback type 1s better far than a string

of black beans

121
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(Look at the walk of this creature!) You stand

like a creepy turtle stood up by somebody,

hands flathng 1in your armpits

We’ve told you we're not for you Yet you hang around
(Look, he walks now like the Love-God)!

The root of this love 1s Kama,

the love-god with arrows, brother to Shama

Look, this 15 how the love-god walks'
(Look,

look at this love-god')

Come, let’s find joy,
you 1n me, me 1 you, come, let’s ask and talk
and agree which paits I touch

I swear
by the feet of my king, I'll mock you no mote
Right, O gentle-breasted one 1 too will give up
mockery

But I don’t want this crowd 1n the temple
laughing at us, screaming when we do 1t,
‘Look, look! Look at that dwarf and hunchback,
leaping Iike demon on demon!”

O shape
of unbeaten gold, let’s get away from the temple
to the wild jasmme bush Come, let’s go
You're now a gob of wax on a parchment
made out 1n a court full of wise men,
and stamped
to a seal, you're now flat, mcomplete Come,
let’s touch close and hug hard
and finish the unfinished
Let’s go

On the other hand, the traditional aintinar (1e “love proper”)
situations continue i Kalittokar and even receive new possibilities
and new additions

The language of Kalittokar manifests some features which are
undoubtedly to be considered as mnovations, both lexical and
structural (e g the suffix -kdl i alldkkal 124, -él 1n kattayél 144, the
form dndl m 139, further cf stanzas 84, 87, 90, 93, 130) A relatively
high number of Sansknit loanwords (like kdman, karanam, kunankal
with the pl suff -kal, picdcar, mékalar, vacciram) attests, too, a
later origin

Earlier poems are often quoted, eg Kur 185 uywtavac cirvu
kamamd perité “the endurance of my soul 1s small, but passion of
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love 1sindeed great” reappearsin Kalr 137 2 perité kdmanien nuyr-
tavac cirite

Throughout the entire collection, no name of any king 1s mention-
ed but of the Pauhrya 1n Maturar (55) No poets, chieftans,
battles etc mentioned 1n the other fokar anthologies are alluded to
1n the Kalittokar On the other hand, Kurivicikkali 24 mentions “‘the
merciful men of Benares”, and in Marutakkal: 2 there 1s an allusion
to Kama (also elsewhere, these are the first allustons to this relative-
ly late Aryan import into Tamil hiterature) Actually, the whole
collection 1s permeated with allusions to Sanskritic Purdnic legends
the burning of the three cities by Siva (1), the plans of Duryodhana
to kill the Pandavas (25), the battle between Murukan and Sira-
padma (27), Ravana hfting Mount Kaildsa (38), Bhima beating
Duryodhana on the thigh (52), Krsna killing Kamsa’s wrestlets
(52, 134), S1va thwarting Yama (ro1), Urvaéi and Tilottama (1og),
the story of Yayati (139), Siva bearing Ganga m his locks (150),
Krsna killing the horse-demon (103), Krsna hiding the sun with his
cakra (104), etc

All these facts pomnt rather conclysively to the post-early classical
origin of Kalittokar ~

In many ways, the collection seems to be work of one author, the
subject-matter, the style, the metre, the language — all indicates an
individual authorship of the whole collection (granted even the
over-all uniformity and homogeneity of the bardic poetry) On the
other hand, a rather late venpd quatrain ! exasts which ascribes the
five divisions of the anthology to five “Sangam’ poets pdlar to
Perunkatunkén, Auriict to the great Kapilar, marutam to Marutan
Tanakanar, mulla: to Colan Nalluruttiran and neyfal to Nallantuva-
nar the Compiler The venpa 1tself 1s not found in any manuscript of
the text, and 1s unknown to the commentator, 1ts veracity may be
doubted Allmost all serious scholars (the first editor of the work,
S V Damodaram Pillai, 1887, K N Sivaraja Pillai, Rajamanik-
kam, H W Schomerus) are imclined to regard Kaliftokar as the
work of one poet, who probably belonged to the Pantiyvaland

The problem 1s far from definitely solved But the work 1tself 15
great and deserves careful study, monographic treatment, and a
congenial tianslation i foto

Paripaial 1s traditionally enumerated as the fifth of the collec-

t Cf Vawyapurt Pillai, Hakkiya tipam (1952) 81
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tions (fokas), 1t 1s an odd, hybrid work, partly traditional love-
poetry and partly a work of bkakte It 1s a collection of poems 1n the
parvpdtal metre,! which seems to be further development of the
old classical metres Of the seventy poems supposed to have been
oniginally included 1 this work, only twenty four are extant m
full (a few more are 1n fragments, and some (22, 24) may be found 1n
a commentary on the Tolkappiyam, and m the medieval anthology
Puyattiratin) Of the extant poems, seven are dedicated to Tirumal,
eight to Cevvél (Murukan), and nme to the river Vaikar In the
Vaikai-portion, the love-theme 1s worked out along the traditional
lines against the background of bathing festivities The stanzas are
ascribed to 13 poets, one of whom figures among the poets of other
anthologies

The most noticeable feature of this collection are the colophons
to each stanza which, beside the name of the author, give also the
names of the composer who set it to music and of the tune to which
1t was set The basic tunes (pan, icas) are pdlar, ydl, tiram and
kdntdram, the names of the composers are Kannakanar, Kanpana-
kanar, Kécavandr Nallaccutanar, Nannakanar, Nakandr, Pitta-
mattar, Péttanikapar, Maruttuvap Nallaccutandr There 15 a
detailed commentary available composed by Parimélalakar The
work was published first 1 1918 by U V Swaminatha Aivar

It seems that the poems were indeed composed as songs, ntended
to be sung The work 1s relatively late It seems to be separated at
least by three centuries from the earlier collections First of all,
there are many Aryan loanwords, and their number and nature
betray a late origin of the text, e g kawvitar (6), mutunam (11),
cuntikka (20), pokam (5), kamalam (2) etc There are also some
charactenstic grammatical mnovations like the present-tense
suffix -kimy-, and forms which are undoubtedly rather late m the
history of the langnage, e g ndp (20 82) “I”, or dmdm “‘emphatic
affirmation”

1 Parpdtal 1s mentioned as a metre m Tolk Ceyyul 242 The number of
limes 15 unlmmited, 1t 1s on the whole a rather loose structure with verses
1angmg from one foot to four feet, exceptionally to five fect, and 1t provides
for much variety For the hybnid nature ot the work, ¢f e g the defimtion of
its content m Yapparunkale virutte  teyvamum kamamim poruldka varum
‘‘as the subject-matter, both devotion and love occur” Out of the 70 oniginal
stanzas, 8 should have been dedicated to Twumal, 31 to Murukanr, 1 to
Katukdal (Kovvava: ?), 26 to the nver Vaikar, 4 to Maturar All commen-~
tators, beginnng with Ilamparanar, mnterpret the term paripatal as parinta
patty “running, speeding, rapid song”’
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Second, there are references in the text to temples and shrines
which must have been built m the post-classical period (Tiruvénka-
tam, Tiruvagantapuram etc ), and mural pamntings on the walls of
Tirupparankunram temple are mentioned depicting stars and plan-
ets Many allusions to a number of Purdnac stories betray, too, the
relatively late origin of the poem thus we hear of the churning of
the ocean of milk (2 71-72, 3 33-4), of Prahlada (4 12-21), of the birth
of Murukan (5 27-49), of the destruction of the three cities (5 25) etc

There 1s no great devotional fervour m the poems, and the lyrical
quality of the text 1s not exactly outstanding One can regard these
poems as a form of transition—not very successful—between the
classical, traditional love poetry, and the emerging, devotional,
bhakt literature

More nteresting, and better poetry, 1s the first mtensely devotio-
nal poem i Taml hterature, the Twumurukdrruppatar As the
name suggests, 1t 15 a “gmde’”” poem, not to any hiberal patron of
arts, however, but to different mamfestations of god Murukan
The devotee, the bhakta, 15 directed by the poet to various shrines
of the god The “Gude to Lord Muruku” seems to have been
considered by the redactor of the Pattuppdtiu collection as the
mvocatory lay to the “Ten Songs” (in.analogy with the invocatory
stanzas prefixed to the Anthology céllections) * The poem 1s held
1n very high esteem not only by Murukan worshippers for whom 1t
1s the most ancient and fundamental text, but by all Sarvites It s
an excellent poem 1n 312 ekaval verses, and 1t 15 ascribed to Nakkirar
(whom the tradition makes 1dentical with the author of the eatly
lyrical pieces, but who 1s very probably much younger than the
“Sangam” Nakkirar, he may be identical with the author of the
commentary to Iraryandr Akapporul)

‘The poem 1s carefully planned out, according to a definite scheme
which 1s based upon a very fundamental conception i South Indian
Hindwsm the intimate connection between a particular place of
worship and the god’s “local” manifestation The poem has six
parts of unequal length the first describes the beauty of Murukan,
the killing of Sirapadma, the excellence of Matura1 and Tirupparan-
kunram, 1n the second, the six faces of Murukan are described and
their functions, as well as his twelve arms and their work, and the
temple 1n Tiruccir, the third part deals with the shrine 1n Tiruvavi-

1 K Kalasapathy, op cut 35
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nankuti, the fourth with the temple in Tiruvérakam, i the fifth the
poet narrates the sports of the god 1n the hills, the sixth describes
the shrine m Palamutirccdlal

The effects of contrast are exploited cleverly by the poet Muru-
kan, surrounded by lovely goddesses, 1s very different from the
Wurukan 1n the battlefield There the “she-devil (péymakal) dances
the tunankar dance

dry-haired,

twisted and projecting teeth

1n her gaping mouth,

1olling eye-balls,

greemsh eyes

with a fearful gaze,

eairs that pamn her heavy breasts
as the owl with bulging eyes

and the cruel snake

hang down from her ears
bothering her breasts

In her hands with shming bangles
she holds a black skul},

smelling rotten

With her cruel, sharp-nailed fingeis
sturing blood

she had dug-out human eyeballs
and eaten them up

As she dances, shoulders heaving,
her mouth drips with fat”

U This s probably the occasion to say a few words about “the fantastic,
giucsome and grotesque” (C and H Jesudasan, op ol 187) aspects
Fanul literatme In heioic poems ot the early classical age, the gory aspect
plavs quite a prominent 1ole, as m heioic poetiy elsewheie, and m the
feudal poetiy of the Occident, the gory and gruesome face of killing 1s
described with gusto and mn detail 1t 1s a part of the prowess and glory of the
heioes—the “‘assertion of supeitor torce” (K Kailasapathy, op e 239)
Theile are many nstances of gruesome scenes m Taml bardic poetry, with
“{runks dancmg”, “vultuies fecding upon cariion”, “elephants pieiced with
atrows” ‘‘speais soaked 1n blood” etc As an imstance, a few limes from
Patiwruppatiy 49 10-44 may be quoted (Kailasapathy, op o/ 240) “The
blvod gushmg out of the chests of the watiiors of red hands who opposed
vou, flows and spreads on the giround hke the 1eddish muddy water that
flows on 1o the low lying lands on a rainy day Terrible 1s the destruction
vou bumng ou the battle [1eld, whete you pile up fallen corpses” Tolk has a
poetic theme called atlaryatal (cf Ka atte “‘a headless trunk”, Te atta “1d”,
NED go) “hero’s body continummg to mamifest heroic deeds even after
dismemberment, as the quiverng of a leech (attar, DED 89) after bemg cut
mto two”’

Slaughter of men and animals alike 15 described with great gusto From
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The whole poem seems to be aglow with red, the colour of Muru-
kan, 1mages of blood are frequent (e g “‘pure white rice mixed with
the blood of a fat strong ram with stout legs” 1s brought as an
offering to the god), Murukan’s body glows like the sun nising from
the emerald sea—the peacock which the “red god” rides, celestial
damsels, blessing the cock-banner of the youthful god, have

“ bright, rosy, tender feet
thn garments purple like the Indragopa ”,

and the hills grow the kantal flowers red like fire, and across his
handsome wide chest run red lines (cemporz)

Flames, blood, red garments, red lustre—we encounter these
images agan and agamn, and probably the most fiequent eprthet 15
“shining, lustrous” and "‘fire-hke” (val n 8, 87, 9o, o/ mn 28, 31, 54,
tikal 10 40, cular 1 43, 46, mep 1 83, nakar m 86, vilaku 1n 87,
etc etc)

There are also a few magnificent natural scenes, and the tech-

the glose ol a slayer of elephants, an entne gemie developcd m the muddle
ages the parani, a war poem about a hero who lias destroyed 7oo clephants
The greatest ot the parants 1s KalmAdbtupparan: by Cayankontar, the court-
poet of Kuldttunka Cdla (1o70-1122) In many ways,1itisa great and marvel-
Tous poem, probably the most coloniful poem mn the entue [annl literatuie,
which erotic experlence and blood-thnstiness 1s painted 1n the same glowing
colours But the fantastic and the gruesome have pethaps “not been treated
with mote vividness elsewhere m Tamuil literatuie” ( C and H Jesudasan,
op cti 187) The poemis inhabited by blood-lusting devils, lean and famished
for want of human flesh After the battle, the dewvils, with mouths watelng,
1ush m a wild stampede to the battle-tield I'he Brahmmn devil gapes for the
tasty soup of stinking corpses, but the Jam devil (which does not take hie
and eats only once a day) 15 to be given the strained soup-—indeed an ad-
mirable sense ot humour on the pait of the poet! And the Buddhist devil,
going about wrapped m skims, 1s given the delicious brams of the dead (this,
too, 15 humour)

An extremely relevant passage of the great medieval commentator
Nacciparkkiniyar on TP gives much msight on the theme of sacrifice to the
devils (pgy, DED 3635 “‘demon, gobhn, fiend, devil”, To ou ‘‘god of the
dead”’, 1 Gondi, Kui and Kuvi “god”, which 1s very suggestive) A gruesome
11tual was peiformed n honour of Korravai, the goddess of war and victory,
and probably the old Dravidian mother -goddess {DED 1803 koyyam “‘victory,
power, bravery”) It consisted of the following features 1) 1t was performed
at the end of a battle by the victors, 2) w holesale sactifice of men, animals
and weapons took place, 3) some sort of ritual cockmg was done, using
blood, 4) piestesses officiated at the ceremony

It scems—though this needs further and cazeful investigation—that there
are references to the ritual of human sacrifice (and probably an echo of
cannibalism) m Puram 62, 356, 359, 369-71, Paturvup 13, 15, etc



128 LATE CLASSICAL POETRY

mque of contrast 1s cleverly employed Listen to the first 20 lines
mm a very madequate translation

Like the sun seen 1n the sea,
the delight of the world
praised by men,

he 15 the dazzling hight
visible from afar

even through eyes

which are closed

His feet are strong
They destroy 1gnorance
and support

his friends

His mighty arm

rivals

the thunderbolt

It has crushed

his fiends

He 15 the bridegroom
of the maid

whose front 1s fair
and who 18

gently chaste

The forests,

cool and fragrant

after first showers,
pounng down

from gigantic clouds,
pregnant with waters
sucked up from the sea,
scattering heavy drops
upon the firmament
whose darkness 1s dispelled
by the sun and the moon

The forests,

darkened and overspread
by the dense leaves

of the red katampu tree
He has a garland

of 1ts flowers

rolling on his chest

High on the mountans
towering nto skies
unearthly maidens dance
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They have

bright,

TOSY,

tender feet

with tinkling anklets

Rounded shanks

and gently swaying
walst

Broad luscious shoulders
and thin garments red
like Indragopa’s wings

Their mounds of venus bear
brillsant girdles strung

with many shining gems
How lovely are they!

With a beauty made

not by the skill

of human hands

And they have jewels

set in Jambi gold

and glowing,

gleaming bright

with flawless lustre ;

shooting beams afar .
(Transl KZ)

Murukan has two wives, the senior, Teyvayanai, 1s the daughter
of Tndra, the younger 1s “‘the beautiful daughter of the hunters,
little Valli, with creeper-like slender waist”” (1o1-102) ! The god’s
priest 15 called vélan (190) “he who wears the spear”, and the men
1 the jungle drink 1n the god’s honour hiquor prepared from honey
matured m bamboo (nitamar vilamia tékkat téral, 195) But, m his
temples, there are also the dvijas, the twice-born (sruppivappdlar,
182), wearing the sacred thread of three bands Elsewhere, the Vedas
are mentioned (mantwram, g5), and the sages (mumvar, 137), and
the whole poem shows n fact the fusion of the Brahmanic god
Skanda with the pre-Aryan, South Indian Murukan The poem
contains much old, traditional material (like the relationship of
Murukan to Korravai, the old mother-goddess of the Tamls) Itis
typically a poem of transition, marking the end of an epoch, the

1 According to later speculations, kaipu “chastity’’ 1s of two types the
stern. (maram) and the gentle (aram) Draupadi and Kannak represent the
former type, while Sitd and Teyvayénai represent “gentle chastity”

9



130 LATE CLASSICAL POETRY

end of pre-Aryan Tamilnad, the end of the classical age, and the
beginning of an entirely different age which 1s heralded by the rise
of devotional hiterature It 1s perhaps significant that the first truly
religious, devotional poem 1 Tamil 15 dedicated to Murukan, the
Tamil dety par excellence

Apart from what was said about 1ts subject matter, there are also
other indications that the poem may hardly be older than about
550-600 A D, there are some very serious authors who place 1t
around A D 8oo ! There are some rather late forms and mnovations
i the language (periayar 168, nalkumal: 295 etc ), many of the
Aryan loanwords (which ate abundant) are rather late borrowings
(trlakam, nakaram, canpakam, ankucam etc ), earhier texts are cited
(eg Nar 62 Twumuruk 24) There s also the fact that, according
to U V Swaminatha Aiyar, most of the Pattuppdttn manuscripts
used by him for his edition do not contamn the text of this poem

The poem 1s very immportant for the development of South Indian
bhaktr m that 1t contans, 1n lines 60-66, the summary of 1ts funda-
mental principles salvation as the goal of existence, salvation
means to take one’s station at the feet of the Lord, to love the Lord,
to attain this means to give up egoism, sense of separation (63, 64),
the poem says literally ““to reach the feet of Céy with elevated
heart” (céey | cévatr patarusi cemma lullamotu (61-62) This 1s pure
bhakty

No wonder that the poem found 1ts way into the 11th Trrumuras,
the corpus of Saivite Canonical writings

1 S Varvapuil Pillai, HTLL p 58 On p 113, he datesit “about A D 700”,



CHAPTER NINE

TOLKAPPIYAM

The Tolkappryam* represents much more than just the most
ancient Tamil grammar extant It 1s not only one of the finest
monuments of human intelligence and itellect preserved in the
Indian tradition, 1t 15 also the first iterary expression of the indi-
genous, pre-Aryan Indian civilization, it represents the essence and
the summary of classical Tamil culture

For the evaluation of Indian lingustic thought, 1t 15 probably
as 1mportant and crucial as the grammar which goes under the
name of Pamm To the field of general hngustics, 1t would
add, if sufficiently known, some new important msights on a
number of phonetic, etymological, morphological and syntactic
problems 2

The Tolkappiyam, as we have 1t today, consists of three
books (atskaram) Each book™ has nme chapters (1yal), and

t The name Tolkappiyam 1s an attubute-head constiuction which means
“ancient (fol) book (k@ppryam -~ Skt kavya-)” However, this Indo-Aryan
etymology (which 1s notl absolutely water-proof) was unacceptable for some
Tamul purists, and so we may 1ead such curious statements as the following
“tol means ancient and ‘Kappiyam’ means Kappu ryanratu that which
deals with piotection The mam function of grammar 1s to protect the
language from deterioration and the word kdppiyam " etc (vude J M
Somasundaram Pillai, 4 History of Tamal Literature, 1967, p 50) Whether
the book gave the name to the author or vice-versa 1s a disputed question
The first alternative 1s of course the more plausible one The attribute tol
“ancient, old” (cf DED 2899, the word occurs m the oldest literature, cf
Puvam 24 21, 32 7, 91 7, 203 2 etc ) 1s used here with the connotation “‘aged,
hoary, venerable”

2 Unfortunately, there exists no full, critical and exact translation of this
extraordmary woik mto English (or, for that matter, mto any Western
language) The present writer 1s engaged m tianslating the text m full
mcluding the scven commentaries now available As far as the overall
atmosphere and the general context of Tolkappiyam 1s conceined, I can
hardly add anything to what M B Emeneau says about “Hmdu higher
culture” m Ius paper “India and Lingwstics”, Collected Papers, Annama-
lamnagar (1967) 187-188 ‘‘Intellectual thoroughness and an urge toward
ratiocination, mtellection, and learned classification for their own sakes
should surely be recognized as characteristic of the Hindu higher culture”
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the whole has 1612 sitras of unequal length in 27 chapters 2

Roughly speaking, the grammar deals with orthography and
phonology, etymology and morphology, semantics, sentence
structure, prosody, and with the subject-matter of literature

In the mne chapters of the first section, Tolkdppryam deals with
the sounds of the language and their production, with combination
of sounds (punarcce, ‘‘Joming, copulation”), with orthography, and
with some questions which we would today designate as graphemic
and phonological problems One may say that the first book “‘on
elutty’”’ (this term may mean, 1n various contexts, “sound”’, “pho-
neme” or “letter”) 1s dedicated to phonetics, phonology and
graphemics of Old Literary Tamil The treatment of the arrange-
ment of consonants, and the description of the production of sounds

1s Interesting 3

The second section 1s called Collatrkdram, ‘‘The book about
words”’, and deals with etymology, morphology, semantics and
syntax Among the exciting problems emerging from the study of
this book are questions of word-classes, of compounds, semantic
problems, and rich lexical data The author (or authors) had also
some 1dea about linguistic geography of the Tamil land standard
Tamil was spoken 1 the centamil land, and adjoning this area were
the twelve dialectal regions

1 When we use the term sitras here, 1t 1s not quite exact, the rules are
actually composed m a metre which resembles the akaval and 1s called
nirpa (< miil -+ pa ‘‘the stanza [ appropriate for / eruditory literature”™),
1t 18 fumctionallv equivalent to the sitra m Sanskrit culture Tamil nil, like
Sanskr sifra-, means 1) ‘‘thread, string, cord”, 2) “rule”, 3) “‘book”, especi-
ally “'book of rules”, ‘‘eruditory book”’

2 There ale nilgpds ot one lme only, but quite a number of stanzas have
as many as 9 lines and more Most niiypds n the grammar have 2-3 verses
There are “‘niil stanzas” which have as many as 46 lines Like the akaval, a
nitrpd 1s composed of 4 feet, but unhke akavalpa 1t may have only one or two
lines, and some other properties, which make 1t a different metre altogether

s Highly interesting 1s the metaphor describing vowels as uyir “‘life, life-
breath”, consonants as mey ‘body’ and the group consonant + vowel, 1n
other words, the “most primitive”’, open syllable, the basic umit of the syl-
labic script, as uywmey ‘‘hie-endowed body” There 1s a number of other
engaging problems, concerning, ¢ g, the gytam, or the sandhi, but a dis-
cussion of these questions 1s mdeed beyond the scope and purpose of this
book

4 These papwwu milam or “twelve regions’” were the source of “‘dialec-
tisms” (ticasccol, ticar < prob Skt dida, mstr of d1é “‘1egion, place”) The
author or authors ot Tolkd@ppryam do not describe the dialectal regions n
detail The medieval commentators, though, tell us the names of the twelve
regions, and denote the dralects by a common term, kotuntama!, it ‘‘crude,
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‘Porulatikaram, or the book dealing with ‘‘subject-matter’ 1s,
1 short, the prosody and rhetoric of classical Tamil In addition,
1t contains a wealth of sociological and cultural material *

The first two chapters of this attkdram (the akattvnas vyal and the
purattinas vyal) contain a detailed treatment of hterary conventions
of both basic genres of classical hterature, akam and puram. The
next two syals deal with the two kinds of love, pre-marital (kalavu)
and mantal (kazpu) and with extramarital relations, and in the
subsequent parts, prosody (ydppu) and rhetoric (anz) are treated 1n
detail

The whole book on poetics 1s planned as follows

(1)  Treating of mutual love

(n)  Treatng of war and non-love themes

() Treating of secret or premarital love.

(tv) Dealing with open wedded love

(v)  Treating of further aspects of love situations

(v1) Dealing with dramaturgy

(vn) Dealing with simile

(vin) Dealing with prosody and the art of composition
(1x) Treating of tradition and literary usage

. It may be seen from this outline, that the avork, and, 1n particular,
1ts third book, grew around a core which Was intended as a bardic
grammar, as a guide to bards as to how to compose their songs n
accord with tradition and conventions !

In traditional terms, Tolkdppryam deals with the total subject-
matter of grammar (xakkanam) 2, with eluttu (basic “‘signs” of

vulgar Tanul” Also, the author of the prefatory stanza to the grammar was
well aware of the stylistic distinction he speaks, as of two distinct styles of
one language, of valakku “spoken, colloquial (style)” and ceyyul "‘poetic,
literary (style)”

1 Cf K Kailasapathy, Tamil Herowc Poetry (1968) 48 ff

2 “Grammar’’, Wakkanam (< Skt laksana-) has a very broad sense here
The semantic field of the term <lakkanam comprises the nucleus, which 1s
“prescriptive rules about the use of (hiterary) language”, further “des-
cription of the structure and function of the (literary) language”, and still
further ““‘description of the structure and functioning of any cultural phe-
nomenon’ In this sense, one speaks of “‘the grammar of dance” as well as
of “the grammar of war-poetry’’ Ultimately, tlakkanam means treatment of
the structure and function of any structured and conventionalized phenom-
enon 1 this broadest sense, one speaks about ‘‘the grammar of love” (the
patterned and conventionalized “reality” underlymng love-poetry) or “the
grammar of bhakts”’
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language, sounds and letters), col (‘“words”), porul (subject-matter
of poetry), ydppu (“prosody”), and anz (“rhetoric”)

No wonder that the grammar became enormously influential n
the entire subsequent development of Tamil culture, 1ts authority
goes unquestioned to the present day

(Tolkdpybzyam obviously contemplates a hterature very much hike
that of the early classical (Cankam) age However, 1t also gives a
picture of an earher literature There are, according to the “ancient
book”, two basic kinds of compositions one which 1s governed by
restrictions concerning lies and metres, the other which has no
restrictions ' The grammar seems to suggest also the existence of
narrative poems 2 In these literary forms, six kinds of metres werc
employed venpd, dcwrvyam, kali, vasict, marul and paripatal 3/

Under the sccond type (compositions with no line restrictions),
the grammar quotes grammatical treatises, commentaries on gram-
mars, compositions mtermixed with prose, fables, humourous hats,
riddles, proverbs, magical incantations and “suggestive imaginative
statements” It 1s obvious that much literature must have existed
before the time of Tolkdppiyam, as we have1t, and that the author(s)
of the grammar made use of carlier grammatical works

As a single wntegrated work, the Tolkdpprvam was first mentioned
in Nakkirar’s commentary on Iratyanar’'s Akapporul (prob 7th-8th
Cent AD)

Some of the narpds are ambiguous Also, as already stressed, the
authority of Tolkdppryam has always been supreme These facts
lead to the existence of a number of commentaries on the “‘grammar
of grammars”’, of which at least seven have been (partly) preserved

1 The first, and probably the best commentary 1s that of Ilam-
piiranar He fully deserves the title of wrarydciriyar, 1€ “The
Commentator’” His commentary has fortunately reached us n full
He was probably a Jama scholar, hving n the 11th or 12th Cent

Ilampiiranar’s commentary shows a great deal of common sense
and critical acumen He obviously distrusted the tales connecting
the mythical Akattiyar (Agastya) and the author of Tolkdappryam
There might have been other, earlier, pre-Ilampiiranar commentaries
1 existence (probably 1n oral grammatical tradition, cf Ilampiira-~
nar’s hints to this i his comm to Collatikdram 44, 57, 122, 421, 408,

L Tolk Povul 476
2 Tolk Porul 549-553
3 Tolk Porul 433, 450, 472
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68, 447 and elsewhere) One of the most pleasing features of Ilampi-
ranar’s commentary 1s 1its clear, simple, lucid prose, written 1n
comparatively pure Tamil

2 Cépivararvar's ! commentary pertains only to Collatikdram
His name occurs 1n several epigraphs, and 1t seems that the one
which 15 dateable m 1275 A D has m mmd our author? The
commentary 15 detailed and precise, and very learned It 1s interest-
ing that 1ts author contests the views of Pavananti, and also ques-
tions some conclustons of Ilamptranar

3 Périciriyar 1s heavily mndebted to Nannil ® n his grammatical
thought (besides quoting frequently from Tantvyalankdram and
Yapparunkalam, the first being the standard medieval rhetoric, the
second the most detailed treatise on prosody i Tamil) It seems
that he wrote his commentary—of which only the portion pertamning
to the greater part of Porulatikdram 1s available—sometime at the
end of the T2th or rather 1n the 13th Cent , 1f not later

4 Naccwmarkkiniyar’s commentary 1s available to the whole
text of the first and second book, and to five chapters of the third
book of the grammar He quotes the three previous commentators,
often refuting their views Thisigreat commentator, who was equally
learned 1 Tamil and Sanskrit} quotes, too, in some of his commen-
taries, his famous colleague Parimélalakar, and this shows that he
lived probably 1n the 14th, 1f not in the 15th-16th Century

5 Teyvaccilalyar composed his commentary to the second book
on col “word’’ He 1s later than the four previously mentioned com-
mentators It seems that he was a learned Brahmin, very well
versed 1 Sanskrit and 1n Aryan traditions His date 1s probably the
16th Century A D

6 Kallatar scems to be the latest of the available commentators
His work refers to the second book only, to Collatikdram He
belongs very probably to the 16th-17th Cent A D

Apart from the six commentaries, there 1s yet another anonymous

t Which means “general of the army” cénar (Skt send-) -+ arvaiyar
(< Indo-Aryan rdya, raa)

2 A place-name, Mayékkam, occurs both in the commentary and 1 the
mscription For the dating of Cépavaraiyar i the 1eign of Maravarman
Kulacskara Pantiyan (1268-1311) ¢f M Raghava Aryangai, Cdsaupat tamal-
kkavi caritam (Ramnad, 1947) 108-144

$ Accordmg to tradition, Pavananti composed his Nanniil, the standard
medieval grammar of hiterary Tamul, on the model of Ilampiiranar’s com-
mentaly Pavanant: hved i the first half of the r3th Cent
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commentary to the three chapters of Collatikdram,! which seems
to be more recent than any of the six commentaries mentioned
above 2

After this brief description of the text and the available commen-
taries, three rather tangled problems must be discussed the person
of the author, the date of the work, and 1ts integnity

In the commentary to the preface of the grammar, Naccmarkki-
niyar 1dentifies the author of the grammar with Tiranatimakkini,
son of Camatakkini, a Brahmin rsz 3 The boy became one of the
disciples of the sage Akattiyar (Agastya), and turned out to be a
first-class grammanan He wrote a grammar called Tolkappiyam
which, together with the work of his master, Akatfiyam (now lost),
15 said to have been the grammar (nél) of the “‘second Cankam’

According to Péraciriyar (ca 1250-1300 A D ), some scholars held
that Tolkippiyanar composed his work on principles other than
those of Akattiyam, following some grammars no longer extant
The commentator refutes this theory and maintains that Akattiyan
was the founder of Tamil grammatical tradition, that Tolkappiyan
was the most celebrated of the twelve pupils 4 of the great sage and
that he followed Agastya’s teachings in his own grammar According
to K A Nilakanta Sastri, the opposite party which demied Tolkap-
piyan’s 1ndebtedness to Agastya “postulated hostiity between
teacher and pupil ansing out of Agastya’s jealousy and hot tem-
per’” The whole story 1s recorded by Naccmnarkkimyar After
Agastya left the Himalyas for the South, he sent his pupil Trinadht-
magm (Tolkappiyan) to fetch hus wife Lopamudra from the North
He, however, prescribed a certain distance to be maintained between
the pupil and the lady during the journey (‘four rods”) While
crossing the river Vaikai, a rapid current threatened to drown
Lopamudra, and Tolkdppiyan approached too close, holding out

1 To kilaviyakkam, vérrumaryryal and véyrumavmayankiyal

2 The editors of an excellent and careful edition of Collatikaram, A
Arulappan and V I Subramomam (Twrunelveh-Palayamkottal, 1963),
designate this text as aracu (since they published 1t according to a manusc-
ript obtained from the Arvacanka nil nilaryam, ‘' The Government Library”)

3 These names are of course Aryan Trinadhamagni, son of Jamadagni,
a rs2 mentioned m the Rgveda, in the Ramayana and the Mahabharvata

¢ According to tradition (found fixed, e g, i the prefatory stanza to
Puyapporulvenpamalar), Tolkdppiyan and these fellow students of his were
responsible for the production of another grammatical woik, the Papnr-
rupatalam This work on purapporul 1s now lost but a few sétras are preserved
m llampiiranar's comm to Tolkdppryam
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to her a bamboo stick with the aid of which she was able to reach the
shore safely This displeased the master and Agastya cursed them
saying that they would never enter heaven, to which Tolkdppiyan
rephed with a similar curse on his master

As K A Nilakanta Sastri says, “this silly legend represents the
last phase of a controversy, longstanding, significant, and by no
means near its end even 1 our time” ! However, the truth is that
there 1s no mention of Agastya or Akattiyam m the Tolkdppryam or
1n the preface to 1t by Papamparanar The earhest reference to the
Akathyam occurs only 1n the 8th or gth Cent A D

As we shall see later, Tolkdppryam, the core of which may be
assigned to the pre-Christian era, consists perhaps of many layers,
some of which may be much earlier than others We do not know of
any definite data concerning the origmal author or authors It
seems that Tolkappiyan was a Jamna scholar, well versed 1 a
pre-Paminian grammatical system called awntiram, and that he
hived 1n Southern Kerala sometime 1n the 3rd-1st Cent B C

A few data support the tradition which maintans that Tolkap-
piyan was a Jamn First, the pdywram (preface) uses the term
patvmaryon which 1s dertved from a Jamna Prakrit word and signifies
a Jama ascetic ® There are further indications within the text
corroborating this hypothesis the clagsification of hves (jiva) and
non-lives (ajiva) i Tolk Marapryal 27-33 appears to agrec fully
with the Jama classification The description of a matrd (prosodic
unit) as being equivalent in duration to kannimarttal ‘closing and
opening of the eyelid” and to kasnnots “‘snapping of the finger” 1s
supposedly of Jama ongm, the allusion to munpitin unarnior
(Elutt 7) m connection with that description 1s obviously to Jaina
dcdryas According to the opmion of S Vaiyapuri Pillay, Tolkap-
piyan belonged to a heterodox Jama grammatical tradition called
ambiram 3

As for his South Travancorian origin It was again S Vaiyapurl
Pillai—probably the most critical of modern Taml scholars—who
has shown that Tolk Elutt 241, 287 and 378 quote grammatical
forms which do not occur m literary Tamul texts, but which exist 1n

v 4 History of South India (3rd ed , 1066) 77

2 Cf S Vawyapun Pillai, Tamalc cutar manikal (3rd ed, 1959, p 26),
quoting Sinclair Stevenson’s The Heart of Jainism

3 1b, pp 22-41
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Malayalam ! This fact supports the tradition which makes Tolkap-
piyan a native of Tiruvatankotu in today’s Kerala 2

The problem of the dating of Tolkdppryam 1s an extremely
difficult one It has to be attacked, though, since we would like to
have at least an approximate chronology of the work which mani-
fests the first conceptual framework and the earliest noetic system
of a culture which 1s part of the world’s great classical civilizations

The basic issues of this problem may be formulated as the
following points

1 The relation of the language described i Tolkdppryam
(specifically 1 the Eluttatikdram), and of Tolkdppryam’s meta-
language, to the graphemic and phonological system of the earhest
Tamil mscriptions 1 Brahmi

2 Is Tolkdppryam earhier or later than the bulk of the “Cankam”’
poems? Is 1t a “pre-Cankam’ or a “‘post-Cankam’ work ?

3 The 1dentity of the political and social hackground of the
Tolkappiyam and early Tamil classical poetry

4 The references (if any), m the Tolkdppryain, to a Patanjaly,
b Panni, ¢ Mdnavadharmasistra, d Kautilya’s Arthasastra,
e Bharata’s Ndtyasastra, f Kamasitra

5 Inconsistencies among the sétras of the text

Also, we have to start our investigation of this problem with a
few presumptions, the most important of wlich are 1) the existence
of a body of lterature 3 before Tolkdppuyam, 2) relative (and an

1 The forms m question mamfest a moiph, -attu, e g panvyatiu, malaryai-
tu, veyrlattu, which does not occur with this distiibution 1 hiteraiy Tanul of
any period S Vaiyapwit quotes Malayalam utterances like pantyatéu
pokarute malavattu pokarute In Tamil, especially in Eaily Middle Tanul and
subsequent stages, -affu occuts as a locative suffix with stems anding mn -am
m the nommative (this 15 an “1mpressionistic’” statement) *However, the
extension of -a-t 1o other types of bases, like Malayalam feruvatiu {cf
1. V Ramaswam Aryai, Evolution of Malayalam Morphology, 1936, 12) 18
defimitely a Malayalam development, and a “Malayalanusm’ m Tanul

2 Thete still exists a village by name of Atankotu i South Travancore
The piefatory stanza says that the merits of the grammar were approved by
Atankoéttacan (< atankottu dcan) 1 e, “‘the teacher of Atankdtu’”’, a member
ot the leained assembly of king Nilantaru Tuuwvir Pantiyan, who this
Pantiyan was we have no idea The author of the prefatory stanza, Panam-
paranar, 1s probably identical with the grammarian whose work (Panam-
piapam) was preserved vetry tragmentanly m a few sutras in the commen-
taries to Yapparunkalam and Nannil

3 Needless to say that by “literature” we do not necessanily mean “wiitten



TOLKAPPIYAM 139

attempted absolute) chronologyv of the linguistic evolution of the
earliest stages of Tamil

That some hterature had existed before even the Urfext of the
Tolkappryam was written 1s not only a reasonable assumption, but
16 supported by hints given 1n the text itself As already mentioned,
the grammar refers to earlier compositions of two basic types (e g
Porul 476 et seq ) and from a great number of lines 1t 1s clear that
earlier grammatical works have been made use of by Tolkappiyan
(he constantly refers to his predecessors mn grammar and learning
with utterances like ewmanar “they-honornific say”, enpa, collupa,
molipa, “they say” all this of course in the sense “1t has been said,
1t 1s said” 1e “1t 15 the established scholarly tradition to say
that ') Before even the basic text of the grammar could at all
have been composed, a period of development of a hiterary language
(probably used 1n a body of bardic poetry) must have preceded the
final stages of the standaidization and normalization of early old
Tamil Never, in none but a very artificial situation, 1s hiterature
preceded by grammar, 1t 15 always the other way round First there
1s a body of texts, of literature (which, let me stress again, does not
always mean wrilten literature, recorded texts'), then a grammai !

Iiteratuie” Just as the term “‘text” does not necessanly mean anythmg
written or recorded, so “hiterature’” refers merely Lo a body of adopted,
accepted compositions, which fulfil certain aesthetic and social functions
The same when we speak about ‘“hterary”’ language of this eatly period
what we have in mund 1s a language differcnt fiom the day-to-day colloquial,
a language used 1 that body of compositions, a “higher” language which
gamed prestige and esteem (piobably connected with its mantic usage), a
language which would have had the function of hterary language proper in a
society with predommantly written (as agamst oral) cultural transmission

1 With 1egard to the Tolkappryam, this fact was stressed long ago by
Robert Caldwell ‘“Whatever antiquity may be attubuted to the Tolkap-
pryam, 1t must has e been preceded by many centunes of literary cultuwie It
lays down rules for ditferent kinds of poetical compositions which must have
been deduced from the esamples furnished by the best authors whose
works were then m exstence” (quoted by B Kannappa Mudaliyar, Tama/
niil varalaiu, 1062, p 54) Tamil pandits have a saying which states the fact
briefly and succintly <lakkanattubky mun 1lakkiyam “‘Belore grammar—
literature” (personal communication, $ Kokilam) In a moie elegant form,
the opiion that literature always precedes grammar, 1s expiessed 1n the text
of Akattiyam iakkr yattman vetuppatu mulakkanam ‘‘literature yields
grammar’’, cf further Naunils 140 tlakkiyan kantatar kilakkana mayampal,
‘“‘the utterance(s) of grammar are based on hiterature’” Tamil grammarians
had also a clear conception of the principle of change 1n language, according
to Tolk , usage sanciifies new words (katico hllask kalattuppatiné, Tolk s
935), and accoiding to Nagwil, 1t 1s 1 the order of things for the old to give
place to the new palaivana kaltalum putiyana pukutalum [valuvala kala
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The linguistic situation m the extreme South of India, as 1t might
have prevailed (stmphfied, of course, very considerably) sometime
between the 4th-znd Cent B C, can be represented by the following
diagram

PTa
Malayalam Kod Ko To
Trula
_N
Inscr Ta Lat Ta
STa WTa

PTa = Proto-Tamil, Inscr Ta = Inscriptional Ta, Kod = Xodagu,
Ko = Kota, To = Toda, STa = Spoken Ta, WTa = Written Tamuil.

This was probably the period when the first bardic poetry was
composed 1n the Tamil language About 250 B C or shightly later,
Adoka’s (272-232 B C ) Southern Brahmi script was adapted to the
Tamul phonological system And between 200-100 B C, the earlest
Tanmil-Brahmi mscriptions (about 50 i number) were produced
by Jama andfor Buddhist monks hving 1n natural caves of the
Southern country *

In a somewhat different language, and 1n a very different style,
the earliest bardic poetry, now developed, refined and transformed
nto bardic court-poetry, enjoyed and acclatmed, began to crystalize
around certamn nuclet which later became the core of the “Cankam”
Anthologies (cca 100 B C-200 AD)

vakaryt nond (s 461) We cannot but admire these msightiul utterances of the
ancient savants

1 1 Mahadevan, Tamul-Brahmu Insciiptions of the Sangam Age, preprint,
11 International Conference-Seminay of Tamal Studes, Madras, 1968 For the
discussion of the two types of Old Tamil, cf also K Zvelebil ‘“The Brahm
Hybnd Inscriptions”, Archw Orentdlni (1964) 545-575, and 1d, From
Proto-South Dravidian to Old Tamil and Malayalam, preprnt, II Intevna-
tronal Conference-Seminar of Tamil Studies, Madras, 1968
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The problem 1s how to fit, chronologically, the Tolkdppryam or
1ts basic layer into this picture
As far as the mutual relation of the language described m the
Tolkdppiyam, and the language of the early Tarml-Brahmi 1nscrip-
tioms, 1s concerned, one point 1s quite clear the two represent two
different types, two different “styles” of language (Thisisindicated
on the diagram by the curved hine cutting across the arrow-head
lines representing the evolution of the two basic styles of Tamul,
Written and Spoken ) According to I Mahadevan, “the orthography
of written Tamil was experimental during the first two centuries of
its exastence the nscriptions emerge in simple, intelligible
Tamil, not very different 1n 1ts matrix (that 1s, the phonological,
morphological and lexical structure) from the Tamil of the Southern
pertod” In other words, the differences between the Tanul of the
scriptions (Prakntization of thewr vocabulary, some of which
looks “‘archaic’” and different from forms found in literary texts,
etc ) and the Tamil of the ancient literature, almost contempota-
neous with the mscriptions, may be accounted for by the fact that
those insciiptions represent probably a spoken vanety of Tamil
used by the (most probably bilngual) Jama and/or Buddhist monks,
while the bardic corpus represents a literarylanguage, which was at
that period in the stage of “crystallization” and standardization
Basically, then, the language of these epigraphs, and the langnage
described by Tolkdppiyam, are two styles, two varieties of one
language—OIid Tamil Therefore, nothing prevents us from regarding
them as contemporaneous or almost contemporaneous, just Iike,
m our own days, the Tamil used by—let us say—an Iyengar
Brahmin from Triphcane, Madras, discussing the arrangements for
the day’s dinner with his wife, represents a different style fiom
that employed by the authors of the Tamal Encyclopaedia preparing
an article on the use of contraceptives
(A number of scholars {like R Raghava Ayyangar, M Raghava
Ayyangar,! V Ventakarajulu Reddiar,? S Vaiyapun Pallas,
T P Meenakshisundaran 3 and others) have clearly pointed out
that there are differences between the rules in Tolkdppryam, and

1 Eg R Raghava Ayyangai, Tami varalare (Annamalal, 1941), 268-
273, M Raghava Ayyangar, Ardycait tokutr, 306-9

2 Cf Venkatardjulu Rettiyar, Kapilar, 104-105

3 Cf T P Meenakshisundaran, A4 History of Tamil Language (1965), 51,
C and H Jesudasan, A History of Tamal Luterature (1961), 3-4
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the actual inguistic usage m the so-called Cankam texts Since the
type and style of the language are 1dentical (standardized hterary
Tamil of bardic court-poetry), the Tolkdppryam and the bardic
poelry aie, obviously, not quite of the same age Was the grammar

composed earher than the bulk of “Cankam’ poetry, or later? .

Let us pomt out first some of the more strikmng differences

Phonemic shapes, which may be considered earher, occur n the
grammar, the same words appear in what may be considered later
phonemic shapes 1n the bardic poetry, e g. Tolk viyar Porunar 8o
ver “‘sweat”, Tolk ydtuw Pur 229 dtu “‘goat, sheep”, Tolk ydru
Netunal 30 dru “‘river”

There 1s a restrictton on the occurrence of the palatals i the
Tolk , according to sitras 62, 64, 65, the palatal ¢, #f and y cannot be
followed by a, but this restriction 1s no more valid for the bardic
poems, m which a number of words occur with the palatals followed
by a {cf Pur 149, 5618, 74 3 and elsewhere) ! Honornific plurals,
allowed by Tolk Col 27 only in the spoken language, occur m the
Iiterary texts of the “Cankam’”’ age (Awnk 431-440) The restrictions
on the use of the verb vd “‘to come” and ¢d “‘to give” (used only with
the first two persons), cel “'to go” and kotu ‘to give” (used only with
the thnd person, cf Tolk 512, 513) are no longer valid m the
“Cankam’” period The usage of the particles of comparison,
prescribed 1 Tolk , 1s relaxed m “Cankam’ works The restriction
of the viyankol “‘immplied command”, to the third person, 1s not
valid for bardic texts (To/k 711) There had also been some semantic
shift, e g tudical m Tolk Porwl 260 means “to sleep”, while m
Patiy 72 1t means “to die”, kavareu “‘to deswe” (Tolk Col 362)
means “‘to eat” mn Paftinap 22 According to Tolk Col 269, el
means ‘‘hght”, m Malapatuk 416 1t means ‘“‘night”

These and other differences between the language, described in
the Tolkdppryam, and the language used by the bards in their
heroic and erotic poems argue rather for an earlier date of the gram-
mar, since a literature followmmg a grammar may “add” its own
“rules” (and 1t usually does so), while the reverse procedure 1s
highly improbable Since, however, the general political, social and

1 Cf tems like catar (Puy 1), camam (Pur 14), cakatam (Pur 102),
cavatty (Perwmpan 217), calam (Maturark 112), cantu (Malapatuk 392),
cavattum (Patirrup 84), camam (Twukkuval 9u), caman (1b 112), which show
that the rule of Tolk Elutt 62 must have preceded these forms and, hence,
these texts

-



TOLKAPPIYAM 143

cultural conditions as reflected by the Tolkdppiyam and the classical
bardic poetry are more or less the same, and—mnore ymportant—the
deep structure and the stage of evolution of the language of the
bardic poetry and the metalanguage of Tolkdppryam are, too,
almost 1dentical, there could hardly have been a wide gap of time
between the two

‘Our first conclusion the earhiest, original version of the Tolkdp-
peryam belongs to the “pre-Cankam'* period, the oldest layer of the
grammar 1s somewhat earhier in time than the majority of extant
classical Tamil poems '

The relations between Patatijali, an early Sanskrit grammarian, and
the Tolkdppryam, seems to be well established It looks asif Tolk
Col 41g1smdeed mdebted to Pataiijalt’s classification of compounds
mto pirvapaddrtha-, uitarapaddartha-, anyapaddrtha- and ubhayapad-
drtha- In fact, Tolk Col 419 seems to be almost a translation of
Pataitjalt’s Sanskrit text

8 Varyapuni Pillar also pomnts to Tolkdppivan using the term
wakkanam < Pkt lakhana-, Skt laksana- m the sense of “‘grammar”,
this, he says, was first introduced by Pataiijah (¢f HTLL,p 49)2

The date of Patatijalt’s Mahdéhaisya 15 given as approximately
150 BC3

It also seems that Tolkappivan knew Pamni S Varyapun Pilla
quotes a few mstances of this Thus, the “four-parts-of-speech”
system of Tolkappryam (Col 158, 159 noun, verb, particle, quahiler)
seems to correspond to the fourfold system of Panmm (ndma-
“noun”’, dkhydta- “finite verb”, upasarga- “dependent determina-

1 This 1~ the Taml version awar tam | muumoh wmlaiyalim pramols
wlaryalum | wrumoly mélum ovunku tan mlavyalum | ammolr mlarvyatn anmol
nilaryalum | annanku enpa porulmilar marapé (Col 419}

Cf this with the Sansknt text iha kasoit samdsdh | pivvapaddriha pra-
dhanah | kascut uttarapadavtha pradhanah | kascit anyapadartha pradhanah |
kasort wubhayapadiriha pradkanak 1 think S Vayapun rightly stressed the
fact that neithe: Pamim nor Katydyana divide compounds according to this
fourfold scheme, 1t seems that this division 1s charactenstic for Patafijal,
and hence there 15 a special connection between Patatjali’'s Mahdbhdsya
and the Tamil Tolkappryam (Mahdbhrisya 1s the “‘great commentary” of
Pataiijali on the sifvas of Panm and the vartirkas of Katydyana)

2 Cf Tolk Col 27 Before Patanjali, only the term vydkarana- was used to
denote “‘grammar” Cf also Tolkdppiyan's use of the loan-translation Aur
“sign” (cf Skt laksana- 1:n the same meaning) to denote “grammar’ 1
Tolk Porul 50 These pomts are discussed at length m Tamul by S Vaiyapurn
m his Tamilc cutar manka! led 1950 p 50

2 A B Keith History of Sanskrit Lateratuve, p 35
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tive word”’, mipdta- “‘particle”’), though Tolkappiyan’s division 13
first and foremost based on the actual state of affairs in Tamul and
agrees admirably with modern linguistics (the Tamil system 1s
noun, adjective, verb, particle) We may probably also connect
Tolk Elutt 83 with Paninit

Granting the indebtedness to Pamini, this would give us the
4th-sth Cent B C as the lower lumt for Tolkdppryam Since,
however, we consider the Tolkdppryam, even 1n 1ts original form
anyhow much later than that date, this lower hmit 1s not so very
important 2

Much more 1mportant 1s the fact that some of the ndzpds of the
Tamil grammar seem to have been directly influenced by much
later Sanskrit texts

The possible agreement between Mdanavadharmasdastra 111 46, 47
and Tolk Porul 185 would immediately raise our lower limit to
about 200 A D

“ A very possible agreement between the enumeration of the 32

wktrs 1n Kautilya's Arthasdstra and Tolkappyan’s 32 uttikal would
raise the lower limit further, to about 300 AD 3

In Tolk Porul 251, the eight feelings (moods) andfor their
physical manifestations are enumerated, and these, according to
S Vaiyapur Pillai, clearly agree with the eight rasas or “moods”
of Bharata’s Natyasdstra VI 15 I am very much convinced that in
this point, Tolk Porul 1s mndebted to the Sansknt source (or
sources) beyond any doubt whatsoever Bharata’s date 1s usually
given as 4th Cent A D, so that Tolk Porulatikdram would be later
than the 4th Cent A D, 1if the Tamil grammar mdeed mmitated the
Sanskrit treatise 4

L Tamalc cutar manikal, 3rd ed , 46-48 and HTLL p 13
2 For the date of Panm, cf M B Emeneau, Collected Papers, p 188, ftn
3 ‘““Probably not earlier than the sixth century B C nor later than the fouith
(so Franklin Edgerton, Word Study, vol xxvii/1952/, b 3, p 3), perhaps
even to be pmned down to the hifth centuiy BC (M Wintermitz, op ct,
P 42), even to the middle ot that century (V S Agiavala, India as known to
Pamnr | Umiv of Lucknow, 1953/, p 475)"
3 M Winternitz, Geschichie dev indaschen Literatur, 111, 523
4 P R Bhandarkar, Indian Antiquary 41 (1912) 158 The two texts mn
question run as follows
$rngava hasya kavuna vaudia viva bhayanakah
bibhatsadbhuta samyiiawn cétya nityerasah smvidh
(Natyas V1 15)
nakaryé yalukar yilwaran maruthar
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The ten avattas, ‘‘states”, described by Tolkéi)plyan 1 Porul 100
correspond clearly to the dasdvasthih of Kamastitra 5 1 This would,
again, give us a later date than the 4th Cent. A D for Tolk Porulate-
kdram *

One can of course always object that, before all these cultural
matters became fixed 1n dateable texts, they might have been and
probably were current 1n the cultural traditions of the “Sanskritic”
people, hence, allusions to them are no real help in dating Also,
lines contaimming these allusions might be considered as later inter-
polations

According to S Vaiyapuri, there 1s yet another additional proof
for a rather late date of the grammar 1n the use of the word draz,?
which seems to be most probably a Greek word (hord) borrowed
mto Sanskrit astrological texts about the 3rd-4th Cent A D
(A B Keith) 3

Last but not least, Tolk Porul 53 shows famliarity with the
dramatic 1diom and the common usage portrayed in the rather
late, “post-Cankam” texts of Kahttokai and Paripatal

%efore reaching a conclusion—or even before expressing our
agreement (or disagreement) with S Vaiyapurn Pillat’s conclusion—
we must, however, observe one fact all the correspondences between
later (post-Christian era) Sansknt texts~and the Tamil grammar
occur 1n the Porulatikdram, m the third book of Tolkdppryam In
other words, there are a few lines in the Porulatikdram which are
almost certainly of very late origin, not earlier than the 5th Cent >
A DYRuling out a transfer of cultural matena through channels
other than direct influence of Sanskrit texts, and ruling out later
interpolations and additions of precisely these lines, this fact would
give us approximately the s5th Cent A D as the earliest possible
date of Porulatikiram, and as the date of the final redaction

yaccam perumaitam vekulr yuvakaryen
vappa letté meyppa tenpa
(Tolk Porul Meyp 3)
The equwvalents are, obviously, Ta nakar = Skt hdsya “fun, laughter”,
Ta alukar = Skt karumd “‘compassion, weepmng’’, Ta whwaral = Skt
bibhatsa ‘“‘nidicule, disgust”, Ta marutkar = Skt adbhuta “wondelr, con-
fusion”, Ta accam = Skt bhaya ‘‘fear”, Ta perumitam = Skt vira “con-
ceit, arrogance, heroism’’, Ta vekulr = Skt raudva ‘wrath, anger”, Ta
wvakar = Skt $rngara ‘‘pleasure”’
1 M Winternitz, Geschichte dev wndischen Lateratur, 111, 540
2 yparainta olukkattu ovaryum nalum, Kalaviyal 45
3 Tamalc cutar manitkal, p 54

10
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of the Tolkappiyam This1s our second, but not our final conclusion

The question 15 now Should we accept S Varyapuri Pillar’s
conclusion that Tolkdppiyar “must have lived m the 5th Cent
AD?”? Or, mn other words, that the whole of Tolkdppryam was
written as late as the 5th Cent AD ?

There 1s a certain amount of inconsistency between some of the
sitras of the grammar It also seems that some of the sifras have
been “‘tampered with” and rearranged This would suggest that
certain s#tras are later interpolations. On the other hand, there are
some gaps 1n the treatment of a few topics, which would suggest
that the grammar has not reached us mn absolute integnty !

It 15 suggested here, therefore, that the present text of the
Tolkdappryam, which underwent final editing and redaction some-
time 1n the 5th Cent A D or later, 1s rather the work of a
grammatical school than of an mdividual author The school 1
question was probably called asntiram, a pre-Paninian grammatical
system ascribed to Indra 2 The term awmtwam (<awndra-) itself 1s
post-Paninian, and Panin does not mention 1t This aindra system
of grammar continued to exist, however, long after Panini and was
followed mainly by Jains (its representant being, e g, Katantra of
the 3rd-4th Cent A D) 3 It 1s probable that the author(s) of the
bulk of the grammatical sifras which became known as Tolkap-
piyam belonged to the group of Jamna scholars, following this
amdra grammatical tradition However, the organization of the
grammar, and some other features of the text indicate that, apart
from a possible number of authors mvolved there probably was
a single master-mmd who grasped with exceptional insight and
mtuition the deep grammatical structure of Tamil, who observed

1 Cf T P Meenakshisundaran, 4 History of Tamal Language (1965),
pp 51-52 Eg mn Tolk 1503, 1510, 1573, the word pellar “‘young one’’ 15 saxd
never to occur with reference to ‘‘human child”’, but m Tolk 1106 the same
word means “‘human child” Or the last few siifras 1 the last chapter of the
3rd book seem to be unnecessaty 1epetitions of statements about #il “book”
made already in the previous chapteis on prosody Such sitras may be
considered later additions

2 In the prefatory stanza, Papamparanar qualifies Tolkdppiyan as
antuam myawmta, 1e “‘full of”’, “well-versed '’ aintivam

8 (t Belvalkar, Systems of Sanskrit Grammar, p 11 ‘'As for the diversity
and extent of Indian grammatical work about twelve different schools of
grammatical theory have been recognized in the Indian tradition (most, 1f
not all, to some degree dependent on Panim), and there ate about a thousand
separate grammatical works preserved’’ (J Lyons, Iutroduction to Theoretical
Lingwistics, 1968, p 19)
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the emergence of Tamil as a full-fledged literary language, distinct
from other closely related speeches Iike Kannada, who helped to
mstitutionalize and standardize this vehicle of literature, and made
explicit, 1n a highly formahized way, the rules of that language and
its particular style Thus, the nuclear portions of Tolkappryam
were probably born sometime i the 2nd or 1st Cent B C, but
hardly before 150 B C

Later generations of grammarians and prosodists added to this
core and developed 1ts 1deas from time to time, and 1t 1s not ruled
out that the third part of the grammar, the one which deals with
the subject-matter of poetry, 1s n foto (or 1n greater part) later than
the first two parts The final redaction of the Tolkappryam as we
know 1t today did not very probably take place before the 5th
Cent A D, so that the ultimate shape of the s#lras as we have them
before us 1s probably not earlier than the middle of the first milleni-
um of our cra

The mtellectual achievement of the authoi(s) of Tolkappryam—m
spite of the lack of utmost brevity and economy—is mdeed enor-
mous (As already said, 1t 1s a vision of an entire civilization, highly
formalized and made very explicit All "the three books show a mind
of extraordinary depth, a rare mwardness, a brilliant expository
power, and an ability of crystal-clear formulation *

In general approach, Tolkdppryam, hike the work of Pamm, 1s a
descriptive, strictly synchronic grammar, dealing with one style of
the language, the Early Old Literary Tamil Like Panum, Tolkap-
piyan gives much attention to phonetics, and to the mternal
structure of words His statements seem to be based on observation
and experiment Though well organised, very consistent, and very
exhaustive, the Tolkdppryam has not surpassed or even reached the
level of Panini 1n economy, expliciteness, consistency and terseness.
On the other hand, the field of experience the Tolkdppryam—as a
total text in 1ts final shape—describes, 1s much wider and even
deeper than that of Panim To illustrate this point, let us analyse a
few of the niirpds occurring at the beginning of Akattinaryryal (the
first chapter of the 3rd book of the grammar), since the reader 1s al-
ready familiar with the basic concepts occurring 1n this text from
Chapter 6 (The Theory of ““‘Interior Landscape”’) However, while
m the previous chapter the literary mmplications were considered,

1S Varyapuu Pillay, HTLL, p 71.



148 TOLKAPPIYAM

here we shall deal with the basic conceptual framework of Tolkdp-
pryam, with the gnoseological attitude of the first and most ancient
of great Tamil intellects

True to the charactenstic mntellectual thoroughness, and obeymg
a basic urge toward learned classification, the author of these lines
observes the entire universe, all objects 1n the world which appears
to hmm as perceived—rkdtc: '—and  concerved—*karutiu *—in
terms of three categories of entities (porul) mutal, karu and ur®
Mutal,* or mutayporul, or the basic, first entities, 1n terms of which
the phenomenal world may be described, are TIME (polutu) and
SPACE (muam) That 1s, the time-space contmuum, the dimensions
of space and time, space and time are mdispensable, everything
must be percewved and concerved within 1ts fime-space coordinates
Karu® (it “foetus, embryo, egg, germ”, ¢f DED 1074) are things
(porul) “‘born, native’’, 1e entrties which appear as concrete,
natural, “mborn”, ‘native” representations of the time-space
coordmates U (it “‘own, related, suitable, proper, essential”,
DED 563) are “‘essential, appropriate’ entities, 1 e human feelings
and situations ‘‘proper, appropriate’” to the various time-space
divisions Schematically

Unrverse

percerved and concerved
as
VN |
space-time contmuum — n concrete representations — and appropriate
human feelmgs
and actions

For the subdivision of time (polutu, kalam), the reader may
consult chapter 6 The space, the stage set for humans to “fight and
mate”’, was “perceived and concerved” by Tolkdppiyan m terms

1 kater, DED 1209 “‘sight, vision of a deity, view, appeatance’’, m this
connection, ‘‘perception, vision”’

2 havuttu, DED 1078 “design, puipose, opiuon, attention, desire, judge-
ment, nund, will”’, in this connection, “‘conception”

8 Tolk Poiul Akat 3 wmutalkaru vuripporu lenya miinré etc “the three
(types of) entities the baoic (s first), the gernunal (o7 womb-like) [and] the
proper (or own)”’

t1b 2 wmutalena patuvatu mlampolu tivantin | 1yalp(u)

5 Accord to Porul Akat 18, “‘gods, food, beasts, trees, buirds, drums,
occupations, melody-types etc ” and the commentator adds, under the
“etc ", (tribal or generic) name of the hero and the herome, the waters, the
habitat, the flowers, and the (tribal) designation of the people
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of the cultural regions, of the landscapes, of the physiographic
divisions These regions had their concrete manifestations in the
karu paradigm, and, under the uz: or “appropriate entities”, each
of the landscapes had a corresponding human physical and psycho-
logical situation ! Nature and man were conceived as different
(nature under mutal-mlam, and man typically under uri), but, at
the same time, as being 1n one-to-one correspondence, 1n striking
parallelism, and, above all, in “harmony” and unity Natural
phenomena, behaviour of beasts and birds, and descriptions of
natural scenery, were frequently used as symbolic, mndicative and
mferential for human feelings and actions There was no strict
division between “nature’” and “‘art”, between ‘‘natural”’ as non-
human, and “art-ificial”’, “civilized”’, ‘“‘cultural’” as human.?

The very first nairpd of Tolk Porul Akatt speaks about seven
behaviour-patterns or #naz, 1t says that, begmning with “one-sided
love” and ending with “‘excessive love”, there are seven finars The
details have been discussed in Chapter 6. Here we would hike to add
one pomt 1 TP Akatt 5, Tolkappiyan calls these regions ulakam
(< Skt loka- “world”), 1e ‘“‘worlds”, since, indeed, these regions
constituted mimature worlds with their own characteristic cultures
It 15 also sigmficant that the same ndizpd enumerates only the four
regions (pasture lands, mountains, &gricultural tracts, littoral
regions) which are constantly inhabited and “cultivated’’, 1€
cultured, leaving pdlar ‘“‘wasteland, desert” unmentioned The
world 1s called characteristically ndmilam 1n classical Tamil, 1e
“four-fold region” Niirpd 14 of TP Akatt gives the five behaviour-
patterns, the five psychosomatic situations punartal ‘‘sexualunion”,
putal “‘separation”, wrutfal “patient waiting”, twankal “‘pinng”
and sital “‘sulking”’

It can hardly be claimed that this “intellection’ and classification
of the world and of human beings was the “mvention” of Tolkap-
piyan However, since Tolkdppryam has given 1t 1its final shape,
this categorization and these conventions went under 1ts author’s
name and, as pointed out above, exerted a lasting influence upon
the Tamil mind

! This bemg what A K Ramanujan so happily termed ‘‘nterior land-
scape’’

2 Which does not mean that there was no distinction between ‘‘beast” and
“man” On the contrary, the language, and its grammatical description,
make a sharp distinction between rational ( = human and divine, uyartinar),
and the ir-rational (= animal, vegetative and mammate, ahkyinar)
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APPENDIX

The translation of the beginning of the Tolkdppryam (Eluttatr-
kdram) 1s given here so that the reader may have an 1dea of the
highly technical nature of the work

t The eluttu are said to be
thirty in number
beginning with a
[and] ending with %
except the three the occurrence of which
depends upon others

2 They [the three] are
the over-short 7, the over-short #,
and the three dots
called dytam, sumlar to a elutiu

3 Among them,
the five sounds
a,t, u,e o
have each one measure
[and] are called short sounds

4 The seven sounds
d, 7, @, €, at, 0, au
have two measures each
[and] are called long sounds

5 One [single] sound has never three measures.

6 Learned men say that if lengthening 1s needed, the [sound]
of that measure should be produced and added

7 According to the view of those who have
understood accurately,
one mdttirar 1s the time taken by a wink of the eyes
[or] a snap of the fingers

8. The twelve phonemes ending with au
are called vowels.

9 The eighteen phonemes ending with #
are called consonants
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10 The nature of vowels 1s not altered
even when pronounced with consonants

11. The measure of a consonant 1s said
to be half [of a madttaras]

12. The other three also remain of that nature

13 The sound m has [1ts] half measure shortened
when pronounced with [another consonant]
Considered carefully, this 1s rare

14 [Its]shape will be a dot obtained within

15 The nature of the consonant
1s to be provided with a dot
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CHAPTER TEN

THE BOOK OF LOFTY WISDOM

‘e

there hardly exists in the literature
of the world a collection of maxims in which
we find so much lofty wisdom” (A Schweitzer,
Indvan Thought and Its Development, 1960,

P 199)

The facts about the Twukkuyal, formulated as briefly as possible,
are as follows It 1s a comprehensive manual on ethics, polity and
love, consisting of 1330 distichs divided mto 133 sections of 10
distichs each, the first 38 on ethics (aram), the next 70 on political
and economic matters (porul), and the rest on love (kdmam) The
author was probably a learned Jain with eclectic leanings and
mtimate acquaintance with the early works of Tamil classical
period, as well as with some knowledge of the Sansknt legal and
didactic texts We have almost no aquthentic mformation on his life
As the best date of the Kural one may suggest 450-550 A D

« This chapter will deal with the Twrukkural exclusively from the
point of view of 1its structure structure of content, structure of
metre, structure of language By structure we understand a set of
imnterrelated i1tems which have no vahdity independently of the
relations which hold among them_

Thus, this chapter will not entirely i1gnore, but deal only with
utmost brevity, with such problems as the author’s person, the date
of the work, and 1ts ““1deology”

The Tewrukkural has always been 1n the highest esteem among the
Tamil people This great reverence for the author and his work 1s
reflected by the nine different names under which the book goes !

1 In addition to these traditional names, three more titles occur (T wuval-
lwvappayan . Yapparunkalakarikar 40 wrar, Tamimununi! in Parimélal-
akar’s Commentary, and Twuvalluvamdlar, cf S Vaiyapurt Pillal, Tamilc
cutay manikal 101) According to S Vaiyapuri, Nos 1, 4, 5 and 8 are taken
from Teruvalluvamdlar, a later eulogy, a collection of stanzas m prase of the
poet and his work, ascribed to gods and poets of the Maturai academy The
name Tamilmarar 1s also based on 1deas occurring mn the eulogy, stanzas 24,
28, 37, 42 No 7 occurs in Kallatar’s and Vellivitiyar’s stanzas According to
the same scholar (Tamulc cutar manikal 101-102), the origimal name of the
book, given by the author himself, had most probably been Muppal, or (in
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1 Twukkural, it “The sacred kural’, 2z Uttaravétam “The
ultimate Veda”, 3 Twuvalluvar (= the author’s name, “Sant
Valluvar”), 4 Poyydmols “The falseless word”, 5 Vayuras valttu
“Truthful praise”, 6 Teyvanil “The divine book”, 7 Potumarar
“The common Veda”, 8 Muppal “The three-fold path”, 9 Tamal-
mayasr ““The Tamil Veda”

The historical problem of the date of the Twukkural 1s rather
complicated, and 1t has been thrashed out n a number of papers
and books, published in Tamil as well as ;n Western languages The
mnternal evidence (the language of the work, allusions to earher
works, indebtedness of the Kural to some Sanskrit treatises, etc)
all ponts to a date which 1s considerably later than the early
classical poetry (and 1n this respect the Kural does certainly not
belong to the “Cankam” age), but earlier than the beginnings of
bhakty m Tamilnad The 5th Cent A D, probably sometime between
450-550 A D , 15 the best date that can be suggested !

There are, as usual, a number of conflicting traditions about the
author One tradition says that he was an outcaste by birth, the
1ssue of an union between a Brahmin and a Panah woman Some
think that he was a weaver by caste,? others say that he “must
have been” a véldla since he praised agriculture, the traditional
occupation of the caste, so highly A scholar equates valluva with
vallabha and takes the term to mean a supermtendent, an officer
of the king 3 Another, and a more probable opinion was expressed
by S Varyapuri Pilla1 (HTLL, p 80) that Valluvar was “the chief of
the proclaiming boys analogous to a trumpet-major of an army’’?

Almost every religious group in India has claimed the Twukkural
for 1tself, including the Christtans G U Pope sees the poet as an
eclectic, who came, m Mayilapur, mto contact with Chrnstian
teachers (like Pantaenus of Alexandrna), “1imbibing Christian 1deas,
tinged with the peculiarities of the Alexandrian school, and day by

analogy with Ndalatiyar) ssmply Kuyal Though purely a speculative con-
clusion, 1t 1s not improbable

1 Cf Es Varyapurip Pillai, Tamalc cutar manmikal, 3rd ed, 1959, Pan
Nilatyam, Madras, pp 77-96 , S Vaiyapuri Pillay, History of Tama! Language
and Latevatuve, 1st ed , 1956, Madras, pp 79, C and H Jesudasan, op
cit, pp 41 ff

2 Cf Pope’s translation, 1886, 1 “The weaver of Mayilapar”

8 M Raghava Iyengai, Adrdycouttokuti?, 1964, 206-209

4 of DED 4353 Ta valluvan a Parnah caste, the members of which are
10yal drummers, and priests for Paratyas Ma valluvan a priest of the Parayas,
a low-caste sage, a caste ot slaves
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day working them 1nto his own wonderful Kurral” It1s Pope who
speaks of the book as an “‘echo of the ‘Sermon on the Mount’”
Pope, humself a Christian missionary,! was rather overenthusiastic
m discovering strong traces of Christiamity in Tiruvalluvar’s work
““I cannot feel any hesitation n saying that the Christian Scriptures
were among the sources from which the poet derived his inspiration”
(Introduction, 1v) However, whatever may remind us of the Sermon
on the Mount belongs rather to the sphere of “natural law”, and the
ethics of the Kural 1s rather a reflection of the Jaina moral code
than of Christian ethics (cf eg Twuk 251-260 on vegetartamsm,
Twuk 321-333 on “not killing”, kolldmar)

vWhile the hypothesis of Christian influence 1s based on vague
mpressions, 1t 1s a fact that we find i the text several purely
Jama techmical terms, and 1t seems that Tiruvalluvar had been
“cognizant of the latest developments’ of the Jaina system,

The Kural's epithets for God are very much Jama-hike cf
malarmscaryékingn (Twuk 3) “he who walked upon the (lotus)
flower” , aravdlsyantanan (16 8) “‘the Brahmin (who had) the wheel
of dharma’’, enkunattin (2b g) “the one of eight-fold qualities”
(kunam < Skt guma-) These epithets of God (besides dfvpakavar
“the Primeval Lord”, ¢f Manu 16, and wrawan “‘the King, the
Monarch”) are very well applicable to the Jama Arhat (eg
“standing on a lotus flower”) and to none else, this even the ortho-
dox Hindu commentator Parnimélalakar had to admit Two of the
other attnibutes, given by Valluvar to his God, have a strong
ascetic flavour, and suggest, too, Jaina atmosphere In Twruk 4 we
find véntutal véntamas 1ldn “he who has neiler desire nor aversion”,
n 6 porwwdyil awntanitan “‘he who has destroyed the gates of the
five senses” So, #f there 1s at all any reflection of a particular
doctrine 1n the work, 1t 15 rather the Jaina terminology and the
Jama atmosphere (cf Tewuk 251-260, 321-330) which we find 1n the
text

Aram (dharma ‘virtue”), porul (artha “wealth”} and kdmam

* Pope began his mssionary hie in 1840 i Mayildipur The 1gth Century
Chuistian-oriented morality was responsible for the standpomt ot carly
translators of the Kural towards 1ts third book on kdmasn “‘pleasure” Of this
book Drew said that ‘1t could not be translated into any European language
without exposing the translator to infamy”” And Pope adds ““But this s only
true m regard to certain of the commentaries upon it, which are simply
detestable Ké&man 1s the Hindt Cupid This prejudice kept me from
reading the third part of the Kurral for some years” (Introd xu-x)
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(kama “‘pleasure”) are dealt with i the work There 1s no specific
portion allotted to the fourth and “highest” objective of lfe, to
vitu (moksa ‘‘deliverance”) 1t 1s not because Valluvar had left his
work mcomplete Not because “he thought his people were not
prepared for the higher teaching”” ! But simply because Valluvar’s
moral code was eminently empirical, practical, pragmatic this hife,
this world, man 1n hus relation to this material world, to society and
state, to his beloved, his children and family, and to his own nner
hfe—that was what thrilled Valluvar, not “‘heaven’ (vitu) That
this mterpretation 1s valid may also be seen from the schematic
representation of the content-structure which shows that the pro-
gression, the movement 15 from the “imperfect”, “mcomplete”
marrted man, husband and lover, through subsequent steps of
perfection, to the “perfect”, “complete” family-man, husband and
lover, and not towards an ascetic, a recluse God and virtue as such,
and “disinterestedness’’ of those “who, way of both worlds weighed /
In this world take their stand, m virtue’s robe arrayed’ (23), 1s
common to all spheres and stages of life, just like ramn (vdn, malas)
falls upon all

It seems that, as far as 1ts language, formal structure and content-
structure 1s concerned, the Kural 1s the work of a single author

The very division into the three major parts—the arattuppal
(the part on virtue), porutpdl (the part on wealth) and kdmattuppal
(the part on pleasure)—may be and probably 1s the author’s The
name Muppdl, “(A work) of three parts”, and the fact that all
commentators agree with this basic three-fold division, support
this conclusion However, any further division of the text beyond
that seems to be later, since the commentators and scholiasts
differ thus, the first book 1s divided, by Parimélalakar, into two
parts, tlaram (‘‘domestic virtue”’) and turavaram (‘ascetic virtue”’)
plus four chapters as pdywram or “‘introduction” But there are
others who divide the first book nto four portions As far as the
second book 1s concerned, there 1s even more variation Parimélala-
kar divides 1t mto three portions, other scholiasts mto five or even
s1x parts It seems, though, that the poet himself was responsible
for the basic structure of the book and for the sequence of individual
couplets, the content seems to be organized dichotomously Also,

1 That a wise and knowledgeable man like Pope could make such a judge-
ment 15 haidly credible
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there do not seem to be any later additions to the text! The
Twrukkural 15 certainly not an anthology It 1s the work of one poet,
revealing a single structural plan ? The structure of the content is
given schematically on the pertinent Chart The contents of the
work 1n detail 1s as follows

Book I Virtue (aram) Arattuppdl

Introduction Paywam

In praise of God (pakavan, wwarvan)
The excellence of rain (van, mala)
The greatness of those who have renounced
Assertion of the strength of virtue

BN A

I Domestic virtue (¢ellaram)

5 Domestic hife (dlvilkkar)
6 The goodness of wife (= valkkasttunas ‘the hfe’s help’)
7 The obtammng of sons (putalvar)
8 The possession of affection (anpu)
o Hospitahty

o Kindly speech
11 Gratitude
12 Impartabity
13 Self-control
14 Decorous conduct
15 Not coveting another’s wife
16 Torbearance
17 Absence of envy
18 Absence of covetousness
19 Not speaking evil of the absent
20 Not speaking senseless words
21 Dread of evil deeds
22 Recognition of duty
23 Giving
24 Fame (pukal)

II Ascetic virtue (turavaram)

25 Possession of grace (arul)
26 Abstience from flesh (vegetarianmism)
27 Penance (tavam)

! Mrs S Kokilam makes me aware of the interesting fact that the number
seven played obviously some role i the structural build-up of the book
Evely venpa (couplet) has seven feet (4 4 3), the total number of couplets
the book 1s 1330, which,as 1 + 3 + 3 + o0, equals 7 The number of graph-
emic umits i the author’s name 1s also seven fr-ru-va-i-lu-va-v

L the perfect and most elaborate work of one master” (Pope,
Preface, 1v)
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40
41
42
43
44
45

47
48
49
50
51
52
53
54
55

57
58
59
60
61
62

63
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Inconsistent conduct
Absence of fraud
Truthfulness

Absence of anger
Inflicting no pain

Not killing (kollamar)
Instability of earthly things
Renunciation (furave)
Perception of truth (mey)
Extirpation of desire (avd)
Past deeds (i = karma)

Book I1 Wealth (porul) Porutpal

(Royalty The qualities of the leader of men.)

The greatness of a king

Learning

Ignorance

Learning through hearing
Possession of knowledge

Correction of faults

Seeking the help of the great
Avoiding mean assocCiation

Acting after right consideration
Recognition of power

Recognition of opportunity
Recogmition of place ‘
Selection and confidence
Selection and employment
Cherishing one’s kin
Unforgetfulness

The right sceptre

The cruel sceptre (tyranny)
Absence of tyranny
Bemgmty

Spies

Energy

Unsluggishness

Manly effort

Not despairing 1n trouble

(The subject vis-d-vis the ruler )

Mimstry

Power 1n speech

Tirmness 1n deeds

Method of action

The envoy

Conduct 1n the presence of king

161
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71 Knowledge of signs
72 Knowledge m the council chamber
73 Not to fear the council

(Essential parts of state Shrewdness in public hfe)

74 The land

75 The fort

76 Way of accumulating wealth
77 Greatness of the army
78 Military spirit

79 Fuendship

8o Scrutiny of friendship
81 Famihanty

82 Ewil friendship

83 Faithless friendship

84 Tolly

85 Ignorance

86 Hostility

87 The excellence of hate
88 Skill in the conduct of quarrels
89 Secret enmity

9o Not offending the great
91 Being led by women

92 Wanton women

93 Abstimence from hquor
94 Gaming

95 Medicine

(Reaching perfection in social life )
96 Nobility
97 Honour
98 Greatness
99 Perfect excellence
100 Courtesy
101 Useless wealth
102 Shame
103 How to sustamn the famly
104 Agriculture
105 Poverty
106 Mendicancy
107 The dread of mendicancy
108 Vileness

Book 111 Pleasure (kdmam) Kamattuppal
1 Concealed love (kalavu)

109 Mental disturbance caused by the lady’s beauty
110 Recogmtion of the signs
111 Rejoicing 1n the sexual union
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112 In praise of her beauty

113 Declaration of love’s excellence.
114 Abandonment of reserve

115 Rumour

2 Wedded love (karpu)

116 Separation 1s unendurable
117 Complamig of absence
118 Eyes concerned with grief
119 Grief’s pallor

120 Solitary anguish

121 Sad memorles

122z Visions of night

123 Laments at evening

124 Wasting away

125 Solloquies

126 Reserve destroyed

127 Longing for return

128 Readmng of the signs

129 Desire for reunton

130 Arguing with one’s heart
131 Lovers’ quarrel

132 Petty jealousies 1
133 Pleasures of temporary vafance

/The content of the Turukkural 1s undoubtedly patterned In fact,
it 15 structured very carefully, so that no “structural gaps’ occur
1n the text Every single couplet 1s mdispensable for the structured
whole Every distich has, so to say, two kinds of meamng if
1solated and thus removed from the content-structure, the couplets
lose a very 1mportant meaning-component-—their “structural
meaning” An 1solated couplet may be charmmg and interesting in
itself, but 1t 1 just a “wise saymg’’, a moral maxim, a “literary
proverb” 1n perfect form, possessing, 1n vagymg degree, the prosodic
and rhetoric qualities of gnomic poetry \Lt acquires a “structural
meaning” only 1n relation to other couplets, forming higher patterns,
and, fially, 1n relation to the entire text, which forms a perfect
total structure Tlus fact 1s i sharp contrast with the early classical
poetry, where each stanza was a perfectly self-contained unit,
various stanzas were gathered in anthologles, while, as already
stressed, the Terukkural 1s not an anthology )

(Man 1n the totality of his relationships 1s the sujet of the Kuzal
After a “cosmic” mtroduction, which praises God, rain, supermen
and virtue, the author of the book turns towards man, whose
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personality 15 gradually unfolded i “ever expanding concentric
cycles” within the famuly with his wife and children, within the
commumity with his friends, and within his country, in his relation-
ship towards the ruler and the state Man 15 shown not 1 a static
state but m development, and the force that 1s behind this dynamism
18 sympathy, even love, manifesting itself through kind thought,
- sweet words, and right act1ons) At the end of the first part, in
Chapter 24, this stage of one’s aevelopment ends by attaimng true
fame (pukal) However, the gradual unfolding of man’s personality
goes on on a higher level through benevolence, through the grace of
universal love (arul, Chapter 25) Abstaining from all injury, fraud,
anger, falsehood and, above all, from killing,® the mind becomes
pure, and the man becomes wise He attams real knowledge % and
universal love, there 1s, for him, no distinction between “‘you” and
“1"" 3heis free ¢

But man’s relationship to hmself, to his own soul, and his
private, intimate life, 1s only one aspect of human life on this earth.
There 1s also man’s relationship towards society, towards the state,
his place 1n the hierarchies and orders, his relationship towards the
king, the matenial and social basis of lus existence, his public kfe,
1 short—man, the zoon poltikon

It 15 1n this second book on “Wealth” (porul) that the Terukkural
1s not only a book of noble, “lofty” wisdom, but also a book of
shrewd cunning Here, the moral 1s very empirical, very pragmatic
It 1s true that Tiruvalluvar approaches even these wordly matters
from the aspects of friendship, kindness, justice

“Search out, to no one favour show, with heart that justice loves
Consult, then act, this 1s the rule that night approves”
(Pope, 541)

It 1s true that the Twukkural despises tyranny and that his

1 E g 322 ‘‘Letthose that need partake your meal, guard everything that
lives [ this 1s the chiet and sum of lore that hoarded wisdom
gives

323 “‘Alone, first of good things, 1s “not to slay’’, / The second 1s,
“no untrue word to say”’

: Eg 352 “Darkness departs, and rapture springs 1o men who see / The
mystic vision pure, from all delusion free”

3 Eg 346 “Who kalls concert that utters “I"” and “minc”, / Shall entet
realms above the powers divine”

¢ Eg 365 “Men freed from bonds of strong desire are free, { None other
shate such perfect Liberty”
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monarchy has many features of “modern democracy” 1 (if that s
to be considered a compliment) But we also read such couplets as
g

“Make money' Foeman’s imsolence o’ergrown

To lop away no keener steel 1s known"

(Pope, 759)

Or,

“Destroy the thorn, while tender pomt can work thee no offence

Matured by time, ‘twill pierce the hand that plucks it thence”

(Pope, 879)
! However, one should never contemplate the couplets 1n 1solatron
We must again and again stress that they have true vahdity and
meaning only m their patterned relations to other couplets, and to
the whole And when read and contemplated in this way, Tiruvallu-
var’s ethics 1s never that of a Canakya or a Macchiavelli Even m
single couplets, kindness and friendship will show as an unavoidable
accompaniment of other qualities’

“Frerceness m hour of strife heroic greatness shows
Its edge 1s kindness to our suffering foes”

(Pope, 773)
What 1s, however, even more important 1s the fact that the public
life of man, man as a political being, 1s discussed only after hus mner,
moral growth had been described, only a cultured, a civilized man,
a man who 1s morally and spiritually ripe, 1s ready to enter public,
political ife This 1s the basic “structural” meaning of the whole
second part of the book
g% 1s the third part of the work, the Kdmattuppdl, which contains
sonie of the most “poetic”” couplets The reason 1s clear, 1t 15 1n this
part dealing with “pleasure” that the traditions of early classical
hiterature, of the “Cankam’ poetry, are still strong Every couplet 1n
the third part may be considered a ‘‘dramatic monologue of the
akam variety”’ ® The man who has unfolded his personality m the
moral and spirttual order and who 1s taking part in the social and
pohtical Iife, 15 also entitled to pleasure, and to strictly private life}
In fact, only a meamngful relationship with woman, physical and
emotional, makes him “whole”” After spiritual treasures and moral

' Cf T P Meenakshisundaran, HTL, p 58 Cf eg 566 “The tyrant,
harsh m speech and hard of eye, / His ample joy, swift fading, soon shall
die”

2 Cf T P Meenakshisundaran, H7L, p 53
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wealth, there is emotional 7zchesse, after exercismg his intelligence
and knowledge, there 15 the heart which must not be neglected The
hypertrophy of virtue, as well as the hypertrophy of skills and
prowess, would be catastrophic, beauty, leisure, feelings and emo-
tions are indispensable parts of human life And m the Kdmattuppal,
we have the lover and his sweetheart in physical and emotional
rapture, described m about 250 charming couplets

“Shall I draw back, or yield myself, or shall both mingled be,
When he returns, my spouse, dear as these eyes to me”’
(Pope, 1207)

“Withdraw, it burns, approach, 1t soothes the pam,
Whence did the maid this wondrous fire obtamn?”
(Pope, 1104)

“A double witchery have glances of her hquid eyes,
One glance 1s glance that brings me pam, the other heals agam”
(Pope, 1091}
If there 1s true poetry anywhere in the Twukkural, 1t 1s here, 1
the erotic couplecs of the third book Because here, the teacher, the
preacher in Valluvar has stepped aside, and Valluvar speaks here
almost the language of the superb love-poetry of the classical age *
As far as the prosodic form of the work 1s concerned, a perfect
umiy prevails throughout the entire text in that 1t employs one
kind of metre which 1s eminently suitable to gnomic poetry The
venpd 1s the most difficult, and the most highly esteemed of stanzaic
structures of classical Tamil hiterature There are five different
kinds of this stanza The Twrukkural uses just one of them, the
kuralvenpd Here are 1ts structural properties

a) Only feet of three or two metrical units may be employed

b) The stanza must always end i a foot of the followmg type

¢) Strict rules of consonance of lines must be observed (so-called
ventotar)

d) The number of feet 1s seven, the number of hnes two the first
line contams four feet, the second three feet

As an mstance, a typical kuralvenpd (393) 1s quoted here

1 Tiruvalluvar's Kdmattuppdl 1s utterly different from any of the Sanskrit
Kamaddstras While Vatsyayana’s work (and all later Sanskrit erotology) 1s
$astva, that 1s, objective and scientific analysis of sex, the third part of the
Kural 1s a poetic picture of eros, of 1deal love, of 1ts dramatic situations
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kannutavya venpavay kayyor mukattirantu
punnutaryar Rall@ tavar

“The learned men alone are said to have eyes
the unlearned have but a pair of sores 1n their face”

Its metnic structure 1s

Observe, how the above-said rules are strictly adhered to- the
couplet has four feet i the first, three feet in the second line The
feet are of two (— = , — — ) or three (— = — , = = — ) metric
untts only The couplet ends with a foot of the so-called malar (=)
shape The “rhyme” occurs 1n the coda of the first syllable kann-|
punn- Observe, too, how closely and intimately the formal proper-
ties and the content are connected kan “eye(s)’” and pun “sore(s)”
are placed n the most prominent, most “functional” slots in the
lines, they beai the “rhyme” (etukas), because, semantically, these
two words express the contrast between learming (“having eyes”)
and 1gnorance (“having sores mstead of eyes”)

No wonder that this perfect form’which 1s so closely connected
with the structural properties of the Tamuil language, and which1s a
marvel of brevity and condensation, has proved an msurmountable
obstacle for all translators of the work What H A Popley said
about this problem 1s unfortunately very true “It 1s impossible mn
any translation to do justice to the beauty and force of the ongi-
nal”’ t

It 1s precisely this perfect form which—apart from the structural
properties and the “‘structural” meaning discussed above—adds to
the sometime rather banal sounding “sayings’” the “‘beauty and
force’” these couplets undoubtedly possess m the orgmal This
brings us to the discussion of another, rather delicate, matter

The question posited by some (notably the old 1conoclast K N
Subrahmanyam) whether the Twrukkural 15 at all poetry, 1s not so
senseless and unwise as some scholars have mdicated 2 T would
not at all hesitate to raise the question, but I would certainly
hesitate to answer 1t positively without much thought Is Tiruvallu-
var to be regarded as a (great) poet or not ?

Y H A Popley, The Sacred Kural , Calcutta and London, 1931, p x
2 Cf T P Meenakshisundaran, HTL, p 59 * his work cannot be
demnied the title of poetry”
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Twukkuyral 1s a great work, and 1ts author must have been a
great man, and a great gemius, “the venerated sage and lawgiver
of the Tamil people”, as Pope says But only occasionally, only
rarely 1s he a great poet True and great poetry appears in brief
flashes here and there in the text (notably in the third book) 1n a
few forceful metaphors and happy similes The author’s supreme
skill in handling the metre 1s of course undeniable

However, quite obviously, the aesthetic function, the evoking of
rasa, 1 e poetry, art as such and in 1tself, had not been the main aim
of Tiruvalluvar

He was not a poet but a teacher, not art, but wisdom, justice,
ethics 1s the basis of his work, his aums are gnomic, didactic,
mstructive And he 1s great precisely because 1 spite of these basic
goals, he also attains perfection of form and he, too, occasionally
appears as a great poet ! “That which above all 1s wonderful 1n the
Kurral 1s the fact that 1ts author addresses himself, without regard
to castes, peoples or beliefs, to the whole community of mankind,
the fact that he formulates sovereign morality and absolute reason,
that he proclaims 1n their very essence, 1 their eternal abstracted-
ness, virtue and truth, that he presents, as it were, m one group the
highest laws of domestic and social hife” 2’(Tlruva,lluvar 18 “the
great ‘Master of the Sentences’ ”’ (Pope) But this “bard of universal
man” 1s emphatically not “the greatest poet of South India’ as
Pope calls him 3 It 15 also not true that “Tiruvalluvar has made

* Cf such sweet and charming similes as 1n 1121 “The dew on her white
teeth, whose voice 15 soft and low, /Is as when milk and honey mingled
tlow” Or 1289 ‘“‘Love 1s more tender than an opening flower” Or such
striking comparisons as n 552 ““As ‘Give’ the robber cries with lance uplift, /
So kings with sceptred hand implore a gift” Or 1078 “The base, like sugar-
cane, will profit those who biwse”, or 8o “‘Bodies of loveless men are bony
framework clad with skin” Cf metaphors hike 1 853 ““the grievous plague of
enmity”, 1221 “thou art not evening, but a spear that does devour the soul
of brides”, 1166 ‘a happy love 1s a sea of joy”’, 1227 ““This grief 15 a bud 1n the
morning, all day an opening flower, a full-blown blossom 1n the evening”,
1232 “eye wet with dew of tears” Or such pregnant and forceful lines as
1075 accamé kitkala tdcGram “Fear 1s the base man’'s virtue’”

* M Amel, mn a letter to E Burnouf, pubhshed m Jowrnal Asiatique
(Nov -Dec 1848), quoted by Pope (Introd 1)

# What ot Kampan, and Tlankdvatikal, and the early classical poets like
Kapilar and Paranar, and the great epic poets m Telugn and Kannada ?
Accordmg to Pope, ‘i value 1t (= the Kural) far outweighs the whole of the
remaiming Tamul hterature” (Introd in)! We can naturally never agree with
Pope on this pont
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every maxim a beautiful verse of wonderful poetry” ! There are
couplets 1n the text which are just skillful venpds containing some
platitude or even banality, and not the slightest attempt has been
made by their author to even strlfe after poetic greatness 2

But, on the whole, taken as an mtegrated vision of man and his
development, one can understand why such reader of the Kuyal as
G U Pope composed a sonnet on the poet, and, cum grano salis,
one may agree with Pope when he says that Tiruvalluvar touched
“all things with poetic grace”

(Let 1t be said m conclusion that 1t 1s almost 1mpossible to truly
appreciate the maxims of the Kural through a translation Tirukku-
ral must be read and re-read n Taml This fact, too, reveals
something about the nature and degree of its “poetic excellence” ™

APPENDIX
The language of Twukkural

A number of important grammatical 1nnovations occur 1 the
language of this text when compared with the early old Tamil of
the classical period the plural suffix -kal 1s used with both nouns
of the “higher” and “lower” class (cf 263 marraryavarkal, 919
piryarkal), the conditional suffix -é/ occurs frequently (368
untél, 655 ceyvandl, 556 wnrél etc ), negative forms 1n -dmal belong
to the mnovations, too (101, 103 ceyydmal, 18624 ciildmal), there are
more of such features which show that, lingmstically, the Twukkural
cannot be contemporaneous with (or older than) the “Cankam’
poems, but later 2

There 1s definitely a higher percentage of Sanskrit loanwords m
the Twukkural than i the Tolkippryam and 1n the “Cankam’
works A complete hist 15 given in S Vaiyapun Pillar's Tamalccutar-
manikal, pp 72-3 Since 1 have a comment to offer on these loans,
the Iist 1s reproduced here s fofo

1 T P Meenakshusundaian, The Pageant of Tamul Lutevature (1966) 19

* Eg 582 “Each day, of every subject every deed, [ 'Tis duty of the king
to learn with speed” O1 584 ‘“His officers, his friends, his enemies, [ All
these who watch are tiusty spies” Or 616 “Effort brings fortune’s sure
increase, / Its absence brings to nothmgness” (The origmal 15 equally banal
and poor as the translation, but for a pun upon the word wumar muyarct
truvinar yakku | muyarcinmar yiwmar pukutty vitum)

3 For a complete ingwistic analysss of the text, ¢f J J Glazov, Morphenuc
Analysis of the Language of Tirukkural, mn Introduction to the Hastorical
Grammar of the Tamil Language, Moscow, 1967, 113-176



170 THE BOOK OF LOFTY WISDOM

1 akarvam (1) 2 ankanam (720) 3 accu (475) 4 ate (636) 5 antam
(563) 6 amar (814) 7 amarar (121) 8 amaltam (11) 9 amaccu (387)
10 aranku (401) 11 aracar (381) 12 aran (381) 13 avam (266) 14
avalam (1072) 15 aw (250) 16 avas (323) 17 dakulam (34) 18 dedram
(1075) 19 dcar (266) 20 dna (667) 21 at (1) 22 aywam (259) 23 1car
(231) 24 wntwan (25) 25) 25 wmar (775) 26 wd (1168) 27 iakkam
(627) 28 wru (261) 29 wuruvu (667) 30 ulku (756) 31 wlakam (11)
32 ulaku (1) 33 uvamas (7) 34 wru (498) 35 émam (306) 36 & (14)
37 kaheu (1037) 38 kanam (29) 30 kamcer (125Q) 40 katam (130)
At kamtu (307) 42 kalulum (1173) 43 kavart (969) 44 kavul (678)
45 kalakam (935) 46 kalam (1224) 47 kalan (730) 48 kanam (1081)
49 kdimam (360) 50 kdman (1197) 5I kdranam (270) 52 karikas
(371) 53 kdlam (102) 54 kdnam (772) 55 kutankar (890) 56 kut
(171) 57 kutampam (1029) 58 kunam (29) 59 kulam (956) 60
kuvalar (1114) 61 kir (599) 62 kokku (490) 63 kotr (337) 64 kottam
(119) 65 kdttr (401) 66 caman (118) 67 calam (660) 68 crvikas (37)
69 cutas (114) 70 ciitar (932) 7T cdtu (931) 72 takar (486) 73 tavam
(19) 74 tdmarar (1103) 75 Lmmar (54) 76 toru (168) 77 tukil (1087)
78 tular (986) 79 titu (681) 8o teyvam (43) 81 téyam (753) 82 tévar
(1073) 83 totr (911) 84 toth (24) 85 tome (1068) 86 1ol (149) 87
nattam (235) 88 nayam (860) 89 ndkam (763) 9o ndkartkam (580)
91 namans (360) 92 ndvdy (496) 93 neccam (332) 94 nir (13) 95
nutuppém (1148) 96 pakkam (620) 97 pakutr (111) 98 patam (1087)
g9 patvattar (586) 100 pantam (475) 101 pakavan (1) 102 patam
(548) 103 payan (2) To4 paratian (1311) 105 palnku (706) 106
pallr (840) 107 pdkam 108 pdakkiyam (1142) 109 pdvam (146) 110
pilskkum (843) 111 pilar (658) 112 puruvam (1086) 113 plcanar
(18) 114 pitankal (271) 115 péh (614) 116 péy (565) 117 mankalam
(60) 118 matamar (89) 110 matalar (449) 120 mat (636) 121
mantiry (639) 122 mayw (964) 123 mayil (3081) 124 manam (7)
125 mam (1273) 126 md (68) 127 mdtu (400) 128 mdnam (384)
129 min (931) 130 wmukam (90) 131 ydmam (1136) 132 vasicam (271)
133 vannam (361) 134 valar (X157) 135 valls (1304) 136 wittakar
(235) 137 vélar (1221)

Now from this list we have to exclude a number of 1items which
were considered to be Aryan loanwords by S Vaiyapuri Pilla, but
which have since been proved, mainly by the labours of Burrow and
Emeneau, to be of Dravidian onigin  The lexis of Twukkural 1s thus
not so heavily Sanskritized after all The following items have to be
regarded as Dravidian 1n ongwn  amar (DED 137), wru (DED 608),
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émam (DED 760), ér (DED 2313), kavars (DED 1115), kavul (DED
1124), kalakam (DED 1132), kalam, kalan (DED 116), kutr (DED
171), ki (1578), kéttam (1709), takar (2430), tunmar (2634), tukil
(2687), tittr (2925), 16l (2940), nayam (2977), nir (3057), pakutr
(3154), pantam (3220), palls (3309), pétr (3631), péy (3635), matama
(3798), maywr (3854), mayil (3793), mé (3923), min (3999), mukam
(4003), valar (4348), vall (4351), vélar (4555) Some 1tems are of
uncertamn etymology, thus e g wru, uruvu (DED 566) may or may
not be a lw < Skt ripa-

The Sanskritic vocabulary of Twukkural shrinks considerably,
from 137 ttems to about 102 1tems And if a more 1ntensive etymo-
logical work were done, 1t may still shrink (cf the uncertan etymo-
logy of such 1tems as kutankar, kalul, etc, which may ultimately
prove to be Dravidian)

A few of the metaphors 1 the text seem to be loan-translations
from Sanskrit, e g puwavip perun katal “the ocean of rebirths”
Sanskrit samsdrasdgara- Just as there 1s a not neghgible influence
of Sanskrit vocabulary on Tiruvalluvar’s lexis, the author of the
Kural 1s undoubtedly {o some extent indebted to Sanskritic
sources like Mdanavadharmasdstra, Kautilya’s work etc Thus
Turukkural 43 1s almost a translation of Mdnav 111 72, Twukkural
54 15 a vague echo of Mdnav 1X 12, Teruk 358 of Manav v 155,
Tuwuk 396 about learning has a parallelin Manav 11 212, Teruk 501
(the method of testing candidates for mmmsterial office) 1s based
undoubtedly on Kautilya I 10 (upadhd- “the moral test”), Twruk
385 mentions the same four kinds of acts of a kind as those stated
1 Mdnav VII g9, 100 and Kdmdndaka I 20, etc However, this 1s,
1 1tself, of no great importance, 1t would be foolish to deny that
Twruvalluvar, a mind so universal, cultured, learned and gclectic,
knew these basic Sansknt sources on dharma and it Ff{ie was
without doubt a part of one great Indian ethical, didactic tradition
It 1s more mmportant that he was also a very integral part of the
non-Sanskritic and pre-Sanskritic Tamul tradition, this fact 1s seen
not only from his conception of “‘pleasure” which 1s so typically a
reflexion of the akam genre, but also from the all-pervading pragma-
tic, this-wordly, empirical and, to a great extent, humanistic and
universalistic character of his particular conception of dharma and
nits



CHAPTER ELEVEN

THE LAY OF THE ANKLET

" According to Jules Bloch, Cilappatikiram or the “Lay of the
Anklet” 15 one of the most difficult, 1f not the most difficult of all
Tamil ancient poetical works ! In spite of this, the poem was
translated into Englsh,? French,® Russian4 and Czech ® It 1s
only the Czech version which renders prose by prose and verse by
verse 1 exact agreement with the original text All the other
translations are more or less exact® prosaic renderings of the
poem and, though this 1s very sad, they lack almost totally the
great poetic splendour and grace of the original’

What 1s the Cilappatikdram? According to Atiyarkkunallar, the
medieval commentator on the work, 1t 1s an syalicarndtakapporul-
totarmlaicceyyul,” this somewhat lengthy compound means “‘a
poetic work dealing with a story which has the elements of songs and
dance (o7, music and drama)’” This 1s not a bad definition of the
main formal properties of the work, but 1t 1s hardly a satisfactory
answer to the question about the essential character of the epos

“According to my opinion, Cilappatikdram 1s

1) a saga of the cult of Goddess Pattini, 2) the furst hiterary
expression and the first ripe fruit of the Aryan-Dravidian synthesis
i Tamilnad, 3) the first consciously national work of Taml htera-
ture, the hterary evidence of the fact that the Tamils had by that
time attained nationhood ;;

! In his Foreword to " R Ramachandra Dikshitar’s translation (Madras,
1939)

¢ Ct V R Ramachandra hkshitar, The Stlappadikavam ov the Lay of the
Anklet, Oxford Univ Press, Madras, 1939

3 Alam Danielou—R N Desikan, Prince Ilangd Adigal, Le roman de
lannean, Gallimard, Pans, 1961, A Damélou, Shlappadikaram (The Ankle
Bracelet), New Directions, New York, 1965

4 by J J Glazov, Povest’ o braslete, Moskva, 1966

S Piseit o klenotu—Silappadigdram, transl by Kamil Zvelebil, Praha,
SNKL, 1965 It took me ten years to translate the text and reshape 1t 1n
Czech verse

8 The most precise of them bemg probably the Russan veision

7 Cf wuviyalicarnatakap poruttotarmilasc ceyyular attkal ceykinya kalattu
(p 6 of the 1950 U V Swammatha Ayar’s ed )
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The legend obviously existed in the indigenous tradition long
before the great poem was born, and independent of it An old poem,
Narrinar 216, and a probably even older poem, Puram 278}
mention the motive, 1t occurs later in the Vassyapurina, in the
commentary to Ydpparunkalavirutt we find a line which 1s part of
the heroine’s lament, but 1s not found in our veisions of the great
epic According to Amitacakarar’s Yapparunkalam 1 351, there1s a
poem referred to as having been composed by Pattip1 or Kannak: ®
The story of the “great chaste lady”” 1s known even today in ballad-
form as Kovalapkatar, 1 “‘purdmc”’ form as Kannake Purdnam
The heroes, however, became duly transformed Kovalan 1s a
licensed profligate, Matavi an avaricious prostitute, and Kannaki
a terrible shrew I heard myself illiterate workers mn the textile
mulls of Maturai speak of “Kdvalom’ and “Karni”’, in their version,
too, the classical Matavi was transformed into Makat:, the corrupt
daughter of a devaddsi by name of Vasantamala 3

The cult of Pattini1s alive i a few places in Kerala # and Ceylon,
asa minor cult connected with fertility rites and marriages However,
twelve or fifteen hundred years ago, the cult of Pattini, the goddess
of chastity, must have been rather important and widely-spread
throughout today’s Tamilnad, Kerala and Ceylon ®

(The story must have been well and widely known, and this 1s the
reason why the poet of Cilappatikdram “could afford to be irritating-
ly allusive and terse in important narrative passages and lingers
lovingly over nteresting descriptions’ (Basham)

But Ilankoévatikal’s great poem, although a vers%n of the widely-
spread and obviously very old legend, 1s primarily a story of human
proportions, of human love and passion, jealousies, nfidelity,

* Nayr 216 ét1 lalanw kavalar hkavarra [ orumular  ayutta biumdvunn
Puram 278 en | mularyayu thiuven yan (v 1 mulavyayuthtukuvan)

2 T P Meenakshisundaran, HTL, p 43

3 In the original poem, Vacantdmalai 1s a servant-girl and companion of
Matavi

4 In Cranganore on the West Coast, Durgd-Bhagavati 1s still worshipped
as Orravmulaccr “The woman with one breast” Cf also N Vanamamalai,
“The Folk motif in Silappadikaram’’, Proc I International Tamal Conference
Semanar I1 (1966) 138-63

5 There exists a number of beautiful bronzes of Pattin1 of Ceylonese
provemence (probably the best known among them being the great statue of
the standing goddess in the British Museum, roth Cent, and a small but
charming sitting Pattini from Trincomalee, 1oth Cent) Cf also H Newille
(1887) (transl) “The Story ot Kovalan Ceylon Tamil Version”, Tamal
Culture X 2 (1963) 72-84
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charity and forgiveness, so human 1n fact, that the deus ex machina
appears more or less casually and as a non-essential factor, or 1s
1ather forced to appear by the logic of human passions and actions
It 1s Kannaki, the woman, the human heroine, who alone matters
to the poet, 1t 1s Kannaki, who-—backed by the sympathy of the
entire people of Maturar—performs her duty and avenges the death
of her husband, 1t 1s she who at one moment doubts the very
existence of God, and who finally conquers and overthrows the law
of karma, she who enforces gods and fate to capitulate

. And the fact that, in the third book of the poem, this extremely
human and humane heroine, this woman who 1s transformed before
our eyes from simple, quiet, patient maid mnto a passionate, admira-
ble woman of the magnitude of a Greek herome, becomes a goddess,
1s the logical and very Indian outcome of her inner growth and
development,

Canto 30, lines 155-164, contain the “Gajabahu synchronism”,
discussed above ! We came to the conclusion that the hero of the
3rd book, Céral king Cenkuttuvan, was a contemporary of Gajabahu
I (171-193 A D), king of Ceylon .

The Gajabihu Synchromism became at once an object of sharp
criticism  The objections were well-founded first, if Cenkuttuvan
the Céral and Gajabahu of Ceylon indeed met at the end of the 2nd
Cent A D, and if, as the text and a persistent tradition mantain,
Cenkuttuvan’s younger brother, prince Ilankd, was the author of
<he poem, how to explain the striking differences between the lan-
guage of the epic poem and that of the classical Tamil lyrics, which
should be contemporaneous with the Cilappatikdaram? *

How to account for the fact that the ideologies, beliefs, customs,
mannets, rites and cults, the entire social, religious and philosoph-
ical background of Culappatikdram 1s strikingly different from
the social, political and cultural world of the so-called Cankam
poetry ? The civilization portrayed in the epos reflects beyond any
doubt a well-progressed synthesis of the pre-Aryan and the Aryan
clements 1 all spheres of life and culture, thinking and social habits
Cilappatikdram quotes some didactic poems (e g Twrukkural 55 or
Palamolmdniiru 46) By no stretch of imagmation 1s 1t possible to

t Cf Chapter 3, pp 37-8

2 The epical poem contams such pronominal forms as ndw and fam, 1t
contams twice the present-tense suffix, a later conditional form untel,
forms like ina, and a number of lexical mnnovations, e g fampr, katar etc
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consider the bulk of the classical Tamil bardic poetry and the epos
—as we have 1t today—as contemporary literature

But the defenders of the faith in the Gajabahu Synchromism
supported their hypothesis by no less valid arguments, and they
proved that Cenkuttuvan’s age must be assigned roughly to 100-250
A D, not later In other words Cenkuttuvan and Gajabahu were
contemporaries Atiyarkkunallar, the medieval commentator on
Cilappatkdram, calculated the date of the departure of Kdovalan and
Kannak from Kavirippattinam (computing on the basis of astronom-
mical data) as 174 A D

The Gajabahu Synchronism was accepted by most of the serious
scholars, since, to quote K A Nilakanta Sastri, “1t fits very well
with all other lines of evidence derived from the general probabilities
of hstory i North and South India from archeology, from
Greek and Roman authors, and from early Tamil literary sources™ !

{ On the other hand, Cilappatikdram, as we have 1t today, cannot

have been composed before the 5th—6th Cent A D

Somehow o1 other, the most simple solution, as 1t frequently
happens, did not occur to scholars:for a long time And so the anta-
gonists of the Gajabahu Synch¥onmism, and those who rnightly
mamtained that the work must be of later date, jomned torces and
proclaimed that the 3rd book of Ciulappatikdram, which contains
the Gajabahu Synchronism and the tradition of Ilankd’s authorship,
1s not an mtegral part of the work, that it s, i toto, a later appendix
This was naturally a very serious statement to make But the anta-
gonists of the poem’s ntegrity had some very impressive arguments
First of all, the stiuctural argument the first two books, they
maintamed, were self-sufficient, they formed a semantically and
functionally closed structure, a single complete story The story of
the two lovers 1s finished and needs no continuation whatsoever.
The third book 15 a non-functional appendix, an independent
panegyric in the old bardic tradition, which has nothing to do with
the story of Kovalan and Kannak: 2

It 1s true that, from the point of the story itself, the first two
books form a perfectly closed cycle (at least 1f we apply the Western

1 A Compichensive History of India Vol 2 (1957)

* This aigument, which sounds so strikingly non-Indian, origiated
mterestingly enough with a Tamul scholar, P T Sumnivasa Iyengar (1929),
and was later elaboiated by another—Mai xist-oriented—Tamul scholat,
Cami Citampaiandi, 1 books wiitten mn Tamil



176 THE LAY OF THE ANKLET

aesthetic criteria), but, from the pomt of the subject-matter and
thought-content of the poem, and mn full agreement with the Indian
tradition and the Indian aesthetic theories, 1t 15 only just that the
heroine should ultimately become an object of deification, and
that the epos should contamn a panegyric on the ruling dynasty
whose member very probably the poet had himself been

But, even from the pomt of 1ts form, of 1ts structure, the epos
must be viewed as patterned into 1ts three books (First of all, 1n the
traditions of classical Tamil poetry, Cilappatikdram cclebrates both
love and war, dealing with both akam and puram, and without the
third book 1t would be mcomplete YThe first book, dedicated to the
land of the Cholas, 15 like a stagedset for the opening and develop-
ment of the tragical story of human passions The second book,
describing the Pandya country, contains the climax of the human
story, the culmination of the tragedy And the third book, portraying
the land of the Cheras—simce times immemorial an mntegral part of
the Tamil land—contams the typically Indian conclusion of the
story the deification of Kannaki-Pattim Thus, the poem has
three dominant phases, 1t 1s like a three-fold classical music composi-
tion, each of the phases set 1n one of the capitals of the three Tamil
kingdoms The “‘Lay of the Anklet” 1s the first consciously national
work of Tamil lLiterature It transcends the barriers of different
“landscapes’” since 1t deals with all of them, 1t 1gnores tribal and
clanmsh divisions and loyalties, Ilankdvatikal has purposely set
the stage for the tale in all three Tamil kingdoms, enshrming in his
poem the whole of Tamil India

¥ There are two other valid reasons why the third book has to be

regarded as an organic, indispensable and integral part of the poem
the unanmmous consensus of the indigenous tradition, and the fact
that the language of the entire work, 1ts diction and style, are
perfectly homogeneous »

Those who distrust the colophons to Patirruppatiu, as well as
those who tried to prove that the 3rd book of Cilappatikdram was
almost a late forgery, have committed one very basic fallacy they
thought that late matenial was necessarily unauthentic, their
utterly false contention was that the content of a work could not
be older than its form: But, as K A Nilakanta Sastr says, the colo-
phons o Patwrruppaitu as well as the Cilappatkiram “embody
genumne history” and are exceptionally accurate and trustworthy,
as 1s usually the case with traditional oral materral The synchromsm
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of Cenkuttuvan and Gajabahu—a rehable date in itself—is not
valid for the time of the origin of the poem as we have 1t today, 1t 1s
not valid as the date of the literary work, but 1t 1s valid for the time
when the historical Gajabahu met with the historical Cenkuttuvan,
that 1s, 1t 15 valid for the story which forms the content of the 3rd
book of the poem

Cilappatikdram 1s primarily the story of Kannaki Wedded when
she was “not yet twelve”, beautiful “as the goddess of Fortune”
but “more shy than Arundhat1”, a sheltered and beloved mad,
tender and silent

The young couple, Kovalan and Kannak:, keep, for some time,
a quiet and happy home, spending “sweet, pleasure-filled days n
close embrace’” Kovalan loves Kannak: tenderly and passionately

“Flawless gold,
translucent pearl,
unblemished seed,
sweet sugar cane,
honey,

rare maid!”’ 1

That 1s how he calls her But the fore-taste of the tragedy 1s there,
at the very beginning of the poem

“Kovalan and Kannak: lay entwmed ™
like two black serpents on their couch,
drank to 1ts depth their cup of love,
already having felt, perhaps,

how transient 1s human joy ”’ 2

Then Kovalan abandons Kannaki for Matavi, the dancing girl,
who lives 1n grand style, lures her lover to the fashionable resorts of
the time, and who 1s set marvellously into contrast with the patient,
chaste wife On account of a silly quarrel, Kovalan and Matav: part
So 1t seems at least—but the fact 1s that Kovalan has lost faith in
Matavi, and he was probably overspent and exhausted by the kind
of ife he was leading as her lover ‘Long-eyed Madhawvi had patient-
ly listened to all these sailor songs But she felt they showed a
change m Kovalan’s feelings Angry but pretending to be pleased,
she took the harp 73

1 Transl S Kokilam
? Transl A Daniélou (1965)
8 Trans! A Daniélou (1965)

12
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Ko6valan 1s back at home, which 1s sad and qumet, with Kannaks,
chaste and faithful, waiting She 1s prepared to follow him wherever
he will go Mitavi's plea for reconcihation 1s rejected Ruined i his
career, Kovalan accepts his wife’s anklets—ctlampu—to raise the
money on which to build a new hife. For this purpose they travel
to Matural, the Pandya’s capital On their long and strenuous
journey, Kavunt: Atikal, a Jamna nun, gives them much comfort
and friendship In Maturai, Kovalan entrusts first his beloved to
the care of poor and honest folk of the shepherd community, and
then walks forth alone to seek out a jeweller who would help him
sell Kannaki’s anklet

Thus he meets his fate a goldsmuth, who “had the face of Death'’s
dread messenger”’, who has stolen the queen’s anklet, sees a golden
opportunity 1 Kévalan’'s coming He accuses Kovalan before the
king, and the king says ‘‘Put the man to death and bring me the
bracelet!”” Since Kannaki’s anklet resembles the jewel of the queen,
Kovalan’s doom is sealed He 1s murdered by a drunken soldier of
the king “Blood gushing from the wound felt upon the Earth,
mother of men, and she shuddered with grief”

When Kannaki arnives on the scene—now an entirely different
bemng, no more the meek and silent girl we met m the first book
—she proves her husband’s mmnocence by bursting open the other
anklet—incidentally, a deeply symbohic act—revealing to the king
the ruby nside nstead of the pearls which were contaiped n the
queen’s jewel The shocked king 1s killed by remorse, and his queen
dies a true safi Kannaki's wrath turns now on the caprtal city of
Maturai, the seat of crime and profligacy, twisting off “‘her lovely
breast’”’ and hurling 1t on to the city, she sets fire to Matura: and the
whole town goes up 1 flames Only ““Brahmuns, good men, COws,
truthful women, crnipples, old men and children” are spared
Kannak then turns west to the land of the Cheras where Kovalan,
in a divine chariot, meets her on a mountain and they are recerved
mto heaven

A temple to Kannaki 1s built n Vaiici, the Chera capital Cen-
kuttuvan, the powerful Céral king, has the stone for carving her
mmage brought down all the way from the Himalayas on the
shoulders and heads of conquered arya kings Kannaki comes back
to grace the temple with her presence, now a full-blown deity

The poet, Ilankdvatikal, who composed s masterpiece sometime
between the 4th-6th Cent A D (this 1s how a historical linguist
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would date the text) was, according to tradition, the younger
brother of Cenkuttuvan, and the son of King Céralatan Imaiyava-
rampan He renounced the throne which, according to the prophecy
of a soothsayer, he should have had occupied The vow of asceticism
kept faithfully all his hfe earned for Ilanké which means simply
“prince” or ‘‘younger brother of the king”” the title Atikal or “sant™

It 1s not improbable that the author of the epos actually belonged
to the Céral royal family—though of course to a period much later
than his famous forebear Cenkuttuvan And 1t 1s not ruled out—as
maintamed in the introduction to the poem—that it was another
poet, Cattanar (the author of the “twin-epic” Manmimékalar), a
friend of Ilankd, who discussed one version of the Kannaki-Pattini
legend with Ilankd, and this discussion mspired Ilankd to compose
the poem Or the poem, as we have 1t now, was composed by some
unknown poet and ascribed to an Ilankd, a prince of the Céral clan
Though an argument ex silentio, we should not forget the fact that
ancient Tamil poetry which knows well king Cenkuttuvan {witness
the panegyric bardic collection Patwrruppatiu) does not at all, not
once, mention any brother of his, a prince by name of Ilanko
Anyhow, the cult of Kannaki-Patt{m1 must have been wide-spread
and well-established in Cheranad, but, at the same time, Jainism
and Buddhism were still flourishing 1n the South, which also shows
that Ilanké composed his poem sometime between the end of the
4th and the end of the 6th Cent AD He embodied a rehable
historical tradition m his poem his royal ancestor Cenkuttuvanp,
victorious 1 battles with the aryas, 1s concerved as a national
Tamil hero, and Ilanko describes his march to the North and
finally the erection of a shrine to Pattini, which was witnessed by a
number of contemporary rulers, among them Gajabahu I of Ceylon

The only false statement Ilankd has made 1s that, at the very end
of the poem, he brought himself into the story, as 1f he had personal-
ly witnessed the meeting of the kings i honour of Pattini This kind
of fraud 1s well-known from other hiteratures, and not only from
India, and may be easily forgiven

The drniving forces of the story spring out of the hearts of the
heroes, mainly of course of Kannaki, Kdvalan and Matavi One of
the greatest merits of the work 1s the treatment of the problem of
evil, the poet’s conception of guilt 1 Who 1s to be blamed for the

1 I remember having read years ago (1958) a discussion of this problem
m a Tamil journal the name of which I unfortunately forgot Its author was
T A Chokkalngam




180 THE LAY OF THE ANKLET

tragedy » The hot-headed king ? The wekk Kovalan ? The attractive
Matavi? Or Fate itself?

Cilappatrkdram 1s not a story of schematic shadowy figures, of
faultless heroes and demoniac villams{ Tf we ask who actually 1s the
villain of the piece, we are unable to answer Nobody 1s entirely to
be blamed—and all of them are guilty Not a single character n
Culappatikdram 1s thoroughly bad or thoroughly good—not gven
the pious Jaina woman-ascetic, and probably not even Kannak1y

Certamnly not the king, “the virtuous Pandya monarch,” the

noble Nedunjeliyan””, who 1s not mtrinsically unjust or evil—he 15
only hot-tempered and unbalanced Wheremn hies his guilt ? Instead
of calling for an nquiry, mstead of saymg “Bring hum along with
the anklet for being executed if found guilty”, the king says “Put
tlle man to death and bring me the bracelet!”
(' Is Matavi the immoral and vicious harlot as she appears m some
folk versions of the same matter? Not at all She 15 a charmung
character sweet, clever, cultured, loving, passionate, tramned to
attract Was 1t her fault that she was born in her caste and trained
to become a courtezan™

Is Kovalan a bad character? He certainly 1s not He 1s of that
tribe of Indian hiterary heroes who are “courteous, kindly, generous,
competent, gentle-spoken, popular, pure, eloguent, well-descended,
stable, young, intelligent, energetic, with a fine memory, insightful,
artistic, self-respecting, courageous, consistent, vigorous, learned
in the sciences, and obseivant of the Dharma” (Dhanamjaya’s
Dasariipa, quoted by J A B van Buitenen, 1968) However, this
hero “as more often than not involved mn amorous mtrigue” (van
Buitenen), and he 1s no proof aganst the vices of society and the
charms of an attractive courtezan

The only figure that 1s clearly good from the begmmng to the end,
painted with one bnight colour, 1s Kannaki But she, too, 1s very
human, she, too, 1s not fully perfect In perfection there 1s, meta-
physically, so to say, no change, once perfect, always perfect Many
of the heromes of classical Sanskrnt erotic poetry and drama are
predictable, they are stereotypes, they are of mmportance only 1n
relation to the hero Kannaki s very dufferent There 15 tremendous
change m her At the beginning of the story, she 1s an mnocent,
obedient and silent girl, almost a mere child When Kovalan
returns to her, we would expect a passionate scene of reconciliation
There 15 no such thing There are no recruninations, no explanations
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“I feel great shame”’, says Kovalan, “‘at the dire poverty that I
bring mto this house today” Kannaki welcomes him “with a clear
smile” and answers “Do not be anxious you still possess the gold
circlets that weigh on my ankles”

But all this quiet beauty, this extreme patience merely shows
the depth of emotion dedicated entirely to her husband With his
unjust death, “‘that depth 1s lashed to a storm”?* of pathos and
passion

And yet all these people who are 1 fact not guilty, confess their
guilt Matavi, Kovalan, the king, and even Kannaki And this 1s
what makes Culappatskdram the supreme masterpiece of Tanul
poetry tan titulal e litu enyé.. ‘‘She did no wrong I alone am
to blame”, says Kévalan when he reads a letter from Matavi
(Canto 13) But Matavi confesses her guilt by the act of renuncia-
tion, she, who was so fond of the éclat of the king’s court, who joved
gold and jewels and extravagant hife above all—she atones for her
gmlt by becommng a nun and persuading the daughter she bore
Kovalan (Mammeékalal) to be a nun as well

The king 1s shocked by his own deed and exclaims  ydné kalvan
ketuka en dyul “1 am the robber Let me die!”’ And he 1s killed
by remorse (Canto 20)

But Kannaki says in Canto zo “I too am guilty of great sins”,
and, again (Canto 29) fennavan titdan “The king of the South has
not committed crime” And mn Canto 23 <‘Alas, I am guilty of a
great crime”’

Fate 1s of course everywhere 1n the poem It occurs n all crucial
moments, m Canto 7, when Kdvalan and Matavi part “Inspired
by fate, for whom the harp appeared a suitable pretext, he gradually
withdrew his hand from her body”

Before departure for Maturai, Kovalan 1s “inspired by fate”
to start at once, and again “‘they left, [ impelled by fate that had
devised [ for ages past ther final destiny

But there seems to be an mner tension between the conception
of Fate, of the karmic and dharmuc mterpretation of events, and
between Kannak1’s actions Out of the shock and pain which she has
experienced when told about Kdovalan’s murder, an unforeseen,
pamful skepsis 1s born 1n her mmnd (“Is there no god ? Is there no god
1 this country ? Is there no god, no god ?”" i Canto 19) But, almost

1 C and H Jesudasan, op cit, 55
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at once, there 1s a tremendous resolution first, to know the truth,
then, to perform an act of justice And when this 1s accomplished,
Kannaki goes on to fight that very Fate, to fight agamnst the very
basis of the philosophical and religious 1deology which hes at the
bottom of the work ‘I wish neither to sit nor sleep nor stop, until
1 see the husband dear to my heart ”” And she finally succeeds she
compells the forces of karma to give up, and so Kovalan and
Kannaki are reunited

“Then heaven’s king, with all his angels, thought the time had
come to proclaim the sainthness of this woman, whose name men
shall ever recall He showered down a rain of never-fading flowers,
then appeared and bowed at her feet !

Let us once more return to the tragedy itself, to its roots and
causes ‘is it true that Celappatikdaram 1s a social tragedy rather than
a personal one ? The fall of a society which cut 1n twain art and chas-
tity, and family women, made custodians of charity and love, were
<et mnto contrast to public women—the custodians of art, leaving
thereby no room for such men as Kovalan, aspiring for both art and
love ? I 1s one possible explanation, suggested by T P Meenakshi-
sundaran m his lectures on Tamul literature %It finds support 1n
the fact that Kannak: and Matavi are set into a sigmificant contrast
bv the poet Kannaki 1s unripe, naive, unsophusticated, reticent,
whenever she speaks, she 1s an 1illustration of matamar, ssmplicity
and natveté, she 1s lovely, but not charnung, after her unfolding
and transformation, she becomes the illustration of marakkarpu,
“‘stern, heroic chastity’”’ In contrast, Matavi speaks a lot, knows
how to read and write, 1s literate and cultured, she sings, dances,
plays on musical mstruments, she 1s charming, sophisticated,
witty, gay, even brilhant

The burning of Maturar 1s, according to this view of the epic, the
symbol of the downfall of the society which splits womanhood

Another 1mportant matter to discuss 1s the anklet, the cilampu,
which 1s so very important, so pivotal in the storv and its symbolism
that 1t gave the epic its name. cilampu + atrkdram > Cilappatikaram
““The Lay about the Anklet”.

In the begmning, when she was happy after her marnage, Kanna-
k1 was wearing her anklets, a pair of them But once her husband

t Transl A Daniélou (1965)
: T P Meenakshisundaran, HTL, p 40
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deserted her and went to live with Matavi, she no longer adorned
herself ‘“No anklets adorned her shapely feet” (Canto 4)

It 1s the anklets which are offered by Kannaki to Kovalan and
he accepts them (Canto g) to sell them in Matural and start a new
hife there Thus 1t 1s the anklets that “drive” them, so to say, to
Matura

It 15 one of the two anklets which, in Canto 16, becomes the
mstrumental cause of Kovalap’s death It 1s the anklet which 1s
broken open and thus proves Kovalan’s mnocence (Canto 20)

However, there seems to be still deeper meaning 1n the symbol of
the anklets

First of all, the breaking of the anklet in Canto 2o (“The ankle
bracelet was brought and placed before the king Kannaki seized 1t
and broke 1t open A ruby sprang up into the king’s face When he
saw the stone, he faltered He felt his parasol fallen, his sceptre
bent”) 1s symbolic of the specific truth and of fruth in general, truth
which breaks through, which 1s, ultimately, always revealed Does
not, however, the round anklet and the breaking of 1t symbolize
more than that ?¥ The circle of the story, of the plot, and of Fate,
must be, and 1s completed the czZmnpu the anklet, comes to the
Pandya’s court, the circle 1s completed (Kovalan murdered, the
king and queen die, the Pandya capital burnt) and the round anklet
1s broken the human story tragically ends here What follows 15
another story-—a divine tale, the story of Kannaki’s apothe0>15a

‘\.And there 15 yet another symbolism connected with the anklets
m a way, the pair of them 1s symbolic of the married couple's
happiness While she was happy with Kévalan, Kannak: wore her
bracelets, when he left her, she wore none, when he returned, she

" wore only onme, because the marriage was no longer a perfectly
happy and “whole” marriage And 1t 1s very significant for this
symbohsm of the cilampu that, at the beginning of Canto 19, the
remaining anklet which Kannaki Jg)lds m hand, 1s called “mate to
the one she had given to Kovalan.’ @t the very end of the poem,
i Canto 29, Kannaki, united with Kdvalan i heaven, again wears
both anklets King Cenkuttuvan says ‘“In the sky, a marvellous
vision ! A woman, slender as a lightning-flash ' Gold circlets
gleam at her ankles!” 1‘

1 For anklets in contemporary ritual, ¢f T P Meenakshisundaran, HTL
42 ‘“‘In the Tamil temples big anklets made of bronze are held 1n the hand
and moved so that the sound of the 1olling stones inside may keep time to
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Apart from the fact that Cilappatrkdram is a great masterpiece
of narrative and lyrical poetry, 1t contains the essence of old Tamil
culture, and, like other epics, 1t portrays whole civilization It
standsat the very end of its first bloom,gilded by the rays of the setting
sun of that early era which was doomed to end soon after the poem
was composed, with the tremendous changes that occurred m the
Tamil land under the Pallavas

the songs sung in praise of the deity It s thus clear that there 1s an intimate
connection between the symbol of the anklet and the story of Kannala, the
chaste woman”



CHAPTER TWELVE

SAIVA BHAKTI—TWO APPROACHES

The literature of Tamil bkakts 1s an enormous complex of Saivite
and Vaisnavite texts which must be regarded not only as an
amazing hiterary and musical achievement and the embodiment of
the religious expertence of the entire Tamil nation, but also as a
tremendous moving force m the lives of the peoples of Taminad
Unlike the pre-bhakts poetry which had to be resuscitated and revi-
talized and which became only recently the topic of attention and
mnterest, Saivite and Vaisnavite hymns have played, since the very
days they were composed until the present time, an 1mmense,
mdispensable and often decisive role 1n the religious, cultural and
social hfe of the entire Tamil people To a great extent, the con-
temporary Tamuil culture 1s still based on the blakiz movement, and
1t 18 only quite recently and among some strata of the present
generation that the Tamils look at once farther back mnto the past
of pre-bhakty days, and mto the future, for mspiration and gurdance

Tt 1s probably impossible, at the preseht state of our knowledge,
even to touch all aspects, forces, components and features of this
vast literature, of this religious, philosophical and soclal movement
More than one large monograph would be needed to do so In a
series of essays the purpose of which 1s to mtroduce the reader to
some of the most characteristic and crucial features of Tamul
hiterature and culture, one has strictly to select an approach and to
restrict the matenal rather drastically 1f, therefore, the texts to be
dealt with are restricted to the Smwa texts there 1s absolutely no
other reason for this than the present author’s relative ignorance of
the works of Vaisnava dlvdrs and the fact that some choice had to be
made Much of what can be said about Saiva bhaktr does apply to
the Varsnava component of the movement, on the other hand,
there are some very specific features pertaining to the Iiterature of
the d@lvdrs, and hopefully 1t will be dealt with one day by a more
competent expert

The 1mmense dimensions of the Saiva bhaktr texts may be seen
from Chart 15 which gives the names of the authors and their works
as found 1n the twelve books of the Saivite canon called Twrumurar
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This body of literature mncludes a great variety of texts, beginmng
with the mystic hymns of the great trio, Campantar, Appar and
Cuntarar, followed by Mamkkavacakar’s Twuvdcakam and Tiruk-
kovarydr, and ending with the “national epos of the Tamils”, the
haglographic Periyapuranam of Cekkilar! Thus, the three character-
1stic features of this body of hiterature are 1ts enormity, 1ts hetero-
generty, and the fact that 1t covers a period of at least 600 years of
ieligious, philosophical and hiterary development (the earhest texts
being probably the songs of Karaikkal Ammaiyar, round about
550 A D, whereas the date of Cékkilar 1s the 12th Century) J
Nampi Antar Nampr (see 71 on Chart 14) 1s said to be responsible
for collecting the Tévdram hymns (the first 7 books of Tewrumurar)
and classifying them, some time at the beginning of the roth
Cent A D, mto the seven books (on the basis of musical tunes)*
As the eight book, Manikkavacakar’s two great poems were added
(they are not musical compositions) The gth book of the canon
consists of Trruvicarppd or musical compositions sung mn the Chola
temples m the toth and 11th Centuries,? the term pafikam
(<Sanskrit) means “ten”, 1t 1s a form (consisting of 10 or II
wtanzas) which became popular 1n the bhakt period The 1oth book
of the canon 1s of a very different nature this is the Tewrumantiram
of Tuumiilar, his date 15 a matter of speculation, hut since he 1s
mentioned by Cuntarar (7621), he must be earlier than this poet
His work 1s tantric and yogic mn nature, a superb philosophical
poem, which becomes the pomnt of departure for the highly interest-
ing, eclectic school of the Siddhars The 11th book contains works of
very different age and character, the pertod covered by this book
may stretch form the 6th to the roth Centuries Among the most
mteresting texts are those composed by Karaikkal Ammaiyar,
probably the earhiest of Tamil Sarva saints and by Céraman Peru-
mil a contemporary of Cuntarar, the Twumurukdrruppatar (from
Pattuppattu) by Nakkiratévar, Pattipattar’s stanzas, and the two
poems on Saint Kannappar by Nakkirar and by Kallatar (narrating
the well-known story of Kannappar the hunter who became mad

* The date of Namp1 Antar Namp1 1s fortunately rather well established
He speaks of the Chola king Atittan (Aditya) as having brought gold from
Konkunitu and covered the temple hall at Chidambaram with that gold
He also mentions the death of this king Atittan mdeed conquered the
Konku country, and he ruled between 870-907 AD (cf K A Nilakanta
Sastr1, A Haistory of South India, 111 ed , 175)

2 T P Meenakshisundaran, HTL p 131
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after God at the sight of a lingam, and who, when he saw the eyes of
the lingam bleeding, plucked out his own eyes to replace them)
Finally, the 12th book 15 the “Great purdnam’ by Cekkilar the
crown of Sarvite iterature, ““the story of a perfect spiritual demo-
cracy” (T P Meenakshisundaran) The ultimate kernel of this
tremendous epic, ‘‘national and democratic”, which had a umiversal
appeal and an enormous influence n the Tamil country and outside,
1s Cuntarar’s vision of the sixty-two samts m his Teruttontatiokas,
sung at Tiruvariir in the presence of the atzydr, “‘devotees” He has
mentioned their names, sometimes with suggestive epithets,
mcluding those of his father and mother By adding Cuntaramirtt:
himself, we get the classic hst of 63 ndyanmdr Nampi Antar
Nampt's work 1s the next stage i elaborating the hagiographic
tradition Cékkilar, as a mimister of state, had probably access to
mscriptions, documents, court-records, and in his epic he narrates
the individual lives of the saints in separate purdnas Their stories
are built around Cuntarar’s vision Cuntarar’s story 1s i fact the
umifying factor and the most general frame for the poem (or rather
chain of poems, smce the structurg of the epic 1s very loose;
However, the basic unity of the whole epic 1s not that of form, but
that of a message however poor, msignificant and helpless a
human bemng may be, nothing can prevent him from havmg an
1deal, the meanest of the mean can rise to the highest spirrtual
level—n the life of service and love What 1s important 15 the fact
that, unlike the other epics of the same period, the sources of
Pervyapuranam are purely mdigenous, purely Tamil, and that the
poem 1s “national and democratic not only 1n 1ts theme and 1ts
message but also m 1ts language and 1ts thythm” *°

,-
{ The following fourfold approach toward the Tamml bhakis poetry
seems to me to be the most fruatful

a) the historical and sociological approach to bhakts as a iteratuie
of social and spiritual protest,

b) a synchronic segmental analysis of bkakti texts as religlous
hiterature,

¢) a comparative approach to bhakft as mystical poetry, 1
comparison with other movements of Indian bhaktz and mysticism '

1 T P Meenakshisundaran, HTL p 125
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today, I think, most scholars would agree that bkaktz was indeed
“born on the banks of the Tamil land”” wherefrom 1t spread to other
India,' m a broader perspective,tTamil bhakts may be profitably
compared with other religions of grace (arul), and/or with the
mystical poetry of the East and the West (s@ifism, Catholic baroque
poets such as Jljlan de la Cruz, or Protestant mystics such as
J Bohme, etc ),

d) a structural and structuralistic approach to bhakir texts
concerved purely as poetry

In this essay I shall try to give a brief and simplified outline of
the first two approaches—the sociological and historical analysis of
the movement, and the synchronic segmental analysis of the texts

Between 600 AD and goo A D, Tamilnad was ruled by the
Pallavas 1n the North, and the Pandyas in the South There was a
peipetual strife between the two To the North of the Pallavas,
the mighty Chalukyas of Badam: were constant enemues of the
Pallava kingdom These three kingdoms were the first political
units possessive of really large territories to have been formed in
South India, and, as our data show, highly developed feudal
relations prevailed 1n the social structure of these states

Constant war or at least unceasing skirmishes among these three
big powers, thetr efforts to enlarge their territories, the struggle
against disloyal and disruptive tendencies, and the enormous
growth of administration and bureaucracy—all this needed constant
mnflux of money, and the burden of the expenditure had to be borne
by the masses of the people

This ever-growing feudal oppression of the masses aroused a
protest, a mass-movement of popular dissatisfaction and opposition,
which took the apparel of a religious drlve@ Vaiyapur: Pilla
(HTLL, p 100) speaks of a “bloodless revolution” which took
place in Tamil India between the 7th-roth Centuries A D, .

“Thus, according to one conception of social history of Tamilnad,
the bhakii movement 1s to be regarded as the 1deological reaction
agamst early forms of feudalism and the first estabhishment and

vt Cf S K lyengar, A History of Early Vaishnavism wn South India,
Madras University Series No 4, Oxford Univ Press, Madras, 1920, p IO,
who quotes a poem which says that bhak#z was born on the banks of the
Tanul land, grew mto womanhood in the Maharastra and in North India,
and became old 1 Gujarat
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stabilization of class-society in South India, in the North of India,
bhakts 1s regarded, by the same school of thought, as the expression
of the struggle agamnst a fully developed and centrahzed type of
feudalism of the 14th-17th Centuries

Among Tamil scholars, it was pfbbably S Varyapur: Pillar who
first formulated a socio-political conception of the Tamil bhakt:
(HTLL,p 100 ff, he speaks about “social equality of all” proclaimed
by the religious revivalists, about bhakts becoming the “popular
movement 1n the real sense of the word”, about “‘the language of
the masses and their racy 1idiom” etc) Needless to say the socio-
economic interpretation was worked out and refined chiefly by
Soviet scholars (e g by Smirnova, Pyatigorsky) on the one hand,
and by Marxist-oriented Tarmul scholars and writers on the other
hand (e g by Camu Citamparanar, C Rakunatan and others) In
contrast, there are scholars, both Indian and Western, who regard

CHART 16

The build-up of Periyapuranam

Cuntarar’s vision of thetSixty-Two Saints
(Twruttontatiokar, Tévaram V11, 7 -8 Cent A D)

Namp1 Antdr Nampr's lives of the sants in Trvutlontar Twnvantdt,
11th book of the canon, beginning of the 1oth Cent A D

mnscriptions

oral traditions
court-records and

documents

-

Ceklalar’s ultimate version of Saivite hagiography 1n Peryapuranam
(12th Cent ), built into the story of Cuntarar

the movement as a purely religious and 1deological conflict, mostly
as the reaction of a renascent Hinduwism agamnst Jammwsm and
Buddhism

Though I have a number of strong reservations about any vulgar
socio-political nterpretation of dhaktr, 1t seems to me that its
conception as a purely religious conflict 1s necessarily an over-
simphfication of the whole matter
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In what follows, the pomnts made 1n favour of the socio-political
mterpretation of bhakti, and of the class-struggle-background-
conception of the movement will be examned critically one by one

{First, there 1s the “‘class-origin” of the poet-samts It was argued
that most of the bkaktas or at least the most important of the earhier
bhaktas belonged to the lower or depressed classes and castes of
Tamilnad The greatest number of the bhaktas were said to belong to
the Siidra vellalar, and there were practically no Ksatriyas among
them, and, 1n the hagiographic legends, the Ksatriyas are said to be
usually portrayed m an unflattering hight;

Most of these statements, made by somé Indian and Soviet scholars,
are, however, quite obviously mcorrect A rough mvestigation of the
caste-origm of a number of bhakls poets shows these approximate
numbers

about 35% of Brahmin origin (e g Campantar, Cuntarar, Manikka-
vacakar, Periyalvai),

about 35% of Ksatriva origin (e g Céraman Perumal, Kulacékara
Alvar, Trrumankar Alvar),

about 20%, of vellila (Sidra) ongmn, e g Appar, Nammalvar,
about 59, of low-caste origin, e g Tiruppanalvar,

about 59, of unknown ongin Antdl was found as a baby 1 her
step-father’s garden :

The argument 1s rather weak for yet another reason high or low
caste, 1t did not matter at all, the meaninglessness of caste 1 the
eyes of the Lord 1s precisely one part of the message of the Nayan-
mars and Alvars In fact, if there 1s a class-consclous or caste-
conscious standpomnt discermible i these poems at all, 1t 15 (in
contrast to the heio, warrior, anistocratic-oriented early bardic
poetry) the Brahmins whose importance and excellence becomes
progressively clearly underscored, whereas kings and princes appear
1n an unsympathetic hight And what more, there are some episodes
which, quite au comtrare to the “egalitarian” and ‘“‘democratic”
spirit discovered by some Marxist-ortented critics i the bhakir
movement, show that even some of the most important authors of
the movement were very much caste-conscious according to Namp1
Antir Nampi, an outcaste devotee (Tirunalaippovar) destroys the
disgrace of his low birth by entering the fire, according to Cékkilar,
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God Siva demands that the poor outcaste enters the fire and 1s
purnified before he 1s admitted to the sacred presence! @1@ poems
1gnore the masses of peasants and common folk as such Naturally
so, something else was 1n the centre of their interest the individual
relation of a bhakia to God, and the inner tensions and outer
conflicts resulting from this relatlon\j)

The second point, one with which we may agree to a great extent,
is that Taml bhakts literature 1s full of the spint of social negativism

A bhaktal as we saw, was usually a Brahmin, a Ksatriya, or
at least a velldla (landlord-commumty), he thus belonged either
to the very top, or at least to the upper middle strata of the social
hierarchy of medieval Tamilnad The life of the devotee or fontar
was usually portrayed (in the canonical hagiographic literature) m
the following way After a rather stereotyped description of his
birth and education, the great moment comes—the dramatic
picture of the central episode the conversion This 1s mewvitably
preceded by a period of mner tension and by a sharp outer conflict
The mmportant thing to note 1s that the nature of the conflict 15
usually social, and, mnvariably, 1in each episode the saint refuses to
yield and becomes victorious (even 1f in death)? E g, when
Vataviirar alias Manikkavacakar gets into conflict with the Pandya
king whose mimister he was, and also W,{th the entire Brahmin
community, or when Cuntarar publicly opposes the decision of the
caste panchayat Stva takes the side of the devotee who protests
agamst soctety or tradition—frequently, though, 1n the very last
moment, when his future devotee 1s in danger of annihilation,
physical or moral

The victory against society andjor tradition, and the subsequent
boon of poetic inspiration granted to the devotee by God as a gift
of grace (aruf) frequently do not lead to full demal of society, to
asceticism and renunciation, there are, of course, van tontar who
sacrifice their families, children, their Life, without care and con-

1 The equivalent Tamil term 1s tontan, pl fomtar, ‘‘servant” or afiydn
“slave” There are two kinds of saints the “‘hard” servants (vamfontar), the
ones whom ordinary men cannot follow (they are the truly a-social or
probably even anti-social ones), and the “soft” servants (mewtontar) who
became a model for all to follow A typical vamfontar 1s, e g, the hunter
Kannappan

2 There 1s, 1n each episode, a dramatic plot, and an imner, psychological
development of the hero 1n this 1espect, the hagiographic stories are better
than many modern Tamil short stories
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sideration whether their behaviour 1s just or unjust according to
accepted social rules But they can never be a model to be followed
bv others Normally, the devotee goes on hiving within the society,
but on a different, higher level, he 1s now mdependent of society,
he 1s free of the society which 1s represented by two levels, the more
genetal and higher level of the king and his court, and the more
specific and lower level of the caste and the devotee’s famly The
bhakta does not pay any attention to social matters, only two ties
are now important for him one between God and himself, another
between himself and the other bhakias

Hence 1t 1s doubtful whether we are entitled to speak about the
bhakts movement 1 terms of a positive social protest Soctal
negativism—yes, but an antisocial movement, or a revolutionary
social protest—no! The utmost case of social negativism and
perhaps the only one carried so far may be seen n the life story of
Kaiatkkal Ammaiyar (about 550 A D) She breaks step by step
all ties with her family, with her caste, with the society as a whole,
and ultimately with humanity itself, and 1dentifies herself with
the uncanny demons, ghosts, “devils” (péy) who witness Siva’s
wild dancing m Tiruvalankatu

The third point made for the socio-political mnterpretation of
bhakt 1s that the texts disregard, transcend and deny all social
privileges and all caste prejudicgs This feature was called ““demo-
cratism” or “egalitaramism” T P Meenakshisundaran speaks
about “perfect spiritual democracy”” and “‘a spiritual democracy of
love and service” We may agree with the term as long as 1t 1s
accompanied by the qualifier “spintual” Of soctal or political
democracy, however, there are perhaps no traces mn the texts;'j)The
equality and freedom refer to the bhaktas, to the devotees, and to
them only Just as there 1s no real social protest on behalf of the
exploited masses of the common people but only mdividual social
conflict of the devotees, there 1s no fight for freedom and equality
on behalf of the oppressed Only the devotees of Siva are equal
Only they are filled with the feelng of wonderful freedom They
have one master alone—Siva, they are “slaves’ (af1yadr), “ser-

1 Fven this 1s doubtful 1n case of some poet-saints, thus e g Cuntarar, as
T P Meenakshisundaran says m op cut 74, ‘was a great political force m
his times and sang the piraise of the Pallavas”, cf Tévdram 5240 His Iife
seems to have been “‘a divine fanuly life, a divine social and perhaps political
life”
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vants”’ (tontar) but also comrades and companions ((6lar) of Siva
In an admirable hymn typical of this feeling of freedom, Appar
sigs wndmdrkkum kuty yalom namanar yavicom ‘“We are subjects to
no one, we do not fear death It’s joy for us through life, not
pam!”’ Towards each other, they, too, are “slaves’ and “‘servants”
atvyarkkum atvyén, ‘I am the servants’ servant”, says Cuntarar
And a similar situation prevails among the Vaisnavites t

Before a man or woman becomes a devotee of Siva, he or she has
to gave up all privileges, based on high social status or wealth Thus
Manikkavacakar renounces completely all his worldly ambitions
and his wealth, and again and again stresses the necessity of doing
so, Cuntarar becomes, immediately before his marriage, the servant
(tontar) of God, and after he gives up the privilege of belonging
to the highest caste, he becomes the Lord’s comrade (tﬁlcm)&_How-
ever, as already stressed, the spiut of freedom, equality and
service pervades only the “brotherhood”, the “clan” of the devotees:

Bhakti1s a personal and emotional approach to God, the mdividual
character of such contact with the Divine means that 1t occurs
outside of any corporation which has a specialized and privileged
knowledge of sacred texts and ritual

In Buddhism and Jammism, the'liberation of the individual from
the fetters of “human bondage” was achieved by total denial and
renunciation In bkakis, 1t 1s achieved by total devotion and worship
The hberation of the mdividual from the gnp of social oppression
was achieved, in Buddhism and Jaimism, by his getting r1d of society
itself, society as such became an enemy of the individual And
these two religions—at least i their later “degenerate” forms 1n
the South—were 1indeed strongly antisocial In spite of the rivalry
between each other, they were strong enough to be very probably a
powerful antisocial factor m the Tamil society in the middle of the
first millennium A D That 1s one of the reasons why, in the second
half of the 1st millennium, the society and n particular its rulers
turned away from Jamnism and Buddhism

The excesses committed 1 the name of these religions provoked
many individuals and whole social strata to resistance The early
poet-devotees speak about Buddhism and Jaimism with genuine
hatred, stressing the antisocial behaviour of the Buddhists and Jains

1 Peniyalvar speaks about the devotees as foniakkulam, “the clan of
servants’’ For the “‘servant’s servant’”, cf one of the titles of the Roman
pontiff servius servorum Des
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The opposition towards Jainism 1s well seen m Appar’s own hfe
story He had been a Jain himself, he led a hife of vain mortification
of the body, denying 1t even the simplest pleasure of a bath, moving
around as a naked ascetic This kind of religion built on a series of
negations brought him only an unbearable mner tension (which
manifested 1tself, incidentally, by a chromc stomach-ache) He
became a convert to Saivism, and found the omnipresent, omni-
potent Lord, whom he could love and who would never fail him
Or consider Cuntarar’s contempt of the Jains he sneers at their
names, their unclean and antihygienic habits, their ways of eating
and living, and even at their shaven heads According to persistent
tradition, Cuntarar was responsible for the anmhilation of 8oco
Jains 1n Maturai1 * He went as far as to deny, very unjustly, the
Jamns therr great ment of cultivating Tamil learning Cuntarar,
too, speaks of the Jains and Buddhists with contempt and nidicule
thus, 1n his hymn 33 9, he mentions the “shameless Jains, jeering
at everyone, who recite the (meaningless) sounds #amana sidnana
fidna #ionam ' Tontaratiydlvdr, a Vaisnava saint, condemns, too,
the Buddhists and Jains and speaks of them as of “‘untouchables’ 2
Even the great Periyalvar of whom 1t was said that “his poems show
no hatred of other religions” (M S Purnalingam Pillai), cries out
“Snatch the rice from the mouths of these who burden the earth!
Stuff them with grass mstead!”

We must of course allow for some amount of exaggeration but
it 1s obvious that, by the muddle of the first millenmum A D,
Buddhism and Jammism must have lost practically all of their
attraction, and the poet-saints became allies of the kings and the
princes who, as already said, turned away from Jaimsm and Buddhism
(many of the bhaktas, both Saiva and Vaisnava, belonged themselves
to the ruling classes, e g Kulacékaralvar, the king of Kolli, Konkuy,
Kiital and Ko6l1, or Céramin Perumal, or Tirumankai Alvar, the
prince of Manka1 in Tiruvalinatu, etc )

Politically, Jaimism and Buddhism were, in the middle of the
first millennium, connected with foreign, non-Tamil powers, chiefly
the Calikyas, and this probably mnduced the Pallava and Pandya
kings to reject Jamism and to adopt Saivism

Another very powerful factor was language Though the Jains
cultivated arduously hiterary Tamil since the earhiest times, the

t Nampi Antar Nampy, dlutasya Pilarydr Twuwvulamalar, 59 and 74
2 Twumdla, 7
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style of Taml they fostered became, to a great extent, artificial and
very much removed from the 1diom of the masses On the other
hand, Buddhism and Jaimism were to some extent even lingustically
alien In contrast, the language of the masses reached the innermost
texture of the literary 1diom of the poet-samts; the masses under-
stood well the new language of bhakt poetry, 1t sounded to them
“at once direct, clear and forceful” (S Varyapun: Pilla1) The Sans-
kritic diction of the ever more mfluential Brahmins added to the
richness of the diction of bhakti poetry, and the melodies of the
religious songs were obviously based on popular songs, on folk-tunes

The anti-Buddhist and anti-Jain bkakts movement comncides in
Tamulnad i time and content with the establishment and spread of
a strong Tamil national feehng and with the political expression of
this fact—the orign and spread of the powerful Tamil kingdom of
the Pallavas under Mahendravarman I (580-630 A D) and his son
Narasimhavarman I (630-668 A D). In the second half of the first
mullennium, Buddhism and Jaimsm are regarded as something alien,
something which 1s mimical to this national self-identification of
the Tamils

However, the reaction agamst Buddhism and Jainism had vet
deeper roots The purely intellectual ethical conceptions of the Jamns
were not and could not be popular among the masses, the Jamna
cult was also somewhat too abstract and unattractive, and the
excesses of Jaina asceticism were ridiculed by the folk as well as by
some mtellectuals Art, iterature and music were basically regarded
as dangerous by Jains and Buddhists, and therr attitude became
later openly negative The whole world was full of temptation and
misery, even womanhood, motherhood and childhood lost their
charms

In contrast to this, early Sarvite saints glorified womanhood and
motherhood {cf Campantar, Tévdram 1425) Nature became a
form of $akts, indeed, God has no other form (Appar, Tévdram 4552,
4560) The whole material world seems to dance and smg and play
(velavydtu), this 1s a dance of worship of the Lord (Tévdram 2703)
Art and music became divine m temple worship

The endless personal loyalty of a bhakia to a personal and very
real God,! and love, not suffering and renunciation, are the

! This may inadentally be one of the reasons why the Pallava and
Piantiya monarchs were converted to Sarvism The endless loyalty to a per-
sonal God was used as a kind of model and projection for an unconditional
loyalty of the subject to the king
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central motives and features of bhakt:* mcluding sexual love and
eroticism, which 1s not a hindrance, but, on the contrary, frequently
a precondition to divine love or, at least, 1ts standard symbol There
15 1n fact a direct connection between the 1dealized and typified love
of the akam genre 1 the early classical poetry, and the ecstasies of
the eternal love between the soul and the Lord The trend may be
followed from the akam pieces through Tiruvalluvar’'s Kdmattuppal
and Tirumiilar’s basic utterances ke anpé covam “God 1s love” to the
relation between the human and the Divine as expressed in the
great Sarvite and Vaisnavite poet-saints !

The relation to the object of the cult develops mndividually, but
within the community, asceticism 1s not obligatory, frequently 1t 18
nussing altogether (cf the hfe-story of Cuntarar who mariied first
a temple-girl at Tiruvarir, Paravai, then a véldla girl, Cankili, at
Tiruvorriytr, and these two women occupied a large portion of the
Iife of this “licensed friend” of God) The bhakta brings, to his God,
his economic and social position as sacrifice—but this sacrifice does
not mean a denial of the society as a whole, only the acquisition of
freedom from social ties The devotee of the Lord remained living
within the community and the society, in full enjoyment of all
advantages provided by social hife, but, at the same time, living on
a higher level, 1gnoring any ties and restrictions which society
mmposed

Fnally, the cult of sacred places, a feature so typical for both
Saiva and Vaisnava bhakt 1in the South, which was probably the
most “popular” element of the movement, added much to its
spread and attraction The theology of bhakir was realstic to the
extent that 1t did not accept the conception of the phenomenal
world as an 1illusion, 1t was theistic God was individualized and
made completely real, so to say ‘‘solidified” in a very concrete
form of the 1dol worshipped 1n the temple, at a given moment 1n
time, God was dwelling 1n a concrete and near place, in a familiar
local shrine And what kind of God' Siva took on a colourful, vital

1 1t 1s usually the bkakta who turns mnto woman craving for the embrace
of the Lord, 1e the human soul 1s female, God male Exceptionally, as mn
Manikkavasakar's Twukkdvarydar, the soul 1s the male and the Lord the
lady-love Frequently, the bhakfa 1s a slave, a servant of the God-king,
sometimes, he 1s a child, and God his mother, he 1s the lotus-flower and God
the sun, he 1s Yacotar and God her child Krsna, a woman devotee 1s the
woman longing passionately for Krsna’s embrace, or, as in the case of Karaik-
kil Ammaz, she 1s a mad demon (p&y), and the Lord 1s the dancing Srva
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personality, absorbing much of the local coulenr, and the attention
of the people, and perhaps even more absorbing became the persona-
Iity of Visnu—in the role of child, lover, and mtimate companion
of the devotees So, m comparison with the decayed, deteriorated
Southern Buddhism and Jamnism we see mn the Tamil Hindu revival
the triumph of emotion over intellect, of the concrete over the
abstract, of the acceptance of hfe over its ascetic denial, of some-
thing near and homely against something alien and distant, and,
above all, the acceptance of positive love agamst cold morahty or
intellectually coloured compassion

It was said at the beginning of this chapter, that there was
another productive approach to Tamil bhakts hterature—the
structural analysis of the texts mnto segments* A few preliminary
remarks are necessary

The religiosity of a text includes basically two elements The
first element 1s that of the function of the cult the composition, the
uttering or chanting of the text, or the acceptance of a given text or
1ts portion 1s directed to call forth or to sustamn the connection with
the object of the cult' The second elemerst 15 that of the wnformation
pertient to the relation of the subject of the cult to 1ts object

This information 1s classified into the following segments

S, — the interior state of the subject of the cult,

S, — the external actions of the subject of the cult,

0, — the respective reaction of the object of the cult in relation to
the subject,

0, — the state, qualities or actions of the object of the cult irrespec-
tive of the given relation to the subject, O, has usually the
form of a synchronic projection of an event in diachrony

As an example of a stanza which 1llustrates the complete pattern
S; S; O, O, we may quote one of the earhiest Saiva bhaktr poems,
ascribed to Karaikkal Ammaiyar _/

O heart! Praise always 1n the fullness of love
Him the Bestower of good, the Pure one with falling locks,
Him who likes to give shelter to hissing snakes 1n his haur,
Him who will redeem us when the day comes

1 Elaborated in detail by A M Pyatigorsky m his book Maleraly po
wstorie 1ndyskoy frlosofur (Moscow, 1962), pp 76-146



200 SATVA BHAKTI

S; = “O heart in the fullness of love”,

Sq = “‘praise always”’,

O = “who will redeem us when the day comes”,
O, = the rest

Indian rehigious hiterature may be divided into three kinds of
texts specific rehgious texts (hymns), narrative religious texts, and
religious-philosophical texts)"One and the same text may acquire or
loose 1ts specific religious function depending on 1ts setting n the
space and time coordinates Reflective-religious, or religious-
philosophical Iiterature 1s that kind of hiterature in which O, plays
the central part but 1s removed from 1ts cult-relations and appears
In an abstract and categorized shape In ancient Indo-Aryan
literature the first kind of texts 1s represented by Vedic hymns, the
second by the puranas, and the third by the wpamsads, the Sdstras
and the dgamas

The function of the text and 1ts content, 1 e the information 1t
gives, are mndependent of each other We find e g a number of texts
m India which give no information related to cult and rehigion,
and yet they have become mdispensable for the cult as the texts of
the cult, depending upon their diachronic situation

The segmentation of the information mnto Sy, S,, O, and O, enables
us to perform a series of internal and external comparisons When,
for mstance, we compare the hymns of the Tamil Saiva and Vaisna-
va saint-poets of the 7th-1oth Cent AD with the Vedic hymns,
we may observe a set of common features but also features which
are sharply contrastive one of the most important distinctions 1s
the hypertrophy of S; 1n many Tamil hymns, and 1ts almost com-
plete absence in Vedic hymns

The mtimate side of worship 1s highly developed in the Tamil
hymns (contrary to Vedic texts) The most important feature of
the Taml hymns 1s the relation S, O; what does the devotee ask for
when addressing God, and what does God grant him

The analysis of S, O; shows that in the Vedic hymns man demands
from God material goods for himself, and denial of these goods to his
enemies Such demand 1s usually accompanted by a ritual in which
one brings to the gods m small quantities the same which one
wants from them 1in large amounts

In the Tamil hymns, the devotee asks God to grant him knowledge
of himself and knowledge of God, so that he can see him, love him
and become one with him *
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\Both in Vedic and Tamil hymns we frequently encounter the
ph\énomenon of substitution, the object of the cult 1s no more God
himself but some of his attrzbutes> Sometimes the substitution
phenomenon 1s very simple (e g the sumple pars pro foto relation),
but 1t may also become more comphicated the devotee addresses a
third object, a kind of “duplicate” of the original subject of the
cult, which has some unique, specific relation to the sphere of S, O,
and serves as the 1deal mediator between the subject and the object
of the cult In Vedic hymns, such substitute 15 usually an element of
the material rite, e g ghi, m the Tamil hymns, 1t may be the heart,
the mind, the soul of the dhakia

The relation of the subject of the cult to 1ts object has predomi-
nantly maternal character in Vedic hymns, and 1t lies outside the
cult, aun contraire, 1n the Tamil medieval hymns, the relation of the
subject to the object of the cult remains fully within the sphere of
the cult, and has predominantly spiritual and/or emotional charac-
ter Vedic hymns are, as to their function, a part of the cult, the
part which reflects and assists the material ritual, the Tamil hymns
are the centre and the basis of the cult, in relation to which the
material ritual 1s only a facultative compcnent of S,

There 1s yet another important difference the object of the
Vedic cult was concerved as existing in nature 1n general, and, at the
same time, at any given place, mn other words, the object of the
cult was delimited only on the cosmic plane In the Tamuil hymuns,
however, God—S1va or Visnu—is considered to dwell, at a given
moment 1n time, exclusively at a given place, in one of the great
shrines of the South This “here and now” atrribute of God 1s part
of the phenomenon which has been called henolocotheism

The segment O, fills the greater part of Sansknt purdnras the
personal story of the object of the cult The object of the cult
recerved, much later, his “‘second hife”’ i the South of India The
mportant changes concerning this “second life” were connected
with the cult as such and with 1ts practical part, not with the con-
ception of the object 1tself beyond the sphere of cult-relations

In the Tamil hymns, the material of O, 1s usually telescoped into
the epithets There are two kinds of epithets in these hymns One
group entered Tamil lhiterature from (or through) Sanskntic litera-
ture and has no relation to Tamil ritual practice e g when Krsna,
as Visnu’s avatdr, 1s described as ““the one who had devoured the
entire umverse”’, this 1s an allusion based on the Bhdgavatapurina,
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1t had lost so to say the temporal coordinates of the purdnic episode
and was telescoped into the Tamil hymns as a “flattened’” synchron-
1c epithet

Another kind of epithets has the henolocotheistic character,
that 1s, 1t 15 connected with the particular place of abode of the deity,
or with the mtimate sphere of the devotee’s religious experience
This group of epithets has nothing in common with the Sanskritic
tradition, 1t 1s completely indigenous

The fact that S,, S,, O,, O, were posited as segments of the
information given m the hymns enables us to compare, from one
convenient point of view, the saint-poets with one another Here I
shall give a very brief comparison of the hymns of the four great
Saiva nayanmdr, Appar, Campantar, Cuntarar and Mamkkavica-
kar

Campantar’s poems contamn all the elements of mformation
which are typical for the whole complex of Saiva bhakty texts
However, there 1s 1n his songs a definite predominance of the seg-
ment O, The content of S, 1s mostly Campantar’s struggle with the
Jamnas On the other hand, the intimate, lyrical part of religious
experience 15 relatively weakly developed in his work He 1s less
emotional than the other bhaktas, the greater part of his work 1s
filled with materal related to Oy, mostly 1n epithetic form A favour-
ite substitute for God 1s, 1 his poems, frruniru, “‘the sacred ash”,
and also patam, “the foot”, ate, “the footstep”” of the Lord One of
the diagnostic features of his poetry 1s also his preoccupation with
Siva’s abodes

In his ears, he has the palm-leaf roll,

riding a steer, crowned with the pure white crescent-moon,
besmeared with ashes of the jungle burning ground,

he 1s the thief who stole away my soul

He wears a flower-garland, he, who 1n former days

when praised and worshipped, showered grace

and came to famous Brahmapuram

He 1s our mighty Lord!

In contrast to Campantar, the poems by Appar are almost
exclusively emotional There 1s rich material connected with the
mdividual acts of worship and with the autobiography of the poet
Therefore, apart from O, which 1s also strongly developed 1n Appar’s
poetry, there 1s a strong element of S; and S, One of the important
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features of Appar’s poetry 1s his antintuabsm, this fact of the
worship bemng fully transferred into the spheres of emotion and
vision seems to anticipate the most typical features of the poetry
of the Cuttar and of Tayumanavar

One of his best-known poems begins with the line ndmdrkum
kutvyallom namanar yasicom *

To none are we subject!
Death we do not fear!

We do not grieve 1 hell

We never tremble

and we know no 1illness

We do not crouch and crawl
It’s joy for us through life,
not pain!

In Cuntarar’s poetry, there 1s again a strong preference for S,, but
of a different kind than by Appar Cuntarar’s poetry 1s very near
to erotic lyrics, the matertal of his hymns 1s most intimately
connected with his innermost emotions, with the events of his life,
and even the epithets, forming the segment O,, are connected with
the mtimate aspect of worship, with the body of the Beloved 2

I was sold :

and bought by you

I am no loan

I am your slave

of my own free will!

You made me blind

Why, Lord,

did you take away

my sight?

You are to blame!'

If you will not restore

the sight of my other eye—
well, may you then live long!'®

Finally, there 1s Manikkavacakar, whose work 1s usually consider-
ed to be the most typical and the ripest expression of Saiva bhakt
in Tamil hiterature

The structure of his Twuvdcakam 1s rather complex It has 51

Y Appar, Tévaram, Kalakam ed , 357

2 There 1s a popular saymg i Tamil, attributed to Siva himself “My
Appan sung of myself, Campantan sung of himself, Cuntaran sung of
women’’

® Cuntarar, Tévaram, Pat 95, 2
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chapters, contaming 656 hymns After the akaval portion, which
contams an entire mventory of Siva’s epithets, and the whole
canon of accepted forms of Sarva worship, follow the patikams,
divided usually into quatrains with refrains or catch-words There
1s a clear hypertrophy of the segment S; Religious emotion achieves,
in these poems, a strenght and fullness hardly achieved anywhere
else The love of the devotee, which 1s the central and basic feature
of his religro, 15 responded to by the object of worship with arul,
drvine grace The segment S, 1s almost entirely suppressed, smce
everything what happens on the side of the subject of worship
happens within his heart and soul Most of his hymns have the
pattern S; Oy (O,) The central and most 1mportant portion of his
hymns concerns the relation S;0,

O kuyel who calls from flower-filled groves

listen

He came as a Brahman and revealed

his lovely rosy feet

He 1s mine

he said with infinite grace

and made me all his own

All glowing flames his form

The Lord Supreme

Go

Call him once again Twruvacakam, Kuywpattu 10
(Transl by S Kokilam)

Below an analysis 1s given of two quatrains from his Twuvdcakam
(in A K Ramanujan’s translation)
I am the very last, but in your mercy you made me your own,
O Lord of the Bull But, look, now you give me up,
O Lord, dressed 1 the fierce tiger’s skin, O King everlasting of
Uttarakdcamankazi,
O Lord of the matted locks I famnt Support me, Lord, Our Own

I 1efused your grace in my ignorance, O jewel!

You loath me Look, you give me up Cut down

this chain of acts and make me yours, O King of Uttarakdcamankai!

Don’t the great ones always bear with the lies of tiny puppzes?

Observe the fact that, 1n both poems, the segment S,—in contrast

to Campantar’s and Cuntarar’s hymns—equals zero, the segment
0, 15 developed, but not too strongly (in contrast, e g, to Appar’s
or Campantar’s poems) It 1s the segments S; and O, which are
filled with material The second hymn in particular has a neat
pattern of S; O, (Oy)
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Sl S2 Ol 02
1 Is the very last of Made him his own Rudes the bull
Siva’s devotees through his mercy Is clad
tiger-skin
Fears to be forsaken Gives him up King of Uttarak
by Siva
Is tired and faints (Supports him) Has matted locks
Prays to be supported The Lord
by Siva
2 Lives 1n 1gnorance Loathes the devotec  Jewel
Gives him up
Refuses the grace Destroys the
devotee’s
chain of actions
Fears to be forsaken King of Uttarak
by Siva Makes him his own
Considers himself Bears with the He who 1s great
to be a muserable dog devotee’s lies

Another typical feature of Twuvdcakam 1s the development of
the system of the object—an elaboration and “universalization’ of
the object which results imn the fact that the object engulfs as 1t
were the whole phenomenal world including the subject of the cult
Thus, the hymn 1s, 1n part at least, transformed nto a religious-
philosophical treatise, and worship 1s accompanted by reflection

He 15 the Ancient One, who creates the Creator of all,

He 15 the God, who preserves the Preservger of things created,

He 15 the God who destroys the Destroyer,

But, thinking without thought, regards the things destroyed
(Transl G U Pope, Twuvacakam 111, 13-10)

The culmination of this development 1s reached in the Cwapurd-
nam According to this poem, the only aim of the poet’s life, of his
trials and efforts, 1s the complete liquidation of karma To achieve
this, one must be born as a human being, after passing through
different births not only in the orgamc but also in the anorganic
nature.

This cur

n ugly existence

to praise you

knows no words

As grass as weed

as worm as tree

as carnal beings

as bird and as snake
as rock as man

as devil and as demon
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as ascetic

as god

as being and non-being

all creations

I’ve lived and tired

My Lord

My cosmic eye has seen

your golden fect Today

I've reached my home
Twuvacakam, Croapuranam 24-32
(Transl by S Kokilam)

Siva gives the soul the privilege to be born in human form Siva
grants the devotee the gift of love and true knowledge, and, finally,
Siva helps to annihilate completely the devotee’s karma Thus
karma has lost 1ts absolute character, 1t 1s no more #4e transcendental
and eternal law It 1s Siva, the God, at once transcendental and
personal, who 1s absolute 1n every sense of the term

Crvapurdnam has been called “The Tamil Upanisad” Not only
the Cwapuranam, but the whole of Twruvdcakam 1s the culmination
of Saiva bhaktr hymnic hterature, and, at the same time, the begin-
ning of the specific system of Saiva Siddhanta philosophy It has
always played an enormously influential role in the entire spiritual
culture of Tamilnad



CHAPIER THIRTEEN

THE IMPERIAL POET
.-
In the standard German history of Indian hteratures,! revised
m 1961, we do indeed come across the name of Kampan The
author has devoted to ‘“‘the greatest epic poet of Tamil land”
(T P Meenakshisundaran), to “the king of Tamul hterature” who
“represents the Tamil mind at its ripest and noblest” (C and H
Jesudasan)——r11 lines of small print, and these 11 lines abound in
general statements > And yet, Kampan's Irdmdvatiram 1s not
just an epic poem, 1t 1s an entire literature and, as the Jesudasans
say, “‘to the Tamilian mind, one of the world’s wonders 1s 1ts 1gno-
rance of him” (0op csf 168) “The field of research in Kamban 1s vast
as thesea’”, and, as we have specialized “Dantists’’ or Shakespearean
scholars, we are equally entitled to have specialized “Kambanolo-
gists” 3 ’

Hence, agan, just like in the case®f the bhakt: hiterature, we have
to make a choice, and select a few, particularly relevant, critical and
nteresting features of Kampan’s great work, and deal with these
rather than try to give an over-all picture of the poem and its
creator

There are no reliable enough sources about the poet and his Iife
Even his name presents a problem 1t 1s of course the name of
Swva in Kanci (Tévdram 3240) There was also a Pallava king,
Kampavarman (870-9127 See K A N Sastr1, A Hustory of South
Indiat1!, 175), 1n fact the very last of the Pallava kings According

! H von Glasenapp, Literatuven Indiens, 1st ed 1929, rev ed 1961

2 such as ‘““Beliebt 1st Kambans Ramdayana vor allem wegen der Eleganz
und des Wohlklangs semner Sprache’ or ““Gross 1st er in der Verwendung‘von
Bildern und Gleichmssen und anderem schmuckenden Berwerk”

3 Incidentally, Kampan 1s sometimes called “‘the Hometr of Tamul litera-
ture”” or ““the Shakespeare of Tamil literature” Nothing 1s more misleading
than these entirely empty mectaphors Homer 1s Homer, Shakespeare 1s
Shakespeaie, and Kampan 1s Kampan They have nothing substantial in
common In the Tamil tradition, Kampan 1s called very often Aaviccak-
kwvavartt, ““the empero1r of poets”, since he 1s so ““supreme” He 1s, though,
not the only Ta poet to bear this title Thus, e g Cayankontar (the author of
Kalinkattup pavanz) 1s also “‘emperor of poets” (cf Kulottunkan Pillavitamal,

14, and Tanjore Savaswatr Mahal Library Catalogue Vol 1, p 288) Another
“emperor of poets” 1s Ottakkiattar (cf Takkayakapparant 813)
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to one legend, the poet was born 1n the vicinity of a temple-pillar
(kampam, stambha-), according to another story, he was the son of
the king of Kampandtu, other stories associate his name with
kampu, “millet”, or kRampam “‘pillar” or “stick”, a well-known
proverb says that in Kampan’s home even a post for tying cattle
will compose verses !

What we do know 1s that he was a native of Tiruvaluntiir (Tanjore
district), of the uvacca community (temple drummers, or according
to others, piydres 1 Mariyamman’s temples), and that he was
patronized by a chieftain called Cataiyappan or Cataiyan, to whom
he thankfully refers in every thousandth verse of his poem

Another problem 1s Kampan’s date According to one stanza, the
year of the composition of his work 1s 885 A D 2 An alternative
mterpretation of the same stanza puts Kampan in the 12th Cent 3
On the basis of another verse, and the frequent occurrence of the
word wuitaman, the work 1s assigned to the 1oth Cent A D, to the
reign of Uttama Chola According to T P Meenakshisundaran
“this seems the most reasonable view”’ (0p ¢zt 102) Others, however,
will interpret this verse as referring to 1185 1n the reign of Kulot-
tunkan III (1178-1216), and there 1s 1nscriptional evidence which
shows that this Chola king was called Teydkavindtan to whom
Kampan refers (in Yuttakantam, Maruttumalarp 58) % There 1s a
stanza attributed to Kampan in Tamsindvalar caritar m praise of
a king of Varangal who belongs to the same period Once, in Kitkin-
takantam, Piuamninkup 35, Kampan refers to Amalan who 1s
identified with Chola Kuldttunka II (1132-1150) prased by the
Chola court-poet Ottakkiittan ® Hence 1t seems to be true that
Kampan was not prior to Kuldttunka Chola IT, and the upper himit
1s set by Periya Accan Pillai (hirst half of the 13th Cent ) who quotes
from Kampan 1n his commentary to Tiviyappirapantam A proba-
ble, though by no means certain date for Kampan 1s, therefore, the
12th Cent AD As T P Meenakshisundaran says, “in any case all
these dates fall within the period of the Imperial Cholas” (op cut
102) 8

1 kampan vittuk kattuttariym kaviccollum

* Cf V.V S Aiyar’s introduction to Palakantam (1917)

3 Centamal 111, 171-81

4 Cf Es Vaiyapun Pillay, Tamilccutarmanikal, 111 ed , 1950 Also Centamil
I, p 122 5 Kuldttunkacolanula 157

8 For a detailed discussion in Tamul of this problem cf Es Vaiyapurn
Pilla1, Tamalccutarmanikal, 111 ed , 1959, pp 127-149
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Thas 1s, then, the sum of our knowledge of the poet and his date

As far as the work 1tself 1s concerned, one can point out, as already
said, only to a handful of those features which one considers to be
most relevant and important, at our age and for the contemporary
understanding and appreciation of Tamil hiterature among non-
Tamil and non-Indian readers

First, 1t was defimitely not Kampan who discovered Rama’s
story for the Tamils The Rdmdyana story was actually known 1n
the Tamil South 1n the early classical age 1tself, at least one thousand
years before Kampan In the very early texts, Akam 70 13-16 and
Puyam 378 18-21, there are clear allusions to the story of Rama
In the Ciuappatikdram, 14 46-48, Rama 1s referred to as suffering
because of separation from his beloved, and 6. 13 64-66, the city of
Pukar, after Kovalan had left 1t, 1s compared to Ayodhya after
Rama’s departure Naccinarkkiniyar’s commentary on Tolk 1021
quotes stray venpds which may be from an earlier Tamil Ramdyana
version

The Vaisnava bhaktr hymns are of course full of Rama as the
avatdr of Visnu, T P Meenakshisundaran (0p cif 104-105) quotes
several instances to prove that Kampan obv19usly knew and used
these poems It 1s however, interesting to potice the fact that,
“while the Tamils have gone on attempting Mahdbhdratas, no man
has dared to attempt the Rdmdyana after Kamban”,' though
there were Rdmdyanas before him

Second The Iramdvatiram of Kampan 1s one of the few Tamul
Iiterary works which were well-known outside Tamilnad It was
rather popular in the Kannada country (a 14th Cent Kannada
mscription form Mysore refers to Kampadaramdyana) According
to a Malayalam anecdote, Siva was born as Kampan and composed
the Kampardamdyanam ‘‘consisting of the thirty-two dramas
enacted even today as a part of the ritual during the annual festivals
m the temples of Siva m the northern part of Kerala” (T P Mee-
nakshisundaran, op cif 106) Ramanuja (who died i 1137) 18
praised by one of his disciples as famous for his interest in Ramdyana
(Ramanucar Nayrrantate 37) 1f Kampan belonged to an age earher
than the 12th Cent , Ramanuja might have known his great poem
The influence of the great Tamil philosopher travelled to North
India and spread through to Ramananda, whence a connection may

1 The Jesudasans, op ¢t 183
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be established with Kabir and Tulsidas There 1s much speculation
about the mfluence of the Tamu poem on the Northern versions of
Jie Rima story
Third One of the crucial points 15, naturally, the relation between
Valmik: and Kampan That the Tamil epic 1s not a translation of
Valmiki 1s quite clear, and one might pont to a great number of
major and minor differences between the great Sanskrit epic and the
Tamil poem On the other hand, i the mawm story Kampan follows
the tradrtion rather closely without making any great changes The
plot and many of 1ts details are taken from Valmik: The division
mto books (kantam) and the subdivision mto cantos (patalam) 15
taken from Vilmiki, too The epic 1s basically modelled on the
rhetoric of Sanskrit kdvyas, not on the more mdigenous Tamil epic
tradition And, above all, Kampan 1s a learned poet,! and his
great erudition i both Sansknt and Tamil tradition, written and
oral, 15 evident everywhere On the other hand, the Tamil poet
mtroduced significant changes into minor episodes, and some of
these changes have been sufficiently commented upon (as, ¢ g, the
premarital love of Rama and Sita which 1s not found m Valmiki)
Here, too, one has to make a choice and try to show what seem to
be the most characteristic and the most easily illustrative pomnts of
Qifference between the dfskare (Valmiky) and Kampan’s Tamil work,
and to focus on the “Tamilness” of the Taml Irdmdvatiram
Kampan’s 1deal, the Rdmardjya, Rama’s rule, the heavenly

kimgdom to be established, 1s set mto an 1deal environment of
country and city which, though 1t retawms 1ts original name, has a
number of new, concrete and purely South Indian features He has
utihsed the 1deal descriptions of the awmfnar found m the early
classical hiterature, the five 1deal landscapes appear quite sigmfi-
cantly 1n stanzas 23 ff The fact 1s very obvious e g 1n stanza 28

Turning forest mto slope,

field into wilderness,

seashore nto fertile land,

changing boundaries, exchanging

landscapes,

the reckless waters
roared on like the pasts
that hurry close on the heels

of ives
- (Trans] A K Ramanujan)

t There 15 even a popular saymg which reflects this  kalveyiy periyavay
kampap “Kampan 1s greatest m learnmg”
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Not only that the entire opening passage on waters, taking many
shapes and forms, 1s unique, characteristically Tamil, and none of
this 15 1 Valmiky

Caressing the lover’s hair,
the loveis’ body, the lovers’ himbs
concubines take away whole halls
of wealth yet keep little
m therr spendthrift hands
as they move on

so the waters
flow from the peaks to the valleys
begimning high and reaching low

(17)

Born of Hunalayan stone

and minghng with the seas,

1t spreads, ceaselessly various,

one and many at once,

like that Original Thing

even the measureless Vedas

cannot measure with words
(30)

Through pollen-dripping groves

clumps of champak

lotus pools

waterplaces with new sands

flowermng fields cross-fenced

with creepers

like a hife filhing and emptying
a variety of bodies

the niver flowed on.

(29)
(Transl A K Ramanujan)

Like god, the rawns and the floods take the form of many things,
Iike god appearing so different in the beliefs of various sects, water
takes many different forms according to the shapes men giveit

Stealing milk and buttermiik,

guzzling on warm ghee and butter
straight from the pots on the ropes,
leaning the marutam tree on the kuruntam,
carrying awav the clothes and bracelets

of goatherd girls at watergames
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Like Krsna dancing
on the striped and spotted snake
the waters are naughty
(26)
(Transl A K Ramanujan)

The 1deal city, Ayodhya, the seat of civilization, 1s governed by
the 1deal of aram (dharma), ‘‘rightness, righteousness, justice”,
when Rama 15 exiled, dharma goes weepmg after him In Rama’s
city, there are no poor, because there are no rich, there are no
learned ones, because there are no uneducated In contrast, there
15 Lanka, also a seat of civilization, equally rich, perhaps even more
so. However, while Ayodhya 1s a seat of love and divine hght, Lanka
1s governed by maram, by militant heroism, the seat of a Titan,
whom even the gods fear, and who has an ufter disregard for
dharma, however cultured and refined he may be ®

In the characterization of some figures, there are considerable
differences between Kampan’s work and 1ts Sanskrit inspiration I
shall give at least two instances of such changes introduced by
Kampan

IST THEME . THE EPISODE OF SUGRIVA, VALI AND TARA

Valmik Kampan
Tara 1s the wife of the monkey The moral justification for Vali's
king Vali After Vali’s death, the death 1s the fact that he has taken
victorious Sugriva takes her as forcibly Sugriva’s wite from hum
his wife and his love 1s recipro- Tard becomes a saintly widow
cated by Tara Laksmana, cnraged after the death of het husband,
at the ungratefulness of Sugriva and comes to pacify Laksmana,
(whom Rama helped to kill Vil who 15 remunded by her widow’s
and regan his throne), 1s pacified dress and ascetic behaviour of his
by Tara own mother, left as a widow
Avyodhva

1 Here one should probably at least mention the fact that the Kampa-
ramayanam has become the target of attacks in rather recent days, mostly
by the protagomists of the “Dravidian movement” Some speakers of the
DK and DM K parties tried to discredit the poem by pomting to the
various moral fallacies of the hero (never on aesthetic grounds!), e g Rama’s
behaviour towards Sitd atter she was rescued from Lankd, Rama’s role in the
killing of Vali etc , by mterpreting Rama’s war agamnst Lanka as the Aryans’
brutal conquest of the culturally much supenor Dravidians, by accepting
Ravana as the true hero of the story The last pomnt was made very expheit
by a contemporary Tamil scholar-poet (Kulantar Pulavar) who composed
an “anti-epic’”’, I1dvanan Kdppiyewm, a ‘‘chanson de Ravana” There were
other schaolars who tried to pomnt out an immense number of “interpola-
tions” and thus “reconstruct’” the “original”’ Kampan in agieement with
the aims of the Dravidian movement
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2ZND THEME THE STORY OF AHALYA

Valmike

Ahalya, the wife of the sage
Gautama, willingly accepts Indra’s
embrace ('O Raghava, though
Ahalya recogmzed Indra disgmsed
as her lord, yet she acceded to his
request”’) Whatmore, she enjoys

1t “Then Ahalya addressed Indra
saymg ‘O Indra, I am highly
gratified, now depart quickly,
unobserved’”’ She 1s purified nto

a chaste woman by the touch of the
divine dust from Rama'’s feet, after
she has been turned into a stone by
her husband Indra was deprived of
his manhood by the curse of

Kampan

Ahalya 1s chaste, she 1s duped by
Indra’s impersonation, she knows
she 1s smnnng only 1n the act, but
her mind does not take part m the
sm She repents (‘‘Ahalya stood
stunned, bearing the shame of a
deed that will not end in this
endless world”’) Indra steals away
m the shape of a cat, and Gautama
curses him (“May you be covered /
by the vaginas of a thousand
women!”’) Ahalya 1s turned mto a
black rock Rama’s eyes fall on
the rock, and as the dust of his
feet blows on 1t, Ahalyi 1s revived

Gautama, but later the testicles of
a ram were grafted on to him

The Ahalya episode 1s handled more effectively and more drama-
tically by Kampan The two mnovations (Indra stealing away in
the shape of a cat, and the thousand vaginas as a sign of shame on
Indra’s body) seem to be folklore motives (A K Ramanujan).
But most mmportant of all 1s the differenge 1n the conception of
Ahalya’s character, while, in Valmiki, she-enjoys her extramarital
adventure with the prince of gods, in Kampan she 1s in fact chaste
The episode 1s related organically to other episodes and to the basic
motive of Kampan's epic—Rama’s mcarnation m order to release
all souls from the misery of this world, and the response of the souls
through bhakts

There are episodes in Valmik: which, for Kampan, are obviously
very mmportant and he dwells on them in great length (Rama’s
marrrage 1s described by Kampan m five chapters) Sometimes
Valmik: has no more than one or two lmes where Kampan elaborates
an entire episode There 1s also a tremendous difference between
Valmiki and Kampan in form, Kampan’s poem 1s rather like a
string of self-contained and individual stanzas, in contrast to Vil-
miki’s majestic epic flow of thousands of §lokas In about 40 ooo
lines Kampan has used, with extreme skill, go different variations
of kali, viruttam and furar metres

The changes which Kampan mtroduced are not necessarily im-
provements In fact, 1t might be argued that the more crude, the
more straightforward, more heroic and dignmified version of Valmiki,
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which has many a feature of a “morality tale”, of a Marchen and a
chanson de geste, has not really much improved by Kampan's delicate
and sophisticated touches !

After a macroscopic or telescopic, and probably rather over-
simplified and 1mpressionistic view of the epic we should now try
and take a more proximate, a closer look at two or three small
portions of the great work

Cirppanakai, the sister of Irdvanan, comes into Rama’s presence
“Iike a young peacock, with sweet words, like a swan, a flashing
creeper, like poison, like the daughter of wickedness’” Listen to the
measure of her footfall

pariceyoly viricukulyy pallavama nunka
cericevrya kavicammey civatiya lake
aricohla mariniaryena vannamena minpum
vanciyena navicamena vanicamakal vantdl
(Aranyakkantam, Ciarppanakarp 24)

The fascinating, regular metrical pattern 1s definitely suggestive

of the triumphant, dance-like, wicked rhythm of her gait

What 1s, however, so impressive, 1s the sound-symbolism of this
stanza, by an extremely skillful use of high and front vowels and
palatal consonants, plus the rhythm and the alliterations and conso-
nance placed 1n the crucial slots, Kampan has achieved to convey
the picture of that malevolent, demoniac and weird beauty

2 14 u 4
e 7 0 2
a 28

The front high ¢ and the front ¢ are very frequent (14 + 7,1e 21
1n comparison with 28 a’s, 4 being the most frequent vowel 1n the
overall system of Tamil sounds), among the consonants, the palatals
give the predommant colour to the whole stanza For the Tamil
reader there 1s—apart from the direct acoustic effect of the sounds—
a subconscious assoclation between the palatal cluster -#c- and
thmmgs which are bizarre, uncouth, dangerous, deadly, eg asical

! There have always been voices strongly critical of Kampan, some of them
taking the shape of crude folk-sayings like kampan-vampan ‘K - the bom-
bastic talker’”, or stanzas like the one ascribed to Kalamékam narayananar
narayan ewré kampan néraka varvewrdl vavvewpéw vdlewran vallenpén
naranenyal narveppén ‘“1f K could say Nardyan for (the correct) Nardyanan,
then I shall say var for var " et
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“fear”, kasicamn ‘‘trick”, kwics ‘‘crocodile”, masicam “‘poison”,
pasicam “famme”, puicam “killing”, musical “dying”, varicanam
“trick”, vasicalarn ‘‘serpent” etc The sound-symbolism 15 found,
1n a different layout, in many parts of the poem, and in one and the
same stanza (eg see the sequence of palatal, dentoalveolar and
labial nasals 1 line 3 masisfiarvena annamena wannum, or the
contrast between these consonants and the codas of the last two
feet of the stanza vasicamakal vantal)

Another example m a very different tune, grandeur 1s the
“Lestmotsf”” m these hnes—the grandeur of Ravana, with the grave
and somber notes after his first “taste of defeat at Rama’s hands”

varanam poruta marpum varavyinar velutta tolum

narata munvark kéyrpa nayampala vuraitta n@goum

tarans mauly patium cankaran Rolutta valum

vivamum kalailé potiu verunkaiyd hlankar pukkan
(Yuttakkantam, Kumpakarunanvalarp 1)

“The chest that withstood mammoths,

the shoulders that lifted mountains,

the tongue that spoke words fluent as Narada’s,
and all the ten garlanded crowns, *

the sword given by Sankara

-~

and his valour

all this he left on the battlefield
and empty-handed
entered Lanka”

Third instance Rama, anxious and impatient, awaits Hanuman'’s
return from Lank3, where he went as Rama’s scout to find out
about Sita His very first words, when he appears before Rama

kantanan kaypinuk kanyark kankaldl
tentwar yalaskata hlankail tennakar
antar nayaka vimturatty yaryamum
pantula tuyarn mennanumdy pannuvan

“T saw

the ornament of virtue

with these eyes

in Lanka, the Southern City,

set 1n a swaymg ocean of clear waves'
O Lord of the gods!

Banish all doubt now

and all past suffering!

So said Hanuman™
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This stanza shows of what psychological depth Kampap 1s
capable what 1s the very first word Hanuman utters as soon as he
sees poor anxious Rama ?

kantanan ‘1 saw’.

The most painful anxiety 1s dispelled by this one word Hanuman
saw her But Rama has doubts about Sita’s chastity, is she unharm-
ed and safe and faithful ? To dispel these doubts, Hanuman utters
the next words

kayprnukku amyar “the jewel of chastity”

Now Rama knows Sita 1s alive and well, safe and chaste To
stress his testimony, Hanuman adds now kankaldl "with (my own)
eyes”, and goes on, telling Rama where he saw her 1n Lankd Now,
when Rama knows that Sitad lives and where she 1s, action should
follow, after words, deeds And this 1s precisely what Hanuman
says bamnish all doubt and pain In other words, who has no doubts,
acts The form—that 1s, the metre, the rhythm, the phonic structure
and sound-symbolism of this stanza 1s 1n full unity with its content
the two most frequent vowels are ‘“manly”’, open a and 4, the
consonants are mostly alveolar, retroflex and velar, there are many
occlusives, there are no “soft’” patatals at all the phonaesthetic
effect of this stanza 1s like the sound of a bugle call, like the beat of
a drum, an invitation to battle

The greatness of a poet 1s sometimes revealed 1 apparently small
matters, 1n unexpected flashes exposing a gemus Two nstances
chosen at random from the vast text follow

In the wedding procession, a girl sits upon a she-elephant A
male elephant raises its trunk to caress the she-elephant The
damsel, seated on the female elephant, 1s scared and closes her eyes
with the palms of her hands, but her eyes are so large because of her
curiosity, that her hands will not hide them (putta yanar pinanks
putaysl kar | vanttu etc, Pdlakantam, Eluccip 38) The naughty
suggestion 1s obvious and fits well mnto the erotic atmosphere
(wedding, animal-love, curlosity of the girl)

Another instance one single utterance from Irdvanan cilcoip 13,
but I wonder whether Sita could characterize better her lord Rama
by saying anything else than oru pakal palakindl wywras ivar “if one
knows him but a single day, one would give his Iife (for him) ”

If, 1n one place (Pdlakdntam, Pdywam 2), Kampan says that 1t
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was not easy for him to show the mysterious state of God, he has
succeeded, I think, better than Valmiki, to show Rama as a man
(and hence the title, Irdmdvatiram, ‘The Descent of Rama”’, Iit
“‘the Rama’s becoming an avatdr"). There 1s a phrase which sums up
his conception of Rama. mdmtam vénratanyé ‘truly, human nature
has won'”’ 1

14319 Cf T P Meenakshisundaran, op ¢t p 119



CHAPTER FOURTEEN
THE CITTAR AN ENIGMA

“They are most popular works in Tamil and
there 15 no pure Tamihan, educated or un-
educated, who has not committed to memory
at least a few stanzas from one or other of
them ”(M S Purnahngam Pilla)

Here and there one comes across stray poems m Tamil which
have a number of features in common a protest, sometimes ex-
pressed m very strong terms, agamnst the formalities of life and
rehigion, rough handling of priests and Brahmins n general, denal
of the religious practices and behefs of Brahmanism, and not only
that an opposition against the generally accepted pan-Indian social
doctrine and religious practice, protest agamnst the abuses of temple-
rule, emphasis on the purty of character, claims made by the
authors of these poems that they have acheved certain psycho-
kinetic powers and other capabilities which belong to the sphere
of parapsychological phenomena, use of imaginative and ambiguous
language, rather puzzling, though strongly colloqural, no systematic
doctrical exposttion Finally, all these poems are ascribed to a body
of sages known as the cuttar, the Siddhas

The writings of the cittar belong to the most perplexing and
mtricate pages i the history of Tamml hiterature and culture It 1s
a very provocative puzzle, the flashes of exceptional knowledge
and deep wisdom, and the social and philosophical context of the
writings of the cittar are so stimulating and exciting that one feels
compelled to nvestigate the matter and to try to unravel 1ts
mysteries Besides, some ciéar poems are truly great poetry

Who were the ctttar * What have they written and when did they
write? At present, we are almost unable to answer even these
fundamental questions with any appreciable degree of certanty

Why should it be so? There are at least three major causes for
this highly unsatisfactory state of affarrs First, nobody has ever
published the writings of the Tamil Siddhas » fofo, and 1 a cntical
or even a near-to-critical manner The first modern comprehensive
—but by no means complete—edition of these poems appeared in
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1947 and was reprinted m 1956 * It 1s not even an approximation
to a critical edition (though the editor 1s capable of preparing near-
to-critical editions, as we know e g from his excellent edition of
Iyavyandr Akapporul), 1t lacks the apparatus criticus, there 1s no
commentary on the poems, no notes, reading variations are not
given—in short, the book 1s rather a kind of ““popular print” serving
as an aid to memory for those who profess devotion to the ciffar
We must, nevertheless, be grateful to the editor for having collected
the texts and for having them printed n one handy volume 2

But why this neglect of the writings of the citfar ? It seems that
the texts have been regarded, by the adherents of the citfar move-

1 Cittar nanak kovai, edited by Me Vi Veénukopalap Pillai, Madras, 1947,
2nd ed 1956 Another recent edition 1s Aru Ramandtan’s Ciftar Pdtalkal,
Madras, 1959, 2nd 1963, 3rd 1968

2 The editor admits i the foreword that this 1s not a critical, but a
“‘popular”’ edition He has, however, appended a Tamil-Tamil glossary of
difficult and unusual terms found 1n the texts The edition has 816 pp It
mcludes the works of most of the traditionally quotcd siddhar, the cittarkal
patinenmar, ‘‘the 18 siddhai”, plus the works of Pattmattar who 1s usually
not mcluded among “The Eighteen’, 1t further contains a number of anony-
mous works of similar kind, on the other hand, 1t does not contain the texts
ascribed to some of the traditionally quoted ciffar like Pokanatal, Potakuiu,
Korakkar, Tanvantinn etc —There had been other editions earhier, eg a
fairly comprehensive and good edition by Ramalinga Mudaliyar, Periya
#anak kovar, 1899, m 2 vols The works of individual siddha poets were also
published, c¢f eg Rajagopala Pilla1 who m 1915 published a book entitled
Twuvenkatavennum patthnattup pmlloyav  carittva  puranamum, bwup-
patayrvattum (British Museum Libr 14170 dd 69) A few years ago I
performed a prelunmary and informative digging m the library of the BM 1n
London, the hibrary contains a large number of manuscripts ot citfar works
The Mackenzie Collection (BM 620 g 34) contains a long list of 1items con-
nected directly or indirectly with the Siddhar (e g Agastya’s “‘autobio-
graphy’’ plus a list of 38 works ascribed to him, p 228, LIII, or, on p 2571,
Agastya Vyakarana described as ‘“‘a short grammar of the Tamuil language
attributed to the sage Agastya, but the genume work 1s supposed not to be in
existence’’) It also seems that Det Kongelike Bibliotek n Copenhagen con-
tains under Cod Tamoul 10, 39, and 48 some cittar texts (Rdmatévar patal,
Akattiya cittivam, and Cottarpataltvattu) The more interesting and promising
1tems 1in the BM may be found under the following numbers Oriental 1008
Magic, Orient 1048 Medical, Orient 5004, Onient 11726, and especially
Orient 11727 (Civavakkiyar), Orient 11729 (Ramatévar), Orient 11736
(Civavakkiyar) further Or 11736 15 AC and Or 11727 15 AC Butlam
sure there 1s much more The obvious first prerequisite for any further
serious work on the Tamuil Siddhars seems to be, therefore, to unearth all
published and especially unpublished (manuscript) texts collected mm such
libraries as the BM, Copengahen’s Royal Library, Lisabon, the Vatican,
Bibliothéque nationale m Paris, etc, and, second, to prepare an annotated
catalogue of these works After the texts are gathered and classified, a critical
edition at least of the basic cittar works may be contemplated
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ment themselves, as esoteric teaching, hence almost no commen-
taries, no expository hterature, and no handy editions On the
other hand, orthodox Hindus in Tamilnad have always had a deep-
rooted prejudice against the Siddhas They tended to ignore them,
even to suppress them, the works of the Siddhas were uncared for,
neglected, and even destroyed ?

Another reason why the study of this fascinating body of literature
has so far been unsuccessful derives probably from the fact that
1t has not been approached and discussed from the right angle:
1f mentioned and commented upon at all, this was done 1n 1solation,
and not 1 the context of very similar or almost 1dentical philosgph-
1cal, social and literary movements m other parts of Indlaﬁ\‘The
Siddhas m Tamilnad are certamly not an 1solated and umque body
of freethinkers, but part of a very general tradition, well-spread in
space and time 1n medieval India—the tradition of the siddhdchar-
yas, who are, again, part of a larger dgamuc, tantric and yogic
tradition of India Any further study of the Tamil cittar should
be performed against the background of and in relation to this
pan-Indian siddhdchdrya movement |

Probably the most important reason why Siddhar texts remain
enigmatic to us has already been hintedat Unlkee g the "Cankam’
poetry or the Culappahkdram, these texts are fully alive in the sense
that they are until this day used and followed 1n daily yoga practice,
but unlike the bhak# hymns, which are “open’ texts, the ciffar texts
are “‘closed” their only ““true”, authentic “‘esoteric’ interpretation
may be revealed by oral instruction, through a gwru 1n other
words, 1t may be gathered from the cittar themselves—and there
are a number of Siddha teachers at large in Tamilnad even today
I am happy to say that some of my data in this chapter were
graciously supplied by two Siddha yogis in Madras early 1n 1968

We do not know when the citfar tradition and the cittar line
begins 1n Tamilnad As an undercurrent, 1t might have been there

1 Cf Ma Campaciva Pillal, Twunawmararwlaka arayecr 210 ‘“‘cawa
camayattar tapittu upakaritta cawa camaya kuvavavkal kavpitta valiyaik
karpprirtiu olukum carva makkalum cittar nialar nokkavum carward ? ovukdlum
waryar”’ Cf what Taylor has to say 1n his catalogue (under Szzvavﬁkkwam)
T was told some years ago, that the ascetics (Pandarams) of the Saiva class
seek after copies of this poem with avidity and uniformly destroy every copy
they find It s by consequence rather scarce and chiefly preserved by native
Chrnistians’”” Hemrich, Nau, mn his very imteresting Prolegomena (Zwickau,

1920), says die Werke der Sidhars (sind) von éivaistischen Zeloten,
besonders den Pandarams, systematisch verfalscht und beseitigt worden”



THE CITTAR AN ENIGMA 221

since very early times Yoga and tantrism are truly archaic and
pan-Indian Whenever the 18 citfar are enumerated traditionally
in Tamilnad, one begins with Tirumilar Tirumilar 1s undoubtedly
one of the direct and most influential forerunners of the movement
At the other end of the line in time stands Tayumanavar (17006-
1744), a real grant of Tamil rehigious and philosophical poetry, who
may be considered as a direct descendant of the Tamil citiar
Considering Civavakkiyar as the earliest of the great genuine
Tamil Siddhas, we shall probably not be far from truth if we say
that the most important exponents of the movement—or, shall we
say, the greatest and most interesting poefs among the Siddhas >—
that 1s, Civavakkiyar, Pattirakiriyar, Pampatt: Cittar, Itaikkattuc-
cittar and Pattinattar, flourished between the 10th-15th Cent AD?
However, a much broader and wider conception of the Siddha
movement 1n Tamilnad 1s certainly possible, the only one really
unifying and common element of the citfar thus conceived would
be their eclecticism, and their popularity with the masses If we
stretch our conception of the cittar like this, then even the great
Ramalinka Cuvami of the 1gth Century belongs here (as he actually
claims to), and even Subrahmanya Bharati (+ 1921) who said

1 Among the cutar, we have a few Mushim poets, e g Kunankutimastin,
the obscure mystic, who was under strong mfluence of sitfism 1ln Pattinat-
tar’s poems, we find the Telugu pl suff -/» and some other mdications which
seem to point out that the poet belonged to the Vijayanagar period Some
cultar texts mention ntustant pdsar, ‘‘the Hindustan language”, and seem
to be actually translations from some North Indian texts (e g the prose-
passages—a commentary *—of Civaydkacaram mention pasicipu, a guiu
Carantds, Nanak's disciples, etc ) It s clear that even under a more specilic
and narrow conception of the Siddhar movement, we still have to do with
works of very different natuie and very differcnt dates The language ot
most of the cuftar texts 1s too modern to be older than the 15th cent A D Also,
1t 1s an established usage among the Siddhars to assume the names of the
seers of ancient times ‘“There 1s no end to the growth of such apocryphal
works but this does not munimise theiwr greatness and usefulness” (Simon
Casie Chitty, The Tamil Plutarch, ed 1946) Cf also L'Inde classique, 11,
163 ‘“‘Le classement dans ce groupe des Cittar d’auteurs légendaires péle-
méle avec des peisonahtés qui ont des chances d’étre historiques brouille
toute chronologie et oblige pour le moment & 1apporter en block au moyen
age I'élaboration des traités des Cittar, dans lesquels d’ailleurs des additions
trés tardives sont parfois manifestes” An interesting assessment of the
Siddhas may be read in M Srimivasa Aryangar’s Tamil Studies (1914) p 226
“Most of them were plaglarists and 1mpostors Being eaters of opium
and dwellers 1 the land of dreams, their conceit knew no bounds’” Needless
to say that we do not agree in the least

2 And, mm fact, M V Venugopala Pillar has mcluded his Twruvarutpd
tivattu mto his anthology of citfar poetry
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““] am one of the Siddhas of this land!’ But this very wide and very
nebulous conception of the citfar would not be of much use for our
puiposes—or for any purposes, 1n fact

Traditionally, the Tamul Siddhas trace their origin to Agastya
(Akattivan), and to various works on mysticism, worship, medicine
and alchemy ascribed to him?® In the Rgveda a brief reference
accurs to Agastya’s miraculous birth from a pitcher (kumbha), but
otherwise he seems to have been a historical person who composed
hymns, a real Vedic 7s2 In the Mahdbhdrata we already have a
developed story of Agastya, including his marriage with Lopamudra,
a puncess of Vidarbha, the motive of the two dastya kings and
Agastva’s search for wealth, Agastya’s dninking up the waters of
the ocean, and his journey to the South when he prevailed upon the
Vmdhyas to stop growing until he returned—which, however, he
never did In the Ramdyana, Agastya figures, too (he fights the
asuras and rdksasas) But in the early Tamul works, there 1s no
reference to Agastya the sage It 1s only the Mawnimékala, a
Buddhist epic, which knows of the miraculous birth of the sage
and his relation to Vasistha The first reference to Agastya as the
«Father of Tarml” and the first Tamil grammarian 1s m Nakkirar’s
commentary to Iratyanar’s Akapporul (8th Cent ) Later, medieval
commentators, Nacciarkkiniyar (14th Cent) and Péraciriyar
(ca 1300 A D), narrate a number of Agastya-stories and make
lum the “Sage of Potiyil” 2 This Agastya, however, whether he
existed or not,3 15 a very different person (and legendary hero) from
the Siddha Akattiyar It 1s obvious that one or more Siddhas
assumed the name of the ancient, legendary rsz, and there exists a
number of works on medicine and alchemy, but also poetic works,
ascribed 1o an Akattiyar 4

Some of the medical works contain fascinating details Thus e g n

1 Edio MV Venugopala Pilla1 contamns Akastiyar #anam 1-1V (pp
2n7 ff) and Akastiyar sianam V (p 559)

2 Potiyil 1s the southernmost mountain of the Westein Ghats, the Bettigo
of Ptolemy

3 Ct T P Meenakshisundaran (ed The Tamil Plutarch) ‘‘Agastya as a
histonical figure 15 no more than a will o’ the wisp but as a tiadition he
wields an mnfluence which, 1s felt m all walks of Tamilian life”

4 That thes Agastya was a very late author may be seen from two works
ascubed to him, Irumiiyrasicu (a medical treatise) and Pavanacutivvam
(alchemy) m which he speaks about syphilis as parankiwiyat “‘Frankish
discase”, and about quick-silver as parank: pasapam ‘'‘Fiankish remedy”’
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Akattiyar’s Kurundticcitham,' the author discusses seminal
animalcules, discovered m Western medicine by Ludwig Hamm
1n 1677 2 Akattiyar 1s also said to have performed the trephination
of the skull

This brings us to a brief discussion of the cittavasttryam or the
system of Siddha medicine mn Tamilnad It belongs here only
marginally, since 1t 1s hardly a part of literature m the sense we
are discussing 1t here On the other hand, some of the Siddhas were
both poets and physicians, and most 1f not all of the cittar were
vitally mterested—as we shall see—n human body and 1ts health
All of them were undoubtedly yogis

The medical system claims to be original, not derived from the
Ayurvedic system, contrary to the Ayurveda medicinal practice
which seems to have been concerned primarily with herbs and other
organic drugs, the ciitavartiyam—though not adverse to herbs—
makes much use of salts, metals, mneral poisons etc, 1n short
of elements of anorganic nature Sometimes 1t 1s said that the three
basic methods of Siddha medicine are manz, mantiram, and maruniu,
1e astrology, reciting mantras and using’drugs However, according
to some more modern exponents of ‘aittavarttiyam, the Siddha
therapy consists of 1) yoga dsanas, mudras and bandhas (“locks”),
2) of ciirya cikiccar or “‘sun-baths”, and 3) of taking drugs (maruntu)

The great Tirumilar himself spoke about a number of yogic
dasanas (Twrumantwam 541, 543, 545) he recommends pattiram
(‘“leaf-pose”), komukam (“‘cow-pose”), pankayam (“lotus-pose”),
kécary (“lion-pose”), cottiram (= svastikdsana), viram (‘‘heroic pose”’),
cukdtanam (“easy pose”), and mdamutu for taking food, further the
kokku (“cock-pose”’) and one or two other poses According to later
exponents of Siddha yoga, there are eighteen poses, used mn the
therapy (combined with the bandhas and mudras) ®

1 Cf Robeit’s Oriental Illustrations of the Sacved Scvipturves, p 281

2 Cf English Cyclopaedia, Brography, vol 111, p 871 Cf also ‘W Taylor,
Oriental Histovical Manuscripts, wn the Tawmal Language, Vol I, Madras,
1835, pp 135, 172, 175, and Madras Journal of Literature and Science, vol
IX, p 161

$ The eighteen indispensable dsenas (Tam dcawam, dtanam) are 1 salu-
tation (vanakkam), 2 sun-worship (siivyanamaskavam), 3 shoulder integral
pose (carvankdacanam), 4 hish (min), 5 crane (kokku), 6 bow (vil), 7 topsy-
turvy pose (viparitdcamam), 8 half-fish (patr min), 9 plough (kalappar),
10 serpent (pampu), 11 yogic symbol pose (yokamuirdcanam), 12 half
wheel (pat cakkaram), 13 sitting crane (amarnia kokku), 14 locust (veital),
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Breathing 1s of course a most important part of citfa yoga Breath,
pwrdnam, 1s the vital energy, and death, maranam, 1s defined by
Roéma Rsi, one of the classical Siddha therapeutists, as complete
loss of prana pirdnan péyvitta mlar maranam On various practices
of breathing, the Siddhas based their theory and practice of physical
longevity and even immortality According to Roma rist #idnam 13,
a man who 15 one hundred years old breathes 21,600 times per day !
That 1s, during one hour this healthy centenarian breathes goo times,
which will give 15 respirations per mmnute 2 The span of life 1s
mversely proportional to the rate of breathing If the respiration
15 15/min and the length of hfe 100 years, then 18/min gives us
approximately 83 1/3 years But, the respiration 2/min gives us
100 X I5 2 = 750 years, the respiration I/min = I500 years,
and if the respiration 1s o/mun , the span of life1s 100 X 15 0 = 0,
1e mfimity If there 1s no respiration, leading to stoppage of breath,
as in the so-called coritpa camdtz, the yogl attains immortality, since
the span of his Iife 1s infimity Practical consequences, appearing
m citta yoga therapy control your breathmg, unnecessary talk,
slip-shod panting and gasping, unnecessary respiratory muscle
work 1s harmful

Siddha medicine cannot be discussed at length here, since 1t 1s
entirely outside the scope of this book, just as the preoccupation
of the Siddhas with racavdtam or alchemy As M Ehade (Yoga,
2nd ed, 1969, 281) nghtly stresses, m this kind of alchemy we
have no prechemistry, no pre-science, but a spiritual technique,
operating on matter but seeking first to bring about deliverance
and autonomy of spiit “Gold 1s mmmortality” (amrtam dyur
havanyam, Matrdyani Sammid 11,2,2 and elsewhere)—it 1s the one
perfect, solar metal, the symbol of spintual freedom and autonomy
Alchemy 1n the Siddha practice has soteriological function Just as
the cittar work on thewr body, so they also work on matter—to
finish 1t, to make 1t mature, perfect, to change 1t into gold There
1s an occult correspondence between matter and man’s psychophys-
1ical body The vital mnterest of the cittar 1n medicine and alchemy

15 supine pose (vagrolt mutrdacanam), 16 kneeling pose (supia vajracanam),
17 triangular pose (mukkondcapam), 18 corpse (cavacanam)

1 ylakattsl manitarkkam antu niyé [ dm envé wupatio vaywratidiu [ aru niru
cuvdcam alld ovu nalakkup pom

2 According to Western medicine, 1t 1s 18 / mm
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1s no accident, 1t 1s closely connected with their religion and
philosophy, as will be shown later

Who 1s a Siddha ? A Siddha 1s one who has attamed siddhs (Tamail
cittr), ie. “‘power, prowess, strength, ability”’, then a special kind of
psychic and supernatural, miraculous, occult power There are
eight kinds of this specific power

1 amwmd (Skt amiman) “shrinking”, the faculty of reducing one-
self to the size of an atom,

2 makimd (Skt mahiman) “Ulimitability”, the power of increasing
one’s size without limit,

3 lakima (Skt laghiman) “hightness”,

4 pwatts (Skt kamdvasayitva) “fulfillment of desires”, the power
of attamning everything desired,

5 pwakamayam (Skt prakdmya) ‘‘irresistible will”, the power to
overcome natural objects and go anywhere,

6 icattwvam (Skt isuva) “supremacy’’, dominion over ammate
and mnanimate nature,

7 vacittuvam (Skt vasitva) “dominion over the elements”, the
power of changing the course of nature and assuming any form,

8 karvmd (Skt gariman) “weight”, the power of rendening the
body immaterial and able to penetrate matter

Accordmg to Vanmiks ciittira sidnam 3, by purifying the mind
and attaimng perfection one becomes a ciffan, he 1s mdeed fit to
be called Siva”” 1 A classical definition of the Siddhas 1s given by
the great Tirumilar “Those who live 1n yoga and see the divine
hight (ok) and power (cakiz) through yoga are the cittar” (Twru-
maniiram 1490)

Tirumiilar’s Tiwrumantiram 1s very probably the spring and source
of all dgamac texts in Tamml This 1s the other stream of religious and
philosophical thought which ran parallel with the bhakts movement,
only 1t was much less conspicuous and much more “esoteric” The
poet, philosopher and yogi Tirumiilar might have hived sometime
m the 7th Cent A D, since he prays to Vindyaka in his mvocatory
stanza, and since he 1s mentioned by Cuntarar m Trruttontatiokal,
st 5 (7621) The work became part of the Saiva canon (of 1ts Toth
Twumurar) In his yogic passages, Tirumiilar 1s clearly indebted
to Patatjall's Yogasiitras and to the Mandikyopamsad The

1 corantu manat telwakic cévrnidn ciutan | cwactva avanavanen rurarkka
lame

15



220 THE CITTAR AN ENIGMA

Tirumantivam 1s the greatest treatment of yoga in Tamil literature,
and more than that the Saiva Siddhinta philosophy as such takes
3t origim from this marvellous text In spite of the simple style, the
text is often obscure, since 1t uses a wide varety of symbolism,
especially numerical symbolism *

Tirwmantryam contains very many features which are typical
tor Siddha writings Thus 1t attacks caste-system and the Brahmins,
whom 1t calls foolish and gluttonous 2 Though the text contains
stanzas which have devotional character (e g 712, 1651, 1816, 2104,
2058), much more accent 1s on yoga and knowledge The body 1s
valued as the temple of God,® and as a fit instrument for the soul
m 1ts career of self-disciphine and search of God (307, 724) Tiru-
miilar 1s sharply opposed to the ultraemotional type of bhakis
God, for him, 1s “light” and “lustre” (cots, cutar), he 15 ommnipresent,
ommnipotent, creator of all, one, the divine potter (kucavan), the
divine bull (nant), above all sects, creeds and religious groups
Like m later Siddhas, and 1n contrast to bhakts, m Twumantivam
there 1s total absence of the local cult, of “henolocotheism”, there
are almost no references to the worship of God through arccands
m temples The Siddhas have not built up a umfied system of
philosophy The same 1s true of Twumantiram However, this
collection of more than 3000 quatramns in the kaliwirutiam metre 18
the earliest work m Tamil to contan Saiva dgamuc matter, and
though Tirumilar’s thought ¢ 1s not identical with later Saiva
Siddhanta, 1t 1s 1ts source, as stressed above

Tirumilar was a great poet-philosopher, one of the greatest poets
of symbolism m Tamul hiterature For those who follow the Siddha
teachings, he 1s “‘the most ancient of the Tamil yoga Siddhas”
To us, some parts of his Terumantiram are ‘‘a masterpiece of mystic
wisdom, robust philosophy and moving poetry”

In what follows I shall discuss some of the features which are
typical for all or almost all citfar as a body of thinkers

' Thuseg ancu “five” mmay mean, according to context, the live senses, or
the five elements, or the five ‘“‘sacred’’ lejgers, etc

2 Cf Twumantwam 231 ‘‘The Brahmi@s are truly without tiuth and
knowledge, without devotion, they are gluttonous and foolish’” Cf also
opyé kulamum oruvané tevanum “There 15 one humanity and one god”

3 1823 wullam perunkoyil dn utampu dlayam

4 Accord to A V Subramama Aiyar, Tirumilar was probably an advaitic
vedantin {cf 116, 1789, 2820), cf the pratyabhyiia school of Kashmir
Sarvism It 1s believed that he came to Tamilnad from Kashnur
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First, m sharp opposition to the bhaktr tradition, they refuse to
allow themselves be carried away by idol-worship m particular
temples Cf Civavakkiyar st 126 ‘tévar kallum dvard “Should gods
become stones?”’ Pattinattir m XI,16, smgs ‘I cannot exalt
the polished stone or the moulded lime or the burnished brass,
1t 15 true that within my heart 1 have set his two feet sumilar to
gold Now I do not need anything more”

The mnd, the heart, 15 the temple of God, and God enters the
heart 1n a mysterious way, like “coconut water mto coconut shell”
“The Lord came and made a temple of my heart here, entering 1t mn
the same way m which fresh water gets mto the reddish young
coconut” !

Second, 1n contrast to bhakts which emphasizes passionate
devotion to God, to the istadevatd, the citar emphasize knowledge
(siapam), yoga practice, and character, moral behaviour, night
conduct Anger (képam), lust (dcat), egoism (akankdram) are the
worst sins According to Akattiyar 7,1, if the mind 15 n the right
disposition, 1t 1s unnecessary to say prayeis

Third, almost all Siddhas rase a protest agamst caste and
castelsm catr ydvat(un) ét(w)atd “What ts caste?” asks Civavakkryar
m st 47 And Pattirakiri mn his Lamentations 126 cnes YO when
will come the day when we shall live without caste-cistinctions?”

We are primarily 1nterested m the Siddhas’ conception of God,
body and soul, sarma and remcarnation, since these are the key-
problems of Indian philosophy The whole atmosphere of the Siddha
thinking 15 empirical and experimental Their writings are not in
the nature of clear-cut formahzed statements of any well-defined
doctrine, hence 1t 1s difficult to extricate a philosophical system
out of their w.itings, at least at the present state of our knowledge
of their works, but 1t 1s possible to point out a few essential features,
and one day, when their writings are better known, 1t should be
possible to state theiwr philosophy more explicitely

There 15 god, or rather godhead, deity, czvam, without hmitation,
who, by force of sheer custom, carries the name cevan, S1va (almost
all of them are Samvites but Civavakkiyar—to quote just one
—_— AL

1 Civavakkiyar 31 Cevya fenks lZyilaniv cérnta kdra nankalpdl | aryan
vantin kevnulam pukuntu koyil kontavap And agam mn 33 koyil um manat-
tule, hulankal wm wmoanattulé “‘temples are within your minds, temple-tanks
are withmn your nunds”

2 manamaly cemmaryandal mantiram ceprkka vénid manramatu cem-
maryandl mantiras cemmaryame
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example—glonfies also Visnu) The paramdtma 1s 1dentical with
Jivdtmd, with uywy “goul, ife-force’’; and #yir does not exist apart
from wtal “body”’, just as body has no hife without wysr If body 1s
destroyed, soul, hife 1s destroyed Hence it 1s necessary to protect
and cherish the body There 1s an 1mportant stanza in Tirumiilar
which has become one of the corner-stones of ci#far thinking

1f body 15 destroyed, soul 1s destroyed,

and one will not attain true powerful knowledge

Having acquired the skill to foster the body,

I cherished the body, and I fostered the soul

Hence the obsession of the Siddhas with the dream of eternal
youth and splendid health, or at least with the possibility to prolong
individual life, and hence the preoccupation with medicine The
Siddhas professed that there was no mncurable disease, and that 1t
was possible to mamtaimn eternal youth It was possible, so they
maintained, to get over the five hmitations of naras, “grey hair”,
fivas, “dim viston”’, mappu, “old age”’, noy, “disease’’, and maranam,
«“death” Roma Risi says exphcitely in Ndpam 12 “If you ask what
1s the sign (atarydlam) of coritpa mutts (= true liberation of body
and spirit), 1t 1s the physical body (tla tekam) aglow with the fire
(of 1mmortality)”

Karma and remncarnation are simply and forcefully refuted God,
‘the ancient one”’, ‘“‘the ommpotent”, “the divine potter”, 1s not
directly engaged 1n the three actions of creation, preservation and
destruction Those who actually re-create and procreate, foster,
preserve and destroy the world, including themselves, are men and
women 1n their actions, one of which, and a very important one,
1s the sexual union

The world 1s real, not illusory It exists and endures because of
the ignorance of the soul, of the spinit. Mdyd, cosmic 1illusion,
endured by man as long as he 1s blinded by ignorance, makes
possible the maintenance of the material world Liberation (muttr)
—1in contrast to bhaktr—is achieved through knowledge, 1t 15 a
liberation from the idea of evil and pain Suffering ceases as soon
as one understands that 1t 15 exterior to Self It 1s destroyed by
1gnoring 1t as sufferng This true knowledge 1s obtaned i enstasis
(samddhs) which 1s achieved by practice, by physiological yogic
techmques

Poetry was not the primary concern of the Siddhas They were
ignorant of, or indifferent to, the complicated poetics of the post-
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classical age The rhythm of their stanzas 1s simple, robust, un-
refined, remimiscent of folk songs One of them, Pampatti Cittar,
sings verses n the metre used by snake-charmers Itaikkattu
Cittar sings as if he were a shepherd They use many colloquial
forms like asicu for auntu “frve’, varcca for vastia “placed”’, enkutu for
enkiyatu it says”, etc

They are not free from ambiguous and obscure passages, and
some portions of their works are so obscure that Gover mn his well-
known book Folk-Songs of Southern India (1871) suggested that
the obscure chiaroscuro passages are mischievous interpolations
intended to ridicule the ciffar and weaken their impact on the
people Indeed a nawve and ridiculous statement! Whenever the
Siddhas use ambiguous language, 1t 1s on purpose, they are obscure
because they want to be obscure Their obscure language 15 an
important device by the means of which they can at the same time
address both a casual listener as well as an adept of greater spintual
awareness who reads a deep mystic interpretation mto their verses
Thus the dancing pampu “snake”” may be interpreted as one’s own
heart or soul, the akappéy 1s the darmonion 1n one’s own soul, or
the devil of human mind, etc In fact, according to the hving citlar
tradition, the texts are a closed mystic treasure-box bound by
the Lock of 1ignorance, and only a practising Siddha yogi 1s able to
unlock the poems and reveal thewr true meaning

1 will now discuss 1 some detail two of the Tamil Siddha poets,
Civavakkiyar and Pattipattar The first because he 1s typical, the
second, because he 1s not

All m all, 527 stanzas are ascribed to Civavakkiyar, probably
one of the earliest, 1f not the earliest of the great Tamil Siddha
poets 1 In some respects, he is the greatest rebel against religious
orthodoxy, sacerdotalism, and the Hindu “establishment”

“What does 1¢ mean - a Paraiya woman?
What 1s 1t - 2 Brahmin woman ?

1 The earlier Pattinattar of the 1oth-11th Century refers to Civavakkiyar
m his poem Twuvilarmarutiiy mummanikkovas 11 33 A strange story (i
Kuvuparampara pwapavam, ed K Kirusnamdacarnyar, 1909) mamtamns that
Civavakkiyar the Siddha converted to Vaisnavism and became one of the
greatest Vaisnava poets under the name Tirumalicar Alvar It s a fact that
tus poems are m tiruccanta virutiam metre just like the poems of the Vaisnava
poet, even more curious 1s the fact that there 1s a number of stanzas ascribed
to both poets which are nearly 1dentical Were these two indeed one and the
same person, or did the 1conoclastic Saivite citfar copy the Vasnava mystic ?
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Is there any difference in them
1n flesh, skin or bones?
What 1s the d:fference i1f you sleep
with a Paraiya or a Brahmm woman?”

(38)

He also rejects the division between Saivites and Vaisnavites
Agam and again he speaks of Rama but, at the same time, he
extolls Siva and $aivism ! He denounces the Brahminical way of
life, he repudiates the authority of the Vedas and condemns 1dol
worship in temples

“What are temples ? What are bathing tanks?

Fools who worship 1 temples and tanks!
Temples are mn the mind Tanks are in the mind

(33)

“You say that Siva 1s n bricks and granite,

1n the red-rubbed lingam, in copper and brass'

If you could learn to know yourself first,

the God 1n temple will dance and sing within you

(34)

Recalling the scheme S; S, O, O, which we used when structurally
analysing bhakti hymns, we observe in the poetry of the Siddhas
complete negation of O, One cannot say at all what 1s God, how
he 13 God 1s described almost exclusively 1n negative terms, in
what he 1s not This 1s 1n sharp contrast with the dhakfs conception
of a personal, individualized God having so many attributes and
residing 1n a particular form 1n a particular shrine

1

“The lazy ones say Far away, far away, far away (1s God)
The paraparam (Supreme Being) 1s spread everywhere on earth and
in the skies
O you poor dumb ones, runnmng through towns and country and
jungles, suffering m search,
Know well that Godhead 1s right there within you, and stand still!’

(14)

Observe how he describes God ap pardparam ‘‘that supreme
thing”, spread everywhere (enkumdy paranta), and bemng within men
(ummul) In another stanza, Civavakkiyar identifies civam, the
Absolute, with arwwu, knowledge This 1s, of course, nothing new,
again we may point back to Tirumiilar who says “Those who say
that knowledge and civam are two (different) things, are ignorant”

1 entar vama rama vaima vaimavenyum namamé, st 10, cwayam enra atcd-
ram crvan wukkum atcavam
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Thas arwwn or sianam 1 1s naturally not the discursive kind of know-
ledge found 1n the texts

“O you who proclaim yourselves the yogis of knowledge,

who search after knowledge 1n books!

You do not know your own hearts -

there you should search after the light of knowledge!

Knowing the unique Lord who 1s knowledge,

there 1s nothing else than the truth we proclaimed!”
(453)

Elsewhere Crvavakkiyar speaks of those who drag the burden
of books and blabber lies True knowledge 1s empirical and ex-
perimental

One of the most powerful stanzas of all his poems 1s the one 1n
which he plainly refutes the theory of transmigration, 1t deserves

to be quoted fully

karanta pal mularppukd katanta venney morpuka
utantu pona cankinocar yuyirkalum utaypuki
vrmtapi vubirnta Rayuwm mintu poy marampuka
wantavar pirappa tillar yillavylar yillaryé

‘ (46)
“Milk does not return to the uddery nor butter to butter-milk
Nor the Iife within the sea-shell, when 1t breaks, to its body
The blown flower, the fallen fruit do not return to the tree
The dead are not born, never, never, never!”’

Civavakkiyar also ridicules many ritual and social customs
and practices thus e g saliva, which 1s considered by the Hindus
as something utterly unclean, he refuses to regard as unclean in
itself In st 479 he says “Why should you be so fussy about eccil,
about saliva? Why—honey 1s the bee’s saliva, the beetle’s spittle
1s on the flower, the cow’s milk 1tself 1s mixed with the saliva of
the calf” 2 And he laughs at those who bathe for cleanliness’ sake
and yet are impure 1n their hearts (cf stanzas 207, 209 etc)

Civavakkiyar’s poetry shows that there had been a school of
thought in Tamilnad that repudiated caste and stood for absolute
equality of all in the religious and social practices His great con-
tribution to Tamul literature lies in the fact that he has used,
1 A rather late highly philosophical Siddha text (Cwananta potam) 1s a
dispute m dialogue form between mawam ‘“‘mund’”’ and arwu ‘‘knowledge,
wisdom” The interesting thing 1s that the ignorant mind speaks m prose,
whereas the supreme knowledge speaks 1n verse

2 varcca veccil tém alé vantr wmeccil pivald | karccw tanl vaittutan kayanta
palum eccilé




232 THE CITTAR AN ENIGMA

probably for the first time 1n Tamil writing, the common 1diom of
the people, both 1n syntax and lexis On the whole, he 1s a powerful,
independent, crude and often striking poet, who 1s definitely worth
reading

In the concluding remark on Civavakkiyar I cannot abstamn from
quoting one of his stanzas which llustrates the “purposeful obscurity”
of the cittar diction (st 221)

akara kara nathle yanéka neka rivpamay
ukdra kara nathlé yurutta vittu muranan
makara kara nathlé mayankukira varyakam
crkara kara nathlé telinta técr vayamé

““Like so many forms he stands - through the sound «,
having dressed himself n shapes - through the sound «,
the world confused - through the sound ma,

1t became clear as civ@yam - through the sound ¢z ”

This may mdeed seem ‘‘closed by the lock of ignorance” How-
ever the sound a (akdram) 1s the symbol of begmning, and of the
Primeval Lord (cf Pampatt: Cittar 5 dh tévan, also Twukkural
1) who 1s eternal and ommipresent, in many forms, the sound w
stands for wru, wruwvn which means ‘“shape, form”, 1e matenal
shapes, the sound ma symbolizes mayakkam “bewilderment, con-
fusion”, also mdyd “illusion of creation” (so important in yoga
philosophy), and ¢ 15 of course the first syllable of civdyam, 1 e
namacwdyam, the sacred “five letters”, the mystic formula of
Sarvism and Siddhism In other words, the quatrain contains a
whole theology God 1s the eternal and ommnipresent Lord, clad
i material forms, dispeling the confusion and ignorance of the
world by the mystic doctrine of namacivayam Schematically.

a = Supreme God

w = 1n many maternal forms

m(a) = 1n real world existing because of ignorance

¢t = removed by the doctrine and practice of
cwayam

Reading the first ““letters” of the quatrain vertically, we get the
greatest and the most potent manira a + u -+ m + c1 = aum,
1e om ci(vdyanama)

The greatest poet among the Tamil Siddhas 1s undoubtedly
Pattmattir It 1s very probable that at least two poets hide under
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this name, an earlier one (roth-1rth Cent A D), whose five poems 2
were mcluded 1nto the 11th book of the Sawvite canon (Twrumuras),
and a later one, the true ciffar, probably of the Viyjayanagara period,
of the 14th Cent A D The earher Pattipattaris a Saiva ndyanmdr,
a bhakt: poet wnting 1 grand style of literary Taml a poetry of
charming descriptions and captivating similes, but, at the same
time, picturing the ephemeral nature of physical pleasures and
human sufferings in very dark colours (and this he has in common
with the later Pattinattar)

However, here we are not concerned with the poems of this
earber Pattmattir We shall discuss Pattipatitar the Great,
Pattimattar the Siddha, the author of the 632 stanzas and 207 lines
going under the name Pathnattdr Pdtal, a poet who probably
belonged to the 14th-15th Cent A D Together with Tayumapavar
and Ramalinka Cuvam, he 1s the most popular religious poet of
South Indian Sarvism In this great poet, we have a yogic ascetic,
a man of revolt against Brahmanic and ritualistic social order, as
well as a samnt with mellowed and sublimated outlook, a bard
singing of sadness in this world, but also accepting this world with
almost cheerful resignation '

The very first lines of his songs sound like blows of a hammer

purantana wakkum wantana prrakkum
tonrima mararyywm mayantana Lonrum
punarntana priywn pirntana punarum
wvappana veruppam veyuppana vuvappam etc

“ Those who are born, die, the dead are born,
those that appear, disappeai, those who vamsh, appear,
who jomn, sepa.ate, those that separate, jom
Joys become hateful, hatreds become joys

’

Pattinattir, in most of his poems, 1s the great relativist and the
great pessimist of Tamil lhiterature ILife 15 a tragedy, an eternal
mterplay of contradictions and antinomues, a le, “a tale told by
an 1dwt”

““Uttering hes so much that your tongue cracks
Hoarding riches and wealth
You he with women who know no good

And bring forth children
So rapidly, so readity

1 Koyl nanmanmmdalar, Twukkalumala mummarakkovar, Twuviiar mavuliy
mummanikkovar, Twu Ekampamutaryvar twruwvantatr, Twuvorrnyiy orupd
orupakin
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Like the poor white ants that come out when earth cracks!
You do not know how to foster them
You will not forsake them
You have put your foot mnto a hole

m the bole of a tree
Like the monkey that removed the wedge
You are caught to stay and suffer,
You are caught,
You!”

(XTI 65)

His language 1s cruel, fierce and direct mn his treatment of woman
as the seat of filth and temptation, and of man as the seat of
vileness and egoism

“T loved this mortal vessel stuffed with blabbering air,
this leather bag for rice, this torn sack wrapped 1 flesh,
this stinking body, cow-stable of lust,
and roamed about and begged,
o Ekampan of Kafici, Lord!”

(11 27)

“The fire says It 1s mue But the worm, too, says It’s mine
And this earth says Well, 1t’s mine But the kite says
It 1s mme And the jackal says It’s mine
And wants to devour 1t And the mean dog says It’s for me!
This stinking body I cherished with love
And what was the use?”

(XI 26)

“The treasury of msolence, the granary of anger,
the palace from which ignorance does not depart,
the home of falsehood, this rag of a body,
full of lust and flirting, 1ts towering weapon
swelling mto skies'

How to attamn wisdom

i worshipping you?”’

(XTI 55)

Woman’s beauty 1s to him the most detestable thing on earth
In seventy lines he strips woman totally of her glamour “I shall
now teach something all those men / who have been enjoying
and loving and taking women 1n lust'”’ And he describes the female
body as a bag of filth The belly, compared by poets to a banian
leaf, 15 a shaking screen of dirt and dregs, the breasts, compared
to lotus-buds, are 1n fact two hangmg dried-up pouches, parched
and full of inner heat, scratched by the finger-nails of lusty men
The neck 1s full of sweat and dust and filth, and out of the hellish
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mouth spurts porson And so on and so forth As we see, there 1s a
very notable difference between Pattmattar and the early ciftar
they liked their own body, they wanted to cherish and foster and
preserve 1t, 1n order to use 1t for yogic techniques Pattinattar, in this
respect, 1s actually more of a ‘classical’ yogi than a Siddha according
to Patatijali (Yogasitras II 40), physical purification produces
disgust with one’s own body, and cessation of contact with other
bodies—a point in which “classical” yoga and the “magical”, Stddha
yoga differ significantly
While the early cittar are full of confidence and self-respect,
Pattipattar and his disciple, the poet Pattirakiriyar (Bhadragir,
who composed the heart-rending Moamng cry of true wisdom,
Meyidianappulampal) show a kind of spintual frustration, a
passionate longing for peace, even in death, for deliverance, for
Iiberation Their songs are pathetic outcries ending with passionate
wails, personal God returns, not to the extent we know 1 classical
bhaktr, but mdicating that we are on the road to Tadyumanavar
and Ramalimkar In Pattipattir’s and Pattirakinyar’s writings
there 1s almost no trace of that self-confidence, of the proud and
sure knowledge of a Tirumiilar or Civdvakkiyar Listen to Pattmat-
tar XV 1 wmidilam ariyén muteyu mubwaryén “I do not know the
beginning, I do not know the ultimateend " Or XV 5 ““The earth
devoured me who desired earth, and the desire of gold and women
(ponndcar pendcar) do not want to leave me!” XV 13 “Fear and
egoism refuse to go” The notion of s, the feeling of shame, of
self-humiliation—these are new and unheard of notes in cittar
creations
In Pattinattar, there 1s almost always a mixture of cynicism and
pathetic helplessness, of vile abuse—abuse of self, of women, of
the sinners—and moving appeal He has composed a number of
beggary stanzas, too, with a particular charm of their own
“For the cool mist
there are tight rags
There’s rice 1n every house,
just beg and eat
And when you are aroused,
there are fine harlots roaming 1n the street
Why then grow weary of this world ?
O heart! To be so sore each day!” (XI 15)
There are hardly more moving “beggary stanzas” in Tamil
literature than the following
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“When cold wind blows

and the sun 1s gone,

there 15 an old abandoned dress—

just take 1t

and cover your body

All the world over

there’s everywhere an outside porch

to hie down and to sleep

When hunger comes,

there’s Siva to give

O heart!

There’s indeed nothing which we lack

The cittar tradition—especially the Siddha vaidya, the Siddha

medicine—is fully alive So are most of the citfar songs One can
hear them sung often by wandering religious mendicants “To
denounce today caste, worship mn temples and rehigious and agamic
rituals does not require much courage, but to have done so 1n the
centuries mn which the Taml Siddhars hived required extraordinary
heroism and strength of conviction” ! A knowledge of the works
of the cuttar 1s absolutly necessary to have a correct perspective
of the civilization of the Tamuls, of therr rehigious, social and hiterary

history

1’

1 A V Subramama Aiyar, The Poetry and the Philosophy of the Taml
Siddhars, Tirunelvels, 1957, p 82



CHAPTER FIFTEEN

ARUNAKIRI, THE GREAT MAGICIAN

Arunakiri 1 1s the essence and condensation of a type probably
the greatest language-tamer among Tamil poets, certainly one of
the greatest formalists in Tamil hterature yJAnd that 1s also why
some scholars would say of him and lis work “‘As religion and as
poetry his verses are not much .  (they show) a revelling 1n the
erotic element first and then a religious reaction against it His
other works are mere word-jugglery for the lover of literature” 2

Why this judgement? Because this wizard of language and
thythm has indeed reached the dangerous brink between true
poetry and mere formahstic skill Some of his lines are indeed
clever, sophisticated, expert bijoutry But most of his poems are
brilliant jewels, ghttering and glowmg with emeralds, rubues,
amethysts and carbuncles, with gold and pearls

At the same time, Arunakir 1s the:sum and substance of that
type of Tamil poets who have achieved a complete and harmontous
mtegration of two cultures: Sanskrtic and Tamil In this type,
there 15 a total penetration of the Tamil structure by the Sanskrit
structure, and the result 1s a happy and immensely rich blend In
Arunakiri, 1t 1s an ambrosial amalgam above all 1n the expression-
side of his poetry, 1n language and prosody Even 1n stanzas which
are very heavily Sanskritized,® the final effect 1s marvellous, e g

ltalampukal kavériydl vilar

cola mantala mité manokara

raca kemprra natdlum nayaka
vayalird

“Q lord of the fields,
o prince who rules

1 The name Arunakirt or Arunakirinitar means ‘‘(The lord of) the Aruna-
lull (of the fiery hill, o, mountain of light)”, 1 e of Arundcalam The poet was
born 1in Tiruvannamala:, under the Arunicalam mountain, much later, 1n
our century, the place became the site of the ds$ram founded by Sri Ramana
Maharsi

2 C and H Jesudasan, op c1f pp 212-213

3 Considered to be a grave smn by some critics ‘““His poetry 1s heavily
packed with Sanskrit words” C and H Jesudasan, op ¢ p 212
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above the vast and charming kingdom,
the Cholamandalam, fertile by Kavéu
famous for 1ts seven shrines ”
Here, the ratio 1s about 609, of Tamil words to 409, of Sanskrit
But in the next stanza
tipa mankala coti naménama
tiya ampala lild namonama
téva kudicara para namonama
arultaray
there 1s less than 309%, of Tamil items and more than 709, of
Sanskrit loanwords Observe the cantam, the rhythmic pattern
tdna tdnana tind tandnana,
this 1s maintamed throughout the stanza, ending with tdnandnd
arultardy
Two of the four main properties of Arunakiri’s songs are revealed
in this stanza 1mmensely rich vocabulary ! having as 1ts source the
treasures of Tamil as well as of Sanskrnit,  and cantam or regular
rhythmic pattern
The term and notion of cantam needs somewhat detailed discus-
ston Historically, 1t means an assault of Sanskritic, mdtrd-type
and syllabic-based (“syllabic” 1n our Western sense) metrics on the
mdigenous metrical system of Tamil which was not syllabic, but
acar-based (cf the begmning of Chapter 5) cantam 1s a ngidly set
pattern of rhythm, based on syllabic quantity The beginmngs of
1ts influence mm Tamil prosody are naturally connected with the
adoption of fixed melody-types (pan) for poetry which 1s identified
with (devotional) singing. Poetry as (devotional) song set to a
fixed melody evolved in Saiva and Vaisnava bhakti texts, and hence
also the first poets who employed, on the Sanskritic models,
quantitative prosody of the cantam (chandas) type, were Campantar
and Tirumalica1 Alvar, two early Saiva and Vaisnava bhaktas ® The

! “Words, maishalled with rhymes and alliterations mterspeised, break
from him m a deluge”” C and H Jesudasan, op cit p 212

¢ In a sense, Arunakin’s god 1s also a happy blend of the two cultures, and
his two wives symbolize this fact Teyvaydnai, the daughter of Indra,
stands for Sanskrit, Valli for Tamil Murukan himself has been always
considered the prmce of poets, ¢f Kumarakuruparar’s mvocation ‘O
Prince Bard of Cankam literature!”’

3 The poets noted for skillful use of cantam were, after Tirumalica1 Alvar
(3th Cent ) who has probably been the one most responsible for 1ts mtroduc-
tion mto Tamil prosody (in his Twuccantaviruitam) Tirumankar Alvar,
Pattinattdr the Elder, Nampiyantar Nampi, Cayankontar, Ottakkuttan,
\lli, and, of course, Arunakiri
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mfluence of canfam grew steadily until 1t reached 1ts peak in the
poems of Arunakir1 1 This 1s part of the process whereby the connec-
tion between poetry and music becomes closer and closer, more
and more mtimate, until the kir#tana: is born—a form in which
music 1s as indispensable as the text itself And Arunakiri’s
Twuppukal, smging the ‘praise of the Lord’, 1s one of the basic
foundations of kirftanar, only 1t has no refrain yet, no pallave (hke
kirttanaz) )

In thought-content and themes, Arunakiri 1s one of the peaks in
a particular line of bhakt: poets, another poet of the same line—yet
dafferent because deeper, because more of a thinker and mystic
than Arunakiri, and less of a poet, yet basically belonging to the
same type—Tayumanavar®(1706-17.44), admired and loved Aruna-
kir1, and praised him more than once, e g

aryd avunakivy appd unarppola
meyydka or col vilampinar yar

“O sir, Arunakir, friend, who ever uttered such true words as
you?” And elsewhere he speaks about him as maturam poliyum
arunakwe, “‘Arunakiri, who pours forth sweetness”

Typical s also the legend of the peet’s ife, 1t 1s a characteristically
late bhakir legend The hero leads a wretched hfe Without his
personal mernt, and so to say in the last moment, God mn his
mercy intervenes, turming the scoundrel into a saint, mto a bhakia
and nto a poet And once more the deity 1s localized m a particular
South Indian shrine, under the Arunicalam mountain

Arunakir1 was born 1 Tiruvanndmala: and spent his young years
as a rioter, good-for-nothing brawler, drunkard and unbndled
seducer of women Everyone despaired of him The most unhappy
of all was his sister, who was the only one that kept a place for him
1 her heart, when all others turned their back on him because with
progressing years his lack of self-control and his daring mcreased

The poet describes 1n vivid colours this stage of his life, speaking
about his kdmukan akappatia dcar, “the passions of a lewd man”,

A poem n cantam has, 1 addition to other formal propeities (prosodic
pattern, fota:, 1e ‘‘rhymes”, alliteration, assonance etc), a ngdly set
rhythmic pattern m terms of syllabic quantity E g m Twuppukal 418
tirsnakaluldovm | irupuyamurare | tivumurukandma | pevumal kan , the cantam
1S tdna tdna tdnd'na | tdna tdna tdnd@'na | tdna tdna tdnd'na | tdna t@'nd, 1 e

AV IRV u-—u/uv (] u——v/u\, [Sxw] u—u/uu———
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about his vilawmdtar kawviyil kannalwow vastta puttr “blind mind
guded only by the senses mflamed by harlots”

After having ruined his health! and reputation and having
become a real menace to society, he one day tried to commit
suicide, disgusted with life and with himself, and unable to bear
the pains of his ruined body He threw himself into the abyss from
the northern tower of the famous Tiruvannamala: temple to end
his wretched hife

However—he did not shatter his limbs by the terrible fall, but
landed softly in the arms of a holy man who just at that moment
appeared unexpectedly at the bottom of the gopura and who was
none else but the god Murukan himself After having thus saved
Arunakir’s Iife he expelled from his heart the threefold craving—
manndcar ponndcar penndcar—the desire for earth, gold and women,
he touched with the pomnt of his spear Arunakiri’s tongue and
exclamed i pdtuka' Sing! Naturally, Arunakirt was in no mood
to sing, not to mention the fact that he did not know how or what
to sing And so Lord Murukan himself sang the first verse beginning
with the words muttastaru pattithrunakas kurupara ‘O my guru

with the lovely smile of your pearl-like teeth!”

The next moment Arunakirt was a new person Even the physical
signs of his deterioration vanished from his depraved face and body,
and Arunakiri, young, handsome and pure, burst mto streams of
beautiful songs, which amazed the crowds, led by his sister

From that day Arunakiri became the most ardent devotee of
Murukan, wandering from temple to temple throughout Tamilnad,
praising hife and God 1n verses which have no hke n Tamul iterature

Thus far the legend

About the real Arunakir1 we know very little He himself mentions
a ruler by name of Praudhadevaraya, who probably 1s noé\eGlse than
the noted Deva Raya II, the Vijayanagara king known as Gajabéte-
kara “Hunter of elephants” He was a great patron of poets and
a great builder, reigning from 1426 t1ll 1446 On the other hand, a
Sansknt poet, Rajendra Kavi, who hived 1n the 15th Cent , speaks
of a Sarvabhauma Dindima Kawvi as of his father, and there 1s some
reason to identify this kave with Arunakiri

Arunakirn left behind a huge poetic work 1367 stanzas of Twrup-
pukal, praises of Murukan, the eternally young, the handsome lover

1 According to one version, he suffered from a stomach (or duodenal)
ulcer, according to another version, from a venereal disease



A South Indian wood-carving from Tamilnad. Property of the author.
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and warrior, symbol of youth and strength, victory, of movement
and change m hfe and nature, the patron of poets and god of
travellers Apart form Twuppukal, Arunakin 1s the author of many
hundreds of other poems, forming several large collections (the
chief among them being Kantaralankiram of 1oz stanzas and
Kantarawupiity of 51 stanzas), imbued with tremendous knowledge
of mythology and legends, and characterized by perfection of form
and sovereign command of diction and prosody

The work of Arunakinn may be described as rehgious, lyncal
hymnody, mterwoven with Saiva Siddhanta philosophic doctrines,
and fed profusedly by Aryan and indigenous mythology At the same
tume, however, his poetry has a vitality gushing from the poet’s
own mner experience, the poet’s all-embracing and glowing love for
all aspects of life, from the beauty of a pearl or an emerald through
flowers, birds, beasts to men—especially women—and ultimately
for God

" Several streams converge and merge 1 his work the hymnic
tradition of Saiva and Vaisnava bhakfz, the reflective stream of
Saiva Siddhanta philosophy, the ancient inheritance of bardic
poetry, both puram and akam, the vast resources of Aryan mytho-
logy, the deep wells of indigenous Tamil myths and legends connect-
ed with the cult of Murukan, and, last but not least, his own
shattering hife-experience.

There are basically poems of three types i Arunakiri’s work
lyrical poetry of personal experience with rich autobiographical
material, reflective lyrical poetry with elements of philosophy, and
straightforward hymns praising Lord Murukag | 1)

If we apply the scheme of the segments S, S 0,0, we see that all
these segments are usnally present, but the Segments S,0, are
predominant As an illustration, here 1s Twuppukal 200 The first
portion comprises segments (5;)S,

“I was ensnared and smitten with love
of maids whose tresses are fiagrant mght,
1 was attached to mountain-hke breasts
of women arousing lust,

fed by desirous lips
of females skilled in Madana’s tricks!”

Next comes the segment O,

“But you have never forgotten
your friendship,

16



242 ARUNAKIRINATAR

you have not left me alone

enmeshed 1n desire,

you have endured my sins

and you gave your grace

to lrve 1 the shade of your sacred feet
and grasp your eternal bliss!”’

And, finally, O, which 1s quite developed

“QO Guha, master of Siva,

lover of Valli, your bride!

You dwell in Tiruvérakam

on Kavirr’s northern shores

with fully-grown shady groves,

sweet child of Umai, Ganesa’s brother,
great hero, destroyer of demoniac pride!”’

0, 15 of course based on both Sanskrntic and Tamil mythology
Guha1s Aryan—but the lover of Valliis Tamil, child of Umay, brother
of Ganesa, destroyer of the demons 1s probably Sanskritic, but he
who lives m Tiruvérakam on the shores of Kaviri 1s indigenous

“Those women
with swaying breasts
lovely red hands
filled with bangles
as they jingle
with dark cloud-like tresses
where bees sing
and soft beseechmg words like the &uyil
lovely as the five-coloured parrots
their voices honey

fish-like eyes

vielng

warm with fear
then forehead a crescent moon
By them I was lured
n their magical ways
mto this sea of birth
Your slave am I
Help me reach the shore
of your brave noble feet
Conquer and bless me”

(Twuppukal 11, 26)
(Transl S Kokilam)

This motive appears again and agamn Arunakiri, the sinner and
Arunakini, the samnt, temptation and redemption Though the
material and the form are very much alike, yet no two stanzas
repeat themselves 1 a dull and uninteresting manner
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“Two tusks of black elephants

are those mountamous breasts

sparkling with gold chains

Lovely forehead

lovelier than the crescent moon

Are they sharp spears

those beautiful eyes?

Like the dark mightfall

therr tresses flow

They come these women

who trade for wealth

with sweet words

with soft caresses

These lewd women lured me

mto their homes

mto a hife filled with karma

This wasted sinner

Give me the strength

to reach your noble feet

Give me the joy of enhghtenment”
(Transl S Kokilam)

In the second type of Arunakmri’s poetry—the philosophical
stanzas with no autobrographical material—the segments (O,) O, are
usually the only segments present As aneillustration, a perfectly
beautiful quatrain form Kantararupite (51) may be quoted First
the music of the original

urnv@y aruvay ulat@y Jatzy

maruvay malariy mamyay olyayk
karuvay wyway katryay Vil yayk
kuruvay varuwvay arulvay kukapé

“You who have form and who are formless,
you who are both being and non-bemng,
who are the fragrance and the blossom,
who are the jewel and 1ts lustre,

who are the seed of life and life itself,
who are the mode and act of existence,
who are supreme guru, come

and bestow vour grace, o Guha”

I suggest that this stanza 1s no “word-jugglery” but perfection
itself—as far as philosophic poetry goes—both in thought-content
and 1n form a whole philosophy 1s expressed m three lines of poetry
which sounds Iike music This 1 Arunakiri’s real greatness. he has
reached extreme himits in his masterly use of the phonaesthetic
qualities of Tamul, and such stanzas are therefore untranslatable
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I mentioned two properties of his poetry® his exceptionally
copious vocabulary, and the use of canfam, the other two prop-
erties are his supreme skill in vannam or ‘colour of sounds’, and
n the écar or ‘basic tone and rhythmic flow’ of his stanzas

vanmam (Skt wvarna) 1s the prevalent phonaesthetic quality of
a stanza, determined by the quantitative relations and structural
positions of vocord and contord phonemes Arunakir 15 famous for
this feature of his poems The stanza from Kantaranupitr which
was just quoted 1s an nstance of a prevalent wtaryina vannam or
“sonant, hquid colour” (prevalence of v,7,,,v, /, [) The stanza 1s,
however, carefully patterned from the pomnt of its thought-content,
too—the basic principle being that of positive negative pairs and
pairs of actor action or result

uru(vu) “form’ aru(vu) ‘‘formlessness”
ulatu “existence”’ slatu ‘“‘non-existence’”’
malar “blossom’’ maru “fragrance’”
mans “jewel” ols “lustre”

karu “seed” wuyir “life”

katr “mode” vt “‘act”

Some of his poems are a blend of reflection and prayer, hike the
followmg one (Twuppukal VI 186)

“We need clothes
to dress
Rich drink to quench our thirst
To be resplendent lovely attire
water and perfumes
To cure ills medicine
A young wife for a home
A cottage to rest
as protector of kith and kin
Life passes by
as 1t withers aimless
So
be merciful to me
Give me the knowledge
of realization
Redeem me from this karma
the swirtling mountain of hfe
Wil there come a day
when you will reach this slave?”
(Transl S Kokilam)

Finally, as an mstance of the pure prayers, praises, hymns
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addressed to Murukan, we have chosen one mn which Arunakiri the
bhakta ponts to himself as a maid of the Lord (Twuppukal V 69):

“Lord with the spear

worshipped by

the spouse of the mountain kings’ daughter
the spouse of the daughter of learning
the spouse of the daughter of wealth
You

with the deer of the millet fields

with the deer of the heavenly groves
1n love embraced

1n your merciful arms

Rescue

this daughter of the earth

where great poets stray

with your golden-rayed spear

residing on the hills of Tiruttani

You 1edeem those lonely followers

all day mounted

on your beautiful peacock

O pnide of prides!

Those bedecked women

with luring words

mingled with the sounds of horns
and the call of black kuy1ls from the shore
echo of the sea

merged with waves of thoughts

From the murderous arrows of Manmatan
rescue this woman with creeper-like waist
from bemng destroyed mn sorrows

You adorned with the Aura flower

grant me your garland of katappa blossoms
strung round your wide arms!”’

(Transl S Kokilam)

When two great poets meet, we may expect a happy outcome
This 1s 1n fact the case of a stanza of Arunakin, translated mto
Enghsh by Subrahmanya Bharati (1882-1921), and published in
his Agme and Other Poems

“Like a child unto the barren womb,
Like a mine of new-found treasures,

Like a floor of diamonds,
so be my songs

Like the wilful embrace of Love’s soft bosom,
Like a string of the purest gems,
Like a garden of fragrant blossoms,
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Like the river that descends from heaven,
even so be my songs
Like the daughter of the ocean,

Like eyes unto poets,
Like a stream full to the brim easy to drink of,
Like the vase of the nectar of Thy beauty,
So be my wondrous songs of love,
by Thy grace, o Lord”

Lastly, there 1s one more feature of Arunakirt’s poetry that
should be mentioned his conception of Murukan True to the
ancient, almost pre-historic tradition, Murukan and Tamil are one
for Arunakin Murukan, the “lion who presides over the famous
bards of powerful speech’ (Tirumurukdrruppatar), 1s the supreme
patron of poetry, and the god of the Tamil language

“The bridegroom of Valh

with tresses adorned with garlands
1s ready to foster

even those who curse and abuse—
1 threefold Tamil!”

And, elsewhere, Arunakiri cries out, full of rapture, 1n verses mn
which Tamil and Sansknt blend in resonant music

muttamal vitva
vindtal kita!
marravar oppud

viipa! tipal
“O beauty, o wisdom of thiee-fold Tamal'
O song!

Incomparable, unique Form !
O light!”



CHAPTER SIXTEEN

THE PROSE OF THE COMMENTATORS

“Like the oil pressed out of sesamum-seed,
so grammar derives from literature”

The primacy of hiterature before grammar was mentioned 1n our
discussion of the Tolkippryam. Analogically, before there was a
commentary, #raz, there must have been the original text, milam
Although, according to Pérdciyar (13th Cent A D), there had
been a time when there were no commentaries, and literary works
were easily understood by everyone,! 1t seems nowadays almost
unbelievable that there could have been such a golden age We can
hardly imagine a classical text without a commentary And there
are texts to which the commentaries are considered decidedly more
important and relevant than the text -tself 2

Although there exists a hmited number of commentaries in verse
in Tamzil, this 1s not typmalﬁ(’\nd yet, for the development of
Tamil hterature, 1t 1s 1important that‘ some modern poets, notably
Bharatidasan and Kannadasan, composed a few works as ‘“‘com-
mentartes” 1n verse upon anclent classical texts.“}But, generally
speaking, 1t 1s the prose-commentaries one usually has m mind
when discussing the mmportant cultural phenomenon which 1s
called wraz 5

I speak about a ‘cultural phenomenon’ on purpose The existence
of a live commentatorial tradition, and the origin and development
of a rich commentatorial iterature, presuppose a specific cultural
atmosphere and a certain outlook which may be characterized m
terms of a number of more or less well-defined, constituent elements
like “return to classicism”, “unquestioned authority of the original

Y Tolk Marapryal ss 98, 101, Périciriyar’s comm

2 E g Nakkirar's celebrated commentary to Iraryandr Akapporul ahas
Kalaviyal

5 Cf U Ve Camatawyar, Twuvalluvarum tirukkuralum, 8

& Cf Paratitican (Bharatidasan) Kavitaikal, znd vol, contamnng a
“yerse-commentary’’ on some Kuyuniokar poems, and Kannadasan’s poetic
comments upon Muttolidgywam

5 For the etymology of the two basic terms miilam < Sanskr miila-
“root, base, fundament, basic, origmal text”, wras (Dr ?) “word, speech,
word of praise, comment, commentary, to say, speak, utter, comment”’
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text”, “mitiatory structure of learning”’, “urge toward ratiocination,
mtellection and learned classification for their own sake’’, “positive,
appreciative criticism’’, and, basically, the concept of the division
of the totality of recorded hiterature into underlying texts (mdlam)
and comments upon them (uraz) * These conditions were prevalent
1m a high degree mm Tamilnad between the 12th-16th centuries, but
especially 1n the 13th-15th centunes, the “golden age” of the com-
mentators There wasa defimte “return to classicism” {to the great
classical literature of the “Cankam’ and post-‘‘Cankam’ epoch) n
the works of such men as Parimeélalakar (14th Cent ),2 the authority
of the ornigmal text went unquestioned, and hence the criticism of
the commentator was always positive and appreciative the com-
mentator paraphrased, analysed, explamed the meaning of the
onginal text (quite often misunderstanding the original author),
questioning or even refuting the views of other commentators, but
never the views of the original author, for the entire recorded
literature was divided mnto the miilam, the original texts, “revealed”
by sage-poets or by poets revered and respected because they were
anclent and aged, and wras, the prosaic commentaries where dis-
agreement and polemics were quite welcome, finally, there was
the tendency to systematize, Lo be as exhaustive and as exphat as
possible, reading became study

The earhiest commentaries, however, were obviously brief answers
1o students’ questions concernmg 1solated items obscure, un-
intelligible words and difficult grammatical forms, technical terms,
allusions to histoncal events, etc Some of such old commentaries
(or fragments of such commentaries} have actually been preserved,
and later commentaries, modelled upon these, are in existence
They are characteristic for their brevity, terseness, economy
of language and style Sometimes such commentaries are hardly
more than collections of annotations and remarks, as e g an old
anonymous commentary to go poems of Akandndry Such collec-
tions of annotations were appended to (and in modern times
printed along withj the original text under the term kurippurar or
‘““annotations” (it ‘“‘note-commentaries”’)

! It 1s significant that, m this respect, the bkaks hymns, especially Saiva
bhaktr Iiterature, were not considered ‘“‘hiterature” they were not supposed
to be commented upon, there was a sort of tabu on any commentig upon
these hymns

: Cf S Vawyapun Pillai, Tamilc cutar manikal, p 198
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Somewhat more exphait and detailed commentaries (like the old
anonymous commentary to Purandndyu or Parimélalakar’s commen-
ry on Parvpdtal) are called poluppuras or ““abstracts’, “‘summaries”

In course of time, commentaries became more mnvolved and
intricate, then form developed with the growth of ideas and the
emergence of critical and polemic approach toward the opimions of
former generations of scholars, and finally, after the texts were
recorded i wnting, much more complicated patterns evolved,
including quotations of a number of examples, polemic passages,
etc These detailed, complicated commentaries are termed virrvurar
or vwnitturas, “detailed commentanes, dissertations”, and vilakkuras,
wlakkavurar, “exemphiying commentary”

There can be hardly any doubt that, origmally, commentaries
were transmitted orally in the same way as the underlying literary
texts This fact 15 explicitely mentioned e g 1n the famous com-
mentary of Nakkirar (8th Cent A D) to Iraryandr Akapporul. It
says wnt urar natantu vantavdyu collutum ““Now we shall reveal the
way {dru) how the commentary came down {to us] (natanty vanta)”,
and 1t goes on to report how the commentary passed from Nakkirar
to his son, etc, and how, finally, after }gé.vmg passed through eight
generations of schohasts, 1t was finally fixed by a Nilakantan of
Mucin

The orgin of the commentaries may be sought in discourses
between the teachers and the students, in other words, i the
mitiatory and personal structure of learming There are many
commentaries which still retam the character of vendvitar—<questi-
tions (and} answers” In most commentaries, statements are inter-
rupted with brief questions like emmpar “what?”’ or atu ennanam
“How 1s that " Many statements are mntroduced with phrases hke
altu ennanam epsn, it “1f you say how s that” or wcittiram ennuta-
hirrd vepip “if you ask whether this 1s what this séfra says”, which
show that such statements are in fact answers to questions Such
phrases became estabhshed and recurrent formulae 1 course
of time

As time went by, the great classical commentaries became 1n
part unintelligible Thus a need arose to comment upon them, and
the super-commentaries or commentaries on commentaries (urazk-
kurar) were born A typical case 1s, e g , that of the great commen-
tary of Parimélalakar on the ““Sacred Kural”’ In the 17th Century,
T Irattina Kavirdyar composed a commentary to Parimélalakar’s
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commentary (called Nunporul mdlar) Another super-commentary
was written mn 1869, and another n 1885 (by Murugesa Mudahar)
We have, i addition, five other modern commentaries which
comment upon Parimélalakar’s classical work

{The function of a commentary should, ideally—according to the
traditional view—Dbe,

a) to spht and dissect, analyze and examine the text word by
word and to give, i paraphrase, the meaning of each item in the
text,

b) to quote examples and 1llustrations, and parallel loc: from
other texts,

¢) to discuss, mn form of questions and answers, the merits and
dements of other opinions,

In actual practice, there are not many commentaries which attain
such perfection ! But, according to an old stanza, a commentary
should be a tool as useful to the student as “a style 1s to the gold-
smith”, “a rod to the carpenter’”, and as sharp as “a diamond
needle”

There are many kinds of commentaries, the classification based
usually on the exhaustiveness and expliciteness of the commentary,
or on the various aspects on which this or that commentary con-
centrates It seems that from the earliest times (1e from the age
of the earliest extant recorded commentary, Nakkirar on [zaryandr
Kalaviyal, 8th Cent A D), four types of commentaries were
distinguished

1 karutturar should reflect and explain the sense of the text
(karuttu = “‘thought sense”),

2 kannaltturar should spht the utterances into constituent
words and give the gloss for each word (kannalivu 1s the lerminus
techmcus for the process of “dissolving”” the sandhi—the syntacto-
phonemic and morphophonemic rules—and sphtting up a stretch
of text mto 1solated words), also termed patavurar, it “word-
commentary’’,

3 poluppuras, the abstract, the summary of the text (polippu,
“compendium, digest, synopsis”), also termed mutipu, ‘‘summary”’),

1 As llustration of a medieval commentary, the Appendix to this chapter
gives a very brief segment of Atiydrkkunallir’s classical commentary to the
Culappatikaram
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4 akalavuras or akalam the detailed and elaborate exposition
with examples and discussions (akalam, ht ‘‘breadth, width”)

The best commentaries usually combine all these aspects and
procedures Thus eg U V Cuvaminit’aiyar’s Commentary on
Kuruntokai (1937) proceeds along the following scheme 1) varia
lectiones (textual vanations, pwatipétam, abbrewiation p-m), 2)
“word-commentary’’ (patavurar) ,3) summary (mutipu), 4) basic
sense, basic 1dea (karuttu), 5) detailed exposition (vicélavurar) -
cluding parallehsms and concordances

Later, many sub-types of commentaries were added, so that e g
the medieval grammar Viracolsyam (11th Cent A D)} enumerates
14 kinds of commentanes

A special kind of commentary 1s the arumpatavurar or “‘glossary
(of unusual, rare terms)”

There 15 another and very basic classification of the commen-
taries ! or rather of the entire expository and exegetic literature into

a) kdntikar, which paraphrases the text, explains the meaning
of the orgmal (usually i form of questions and answers), and
gwves llustrations, and

b) wvwrutts, which, m addition to the functions mentioned above,
critically evaluates other commentaries, engages in discussion, and
supplements the text with 1ts own dita

The prefatory verses—paywam (or puravurar)—to a work can
also be considered as a sort of commentary smnce they provide
mformation (usually embodying current oral tradition) about the
author’s name, origin, education and learning, about his patron,
etc 2 There are two basic types of prefatory verses the potu paywram,
““general preface”, and the cirappu paywram, ‘specific preface” Later,
however, there was some development 1n this genre, too, and the
late medieval state of affairs may be symbolized by the following
diagram

L Cf Nauwiil, Potuppaywam 21-22

¢ Tt should also give the title of the book and explam 1t Traditionally, a
book should be entitled in either of the following five manners 1 according
to its author, e g Akattiyan (written by Agastya), 2 according to its patron
(e g Ilantwaryam), 3 accordng to its size and/or the number of its parts
(e g Pawmrupatalam, it ‘12 chapters’), 4 according to 1ts content and
importance (e g Kalaviyal ‘“The Treatise on Secret Love”), 5 by an “ar-
bitrary” or “primitive” descriptive term (e g Nikantu “Dictionary”)
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payivam

to the milam to the wrar

11 potupp@viam I 2 cvappuppaywam 21 wrarppaywam 2 2 wracrvappuppaytvanm

1 21 tlavcwvappupp aywam 1 22 wurawappuppaywam

1 1 —general preface (invocatory verses, in praise of a deity, m
praise of Taml, etc ), not dealing specifically with the work

1 2 —specific preface concerning the work

1 21 —subjective assessment of the work, expresses the attitude
of the author toward the work and provides information about
the author

1 22 —objective assessment of the work, dealing with the excellence
of the work, usually 1n verse

2 1 —composed as a preface to the book by the commentator

2 2 —dealing with the excellence of the commentary and the praise
of the commentator, usually 1n verse

By the time of the standard medieval Tamil grammar Nanndl
(it “The Good Book™, begmning of 12th Cent ), a more or less fixed
and rather elaborate conception how an expository book (nil)
should look like had developed, and 1s formulated by the author of
the grammar, Pavananti

1) It must have two prefaces, the “general preface” and the
“specific preface” (aphonsms 1-3)

2) It must have a place m one of the three orders of a literary
work, the primary, original (mutal), the deductive, derived (vals), the
supporting or supplemental (putaz, carpu) (5-8)

3) Tt must be advantageous for the reader his quest after one
or the other of the four grand objects—virtue, wealth, pleasure
or deliverance (9)

4) Tt must agree with one or more of the 7 principles of author-
ship (10)

5) It must avoid the ten basic faults to say too little, to say too
much, tautology, contradiction, employment of nappropriate terms,
mystification, to begin with another subject, to mtroduce another
subject, gradual loss of vigour and tone, useless verbosity (1)



THE PROSE OF THE COMMENTATORS 253

6) It must possess the ten beauties brevity, elucidative powet,
sweetness, juncture of well-chosen words, rhythm, comprehen-
stveness of language, orderly arrangement, congruity, usefullness,
clanty (12)

7) It must possess the 32 niceties (uffz) (13)

8) It must be composed in terms of ottu (section), patalam
(chapter) and cittiram (sitra, aphorism) An aphorism of expository
literature must follow another aphorism in regular and natural
order like the flow of a river, 1t must have “lion’s look’ (1e “look”
forward and backward}, it must “leap with ease Iike a frog”, and
1t must grasp 1ts subject as a hawk grasps its prey (15-18)

g) Finally, 1t 1s proper that 1t has commentaries (20-22)

From the pomt of view of this particular book, the main im-
portance of the commentaries lies 1 the fact that they represent
long stretches of prose-writing, reflecting the evolution of standard
Iiterary Tamil prose ! in the course of an entire millennium However,
apart from the tremendous role they played in the origin and devel-
lopment of Tamil prose, the commentaries are of paramount
importance m many other ways '

We know of the existence of a nuinber of Tamil literary works
only from the data provided by commentaries They have preserved
names of writers and titles of works which have otherwise got lost
More impoitant than that, the commentators, 1 giving illustrations
and examples, have preserved a number of verses and lines of lost
works, or stray individual poems (tantpdtal) which would have
otherwise never reached us Of particular mterest and import 1s
the fact that they have conserved folklore material (tales, proverbs,
even folksongs) A wealth of cultural and sociological material has
also been amassed by the commentators

The commentaries have also great value for the historical hnguist,
reflecting the development of the language of a particular type—
the expository style of Standard Tamil—through almost ten
centurles And there 1s of course their primary function to comment
upon the original texts

The prose of the commentators has always been a powerful
accumulator which could be utilized and resorted to by the “makers
of modern Tamil”. There 1s, 1n fact, a direct connection between
the great medieval commentators and the makers of modern Tamul

1 Here—w—e should add of one particular style, the exegetic, expository
style
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Many of the prose writers of the 18th and 19th Centuries were, at
the same time, scholars, editors, and commentators themselves and
as direct heirs of the medieval commentatorial and scholastic
tradition, they themselves wrote important commentaries fore-
most among those who were, on the one hand, responsible for the
creation of modern Tamil prose—fiction and non-fiction—and, on
the other hand, composed, themselves, valuable commentaries,
based—in structure, language and style—on the classical medieval
works, were Arumuka Navalar of Jaffna (1822-1876), the great
editor Dr U V Cuvammat’aryar (1855-1942), the great purist
Marai Malar Atikal (1876-1950), and the many-sided Tiru Vi
Kalyanacuntara Mutahyar (1883-1953)

The first full-fledged commentary which has come down to us
1s Nakkirar's commentary on Iraiyapar's Akapporul (ahas Kala-
wyal) 1t probably belongs to the 8th Cent A D, but 1ts final shape
may be later * It 1s so very important because 1t consists of pages
and pages of prose, which seems to grow, quite organically, out of
the most popular classical Tamil metre, the akaval (dciriyam) <“One
Iittle verse of the grammarian 1s dragged out through a wilderness
of ornate, at times, poetic prose Simile and metaphor illuminate
his style, but clanity and simplicity, essential features of good prose,
are absent” 2

I am afraid I can hardly agree with this judgement It 1s true that
Nakkirar’s prose 1s ornate, ‘“poetic”, full of similes and metaphors
But 1t 15 also very plastic, colourful, lively, and not too 1nvolved,
really It 15 of course full of alliterations and assonances, and
T P Meenakshisundaran calls 1t pattunata: “‘singing, melodic prose”
But this “melodiousness” and “ornateness’’ constitutes the excellence
of the commentary, not its drawback T P Meenakshisundaran
obviously considers Nakkirar's commentary an admirable piece of

! According to S Varyapun Pillai, Kaviyakalam (1957), 215-16, 1 1ts
present torm the work 1s indebted to Civakacintamans, and hence could not
have been prio1 to the 1oth-rrth Cent A D The lower lumt, m any case, 1s
provided by the fact that the commentary quotes 325 poems from the
Pantikkovar, a work of piobably late 7th Cent which praises the Pantiya
king Netumadran (640-670 A D) Hence, Nakkirar's commentary cannot be
earlier that the 7th Cent On the other hand, it 1s older than T lamparanar
Late 7th-8th Cent A D seems to be a reasonable estimate for the origmal
text of the commentaiy, at least as far as our knowledge goes Later careful
mvestigation of the text can fix a more preuse date The final shape of the
commentary may be later 1oth-11th Cent A D
2 C and J Jesudasan, Hustory of Tamal Literature, 196-7
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prose, and I quite agree with his evaluation * It seems that Nakkirar,
while composing his melodious, singing, ornate, alliterative utter-
ances, actually heard the rhythm of akaval (a metre which he must
have known extremely well) and listened attentively to the akaval
ocar, the “narrative musical tone” of that metre For this 1s precisely
the rhythm of his prose M V Aravintan, the author of an excellent
book 1 Tamil called Urarydciriyarkal, “Commentators” (Madras,
1968), gives an ilustration which shows how very much 1s, 1n 1ts
structure, Nakkirar’s prose ““akaval-like’’ 2

One of the great qualities of this commentary 1s 1ts liveliness,
the fact that 1t 1s not at all pedantic, not at all dry, we do not find
1 1t those endlessly involved complex sentences where we lose our
breath 1n the search for a finite verb, stumbling across innumerable
boulders of absolutives—constructions which are so cherished by
some of the medieval commentators On the contrary Nakkirar’s
utterances are comparatively short, well-built, balanced, and in
a particularly effective way he knows how to use the combination
of a imite verb form (at the end of an utterance) and an absolutive
or a participle (at the beginning of the next utterance) For all
commentators, analogy 1s the most frequently used weapon
Nakkirar 1s no exception, and his ﬁrose abounds 1n similes, some
of them striking, some of them extremely pleasing He 1s a shrewd
observer, he 1s open-minded, his eyes, too, are open and see clearly
and sharply the real world around him He quotes a number of
classical poems, known to us from the anthologies Sometimes, he
quotes poems which we do not know from any other source

If there 1s a difference between this commentary and all other
later commentaries, 1t 1s i the fact that Nakkirar’s work 1s not
so much a piece of expository and eruditory hiterature as rather
a ‘“poem 1n prose”’ It lacks the deep scholarship, the searching
mtellectualism, the argumentative, even polemic tone—and also
the insolence, pedantism, and errors of later commentaries

There are a few truly great pages and paragraphs in this com-
mentary One of them 1s e g 1n praise of anpu, “affection, love”,
the loving person’s characteristic features are “to die with the

t He calls 1t oru cwvanta urainatandil, “‘an outstanding prosaic work” In
Ninkalum cuvaryunkal (1954), 195-6

? Nakkitar's commentary iunil ceyiar yaré emm, mal vavar puraryrm
matakkital alavayw pal puvar pacunkatirk kulavittinkalark kuyunkanniyika
utarva alalavir cotr avumarark katavul enpatu (ed 1939, p 3)
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dving, to suffer with the suffering, to give generously, to speak
sweet and gentle words, to love ardently in unton and to pine
anxiously n separation” The lover should be “wise, faithful, under-
standing and resolute”, the woman should be “modest, shy, timid
and virtuous”’ Or consider the following similes “like the sandal-
tree, standing scorched and fading mn the summer-heat, when 1t
sprouts again after 1t recerved rain” (cégtiras 3), or this striking one
“she became pale and her heart melted and thawed hke a wax-
figure placed before glowing flame, like a dimmed, blurred reflection
when one blows on the surface of a mirror "

While the underlymng text may be superior to the commentary *
(though I doubt 1t), I think that Tamil was rather fortunate to have
this magnificent piece of prose at the very source of 1ts prosaic
literary tradition sometime in the 8th Cent A D

Ilampiiranar wrote a commentary on the Tolkappryam some time
m the rrth-12th Century His style was compared to a “quietly
flowing deep river’” 2 It 1s clear and simple The sentences are not
too mvolved, comprising usually one, two, three clauses at most,
the choice of words very well-balanced, and though he 1s not a
punist, there are comparatwely very few Sansknt loanwords IfI
should point to a model for polished interpretative, expository style
im Tamil, Ilampiiranar would be undoubtedly the best choice
Cépavaratyar (13th Cent), another commentator on the ancient
grammar, 1s more elegant, more descriptive, his syntax 1s more
mvolved and complicated, and he displays his Sanskrit knowledge

Péracirtyar (13th Cent ) 1s one of the great masters of Tamul prese
According to V.V S Auyar,® “ls style 1s grammatical, graphic
and stmple This 1s the best specimen of elegant and simple prose”
T P Meenakshisundaran finds his style “digmfied” I have to
admire, above all, Péraciriyar’s ability to attune the style of s
writing to the diction and style of the miilam, of the underlymg
text he was commenting upon In the commentary to Tolkdppryam,
his style 1s terse, elegant, sharp, well-chiselled, however, mn the
commentary to Manikkavacakar's Twukkovarydr, 1t 1s mellow,
sweet, melodious, and at the same time, admirably simple

Atiyarkkunallar's commentary on the “Lay of the Anklet” 1s
above all a mine of mformation and data, including some about

1 C and H Jesudasan, op ct p 196
2 M V Aravintan, Urarydcwiyarkal (1968), p 50
3 Tamul—the Language and Luevature, ed 1950, 4
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a number of hiterary works now lost However, his sentences are
complex, long and broad, epic in character His style 1s very high
and learned Occasionally, his commentary reads 1itself like a learned
epic poem

Parimélalakar (2nd half of the r3th—r1st half of the 14th Cent ),
a Brahmin of Kancipuram, 1s considered by many the “prince’” of
Tamil commentators According to V.V S Auyar (0p cif 42), “his
prose . 1s very terse and i some places too brief to be easily
intelhigible Like the style of the great poet whose work he had
taken to annotate, his style also 1s so much compressed in form that
no word 1n a sentence can be removed or substituted without at
the same time damaging compactness of the style Not a single
word he uses unnecessarilly” Parimélalakar 1s, according to my
opinion, very much indebted to Sanskrit sources, and sometimes
he 1s entirely under the spell of ‘Sanskritization’ and ‘Brahminiza-
tion’ I would not go as far as to say that he “twisted the text’” ““to
fit his Brahmin prejudices”, but Brahmanic, Sanskrit sources
certainly enriched and mfluenced his thinking, as well as his
vocabulary and style The one quality which 1s traditionally
attributed to Parimélalakar’s thinking and writing 1s fellu, telvn,
fenmazr, 1e ‘clarity’ This quality gfves him a great power of argu-
mentation, one of the characteristic features of his commentaries

There are, however, students of Tamil who prefer Naccinarkkini-
yar (14th Cent), who may probably be considered as the last of
the great commentators, and I belong to them He was accused of
being “‘prone to looking for his own ideas in the verses’” ! This may
be true, but 1t only shows his origmality and boldness of thought
The same authors admit that “he does have a keen poelic sense
and awareness of word values” Nacciparkkinyar 1s, above all, a
very vivid and vehement author He 1s also very learned, sometimes
tending to display his great learning, and very sophisticated I think,
though, that he honestly tries to be impartial, that his commentaries
show minute and critical observation, a clear mind and a vast erudi-
tion His commentaries may always be classified as veruttrs According
to V.V S Aiyar (0p cit p 41), ‘1t may be said that good prose
writing commences with’”’ Naccmarkkiniyar

The so-called manspravila ? style was accepted as legitimate by

1 C and H Jesudasan, op cit p 216
2 The term means ‘‘(white) pearls + (red) coral”, the pearls usually
symbolize Sanskrit, the coral Tamil According to a Malayalam grammar,

17
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the Sanskrit-ortented Viracolyyam (x1th or 12th Cent A D), a very
interesting grammar writen by Puttiramittiran, a Buddhist Though
manipravilam must be evaluated, mn an overall estimation and
assessment of the history of Tamil language and hiterature, rather
negatively, 1t was a very picturesque, colourful and plastic style
which had 1ts own charm Charactenstic for this hybrid jargon
1s of course the exceedingly high percentage of Sanskrit loans,
between 30-50%, of the total vocabulary in a text {according to a
count by J J Glazov, 1964, the percentage of Sanskrit loans 1n Tamil
vartes from 18 to 259%,) Commentaries were written 1n this language
mainly on Vaisnava bhakir poems To give an instance of this
diction 1n a piece of manipravdla prose contamning approximately
125 words, I counted more than 35 Sanskrit loans including such
tatsama (““‘appropriation’ phase) loan-words like prakdsikka, atiprit,
kastir, etc Lingustically, there are three basic features of mans-
pravila style 1) high number of Sanskrit loan-words, but this
feature alone does not sufficiently characterize manipravila, the
loans must be, mostly, 2) unad¢pted to Taml phonemic system,
1 e must be of the tatsama type, and 3) a great number of structural
features of Sanskrit are translocated into Tamil (eg Sansknt
compounds are borrowed as such, there are many loan-iranslations,
syntactic features of Sansknit are found in Tamil constructions, etc )

The commentatoral tradition has never been quite broken When
we speak about Naccinarkkiniyar as ““the last great commentator”
we should add ““thelast great medieval commentator’”” The particular
cultural and spuitual atmosphere i which the commentaries
thrived and flourished, has never really ceased to exist, not even
today, mnspite of so many clashes between ““tradition” and ““modern-
1ty” Above all, the imtiatory structure of learning still persists,
though 1n a much lesser degree than previously !

In the “period of transition”, when the Tamil country passed

Lilatlakam, manipravala means bhasdasamskviayogam, 1 ¢ ‘‘the union of the
mndigenous speech and Sanskrit”

! Thave had the honour and luck ““to sit at the feet ot a gus u”’, Mahavidvan
M V Venugopala Pillai (born 1896), one of the great teachers of the indi-
genous Tamul scholastic tradition He1s an outstanding editor and glossator,
and and excellent and kind teacher In this connection, I 1ecall the words of
M Ehade (Yoga Immortahty and Freedom, 2nd ed 1959, 5) ‘‘Strictly
speaking, all traditional disciplines o1 crafts are, mm India, taught by
masters and are thus mitiations, for milleniums they have been transmitted
orally, ‘from mouth to ear”’ This fact 1s one of the most important com-
ponents in the atmosphere which produced commentatorial literature
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gradually into Mushm and then Englsh hands, and when Tanul
as a literary language was sadly neglected, the tradition of the
commentaries was still kept alive, and the greatest literary person-
ality from the mutfs, the monasteries, Civafiana Munmivar (} 1783),
was a great commentator—probably a greater commentator and
prose-writer than a poet It 1s especially his monumental com-
mentary on Crvaridnapotam which contains his besl prose-passages

And so we come to those “makers of modern Tamil”, already
mentioned, who were directly indebted, in their prose-writings, to
the commentators of past ages There were many of them, but
probably the most important of those who “‘bridged” medieval and
modern prose, was the controversial Arumuka Navalar (1822-1876)
He was a very prolific writer, editor, translator, and commentator
Besides a great number of origmnal prose-works (narrations of
purdnarc storles m prose, polemic writings against Christian mission-
artes) and 1n addition to some translations (the Bible), he has written
a number of commentaries, the chief of them a kdnitkar urar to
the standard grammar Nannil, and a commentary to Koywlpurdnam
Although today we would probably describe his prose as dry,
pedantic and monotonous, colourless and full of restramnt, he
deserves praise and gratitude for some,of the great changes he
mtroduced, and thus paved way for the wiiters of the “Tamuil
renaissance’”’ First of all, he “broke up”” and “dissolved’” some of the
most rigid rules of sandhz, second, he “‘broke up” long complex
sentences mto brief, clear and simple sentences with fimite verb
forms (instead of using i abundance participles and absolutives)
However, he was decstvely against the use of colloquial, day-to-day
forms and lexical items in written prose, and thus he was to a
certamn extent responsible for the affected, stilted, formal, stift
trends which are characteristic for a kind of Tamil prose even today

But, 1 an over-all assessment of his work, one has to agree
with the opmion of T P Meenakshisundaran who says ““Arumu-
kanavalar of the nineteenth century 1s the father of modern hiterary
prose—the simple, elegant but grammatically correct prose’” !

In the commentaries was thus mcorporated a tremendous force
of potentialities, a generator of syntactic and stylistic possibilities
for a prose-fiction to arise and develop from within And there 1s
no doubt that modern Tamil prose 1s the result of a long devel-

1 C and H Jesudasan, op cit p 176
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opment which has some of 1ts deep roots in the commentaries

The basic change leading to the origin of modern prose-fiction
occurred 1n the conceptual sphere so far, prose was primarily and
almost exclusively reserved for eruditory and interpretative
purposes (in short, for commentaries) In the 1g9th Century, under
the 1mpact of different forces (probably the most decisive among
them Western influences), something else became the subject-
matter of prose-writing The purpose and the function of prose
changed drastically ;

~

APPENDIX 1

Ciappatrkdram XVIII, 11 51

“ ‘0, Sun of burming rays' Is my husband a thief?’
‘He 15 not a thief, o woman with black fish-shaped eyes!
Glowing fire will devour this town!” so said a voice”

Atiyarkkunallar’s commentary on these lines

“Therefore, o Sun with rays, you must know whether my husband
1s a thief So she said, and he declared standing (there) in a bodiless
state Your husband 1s not a thief, o woman, look (how) this town
which proclaimed him a thief, will be devoured by fire

ollers = ‘the fire which will hsten to your command’,
vy ‘this town’ = ‘this town which said this’
unnumvvity ‘will-eat this town’ = swwvirasyunnum ‘will-eat
this town-accusative suffix’, a finite verb”

APPENDIX 2

As an example of those medieval invocatory stanzas in praise
of god (kalavulvdlttu) which usually introduce Tamil poetic works
I g1ve a very close translation of Peruntévanar’s introductory poem
to Puyandniiyu Peruntévapar’s date was probably the gth Cent

In prarse of God Sung by Peruntévandy who composed the Paratam

The perfect ascetic !

with abundant locks of falling hair

and with a jar which knows not want of water 2

He — the protector of all creatures alive

The kourai-flower 3 which smells sweet after the ramns
s chaplet

The konrar-flower—a wreath of many flowers
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on his chest

And the pure wlute bull 4

he rides

The pure white bull

a banner of excellence

Poison % beautifies his neck

Poison praised by the Veda-chanting Brahmans ®
One side of hum shaped into a woman ?

He will Inde and keep within himself

His forehead adorned with crescent moon 3
That crescent moon

praised by all

by everyone ®

1 = Swva, 2 = Ganga, Siva 15 Gangd-dhara, Bearer-of-the-Ganga,
3 = Indian laburnum, Cassia fistula, red I1, C marginata (DED
1808); 4 = Nands, the vehicle of Siva {(cf Mahdbhdrata 13 6401)
The bull also appears on Siva’s banner as his emblem, Siva 1s thus
Vsabha-dhwaja, “He whose banner 1s the bull”, 5 = Siva 15 Nila-
Eantha, “Blue-throated’’, 6 =1n Tamul, marainavil antanar (cf DED,
DEDS 126, 3897), 7 = ¢f Manusmrts 1 32 ‘“He divaided his body
into halves, one was male, the other feréale The male 1n that female
procreates the universe” Hence he 1s called Ardhanarisvara, “The
Hermaphrodite”, 8 = Siva bears on s head as a diadem the
crescent of the fifth-day moon, g =1e the gods (sura), the anti-
gods (asura), the seers (mum), the heavenly musicians of Kubera
(kinmara), the musicians of gods (kimpurusa), the half-vulture
half-mdn (garuda) the guardians of earthly treasures (yaksa), the
demons (rdksasa), the celestial musicians (gandharva), the perfect
ones (stddha), heavenly panegyrists (cdrana), benevolent aerial
spirtts  (mdyddhara), serpents (ndga), ghosts (bhitta), vampires
(vetdla), hosts of stars (tdrdgana), aerial beings (dkdsavdsi), 1n-
habitants of paradise (bhogabhiims)

APPENDIX 3

As an nstance of cirappuppdywam, “The specific preface”, I give
here an Enghsh rendening of the famous and very important preface
to Tolkdppryam by Panamparanar

In the beautiful world
which speaks Tamuil
between

Northern Vénkatam ! and Southern Kumar ?
he explored



262 THE PROSE OF THE COMMENTATORS

the sounds, the words, and the things,3?
and he has fathomed

both the common speech and poetry,*

and mquired 1nto the ancient books ?

1 the land stirred with Straight Tamul,®
and he designed a perfect plan

and gathered knowledge as m faultless words * —
he, the ascetic ®

established 1n ample fame,

who revealed his name as Tolkappiyan ® versed
1 asntiram 1°

surrounded by the surging waves,

and he has shown the system and the order
which staits with sounds

1n a clear and unbewildering course,

and he dispelled the doubts

of the Teacher of Atankotu,t

ripe n the wisdom of the four Vedas,*®
whose tongue resounded with dharma,'®

in the assembly of Pantryan,™

glorious and land-bestowing

1) Ta wvatavénkatam, 1 ¢ probably the modern Tirupati north of
Madras, a place which has been always considered the northern
boundary of Tamilnatu, 2) Ta tenkumart, prob Kumarimunai,
Cape Comorin, but may also refer to the nver Kumar, 3) Ta
eluttu, col, porul, 1e the three main subjects ot the three books
(atukdram) of the grammar, 4) Ta valakku, the colloquial, spoken
language, ceyyul, the poetry, the language of poetry, the hiterary
language, 5) having mquired into (or having observed, having seen
to) the ancient book or books, obviously an allusion to the predeces-
sors of Tolkippiyan in grammatical tradition, 6) Iit “in the land
stirred (mncited, ammated) naturally by Straight Tamul”, 1e
centamal “the correct, standard(?), literary(?) Tamul”, 7) Ths 1s
not quite clear, it ““faultless word(s), speech, utterance”, according
to some commentaries, “as 1n faultless speech, like mn faultless ut-
terances” (adverbially), according to Naccindrkkipiyar, it means
“n the utterances (of the grammar, of the book itself) which are
faultless’” 8) patwmaryon = (Jam) ascetic, 9) Naccinarkkipiyar uses
this occasion to give his account of the legend about Tolkappiyan =
Tiranatimakkmi, 10) awnbrram = the andra grammatical system,
for some “Dravidian”-minded nationalists this sounds too “Aryan”,
and so they read 1t as awn twram, and interpret it as “five-fold skall”
(e eluttu, col, porul, yappu, am), amusing but false 11) Who this
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was, we do not know, the word dcdn 1s 1dentical in meaning with
dcirvyan ‘‘teacher, preceptor, guru” (epigraphic dcirikar, dswriyka),
but also with arukan << Argha-' It occurs frequently in Malayalam
names (cf eg the well-known poet from Kerala, Kumaran Acin)
The commentator says Atankdttdaciriyar, ‘““The teacher of A ™, this
1s one of the data which point {(vaguely) to a connection between the
Tolkappryam and South Kerala, 12) ndnmarar, 13) aram, 14) We
do not know who this Pantiyan king was But 1t again seems to
pomt to Southern Tamilnad or (todays) South Kerala



CHAPTER SEVENTEEN

ORIGINS OF MODERN TAMIL PROSE
THE HISTORICAL AND THE THEORETICAL PROBLEM

The problem of the origin of modern Tamil prose—as seen from
a necessarily simplified perspective—is a twofold one first, purely
historical, and second, theoretical

The fust part of the problem means to trace down and find out,
to list, analyze, classify and explain the external causes and con-
ditions accelerating or mutigating the ongins and development of
modern prose The second part of the problem means to answer a
basic theoretical question 1s prose, as belletristic writing, as a form
of creative literature, basically alien to Tamil (and Indian) culture,
and could and did 1t anse and develop only under predominant
toreign mmpact—or not ? *

I shall not at all attempt to answer these questions, to solve
these problems There are unfortunately almost no vahd Vor-
arberten 1n this field, and only very recently Tamil scholars them-
selves have begun to search for answers to these questions®

In this chapter I shall try to arrange some facts reflecting the
external and internal factors pertaiming to the origins of modern
Tamul prose, especially as far as printing and journalism n 19th
Century Tamilnad 1s concerned

Among the external historical factors we have to distinguish
purely historical and political factors, external cultural factors, and
external 1deological factors

The expansion of French and British rule from the coastal cities
of Calcutta, Bombay, Madras etc, ultimately brought a kind of
peace and order after decades of disorder, fighting and strife It
also brought new system of law, 1t codified indigenous law, 1t
brought opportunity for new jobs etc, and there 1s no wonder that
Indian intellectuals 1n general welcomed the new Pax Britanmica

4 The mntroduction of the then modern science, of the Western concep-

1 The two books 1n Tamil that probably deserve to be mentioned 1n this
connection are X Kailasapathy’s Tama ndval (““Tamil Novel”), Pan
Nilaryam, Madras, 1968, and Mu Va1 Aravintan’s Urarydciriyarkal (‘“The
Commentators”), Madras, 1968
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f10n of humamstic studies, of 1deas of “enlightenment” etc played
an enormous role m the development of mdigenous cultures On
the other hand, we must not forget the immense influence which the
work of early Western Indologists had on the mtellectual élite of
India their editions and translations of ancient Indian texts were
often a kind of revelation to the Indians themselves They brought
them better knowledge of their own cultural traditions, and the
praise and admiration shown by Westerners aroused m Indians
legitimate pride in their own heritage

The most important of the external 1deological factors was—m
the 18th and early 19th Centuries—the confrontation with Chrsti-
anity Especially in the South of India there was massive missionary
activity, both Catholic and Protestant This confrontation meant,
on the one hand, practical acceptance of parts of Christian doctrine
and ethics,! but, at the same time, strong defence and resistance
agamnst 1t The Hindus saw a model which they could adopt for
methods and techmques of their own propaganda and education

More specifically, 1 Taml India (as elsewhere, e g m Bengal),
there was great need felt by the Britith admmistrators to learn the
“yernacular’ The old Portuguese and Latin grammars were 1n-
accessible, dated or mcomprehensible, and indigenous grammars
—anyhow not available yet 1n print—would be of no use for the
beginners So the first “modern’”” grammars of Tamil began to appear,
written partly i Tamil prose, partly in Enghshy Probably the first
of these printed grammars for wider use was A Tamel Eapositor by
Teroovorcaudoo Subroya Mudalar, printed at Madras AD 181132
In 1812, the College of Fort St George was founded m Madras In
this institution (closed on July 21, 1854), Tamul, Telugu, Malayalam,
Kannada and Urdu were taught by mdigenous teachers, the

1 We have i Tamil such early Christian poets as Henry Albert Knshna
Pilla1 (1827-1900), whose Christian hymns ate formally based on the Tévaram

* The ea1ly British administrators, missionaries etc were much 1mpressed
by Tamul culture W Taylor “(Tamul) 1s one of the most copious, refined
and polished languages spoken by man” (quoted by G E Gove1, The Folk-
Songs of Southern India, Madras, 1871, vur-ix) P Percival ““Perthaps no
language combines greater force with equal bievity, and 1t may be asserted
that no human speech 1s more close and philosophic 1 1ts expression as an
exponent of the mmnd” [(quoted :b) E Hoole “God ‘left not Himself
without witness’ among the Tamil people The acqusition of the lan-
guage m which the remains of Tamil wisdom are preserved 1s no easy task
Aptitude, gemus, industry, perseverance, are necessary to the Tamil scholar”
(E J Robison, Taml Wisdom, With an Introduction by the late Rev
Elijah Hoole, London, 1873, 1x-X)
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munshis First principals of this College were Englishmen, Elhs
and Mackenzie, but later they also included Indians, hike Muttusami
Pilla1, and this College was in fact the first centre of Western-
ortented Tamul scholarship The first influentral Tamil scholars of
the first half of the 1gth Cent all taught or were 1n some way
connected with the College Tandavaraya Mudalyar, Muttusam
Pilla1 and others

Another mmportant stitution where the contacts of Western
and Tamuil culture took place daily was the office of the dubashs,
the interpreters

Among early French and Butish admmustrators, the need soon
arose for various hists, mventories, catalogues, registers, accounts,
chronicles etc , m Tamul, bestdes having them m French or Enghsh

All these and similar factors had a defimite trigger-effect acceler-
ating the development of Tamil prose, adequate for such purposes

As far as the classical and medieval Tamil texts were concerned,
there was relative 1ignorance of them among the people Only the
traditional scholar, sometimes 1 private, sometimes 1n #mutls, kept
the knowledge alive One of the reasons for this relative ignorance
was the fact that all literary works were erther in the manuscript
form, or existing only i scholarly oral transmuission, neither of
these traditional channels accessible to the majority of common
people There were no really hive centres of literary and cultural
activities For a few centuries, owing to political and rehgious
reasons, Sanskrit, Urdu, Marath1 and Telugu seem to have been
more prestigious and important than Tamil even in Taminad This
1s no speculation We actually have records and accounts of the
fact that Tamil as a hiterary language was neglected, while the other
languages were decidedly preferred cf the complaints of Patikkacu
Pulavar, a bard of the 17th Cent, who made himself acquaimnted
with this deplorable state of affars during his wanderings all over
the country

In the monasteries or mutts, 1t was a scholastic, highflown type
of compositions which were produced, under a very strong impact
of Sansknt, 1n the 18th Cent, one may observe shght beginnngs
of a reaction agamst the over-all Sanskrtization upheld by such
overbearing Sanskrnit enthusiasts as Swaminatha Desikar

One mmportant factor i the origin of modern prose seems to
be the fact that traditional forms of literary expression became
madequate to express new ideas and new emotions, but, above all,
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to meet new demands and new needs, 1n fact, to express the enture
process of the confrontation of the two cultures

However, the most important external factors, playing an almost
all-decisive part wmn the origmn of modern and popular prose 1n
Tamilnad and m India, were printing and journalism

The very beginnings of printing, sporadic both mm time, space
and output, were all connected with missionary activities Here
was the ongmn of Gonzalves’' Kunistuvavanakkam (1577),t one of
the first 1f not the first book printed n India, Phiip de Melho’s
Tamil New Testament printed 1 1749 etc The two most important
early printing establishments in the South were founded at Ambala-
kkadu (since 1679) and i Tranquebar (1712-1 3) However, 1t was
only the massive spread of printing, beginning i Tamil India
roughly after 1835, which played such a decisive role 1n the origmn
and development of modern prose

On August 3rd, 1835, a law was passed which abolished the
previous acts of 1823, 1825 and 1827 concerning printing and
publishing of books Printing was brought under direct surverllance
of magistrates and thus a kind of censorship was established
(d1sobeying the law resulted in a fine of Rs 5000 andfor 2 years’
imprisonment), on the other hand, this law institutionalized and
legahized printing, and 1t gave an exactly defined obligatory form
to everything which was to bewpublished The full text of the new
law which formed article 11 of the 1835 Act was published n Fort
St George Gazette m Englsh, Tamil, and the other languages
of Madras

What was, however, most important was the fact that the law
enabled Indians to own pressworks Previously, almost all printing
works were owned by Catholic and Protestant missions, and, apart
from dictionaries, grammars and textbooks, they naturally printed
their own kind of Chrishan propaganda materal to the exclusion
of everything else

The fact that since 1835 Indian ownership of printing establish-
ments was legalized had naturally a tremendous impact, and the
results were to be seen very soon first, old Tamul texts began to

1 According to Albertine Gaur of the British Museum, the first Tamal
printed book was a translation ot Francis Xavier's Doutrina Christe by
Henrique Hennques, published m 1578 m Goa, cf “European Missionaries
and the Study of Dravidian Languages”, Proceed of the I Intevn Conference
Semanar of Taml Studies, Vol 1I, Kuala Lumpur, 1969, pp 322-328
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be pubhshed and this rediscovery of ancient Tamil culture ultimately
led to the “Tamil Renaissance’, second, the development of modern
prose took a new and wvigorously different turn

It was of course a great novelty to have old venerated texts which
had so far been known only to the elite erther through oral trans-
mission from guru to chela, or written on palm-leaves which were
almost unavailable, printed and published 1 a great number of
copies which were cheap and easy to obtain It was such a novelty
that many of the pandits who called this manner of treating old
Iiterary texts elutd eluttu,1 e “unwritten script”, actually opposed it
One of the points which made tremendous difference between a
palm-leaf manuscript copy of a text and 1ts printed edition was the
price Jhus e g according to John Murdoch, the Rev P Percival
paid (sometime before 1835) for a palm-leaf manuscript-copy of
Beschi's Caturakardir 10 English pounds, when the same work was
printed after 1835, its price fell down to 24 shilhings

The “‘rediscovery” of ancient Tamil literature occurred in the
transition period of the later 1gth Century when—to use the happy
phrase of A K Ramanujan—"both paper and palm leaf were
used”’ The man most responsible for making possible the transition
was U V Swaminatha Aiyar (1855-1942), by editing and printing
the most 1mportant and inaccessible of ancient manuscripts The
fate mecheval Saivite and Vaisnawvite scholars “apparently tabooed
as 1rreligious all secular texts which included the earliest and the
greatest of Tamil hiterary texts, they disallowed from study all
Jain and Buddhsst texts .. Under this mtellectual taboo, a great
scholar like Ciminataiyar had to give his mghts and days to second-
rate rehigious and grammatical texts of the medieval period He
was entirely unaware even of the existence of the twin epics and
the breath-taking poetic anthologies of Tamul literature, till he met
a liberal-minded munsif named Ramacuvami Mutahiar He records
the date as 1880, October 21, a Thursday— and all students of
Tamil literature should think of that date as ‘etched m red letters”” 1

It was munsyf Ramaswamy who made Swaminatha Aiyar aware
of the existence of such texts as the Civakacint@dman: and the
Cilappatikaram, and even gave him a handwritten manuscript to

1 A K Ramanujan, Language and ‘‘Modermzation’” The Tamil Example,
Umiversity of Chicago, 1968 Xeroxed, Private Distribution Only By courtesy
of the author
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take home and read !, Swaminatha Atyar devoted then the rest of
his life to unearthing, editing and printing anclent Tamil hiterary
texts

However, 1t seems that we should go at least twenty years back
for the true ‘rediscoverer’ of ancient Tamul literature (In 1868,
Rev H Bower, an Englishman, published the first book of
Civakacintamant (Ndmakal Ilampakam) The Chintanany Furst Book
Called Namagal Ilambagam , with the Commentary of Naclanarkimyar,
and with analysis and notes wn Enghsh, Tanul and English Indexes,
and an Enghish Introduction explasning the Jaina system on which
the book 15 based, by Rev H Bower, with the assistance of E Muttarya
Pilar Printed by H W Laurie, at the Chnstan Knowledge
Society Press, No 18, Church Street, Yepery, 1868 Bower’s edition
was of a surprisingly high standard ? .

Without trying mn any way to detract from the great merits due
{o U V Swammatha Aiyar, we have to justly admit that 5 V
Damodaram Pilla1 (1823-1gox) deserves equal admiration and
gratitude for his editions of literary (eg Kalitiokar, 1887) and
especially grammatical texts (e g Vivacolhyam, 1881, Iraiyanar’s
Akapporul, 1883, Tolkappryam Pornl, 1885) It was probably
Damodaram Pillai more than anyone else who started the search
after old manuscripts Without doubt he was the one who was
first engaged 1n the rediscovery of the earhest classical hterature
Before im, probably nobody knew for sure about the existence
of an anthology called Etfuttokar, pandits were not sure even of
the famous epic, whether 1t was Culappatikaram or Crvappatikdram
{And worse than that there were even doubts and suspicions as to
the genuinc nature and authenticity of the ancient texts, so much
so that Damodaram Pilla1 had to write 1n a kind of self-defence
“Srimat Camundtalyar 1s my witness, as I am a witness to him”’
Perseverance and modesty were the two most characteristic features
of this man, who was as great as Swaminatha Aiyar, but whose
greatness and merits have never been truly acknowledged "

It 1s impossible to gwve a chronological or a complete hst of
printing works which published Tamil hiterature 1 the first half
of the 19th Cent But after 1835, there was an enormous growth
of Indian-owned prmting estabhshments in Madras and Ceylon,

1 U V Swaminatha Awyar’'s Autobrography (in Taml), ed 1958, 326-43
2 Cf S Vawyapuu Pillai, Tamelc cutar manikal, 3rd ed 1959, 296
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and foreign printers and the missions, too, began pubhshing Tamil
Iiterature According to prebminary and mcomplete data, in the
first half of the 1gth Cent, roughly until 1860, there were seventy
printers in Madras and in Ceylon, publishing m Tamil

The appearance of printing and paper, the availability of printing
to Tamul edutors, scholars and original authors after 1835, revolution-
alized the whole conception, the ways, methods and technques of
writing, and was no doubt one of the two most decisive external
factors 1n the development of modern prose

The second factor of uimost mmportance was the birth and
growth of Tamil journalism The 1gth Century 1s the century of
Tamil journalism

At the beginning of the century, 1t were mission-owned and
government establishments that began publishing Tamil weeklies
and monthlies The first, and at the same time typical of these
Christian-oriented Tamil journals was Tamulppattrikar (ahas
Tamalatal), established 1n 1831, a monthly, pubhshed by the Madras
Religious Tract Society

In 1840, a Christian-ortented journal for children was started
m Nagarcoll, a quarterly under the name Pdlatiprkar (stopped
publishing 1 1852) In the same year, three other Taml journals
were founded 1 Madras Missionary Glance i Nagarcoll, Friendly
Instructor in Palamcottah, and Tarpotakam 1n the same place

About six or more weeklies to monthhes to quarterlies were
started between 1840-1855, 1n 1855, a very important weekly, the
Tinavarttamans, appeared for the first time It was published every
Friday, and 1its founder and editor was Rev P Percival Though
Christian in orientation, this was the first full-blooded Tamil
journal 1n 1ts language, and 1n general atmosphere It published
news, pieces of ancient hiterature(!), science, essays It was supported
with 200 Rs of government money per month After Percival left,
the editorship was taken over by Damodaram Pillai and later by
Viswanatha Pillar

The first period of Tamul journalism, typical for i1ts Chrnstian,
missionary ortentation,’ and for the absence of daihes, came to an
end after 1880 with the foundation of Cutécanuttrran (Swade-
shamtran), the excellent and well-known daily paper of Madras,

1 An exception was the 7 attuvapotina, founded i St Thome, Mylapore,
1864 by the Madras Brahma Samayj, followed by Viwvéhavilakkam, another
journal of the Samaj, 1n 1865
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which, by 1ts political outlook, language and cultural orientation
set up an entirely different and much higher standard for Tamil
journahsm

Between 1831-1880, that is in about fifty years, roughly 46
weeklies, monthlies and quarterlies were founded i Madras Presi-
dency Between 1880—19o0, that 1s within twenty years alone,
approximately 60 Tamil dailies to quarterlies were born This
number is rather impressive 1n itself And starting with Cutécami-
thran, there was place, i Tamil journalism, for regular news-
editing, for political and social satire, for regular essays, and, most
mportant of all, for the short story Typical for the new type of
periodical, devoted more to hiterature and culture than anything
else was the monthly Ndnapotinz, published since 1897 in Madras
by M S Purnalingam Pillai, the author of the first history of Tanul
hterature The joint editor of this—for 1ts time quite outstanding—
achievement was Suryanarayana Sastr1 (1871-1903), a noted poet,
dramatist, journalist and scholar

For any successful attack on the theoretical problem posed
above—the origin and evolution of modern Tamil prose as such—
we have to make a distinction between belletristic writing (prose-
fiction) and all other tvpes of prose, second, between direct n-
fluence and an accelerating impulse, & trigger-like effect

Well-spread 1n time, for about seven to eight centuries, there
had been a tremendous potential of Tamil prose in the writings of
the commentators from the alliterative, highly ornamental prose
of a Nakkirar to a comparatively simple descriptive style of Atiyar-
kkunallar, there were short pieces of narrative prose as well as
heavy, ornate and very learned passages of some commentaries
These sources were of course accessible only to a few individuals
traditional pandits, antiquarians, foreign scholars But 1t 1s exactly
these men who stand at the cradgdlle of modern prose Foreigners
like Roberto de Nobili and C J "Beschs, traditional scholars like
Minakshisundaram Pillai (1815-1876)

Mipatcicuntaram Pillai was an extremely prolific poet and
translator from Sanskrit, but his poetry ! 1s now almost forgotten
His enormous mmportance lies 1n the fact that he gathered round
himself a charmed circle of disciples—in the manner of a Samuel

1 22 purdnas, 10 pillarttamals, 11 antats, 2 kalampakams, 7 malas, 3
kovars, 9 ulds and 1 lilav
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Johnson—and some of the most distinguished scholars and prose-
writers of Tamilnad owned their skill, enthusiasm and knowledge
to this fascinating man—the most noted among them perhaps
Thyagaraja Chettiar and U V Swaminatha Aiyar

For prose writing as such, however, a more important personalty
was Arumuka Niavalar (1822—1876) of Jaffna The incentive for
his literary activities seems to have been the religious zeal of
Chnistian missionaries which provoked him to an attitude of fierce
defence Soon a stream of powerful Tamil prose gushed out of him,
prose which was expressive, vigorous, and tolerably free of Sanskrit
mfluence—though somewhat pedantic and dry He established his
own press in Jaffna and the books which he published—though
contamning perhaps childishly controversial matters—actually
meant the onigmn of modern Tamul prose-style His prose 1s very
severe, spotlessly correct and very polished * He composed a Saiva
catechusm, Carvavindvitar, formally based on current Roman
Catholic catechisms He was also the teacher of Percival, whom he
actively helped with his translation of the Bible into Tamil For
the development of Tamil belletristic writing most 1mportant of
his contribution 1s probably his very readable rendering of the
Periyapurdnam 1nto prose

Apart from these men, and a host of others who were their
contemporaries and therr successors, and who were nourished
basically by two sources, by the medieval commentators and by
early Christian mussionary writings, there 1s yet another line of
development of modern Tamul prose, entirely mdependent of the
learned scholarly tradition

This third line consists of prose which 1s a direct, simple and
charmmgly naive reflection of the spoken language of the 18th
Century

Anadarangam Pillat was born at Prrambiir near Madras in April
1709 His father’s brother-in-law, Naimyappa Pillai, was a distin-
guished citizen of Pondichéry, a wealthy merchant and a government
official 1n the French colony He mwvited Tiruvengada Pillai, the
father of Anandarangam, to become his partner m business The

1 A current saying about him was vawtdlum valuvinyr vawwdré, “Even m
abuse he would speek taultlessly’” Once, so the story goes, he went to the
bazaa: to buy some coconuts and asked about the price m the following
manner ““Ammaryé, nivw tenkankaykalas maral ennanamo "’ Unfortunately
this can be appreciated only by those who know at least some Tamil
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newcomer did very well, indeed so well that he became divan of
Pondichéry When he died, the divanship was for a short time 1n
the hands of a Kanagaraya Mudahar, and when this man died,
the French East India Company transferred the office on Anan-
darangam Pilla1

Under governor Joseph Frangois Dupleix, Anandarangam acted
as the Prome Minister of the French colony He mnvested his money
well—n textile industries, printing, and merchandise of different
sort, he even owned a big ship by name of Anandappurave which
carried his merchandise from European to Chinese ports He was
also a patron of literature, and we have at least three panegyric
poems composed about him, one of these poems says that poets
were awaiting him as peacocks await the coming of ramn-clouds,
as the cakravika birds await the appearance of the moon, as the
Iotus awaits the rising of the sun He was hiberal not only to poets
but also to temples, and founded a number of caravanserais and
choultries In 1760 the British invaded Pondichéry Four days
before this French-British war was over, on January II, 1707,
Anandarangam died

He left behund a diary whlcli he began writing on September 6,
1736, under the governorship of Dupleix, as the divan of Pondichéry
and the governor’s dubashi, nterpreter It is one of the most im-
portant documents ever written m the Tamil language from state
secrets to small everyday trivia of family life, Anandarangam
Pilla1 has captured, sometimes i details, sometimes in an almost
shorthand style, the events of 25 years Whatever he saw and heaid,
without adding much of his own imagmation, but very hvely, and
obviously very truthfully the joys and sorrows of his own house-
hold, echoes of battles and policies in India and Europe, appoint-
ments and withdrawals of French officials, gomngs and comings of
ships, festivals and ceremonies n temples and churches—it 1s as
1f one would watch a documentary movie showing the life of French
Tamilnad m the muddle of the 18th Century day by day

As a historical source 1t 1s a fascinating mine of both trivial and
mmportant data As a piece of prose 1t makes sometimes charming,
sometimes boring reading Some entries have dry, factological
character

“29th of Apnl, 1745
A ship from Chma by name of Notre Dame de Sours The captain’s
name 18 M Felicien de Sylva Medewro The ship brought sugar, ground-

18
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nuts, candy, and other Chinese products On the same day, a ship by
name of Lakshmana Prasad arnved from Tennasserim, bringing 13
elephants, the ship-master 1s Subha Singh”

“sth of June, 1743
Today at four o’clock, they hanged, opposite the choultry, a thief who
was caught thieving mn the house of a mushim n Miravel”

“3rd of Febr, 1743

In the morning at 10 o’clock a ship named Duc @' Orleans departed for
Europe It carries bundles of washing sarees, one bunch of mdigo silk
sarees, many sacks of ground nut, of kindan, of cotton cloth etc M
Coulard also went to Europe aboard this ship”

But some of the entries read very well

“16th of Oct, 1745

Today n the evening, the Christians with therr wives—the Panahs,
Indians dressed in European garments, Whites and Tamils—all gathered
at the place where they usually come to hear their piga K R Mudaliyar’s
son Asarappa Mudaliar with his wife Selvam also came to the place where
their religious ceremonies are held The woman was all dressed 1 the
garments of their caste, she was heavily perfumed with many odours and
aromas, she had on a transparent muslin saree When she approached the
honourable padre who was very near to the Swami, and as she was
kneeling deep 1n thought on the place where one hears the Christian
piyd, as soon as that cloud of perfumes hit the nose of the padre, he
discarded the holy words and catching his nose he pricked her hair-knot
with a rattan cane and shouted ‘Are you a married woman? Or are you
a whore? Isn’t your husband ashamed of you? To come to church with
this muslin saree on—one can see your whole body, your breasts, and
even your hairy orifice! Get up and home with you, you virtuous one,
your mass 15 ended!”

All this 1s written in the most dehciously colloquial language
with a number of spelling errors which would offend any purist and
perfectionist, spontaneous, with a keen sense of minute observation,
here and there with a pinch of humour A complete and good
translation of this book 1s badly needed

Anandarangam Pillar's Diary 15 entirely mndependent of the
traditional hine of high Tamil prose, and 1t has most probably
nothing to do either with any direct impetus from French of
English literature It seems that the only classical work of Tamil
literature the divan knew was the Twukkural Naturally, he knew
many languages besides Tamul, he knew Telugu, Urdu and French,
perhaps even Enghsh But 1t seems that this knowledge was not
at all academic, but practical, day-to-day knowledge, and 1t 18
almost certam that he did not know any of the hiteratures. His
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Diary 1s a direct and spontaneous piece of prose-writing which had
only one model hfe stself And so 1s 1ts language the written form
of the day-to-day spoken Tamuil of the 18th Century

The reader was warned that an answer to the question pertaining
to the ongin of modern Tamil belletristic prose would not be
attempted A few suggestions will nevertheless be made 1n con-
clusion of this chapter As already stressed, potentially, Tamil
prose has always been present in Tamul hiterature Simce Tamil
Iiterature starts with bardic creations, its first fruits were 1n form
of poetry All the world over bards sang songs, 1 € composed poetry.
But, at the same time, the syntax and the lexis of ordinary prose
was developed 1n mscriptions Even the Tolkdppryam speaks of
prose hiterature consisting of riddles and proverbs (s 1429) Short
narrative prose passages occurred in the Cilappatrkdram ! Narrative
introductions to bardic songs were also in prose > Later, there 1s
some Sanskritized prose m Peruntévapar’s Pdratam (9th Cent )
And, fmally, we come to a large, lengthy hterary work in Tamil
prose, the Sripurdnam of Mantalapurutar (prob 16th Cent), a
purdna of the sixty-three Jana sants All these facts show that
there had always been in Taml literature a perfectly adequate
capacity to develop prose-writing, that there had always been a
kind of accumulator of different prese-styles, narrative, descriptive,
factographic and eruditory, which could generate prose 1if need
arose

The decisive impetus came with the tremendous impact of
Europe upon India which should not be underestimated (or even
rejected!) However, European influences were “‘more mmmediately
effective 1n the social sphere” and “‘much less formative i the
actual birth” of modern prose-fiction 3 If need arose, prose could
be wrtten easily—witness the eloquence of Anandarangam Pillar’s
Diary which 1s, truly enough, predominantly documentary, facto-

1 E g the urarperu katturar 1s a piece of narrative prose Another genuine
piece of prose-fiction contamned mn the epic 1s the urarppattumaiar at the
begmning of Canto 29, m Daniélou’s Engl translation this part 1s found on
pp 187-189 (the syntax of tlus particular piece of prose 1s mmdeed awkward
and cumbersome, the whole patagraph contams only one finite verb-foim
and an endless number of adverbial paiticiples and mfinitives)

2 E g the colophon to Puyram 5

3 D Zbavitel, “The European impact and the chief changes m the function
of literature 1n Asia’”’, mn The East Under Western Impact (Academia, Prague,

1967), 94-100
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graphic wniting but which also contains elements of narrative prose
and description m 1ts anecdotic passages (and, what 1s also 1m-
portant, we do not know for sure that his 1s the only written docu-
ment of that type, rather, we may hope that one day more of such
“chartes” and smmlar documentary writings will be unearthed)
When one reads, therefore, that modern Tamil prose-fiction * arose
and developed under decisive Western, European influence (and
sometimes this implies that without such influence 1t would have
never developed at all), one should bear 1n mind that this ““in-
fluence”” should be rather understood more generally and broadly
as an “aumpact”’, for 1t was a diverse, far-reaching and long-term
effect 2 rather than mdividual, direct and absolutely decisive n-
fluence On the other hand, 1t 1s significant, that—at least as far
as we know at this stage of our knowledge—the strong “mainstream”’
out of which almost all if indeed not all modern Tamil prose devel-
oped was the one strong current of scholarly, commentary-like,
severe, somewhat dry and pedantic prose of the savant, of the
scholiast, of the pundit and sage This fact has very decisively left
an mmprint on almost everything wntten afterwards

U Usually, C J Bescht's Paramartta kuruwin katar 1s quoted as the fust
work of modern amil prose-fiction Constanzo Gioseffo Eusebio Beschi was
born i Castighone nelle Striviere (Venezia) on Nov 8, 1680 In 1707 he
landed m Portuguese India as a member of the Sociely of Jesus, armed with
the knowledge of Itahan, Hebiew, Latin, Greck, Portuguese, Spanish,
French and Persian Soon he acquired a working knowledge of Urdu, Telugu
and Sansknit Tamuil, however, became his great love Until his death at
Ambalakkadu on Febr 4, 1747, he wrote a number of grammars, dictionaries, a
great and very excellent epic poem, and a small satire 1n prose mentioned
above The Enghsh tianslation appeaied m London, 1822 The Adventures
of Gooroo Pavamartan A tale i the Tamil language accompanied by a
translation and vocabulary, together with an analysis of the first story By
Benjamin Babington

2 D Zbavitel, op cut



CHAPTER EIGHTEEN
TAMIL RENAISSANCE

In the second half of the 1gth Century, one may discern two
mainstreams m the development of Tamuil belletristic writing one
15 the stream of pedantic, traditional, polished, severe scholastic
wntmg, fed by commentatorial prose—the two greatest representa-
tives of this style m prose are probably Arumuka Navalar and
somewhat later Dr U V Swaminatha Aiyar The other—very
thin, almost non-existent—is the line tending to wdentify written
and spoken language, 1 the modern pertod, this stieam begms
perhaps with Arunicala Kavirayar (1712-1779) and his Irdmand-
takam, and 1t develops 1n two directions on the one hand, mn the
“opera” Nantandr Carnittivak Kirttanar, about a poor Paraiya serf
becommg a Saiva sant, composed by Gopalakrena Parati, and, on
the other hand, m ballads like de)alaztkatm, Rdja Tecinku, Purdanic
ballads—in short, m a rich undergrowth of literature representing
in a charmingly naive, crude, often sentimental and sily way all
spheres of hfe, political, social, rehigious—but always with sure
strokes of convincing realism and 1 a language which 1s not far
removed from the day-to-day spoken idiom of the Taml masses
However, all these pieces are n verse, there 15 a mass of popular
poetry at the beginnings of modern Tamil Irterature—often popular
poetry which 1s derived from “classical”’ sources, but there 1s almost
no popular prose

‘Modern Tamil literature, spectfically the prose, has rather tended
to be nourished by scholastic food, and this high-style, academic
stream became the mamstream of Tamil writing later, when 1t came
under direct mmpact of Enghsh Iiterature™

The scholastic, mgh-flown type of wiitng, 1s practised m the
mutts, but “‘a shght relaxation of style, an accomodation of common
speech and life, can also be traced in the pallus and the kura-
vagicrs” ) like Rajappa Kavirayar's (1718) Kurralakkuravaics, or
i the Mukkitalpallu The sentiments expressed are coarse, and
here and there we get a glimpse of the daily experience of genuine

1 ¢ and H Jesudasan, op cuit p 248
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folk—but the language 1s highly hterary and even these preces have
to be considered “highbrow’” literature

It 1s one of the most charactenistic features of modern Tamil
prose that the informal, spoken, colloquial language has never
become, not even 1n part, the language of literature And vice versa,
the formal hiterary language 1s not spoken as day-to-day informal
speech by any Tamil speaker, not even by the intellectuals and
highly educated who use 1t n writing The diglossia—‘two-language”
—srtuation 1s perfectly clear-cut in Tamil There 1s no analogy to
the Bengali calutbhdsd, a language which 1s spoken and written
simultaneously There are only different types and styles and kinds
of the Tamil equivalent—in the Bengali situation—to the sddhubhdsa-
that 1s the formal, written, hiterary language And then there are
local and social dialects !

These two characteristic features of modern Tamil prose-writing
—3 e the fact that 1t was based on the model of scholastic, com-
mentatorial literature, and the fact that i1t was composed 1n a highly
formal, un-spoken language—prevailed m Tamil hterature until
the day of Bharati The tremendous importance of Subrahmanya
Bharat: for the development of Tamil literature—both prose and
poetry—lies, apart from other things, in the fact that he made an
attempt to synthesize both main streams, the classical, the scholastic
with the popular, the “realistic’’, and that he has succeeded,
1n the best of his writings, 1n having released Tamil literature from
the fetters of the purdnas and prabandhas and all those medieval
genres which became 1nadequate to express modern consciousness
and reality But 1n language 1t 15 not so, Bharati’s language remains
—apart from a few 1solated exceptions of several verb-forms—the
formal, literary language, though his syntax and idioms, his choice
of lexical items 1s almost always based on the hive speech of the
masses’

1 Literature on this feature of Tamil 1s now steadily growmg Cf Charles
A Fergusson, “Diglossia”’, Word 15 (1959, 325-340),1d and John J Gumperz,
“Lmgustic Diversity in South Asia”, I JAL 26, 3, 1960, K Zvelebil, “‘Spoken
Language of Tanulnad”, 470 32,3 (1964) 237-64, Bright, W and Ramanu-
jan, A K “Sociolinguistic Vanation and Language Change”’, Int! Cong
Laing , Proc 9 1107-13 (1964), Pilla, M Shanmugam, “Tamil—ILaterary and
Colloqual”, IJAL (1960) 26,3, 27-42, Ramanujan, A K, “The Structure of
Variation A Study mn Caste dialects”, Structure and Change 1n Indian
Soctety, Chicago (1968), 467-74 Attempts are now increasing to introduce
spoken (informal) Tamil into prose-fiction {and even poetry) So far, these
attempts are sigularly few, and there 1s opposttion to this trend
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Tn the second half of the 1gth Cent, the aesthetic function of
Iiterature—that 1s, basically, the creation of rasa or ‘mood’”’—lost
its predominance, and was no longer first in the scale of values
The first function in the new hierarchy of literary values 1s now
(once again) the didactic function lterature should teach, inform,
criticize, increase awareness, and, above all, foster the social reform
Before Tamil writers started even to use their senses and discover
and describe reality as it was around them, learning how to achieve
that particular “artistic” reflection of reality in creative wrting,
they aspired at reforming and remaking that reality Like in Bengal,
they began their struggle against child-marriage, against the
extremities of the caste-system, against decline 1n morality, against
social oppression, for the widows’ right to remarry and, finally,
agamnst national oppression

In 1879, the first attempt at a novel was made m Tamil writing,
when Samuel Vedanayagam Pillai (1826-1889), a retired district
munsif of Mayavaram, published his Piratépa Mutalvydr Carittiram
Direct stimulus for his writing the book was provided by his
acquaintance with English and French literature But—and thus
1s very important—the experience, underlying his writing, was his
own The data, the raw material for his loosely-knit, naive and
silly romance, was provided from hijs own rich knowledge of the
facts of hife As a judge at a district court he had ample opportunity
to come mnto touch with very real ife As far as the language and
style of the book are concerned, the most important source of 1t 15,
again, the prose of the commentaries (Thus we have, m this sigle
literary work, the three mamn sources of modern Tamil prose,
reflected and typified, and what 1s true about The Life and Adven-
tures of Prathapa Mudaliyar 1s generally true of all early modern
Tamuil fiction the suget 1s provided by Indian, Tamil reality itself,
and fed by the author’s own experience, the language and diction
15 basically that of the indigenous Tamil prose of the scholarly,
academic tradition, and the direct stimulus to write, together with
some minor plots and episodes, comes from the author’s Western
education, provided by French and Enghsh mode‘ls;;

In the English preface to the 1885 edition of his novel Vedana-
yagam Pilla1 writes “My object in writing this work of fiction 1s
to supply the want of prose works 1n Tamil, a want which 1s admutted
and lamented by all” In this preface, he also mentions the prose
of the commentators In chapter 42 of his novel we read “We have
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to admut that 1t 1s a great want that Tamil does not have the vacana
kdviyankal, the epics m prose, like Enghish, French, and other
languages”’. He even makes the European novel responsible for
the high achievements 1 culture and crvibization cf the Western
nations, and he adds ““Thus, as long as there will not appear
prose-epics m our own languages, this country will definitely make
no real progress ~’ This 1s ndeed not so naive as 1t may sound The
great novel of the 19th Century—English, French, Russian—was,
m many ways, what the great epic was for feudal societies the
mirror of the achievements of an entire national civilization And
one of the reasons why some ‘small’ nations were ‘small’ was the
fact that they lacked this great cultural force, the national novel
(this 15, e g, the view expressed several times by the sociologist,
philosopher and politictan, T G Masaryk, about the Czech com-
munity of the 19th Century) Vedanayagam Pillar was aware of
this intinsic connection between epos and novel on the one hand
—cf his term vacana kdviyam “epic m prose’—and between the
birth and development of the great novel and national destiny on
the other hand

Hi1s own work 1s rather loose 1n structure a string of narrations,
loosely connected, or appended to the central character, who 1s
hopelessly innocent and disarmungly naive, “‘a well-educated native
gentleman of brlliant parts, wit and humour” The story 1s told
in the Ich-form It 1s badly constructed and tedious It 1s also
crammed with anecdotes, and often tends to improbabilities The
chdactic, preaching note 1s very predominant, the author makes a
plea for a number of social and cultural reforms

It 1s thus an approximation to a novel, a prose-epic which was
written with a definite purpose in Imnd “to supply the want of
prose” m Tamil In other words, Vedanayagam Pillar 1s not a
creative writer driven by an urresistible urge to write, he writes
hecause he wants to fill a gap m Tamil culture and society Fortu-
nately for Tamil writing, the stuff out of which this loose romance
was made, was to a great extent real, and the eye which observed
life as 1t was parading in the courtroom was a keen and enitical eye “
The prose of Vedanayagam Pillai 1s not without the ornateness
and stiffness characteristic for all wntmg of this period 1t 1s
academic, pedantic, but the sujet 1tself forced the writer’s hand to
such extent that it 1s even today quite readable, “last but not least
for its quamntness” (R E Asher) #edanayagam Pilla was, how-
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ever, more of a scholar, reformer and enthusiast than a creative
W riter

An entirely different book m manv 1espects 15 Rajam Iyer’s
Kamalampal Carittiram or “The Fatal Rumour” The story was
appearing m a journal by the name of Vivékacintdmant between
1893-1895, and m 1896 1t was first published as a book Its author,
Rajam Iyer, who was perhaps the greatest Taml prose-writer of the
19th Century, was born 1n 1872 in Vattalakundu near Madurar He
began writing soon, and his interest in philosophy and journalism,
as well as his broad, truly pan-Indian outlook, brought him into
contact with Svami Vivekananda, who appomnted him as editor
of his Prabuddha Bhdvata Because of two articles written and
published by him 1n the journal he was to be arrested, but when the
police arrived to take him he was dead He died two days earlier,
1n the 26th year of his life, 1n 1898

The hife was like a short brilhant flash But his novel remans
It has all the features of a young hterary genius on the threshold
of true creative writing It was not by chance that Vivekananda
appointed this very voung Tamud Brahmn as the first editor of his
important journal Subrahmanya Bharati said that Rajam Iyer has
achieved true greatness in the new field of Tamil prose, and N
Pichamurt1, a well-known contemporary prose-writer and poet, says
that Kamalampal Carittsram 1s one of the peaks of Tamil prose, the
first real novel 1n the language

The weak pomt of the novel 1s 1ts plot and 1ts solution, though
there 1s plenty of exciting action (including robbery, arson and
manslaughter) But the plot 1s not the most important feature of
the work What 1s important are the characters and the style
Rajam Iyer has—for the first time 1 Tanul prose-writing—created
a number of characters which belong irrevocably to Tamil hiterature
and will never disappear into oblivion Kamaldampal, the heroine
of the novel, and Popnammal, the lovely scandal-monger, Péyanti
Tévan, the robber, Amaiyappa Pillai, the teacher in the wvillage
school, Cuppu, the scandalous shrew who 1s unable to pronounce
her r’s correctly A rare sense of humour pervades the book From
time to tume, there are brief flashes of successful parody, biting
wrony and social satire Rajam Iyer observes lhife as a realist, and
often very critically, though, of course, he 1s not a “critical realist”
in the strict techmical sense of the term His novel 1s primanly a
romance, but, at the same time, there 1s hardly any work in Tamil
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fiction which would reveal so much about life 1n rural India of the
19th Century The village Brahmin community s portrayed with
much precious detail and m vivad colours Rajam Iyer’s eyes—and
not only his eyes, but all lus senses—are open, he sees, he listens,
he even smells and touches things And that 1s more than can be
said about a number of modern Tanu! writers!

His prose 1s basically rooted 1n the academic, commentatorial
tradition, and 1t 1s profusedly Sanskritized The Sanskritization
was mevitable 1n his case, and 1ts absence would be unnatural, since
he was writing primarily about Brahmins On the other hand, he
has mtroduced 1nto his dialogues quite a number of colloquialisms
and dialectisms This mixture of highly Sanskritized language and
colloquial-like, nformal dialogues 1s quite functional in Rajam
Iyer’s work, and has become the model for many modern Tamil
Brahmin writers

Let us now look somewhat closer at the work This 15 Rajam
Iyer’s portrarture of a village coquette ‘‘Poppammal was a very
ornamental woman She knew well that when she walked, the whole
world stood still and admured, without a twinkle of the eye, her
beauty Sometimes, as she went along, one could see how, suddenly,
the following thought occurred to her ‘Indeed, I am walking bke
a swan’ At once a mixed feeling of mnsolence and shame was born
mn her, and she would walk as if treading upon fire-brands with
her shapely feet, all transformed, all pretence and affectation, and
people would observe her, how she stops, here and there, and then
walks swiftly home” There 1s a great promise 1n such characterisa-
tion and description Rajam Iyer, as pomnted out above, was
capable of surprising 1rony and sarcasm E g “‘Muttucam Aiyar
loved his wife passtonately He adored her That’s why he beat her
He was unable to cope with the shghtest fault m his beloved”
His dialogues are extremely lively, they are frequently a true echo
of rows between husband and wife, of village talk and gossiping
at the well, and they mnclude a great wealth of sayings, proverbs,
bywords, adges, and abusive terms ““You donkey' You widow!
You mirror of Yama! You buffalo! You Matéw1"’ etc

I think Rajam Iyer’s book, being a classic, 1s still the best novel
ever written m the Tamil language And 1t 1s indeed good tidings
that this great book 1s going to be published soon i English

1 According to personal communication by R E Asher (Summer, 1969),
he and K N Subrahmanyam are currently working on a translation into
English which will be published by the UNESCO
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The end of the 1gth Century 1s characterized by a rich growth
of different stylistic variants of one stylistic level—the formal,
literary Tamil based ultimately upon the academic tradstion which
by now set definitely aside the other, non-academic line The mam
stylistic variants of the formal literary language and diction have
all been labelled, and they have defimite characteristics They have
their origin 1n the last decades of the 1gth Century, and 1n the first
15-20 years of the zoth Cent, and they are all more or less alive,
though deep and probably rather decisive changes have taken
place in Tamil writing—both 1 prose and poetry—after approxim-
ately 1960, so that the general picture, painted some 80-60 years
ago, now waxes and wanes and 1s transformed 1nto something new
(cf Chapters 19 and 20 of this book) It seems that much that has
occurred 1 Bengali or Marathi literature decades ago, 1s occurring
i Tamil prose and poetry now, and that the end of this century
will witness the emergence of truly creative forces in Tamil hterature

The various language-styles and styles of writing will now be
discussed one by one

The centamilnatar 15 the polished, strongly academic Tamil of
essays and belletristic prose, which represents the most direct
development of the medieval prose-commentaries of the pre-
mampravdla period This style of writing 1s closely connected with
the establishment of the Fourth Maturas Tamal Cankam, Tamuil
Academy, which was founded in Madurai on Sept 14, 190T The
greatest representant of this type of prose 1s undoubtedly Dr U V
Swamnatha Aiyar, the scholar who, with Damodaram Pillai, was
m the first place responsible for the rediscovery of old classical
heritage, who bridged as 1t were the very ancient and the very new
Apart from Ius enormous work 1 the field of ancient classics he
wrote what can be probably called the foremost of Tamil bro-
graphies (about his teacher, Minatcicuntaram Pillal) and his own
excellent autobiography * as well as some sketches and reminiscen-
ces,? all very engaging reading

It was mndeed a marvellous work which was done by U V' S. Auyar,
D Pillai, and therr contemporaries and students And yet one

1 Ey canttiwam, My life-story” Publ 1940-42 1n a magazine, 1950 as a
book A mune of information about the literary world he moved m, sometimes
rather naive, but always useful

* Nau kantatum kéttatum, *‘What I saw and heard”’, Palaitatym putrya-
tum, “The old and the new”’
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wonders 1f this rediscovery of the past (known as the “Tamil
Renassance”), coming as 1t did at a juncture when Tamil Iiterary
activities mught have broken vitally with some of the aspects of
tlus past, was—only from the pomt of view of the evolution of
modern prose and poetry—quite fortunate The past, however great
1t may be, must always be absorbed, digested, transformed and
overcome, 1t 1s good to have tradition and modermity, 1t 1s bad to
have only modernity and no tradition, but 1t 1s equally bad to have
only tradition For sixty vears, the Tamils—with exceptions, of
course—could only bow to that great, rediscovered and resuscitated,
truly fascmating past, and 1 spite of the Iiterary radicalism of the
Thirties, signs of real change, of deep transformation and of
emergence of things new are visible only now, mn the decade
1960-1970

Apart from Swamiatha Aiyar, a great number of prose-writers
follow this stylistic line, the most notable among them probably
Tuuvarir Virutticala Kahyanacuntara Mutahyar (“Thiru V1 Ka 7,
1883-1953, Dr Somasundara Bharati, T K Chidambaranatha
Madaliar (“T1 Ké C1”),S Varyapur Pillar and K V Jagannathan
All these outstandmg and important men of letters, though quite
ditferent 1n many aspects of their writings, have some fundamental
features 1 common they wrote i a more or less formal style
(more formal 1n the case of Swamiatha Aiyar or “Thiru V1 Ka”,
less formal 1 the case of “T1 K& C1” or K V Jagannathan), they
wrote rich, polished prose, using unhesitatingly Sansknt and
English loanwords whenever they felt 1t was necessary and appro-
priate They wereall “academic” people-—most of them professionally
so, all of them m outlook Most of them were connected with the
pohitical and social life of Tamilnad However, the most important
feature common to all of them none of these men was truly a
creative writer of belles-lettres, nongof them has ever produced a
truly great, path-breaking piece of original, creative prose or poetry

Love of Tamil took a strange and militant shape Having neglected
thewr language for four or five centuries (and preferring Sanskrit,
Urdu, Telugu, Marathi and finally Enghsh to their own mother-
tongue), the guilt-conscrous Tamihans overdid their love of the
language 1n a kind of jngoistic enthusiasm that has hardly any
parallel 1n any other country They became overconscious of the
past They found everything old good, and this tendency to exalt
the old and “pure’” has worked havoc in many fields—notably 1n the
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field of the novel and the drama, but also 1n poetry This brings us
to the second mainstream of modern Tamil prose-style, and
language-style, the t@yatamil or tansttamil natar,1¢ the “pure’,
read “purnist” (“Tamil only”, “Pure Tamil”), prose (and poetry) The
typical features of this style are, first, 1ts linguistic purism—merciless
and total elimination, a real purge of Indo-Aryan, Sanskritic loan-
words, second, the removal of wrtten Tamil from the spoken
language as far as possible, and the pretence that one day spoken
Tamil will “automatically’”’ follow the frozen written style, third,
sterility as regards creative art, creative writing This trend has
never produced any truly great master in the field of belletristic
prose

As far as poetry 1s concerned, the situation 1s somewhat different,
the model which this famittamil trend takes for 1ts own to imtate
—that 1s the “purest” and hence most ancient poetic works of the
Tamil language—is, for certain kinds and genres of even modern
poetry, a “productive” model that 1s why a man like Bharatidasan,
the most prominent exponent of “Tamil only” mn poetry, was,
no doubt, a prominent poet But even Bharatidasan —only a few
years after his death-——sounds slegan-like, proclamatrve, flat, and
full of hollow rhetoric nowadays

As far as this type of prose 1s concerned, the most influential
among the protagonists of this movement was Mararmalar Atrkal
(Svami Vétacalam Pillai, 1876-1950) ““Purity should not be sacri-
ficed for the sake of effect The free use of {foregn words 1n a
language will ultimately lead to 1its degeneracy’” After 1916,
Vedachalam “Tanulized”” his name into Maraimalal and proclaimed
himself a svdmi (atikal), the title of the journal he pubhished—
Nanacakaram “Ocean of Knowledge”—was also changed, into
Arwvukkatal A number of Tamil scholars, writers and intellectuals
followed his example, and the “Pure Tamil Movement” gathered
strength day after day ! Y

The reaction to this linguistic purism was the so-called putumani-

1 T would hate to be misunderstood Maraimalal Atikal no doubt deserves
much gratitude for many good things he did 1n 1920 he [ounded onc of the
most prolific publishing houses for Tanul classical and medieval literature,
the Tuunelvel Saiva Siddhanta Works Publishing Society, m 1931 he
started a very important public library, he wanted inter-caste marnage to be
legalized, Tamil 1o be made one of the subjects tor the B A Hons exami-
nation, etc However, in the questions pertammng to language and literature,
his approach was, m many ways, narrow-minded, negative and sterile
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pravila natar, the “‘new mamipravila”, a style so heavily Sans-
knitized that the result may be justly called a hybrid In itself it
1s quite ummportant, naturally highly unpopular, and only a few
Sanskrit-oriented pandits, mainly Vaisnava dedryas, still write i
this style

The two mam streams, the folk, popular tradition, and the
academic, formal tradition, were, fortunately for Tamul, synthesized
m the writings of Subrahmanya Bharati (1882-1921) who wrote m
the first two decades of this century In his prose and poems, we
encounter the modern, the topical, the temporary and contemporary,
as well as the “eternal” And 1t was chiefly Bharat: who made Tamil
adequate for all literary expresszon modern journahsm as well
as bhakir-type lyrical poetry, short-story as well as patriotic
songs, politically or philosophically oriented essay as well as epic
poetr(}_f_/Thm 1s his real greatness and his most important contribu-
tion (Probably he should not be regarded as the great hght, the
mahdkavt of modern Tamil Iiterature, but as the great predecessor,
the great path-breaker who makes ready the way for him {or them)
who has (or have) yet to come So far, there was none greater than
Bharati in modern Tamil poetry, but some of the very contemporary
young poets are more interesting) And Bharati—let us have the
courage to admit 1t—does not belong to the greatest He 1s not a
Vyasa, nor a Valmiki, nor a Kampan, not even a Tagore But he
has saved Tamuil from the clutches of the purdnic and pedantic
tradition, and to counterbalance the purst, the pedantic, the false
harking back to the past, there has always been his ever-increasing
influence which was felt much more strongly ten years after his
death, 1n the Thirties, than when he was still alive

Under his name, the true literary rinascimento i Tamil grew to
important dimensions, and the marumalarcc: natar developed—the
style of the renarssance This 1s the only hingwistic and lhterary
trend which has produced truly creative literary personalities The
language they use 1s indeed formal, hterary Tamuil, but most of
them try to come near to the phraseology, syntax and lexis of the
spoken, mformal Tanul, as far as 1t i1s possible under the given
political, social and cultural conditions

The short story as such appeared first from the pen of V.V S
Aiyar (1881-1925) ! Among the stylists who demanded that “one

v Mankaryar kkavactyin katal, a collection of eight stories, written between
1910-1920
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should write as one speaks’” the best was probably V. Ramaswamy
(t 1951) The great short-story writer Putumaippittan (t 1948)
should probably be not mentioned 1n one breath with the prohific
writer of volurmmnous novels, R Krishnamurti-Kalkr (1899-1954)
who was much more popular but no doubt much less of a true
artist than Putumaippittan The two had however something in
common they both belonged to the marumalarcce natar line There
were tremendous differences among the writers of this group—in
their suets, 1deology, political views, skills, importance and popula-
arity, and even 1n therr language and style But all of them had
one 1 common vitality, promise, and the fact that they were
writing modern fiction And, basically, their language and diction,
mn spite of the differences among them and though formal and
“hiterary”’, was an echo of the spoken, live language of the people.
By the Thirties, pedantic, scholarly writing was practically dead,
and the purst trend was sterile



CHAPTER NINETEEN

" THE PROSE OF TODAY

The lack of literary criteria of any sort was—and to a great
extent still 1s—one of the most striking characteristics of the
modern Tamil literary scene A true, strict, and severe literary
criticism 1s still wanting, in spite of some very promsing beginnings
in this directions, as, eg, T M C Raghunathan’s evaluation of
Putumaippittan, his essays on literature, K Kailasapathy’s work,
a few articles by K N Subrahmanyam and, especially, the activities
of C S Chellappa (b 1912) and two groups of writers, one gathered
round Chellappa’s review Eluttu, another the Kuruksétram group !

1 Eluttu (Writing) was founded by C S Chellappa m 1959 as a critical
review [t 13 to be regictted that i1t has ceased publishing Chellappa also
publishes books m his Lluttu Press m Madias His 1s undoubtedly the most
important smgular attempt to intioduce solid hiterary criticism into the
Tamuil scene, and, mole nnportant than that, Eluttu opened 1ts columns to
everything new, creative, experimental and fresh i Tamul wiiting Tts
mfluence was decisive but its impact was unfortunately sery limited [t
was 1ead and discussed among writers and intellectuals, but 1t did not reach
the general reader who 1s influenced iather by such mass-magazines as
Anantankatan, Kalkr or Kalawmakal, though theu lhiterary face and taste aie
of immeasurably lower quality than that of Eluttu

Also, a few publishers have made attempts at more ambitious under-
takings Apart fiom Chellappa’s Eluftu Press which was 1esponsible fo1 such
extremely 1mportant publications as N Piccamiutt’s Kattuvath (Wild
Duck), the excellent anthologv ot “New Poetry”, Putukkuralkal (New
Vouces), and the highly mnteresting collection of interviews Etarkdka eltiu-
krvép (Why do 1 write), there 1s e g the experimental publishing house based
on the principle of a reader’s club called Vdcakar vattam or Book venture,
which has published such very mteresting and outstandmg books as jana-
kiraman’s novel Ammad vantal (Mother came), Ramamirtham’s novel Putra
(Son), an anthology of contemporary Tamil prose and poetry, etc

In 1968, a group of Tamil authors belonging to Trnvandium published a
collection of essays, stories and poetry (including a “shoit novel’” and a play)
entitled Ruruksétram Most of these literaiy pieces ate origmal Tanul
wiitmg, a few are translated from Malayalam The editor of the anthology 15
Nakulan, himself a noted Tamil author Some of the prose 1s of high quality
(e g N Padmanabhan'’s story, and of coursc Mauni's stories), so are some
of the essays, e g D Satyanesan’s evaluation of Nacciparkkimyar Probably
the most important contribution to this volume are the 43 poems by Shan-
muga Subbiah (Sanmuka Cuppatyd) and the three poems by Hari Sreeni-
vasan S Subbiah’s pocms are straightforward, powerful, witty comments on
everyday life, some of them probably too simple, but a few at least have no
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Apart from Chellappa’s established and influential review, there
are a few other magazines which have more serious ambitions than
just to entertain and make a profit To these more serious journals
belong some of the left and Marxist-oriented magazines (T'@maras,
Ardycer, Saraswathi) and such periodicals as Jlakkiyavattam, Tipam
and Katir A recent and very promusing but short-lived addition
to the number of modern-oriented, critical journals was the quar-
terly Nata: (G Krishnaswamy, Salem), the eight or nine 1ssues of
which were of a high crnitical level, and the monthly of the “angry
young men’’, Kacatatapara (Madras)

However, the best known and the most widely read 1s still
accepted as the best, the immediately successful as the truly good
Hence, ¢ g ; the novels of Akilan ate recommended as outstanding
literature, which they certainly are not—they just make enter
tammg, sometimes mteresting though sentimental reading, On
the other hand, any treatise on an old text like the Twukkural
or the Ramdyana, any thin, dilute, and very famihar rhapsody on
the Cuappatrkaram or the bhaktas are considered, too, great
Iiterature '

In a vague sense, almost all Tamil writing of the pre-Independence
period was In a way realistic, i that 1ts subject-matter was just
real life around, and humanistic, 1dealistic, and mildly progressive
mn 1ts message Also, 1t was most often rather seniunental, very
domestic, and very mddle-class type of writing Compared to the
neighbouring Kerala, there was practically no battle of 1deologtes,
almost no group activity, no live ferment, no clash of 1deas, methods
and techmques of writing Mutual reconcihation, full conformity
and meek adaptability—these were the main features of Tamil
writing, and they were considered virtues, Tamil writng itself was
like a pool of stagnant, malodorous water And the awesome exulta-
tion over the past glories of Tamil was common almost to all, and
1t progressively increasedJ

We may take as a typical mnstance of an immensely popular
writer of mid-century R Krnshnamurti, better known as Kalk:

equal mm niodein Tamil poetry m the forceful and yet graceful straight-
forwardness

N Padmanabhan (Nila Patmandpan) who has a fine shoit story (Naw,
“I”’) m the collection, published 1 June 1968 an ambitious novel, Talaimu-
ratkal (Generations, 408 pp ), a rather mvolved but tiuly realistic piece of
prose with a lot of local couleur, no doubt one of the most important contri-
butions to [anmul prose m 1ecent yeais

T
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(1899-1954) \Even such fairly critical scholars as T. P. Meenakshi-
sundaran compare Kalk1's rather poor novel Alas Ocas (*“The Tumult
of Waves”) to Tolstoy’s supreme masterpiece “War and Peace”,
“though on a lower level” * And C and H Jesudasan (1961) speak
about Kalki very warmly, almost m superlatives, with almost no
really critical remarks on his very fundamental 1nadequa01e§§\
Kalki was the most influential and prolific journalist of the day,
and he dominated the literary scene {from the middle thirties to the
early fiftiles His fame and reputation rest on his voluminous
novels The best—or rather the most successful—of them are
historical romances like the Chola Ponmiywn celvap or the Pallava
Cwakdmyn capatam Both these, and more so his writings based
on contemporary life ike 4las Ocar arc just crammed with senti-
mentalism, melodiama, false romanticism, and tédiously long
descriptions of love-birds 1n their love-nests It 1s all very sweet, or,
rather, sugared His characterisations arc weak and shallow, his
dialogues hively but often naive, the descriptions of sculptures or
dancing very detailed but very trivial His style 1s “fluent but
colourless, clear but has no individuality” 2 He was a great adaptor
un_his humorous writings of his earlier period, Kalki based his
stuff on the works of Mark Twain, Jeiome Klapka Jerome, and
other authors, almost unknown to the unsophisticated Tamil reader,
the situations and characters of his historical novels come rpanly
from Alexander Dumas, Lord Lytton and Sir Walter Scott i
In spite of all this—or probably because of all this—his appeal
to the masses of readers was extremely powerful Why? Because
the average Tamil reader, who was rather “weak-mimded” (to
quote K N Subrahmanyam), was not prepared for anything else
The way mn which Kalki plays upon the responsivenees to the
sensational and to seemingly well-built and complicated plots 15
truly admirable No matter that some of his plots are quite unreal
or plainly unpossible, he 1s always able to excite He also responds
masterfully to the sentimentalty of his readets, chuefly frustrated

1 4 Hastory of Tamal Luterature (1965) 182

2 Ka Naa Subramamam, “What 15 wrong with the Tamil novel”, The
Sunday Standard, Nov 2o, 1966 Compare this sevcie but absolutely just
evaluation with the Jesudasans’ false statement (0p ¢t p 266) “It 1s a
style with a distinct mdividuality It sparkles i the dialogues of his
characters It 1s quite probably the best pait of his work” Contrary to this,
Subramamiam says very coriccily “His style was certanly not the man m a
Iiterary sense’
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women His social and historical fiction was written week after
week (in Anantavikatan, and later i his own journal Kalk:) “with
just that element of mystery and suspense that are necessary for
the serial reader m Tamil” (K N Subrahmanyam)

To be just, in Kalki’s writings there also are some praiseworthy
features, he almost always succeeds to work up an atmosphere
1n his historical romances, so that the dead past comes back to life
m truly vivid colour He never wrote a line without a careful study
of the history of the particular period with which he was dealing,
and often he went painstakingly directly to the sources, to -
scriptions and ancient texts His impersonal and colourless style 1s,
on the other hand, smooth and polished and reads well It s easy
to read Kalki, even for a begmning student of Tamul And, naturally,
the Tamil reader needs minimum effort to understand his writings
This was 1 fact considered Kalky's greatest vartue that he did not
burden and fatigue his readers He also has a kind humour, which
1s never loud or vulgar, his prose may be probably in one short
phrase evaluated as innocent entertamment, though, of course, 1ts
mnocence 15 questionable 1f one agiees (as I do) with Subrah-
manyam’s strict pronouncement, that “Kalki's Alas Ocar, the
Sahitya Akademi winning novel, s still unrivalled in the number
of words used to square inch of sentimentality on the human
scene” 1

As far as the short story i1 Tamail 1s concerned, I must again quote
K N Subrahmanyam who 1s one of the few courageous and un-
compromusing critics of modern Tamul writings The short story
“continues 1n 1ts sedate pattern, with the defined plot, the
leisurely narrative and the stock situations Perhaps because
traditional thought i Tamilnad leans more towards a personal
philosophy than to psychology, we have m the Tamil short story
little of character probing or analysis of a situation”

The first to have written short stories in Tamil literature was
V V' S Awyar Some of them were his mnventions, some others just
adaptations, the result was the first notable collection of modein
short stortes in Tamil called Mankasyarkkaraciyin kdtal, called thus
after 1ts title story which 1s based on some events m Tamilnad
of Kulottunka Chéla III It 1s a lovely romance Another story of

1 Though probably some of Akilan’s writings ooze a greater amount of
sentiment and engender a heavier stieam ot words
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lus 1s even based on modern life (Kamalaviayam). V.V S Aiyar
died m 1925—and with s and S Bharatr's attempts, the Tamil
<hort story writing made quite a good start

With Putumaippitian (1906-1948), between the thirties and the
fortics, the Taml short story achieved a decided status For a long
tmme after him there was almost nothing which could be compared
in standaid to his wnitings

Around the thirties, a group of writers gathered round a short-
lived journal called Manikkot, under the leadership of a brilliant
oiylist, V. Ramaswamy (Va Ramacami Ayyankar, { 1951, “Va
Ra”) Putumaippittan was one of them Their achievement,
prose-writing as well as in poetry, must be considered as the peak
of Tamil hterary development between the two great wars It 1
quite obvious, today more than ever, that almost everything which
15 truly creative and promising in modern Tamil belles-lettres has
1ts roots m the shori-lived (ca 1930-1940) but powerful M, anikkoti
movement

Putumaippittan has been recogmzed as a real force m Tamul
writing He was a strange and anbalanced man and writer He
probed with feailess and ruthless frankness mnto the failings of the
society around hum The method of s wrnting 1s truly realistic
and truly critical at the same time “Innocent’’ and naive rornance
of the Kalki type never did come his way, sunply because there
was no pure and naive romance mn the hife which he so sharply
saw, so powerfully described and so bitterly cniticized He also
remterprets mythological stories in modern light There 1s humour
and pathos, but wore often bitmg satire and much distress and
harshness 1n has prose Of about two hundred short stories he wrote,
about a dozen are indeed first class, they are the first fruits of
modern Tamil fiction which one may compare with highly developed
story-writing of world literature On the other hand, there 1s a lot,
especially among his early 1925-28 productions which 1s second
and third rate, nmtated, even plagiarized (Maupassant, Chekhov
etc) In his late years he wrote things which leave behind nothing
but bitterness, frustration, and even disgust

Several anthologies of Tamil short stories were published more
or less recently, m the origial as well as in Enghsh translation,
and one would expect them to be fairly representative Let me
cutically cevaluate the one collection which 1s probably the most
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ambitious ! It was published 1 1963 undcr the name The Plough
and the Stars (Asia, London), edited by K Swaminathan, Pera-
swami Thooran and M R Perumal Mudabar It contamns 26 short
stortes However, the anthology 1s not a careful and truly represen-
tative one smce 1t does not nclude some of the best short story
writers like Mauni, I. S Ramamirtham o1 S Ramaswamy at all,
1t does not nclude any of the lefi-oriented realistic wiiters (with
one exception) who were a real force hetween 1945-1960, like
Raghunathan o1 Selva Raj, 1t does not mnclude some of the other
rather mmportant wnters ike Vallikkannan, but 1t does include some
very poor writers ke Kumudint or V. § Subbialy, and 1t does not
always mclude writers on the merit of their hiterary cxcellence or
mmportance, ot the fact that this or that writer would be typical
for one or the other aspect of modern Tamil wrting, but just
because they are politically or otherwise mfluential (Rajagopala-
chari, K Santhanam)

However, even though not representative enough, this anthology
may be used as a pount de départ to discuss at least some
features of contemporary Tamil prosce-writing In terms of themes,
the majority of the stories deals in some way with children (one
whole third of the total of the stories) the child appears in all those
storles as emotionally and ethically superior to the adult, we have
here a lame child, a blind child, a number of poor children, and
motherless children  Also patriotic children versus their not-so-
patriotic father Child-and-father relationship occuis more fre-
quently than child-and-mother relationship I thmk that this pre-
occupation with children 1s an mmportant and rather typical feature
of modern Tamil prose-wnting

Four stortes have a distinet social theme m terms “the rich”
contra ‘‘the poor * (beggar, rikshavalah, and a poor writer) No story,
however, preaches revolt or revolution, though there are such
stortes 1 Taml The so typical and almost mevitable prostitute
does, surprisingly o, not appear

Another major group deals with problems of marriage and
famuly-life, three stories deal with widowhood There are no love

I Thercis arclativdly very good collection of Tamil shoit stories, published
by the Salutya Akademin 1959 under the editorshup of the late A Chadam-
baranatha Chettia, enfitled simply Curukatark kalanciyam Why has not
this short-story collection been translated ¢n foto mnto English and published
1ather than The Plough and the Stars, 15 beyond my comprehension
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stories m ihe Western sense the relationship between man and
woman develops erther within marriage (if 1t at all develops'), or,
1f thete 1s some attachment and affection outside marriage, the
two will mevitably part Another very typical and significant
feature

Apart from these major themes, there are some more OF less
Interesting minor themes Two or three stories teach some morale
m one, 1t 1s “bad day-dreaming’” versus “good reality”, mn another,
patriotism 1s praised, in yet another, renunciation 1s extolled There
1s a story with an anti-atheistic message All of these “didactic”
stories are very poot as belles-lettres, 1n terms of aesthetic evaluation,
and they are rather conservative m outlook

Fmally, there 15 a story about ammals, quite a charming one

The focus of attention of the authors 1s thus mostly on children,
on married couples, on a few socially degraded and economically
poor ndividuals As an exception, two swamis (portrayed with
humour and 1rony) figure 1 one of the stories

In terms of characterization, I would classify as many as fifteen
stories as poor In iwo or three cases, I would say that the charac-
terization 1s not bad, and 1 five cases 1t 1s good In one case it 1s
very good The children are often better characterized than the
adults

As a rule, there 1s not much of a plot A poor or a weak plot 1s
found 1n about twelve stories Four stories have no or almost no
plot In two stories, the plot 1s solved tragically, the central figure
dies Sometimes, the plot 1s rather forced and “‘romantic”. In one
or two cases, 1t 1s plamnly silly In most cases, it does not at all
develop well None of the plots 1s highly dramatic or striking,
nothing really surprises us Some of the plots are rather banal

Style first of all, the translation into English 1s mostly poor,
and as I know from some mstances (of the stortes which I know
the Tamil orgmal), 1t has often damaged whatever good there
might have been m the origmal However, even a bad translation
cannot entirely kill a very good origmal Four or five stories can
be said to have good style, though with one or two exceptions
nothing to be compared to a Ramamirtham or a Bhave Thus we
see that style seems to be the weakest pownt of these short stories
Some of the themes are mteresting enough, some of the plots are at
least promising, some of the characterizations 1s not bad, but mn
terms of style and diction, not even one fifth of the stories 1s really
good.
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Thus there are only three or at most four stortes m this collection
of twenty-six pieces which I would characterize as good 1n terms
of all four features—theme, plot, characterization and style
Jeyakanthan’s ““Staff of hfe”, Pichamurt’s “Blind girl”, probably
Shankar Ram’s “Wound Can Heal Wound”, and maybe Janakiwra-
man’s “Exultation”

The three writers which were selected to be treated m detail in
this chapter were choseri as typecal, as characterisic for certam kinds
of modern Tamil prose-writing The fact that these three names
were chosen as representative does not mean that these three authors
represent the best i Tamul contemporary prose, or the whole gamut
of modern Tamil prose-writing Each typisation presumes selection,
and each representative selection means that, while a number of
features or 1tems 15 chosen as typical, as characteristic, a much
greater number of features or items must necessarily be 1gnored
This 1s the reason why this chapter 1s not full of greater or lesser
names and titles of books It 1s a pity that it cannot be (naturally)
quite anonymous

Three authors were selected as typrcal of almost the whole 1ange
of modern Tamil prose—or rather, of that in contemporary Tamul
prose which 1s valuable and tull of promuse for future development

(The first one to be discussed 15 T Janakiraman Most Tamil
critics, and probably most readers, too, would agree that Janaki-
raman’s writings are good that he 1s a good and nteresting story
teller. According to my opion he 1s typically one of the best
representatives of the prevalent, realistic, humanistic and mildly
progressive trends of modern-day Tamil)

T Janakiraman was born on June 8, 1921 in Thevangudi near

1 Since this 1s a dehicale 1ssuc, let me repeat once more the fact that I have
selected three authois for detailed discussion does not mean that theie are
no other good or even very good prose-writer~ . Famul Bemg well aware of
the fact, I am mviting the wrath of many teaders upon me (not to speak
about the writers), yet I shall still boldly declaie that I do not consider
writers like Kalki, Akilan o1 Valhkkannan as fust-rate o1 even great wrniters
On the other hand, I have a gical respect and admnation for such truly
honest writers as N Pichamurti, probably the most awe-mspiring and 1m-
pressive single figure m Fanul wirling today, both n the field of prose and
poetry (see Chapter 20) I also admure wiiters and cuitics ike C S Chellappa
and K N Subrahmanyam, if for different reasons [ am also aware of the
extremely promusimng younger writers and poets like Sundara Ramaswami
(b. 1931), probably one of the most talented authors of the younger genera-
tion (cf his excellent shorl novel Ovu pulryamaratten katar, The Story of a
Tamarind Tree, 1966)
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Tanjavur Heis a Brahmin by caste and knows Sanskrnit and Enghsh
well For years now he has been working m the All India Radio
(Madras, Delh), and has published a number of short storses,
noveletties, novels, dramas and travelogues

The best known short story collection 1s probably Cwappuriksa
““The Red Riksha” (1956) The two novels one should read are
Mékanul “The Thorn of Passions” (1961) and Ammd vantdl “Mother
Came” (1965) A charming travelogue about Japan was published
by Janakiraman in 1967 (Utaya cdriyan “The Rising Sun’’) One
of his more engaging dramas 15 Tdktarukku maruniu (1965) “The
Medicine for the Doctor”

Janakiraman 15 a calm and composed writer His themes ate
{aken fiom everyday life of the middle-class families n the towns
of Tarmlnad His most progressive piece 1s probably a short drama
called Naluvelsnidam “Four vehs of land” But his short stories are
usually not concerned with social reforms or social revolution He
speaks about social evil with nuld dlsapprova,l, with a kmnd of
dolorous smile and a soit of gentle reprimand *‘This should not
he done’”’, that 1s what he seems to say, “because it 1s sad, pamful,
and ugly” But more often he 1s concerned with the family, with
the relation between husbands and wives, between fathers and their
children (a very strong motive) Beyond the famuly, the unit within
which his characters ive—and they usually do hve—is the very
near neighbourhood, a house with a common courtyard, a block
of houses, a compound, onc single narrow street of a small South
Indian town, a raillway compartment

When asked why he writes he says “It 15 as if somebody asked
me Why do you eat? For a number of reasons because I am
hungry, because I enjoy 1t, because this or that tastes good, etc etc
1 wrtte for a number of reasons f{or fame, for fun, for money, a little
for myself and a hittle for you, or just because T want to manifest
the fact that T am here, and sometunes just for my own amusement
—well, for a number of reasons, really, and, m fact, 11 15 quite
simple  Writing gives me much pleasure, 1t 1 compostte pleasure
—Iike the pleasure of love. there 1s the thrill of expectation, the
pain of disappomtment, the joy of union—but altogether 1t 1s
a pleasure And I write about matters I know I never write
about things I do not know” This 1s the one great thing about
Janakiraman and his writing  his honesty and the absence of any



IHE PROSLE OF TODAY 297

kind of pretense There 1s no affectation and no ostentation n him,
no untruth

His style 15 vivid, plastic, his language rich and colourful, though
always temperate and subdued, he 1s not afraid to use, in the
dialogues, a written reflection of the colloquial which usually
happens to be the Brahmin colloquial with him?

{ Mokamul (1961) “The Thorn of Passion’ 15 a distinguished novel—
one of the best ever published m Tanul The plot, the theme, the
story, even the style—almost everything in the book 1s really good
And yet 1t 15 not an excellent novel altogether It suffers from the
one fault that some of his writings display verbosity and loquacity
“An otherwise good piece of fiction so thinly spun out that 1t
runs to about 800 pages, 1t could have been more etfective if 1t had
been done m about a couple of hundred pages” (K N Subrah-
manyamn)

In this respect, Ammd vantdl (1963) ‘‘The Mother Came”’, 15
definitely better This 15, mn short, the plot Appu, a Brahmm boy,
1s sent at the age of eight to a Sansknt seminary (pdtacdlas) to
learn the Vedas He stays sixteen years,to master them, living on
the banks of the Kaviri, m a beautifuly serene atmosphere Appu
alone does not know that his handsome, overbearing mother who
appears to his mund’s eye as a luminous vision, 1s unfaithful to his
father, 1n fact, she seeks vicarious atonement by turning her son
to a Vedic scholar After sixteen years Appu returns home to learn
the devastating truth Appu’s affectionate younger brothers and
sisters turn out to be bastard half-brothers and half-sisters, his
mother an adulteress The short, explosive novel describes the
reaction of the ardent, puritanical young Brahmin idealist to this
emotional catastrophe Seemng that his resigned, withdrawn and
compassionate father ignores the aberration of his wife Appu rejects
his home and goes back to the pdthasdld whose founder and
benefactoress on her death-bed makes him the jomt hewr to her
property Appu ends by living “mn sin'’ with her widowed niece, a
lovely and sensual woman by name of Indu

The book’s theme 1s highly interesting, even great, the plot well
conceived, the characterization of some figures excellent Alanka-
ram, the sinful mother, 1s indeed overwhelming Some descriptions

1 The Plough and the Stars (1963) ncludes Janaknaman’s story “Exul-
tation”, pp 76-87, and Mahfil (IV 3-4, 1968) has an English version of his
story “The Temple Light”
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are lovely——e g at the very beginning of the novel the description
of the Kawvirt On the other hand, the novel has a few basic draw-
backs 1t has not quite escaped the curse of sentimentalism, 1ts
author, though brave enough to choose a delicate and explosive
theme, 1s not courageous enough to be entirely frank—eg 1n
dealing with Indu’s sensuality, with sex in general There 1s almost
no verbosity i this book, and there are some tiuly exciting passages,
but there are also some flat and colourless parts, and some de-
scriptions are not concrete enough I give below the English transla-
tion of a passage which describes the first confrontation between
Appu and Indu, before Appu gocs back to Madras and learns the
trath about his mother

“She gripped his shoulders with both hands, the fingers digging imto
his flesh

Her palms were hot, but the rounded, soft forearms cool on his shoul-
ders and chest, like a tight-woven garland of chrysanthemums

He was overwhelmed by a staggering feeling of astonishment

Indu’s hawr rubbed against his cheek, then her brows, her {orehead,
her Iips

A lizard chucked from the wall Appu stood abruptly up, pushing her
aside She got up, too, but held lus shoulders tightly

“No, Indut”’

“No to what ?”’

“No! No to this s When I think of your aunt, 1 feel ashamed”

“Even now 1t 1s only aunt you can think of! Not me! Why do you keep
bleatng ‘sm, s’ ?”’

“Because this 1s sinful”

“It doesn’t seem sinful to me What 15 a sin? To do and say things
against one’s conscience It 1s you, you that I have been thinking of all
these years, you that I've been hiving for! Now you know Is 1t so wrong ?
Shouldn’t I have told you what 1 feel ?”

“It doesn’t seem right to me, Indu I think of you as I do of your aunt
When you touch me, I feel as 1f T was touching her " Appu closed his
eyes

“You always think of her, how great she 15 And you turn away from
me 1 disgust as 1f you had tiodden on a dead worm If you could only
realize that I am a human being, too but that you can’t!”

“I do not even think of my own sister at home as so near to me as you,
Indu! I think of you as one born with me "

“But don’t you rcalize now that this 1s not true?”

“No, I stall think 1t 1s true Nothing has changed”

“Appu'”

‘ »
¢

¢

‘Appu'”
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“You talk and you don’t understand, cven now after I have told you
all this I swear on the Vedas you study—without you, my hfe has no
meaning at all”

He stood aghast, hurt, he could not bear thi> goading, this oath on
the Vedas

“Never talk hke this agam, Indu”

“Why ?”

“Don’t drag m the Vedas They are like my mother to me They are
my god, my mother, they are like my mother who 1s god to me Pure
gold I knew Parasu Don’t think he 1s dead He 1s there, listening to
all that you say Doesn’t it occur to you how his soul will squirm 1n
agony hearing you? You don’t think of him at all—and not only that,
you dishonour him and degrade yourself, and I cannot bear to hear you
babbling hke this, ignoring him! And when you, mn addition, swear on
the Vedas, 1t 1s as if my mother had been dealt a blow, as 1f dust had
been thrown m her face! Look here, Indu, I'd have left by now, but for
your aunt I am just warting for her to say good-bye You know,
when I look at you, think of you, I feel happy but T feel like c1ving,
too Don’t be angry with me, Indu When I go back to my mother,
1 should go clean n body, clean n mind She must never thmk that [
went to study the Vedas, but rcally smeared mud on my head When
you return after a bath n the Kaver, you should not drop into a road-
side tavern and drink kalin T couldn’t stagger in my mother’s presence
with a mud-stamed face! When you look at me, 1t 1s as 1f she was lookig
at me! Send me home safe, Indu!”

He moved away ftom hei and there he stood, afraid that she would
follow and hold his shoulders

Indu stood facing the wall, with the light of the lantein falhng fully on
her She was not looking at the wall She was not looking at anything
Her nose was shiny, the skin sagged beneath her eyes She was standing
there as 1if she was some dead body that had been stood up Even on the
face there was a deadly pallor, as if ife and blood had been draimned She
was like ashes

For mmutes the corpse-like apparition stood there, unmoving

Then she knotted up her hair, and raised a finger to scratch her cheek
and hp With the look of utter blankness she crawled from one place to
another, picked up the lantern, set it down by a pillar, and sitting beside
another pillar, she buried her face between her knees

Appu glanced at the door, and then went quickly up to hei, she heard
his footsteps and raised her head, but he did not look at her He laid
himself flat on the ground m front of her, n a full-stretch namaskaram
Then he rose and walked 1nto the patacalar He spread his towel on the
floor and laid down

He was"h'é?gmng to suppressed sobs and moans and snivellings

A gecko clucked from the darkness kik-kik-kik

He closed his eyes and could see, m the shadows, the face of his
mother ”’
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[ Janakiraman 1s a well-established author, who has always
something to say, who does not want merely to entertain or to
please The message he has to convey 15 always a message of good-
will, an exhortation to more humane humanity There 15 a lot of
miserv m the world and i man’s ife Do not multiply this misery
[he world needs decency, charity, common sense and a lot of
goodwill This 15 the message of Janakunaman, a good, sohd and
enjoyable writer

i]eyakanthan 15 quite drfferent A robust, energetic, and passionate
man So are his writings robust and passionate ,An angry writer,
when he began to write m the hifties Only lately hus style has
mellowed and reached some stablhty,“qle was and still, to some
extent, 15 the enfant terrible of Tamul literature, a writer whose
purpose 1s to shock the readers—the shock being intended as a
therapeutic device He 15 defimitely a man with a message Things
are bad and they should be changed, violently 1f necessary, without
violence 1f possible *

He belongs to the young if not to the youngest generation of
writers He was born m Kadalur on May 2, 1934, and 15 a prohfic
wiiter who has published a large number of shoit stories and qute
a number of novels —of very unequal quahty

Jeyakanthan scems to care much more about what he has to say
than about how he says 1t, which does not mean that his style and
language 1s disappomnting But he 15, out of the three writers dealt
with here, the least careful stylist, though some of his pages show
that he 1s capable of formnal excellence He 1s always direct, quite
simple and quite powerful It 1s the topic, the theme, the plot,
and the 1deas, opinions, heliefs, the judgements which are important
{o him In the best of his short stories, one feels a sure stroke of
a stylist who has succeeded m getting nid of everything superflu-
ous and redundant (quite opposite from Janakiraman) But
sometimes his way of describing things 1s crude and raw

'He belongs to the line of critical realism symbolized by the
names of Puthumaippittan and T M C RaghunatharDHe does
not hesitate to handle themes that were recognized as taboo,
startling, even embarrassing lus readers In hus early years as writer,
there was much talk about his “immorality”’, which was, with him,
nothing but absolute frankness, deadly sertous, and crudely realistic,
even naturalistic narration

For the urge to write there 1s always some 1eason with Jeyakan-
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than He 15 a rationalist who sees the chain of causes and results m
the whole spheic of hife The ultimate measure and reason of
everything 15 Man, even for nature, and more so for art Art, for
him, 15 always full of purposes, 1t has always some meaning, some
sense, some message In the story Ildtatu etu (“What 15 lacking”’),
he deserthes man, symbohized by a proud and successful scientist,
approached v God, who had given ham too much and wants to take
back one of his senses The man 1s free to chobe which one he would
agree to lose He thinks for a while and their proposes a bargain
“You can take back any sense you want, but you will give 1n return
something which I don’t have” God—who intended to take away
the man’s mind—is embarrassed “If T take his nund, what can I
give him 1n refurn? Can I give anything? What if the thing I give
him tuins out to be even more powerful > What 1s 1t that he doesn’t
have? T should not have tried to talk with man in his language”
And he disappears The man wins

As the scientist says to God, God has no business with man, man
has work to do which may, m the end, touch God

“Tafe 15 a stinggle Especially the hfe of the workmg classes
Jeyakanthan wants to take part 13 the struggle He alwavs enjoys
taking pait in any f1gh1:

“Some of the truly Maixist 1deas and methods of approach re-
mained m him fiom the pertod (about 1956-1962) when he was a
passtonate and orthodox Marxist He has lately left the camp of
Maixists and ulira-left rebels who as he says “show only the céris” m
therr wnitings He 15 now refusing that kind of hiterature which
wallows n the moibid description of filth, misery, poverty and vice
to the excluston of cverything else under the pretence of being
realistic and revolutionary According to Jeyakanthan of today
(though a decade ago he would have talked very differently, and
one can hardly predict how he will talk a decade later), these
writers who deny that there was a past i India, who see the past
as something false and absolutely rotten, are blinded fools and
perverts (kurutarkal, acatarkal, vakkarittupponavarkal) He rec-
ogmzes the 1deals of the past, “the pride of Indian wisdom and
the power of Indian soul But the soul of India broke mto
preces The Iife m India became an image of falsehood In
cursing the hfe and pleasure while at the same time enjoying them,
the Indian became a hypocrite ” (Maunam ovu pdsar, ‘‘Silence
15 a language”) Thus he refuses to join the hnes of those who see
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only the past glories of India, for whom hfe 1s a thing of the past,
and the present time means death and decay For hum, Inda hives,
as he puts 1t, both 1 temples and 1n the céris (low caste villages),
the sanctity of the temple lives in the cérz, and the filth of the cérs
ives 1 the temple (a truly dialectical approach) True hiterature
should reflect the facts of all aspects of hife m 1ts fulness, here and
now, what 1s 1mportant, 1s the present moment, the here and now
of Indiam all its complexity And, above all, doing away with all
kinds of hypocrisy and pretence, revering the old ugh 1deals just
because they are old, and at the same time following, m practice,
loose, derived, second-hand and diluted modern values The future
culture of India must reformulate ancient, traditional Indian
values 1n the new context of social change

Jeyakanthan prefers to think about humself as a truly critical
realist, which he probably 1s, a fighter, not afraid of blows Probably
always sure of himself, always conw%ed that he 1s nght, he most
often 15 He 15 always on the move (Figuratively he speaks about
himself as a lover of Sarasvati, the Goddess of Art, and a son of
the Goddess of Socicty He has a very keen sense of future, m-
cluding his own future as writer He says about himself “I am a
small drop m the great occan which creates the world of tomorrow
My writimg 1s Just one wave in that ocean” It certainly 1s a power-
ful wave !

Contemporary Tamil prose—and I certanly do not enjoy writing
this—1s, on the whole, emasculated, flat, colourless, as 1f most of
the writers were afraid of conveying their own experience of life,
as 1f they were strangled by mhibitions when talking about matters
like body and sex Unfortunately one finds ths flat, umdimenstonal
and castrated writing even when reading a description of nature,
of a street, of a room, of a human bemng, of an event As 1f these
writers, as A K Ramanujan very happily put it during a private
conversation, were devoid of the five senses of seemng, hearing,
touch, smell and taste One 1s indeed almost bound to ask 1f there
1s something wrong with the sensoric perceptions of these writers—
or 1 1t just utter lack of the pertment vocabulary and stylistic
skall ?

Fortunately, there are exceptions Some of the wiittings of

1 However, the development 15 very uncven and full of potential dangers
and pitfalls
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N. Pichamurti, K Alaginswamy, R Shanmugasundaram, T.
Janakiraman and a few others are plastic, vivid, multidimensional,
sensitive 1o shapes, colours, sounds and smells And a writer like
Jeyakanthan 1s capable, 1n the best of his prose, to produce descrip-
tions like the followmng ““He coughed again, having sat up, and
then expectorated You could really not say how old he was he
seemed ageless as etermity His head was bare, his face silvery
with unshaven hair, his forehead wrinkled His grey eyebrows wete
so luxurious and drooping that they half-closed his eyes and only
the pale whites were visible His beard and the drooping flesh on
his cheeks covered his face, so that one could not see where the
deep wrinkles on either side of his nose began and where they
ended But his nose, broad and pomted, stood out prommently” !

It 1s hardly possible to imagme two so different authors as
Jeyakanthan, the robust fighter, and L S Ramamirtham, the shy,
reticent Brahmmn with the face of Sir Laurence Olivier And yet
both of them, ke T Janakiraman, and a number of otheis
—C. S Chellappa, K N Subrahmanyam, N Pichamuity,
K Alagiriswamy, Chidambara Subramanyam, S Ramaswamny,
K Ganeshalingam—have something fundamental mn common
apart from the fact that these writers, all of them, to a greater
or lesser degree, possess, no doubt, a talent for creative writing,
they mea 1t when they write That 1s, writing for them 1s work, and,
unlike so many contemporary Tamil “writers”, they approach
writing with a_sense of responsibrlity, and with some definite mtent
and purport \But whereas, e g, Jeyakanthan 1s more attentive to
what he says than to how he says it, and while Janakiraman
probably tries to be equally carcful about what he says and how,
Ramamirtham, so 1t seems to me, 1s always or almost always much
more on the look out for how he says 1t than what he says Hence,
he 15 probably the best Taml stylist of our days, also, some of his
short stories—at least seemingly so—turn tound banalities or
trivialities. And reading Ramamurtham may become an mtellectual
eXercise,

Both Jeyakanthan and Ramamirtham are each possessed by a
particular kind of basic lunacy (I do not think Janakiraman is,

1 “The Staff of Life”’, The Plough and the Stars (1963) 88-89 The original
1s much superior to this translation Mahfil (1V 3-4, 1968) 81-99, contans
English rendetings of Lwo ot lus short stories, “The Dispute” and “Ages
Meet”
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he 1s too sensible and too well-balanced for that). Jeyakanthan 1s
obsessed with the future of the world he believes he 15 helping to
mould, more specifically, with the here and now of the Incia he
sees and wants to change Ramamirtham’s obsession 1s very
different, 1t 15 the mystique of the word, in other words, he 1s
always preoccupted with the problems of language, diction, style
and writing techniques words, once spoken, have become
cinder But the Word that defies capture 1s the flame that purges
Oh, T can feel 1t, don’t I realise the ridiculousness of this attempt
to pick out the Word from words—as ridiculous as trying to operate
on the bram with a butcher’s knife or a rusty doornail ? He who
has been touched by the flame of the Word, he carries the fire 1n
his heart If you will have the Word as water, he has drunk
from the Pool of Eternal Tharst And he walks alone on his
endless way—to the Word”’ !

In a personal interview, granted in January 1968 in Madras, he
told me “I am obsessed with words I histen to every word, con-
templating 1ts meaning and form, and the place 1t has in the web
of Iife and the patterns of speech Every word 1s hke a precious
stone There are moments, just before the 1deas, the thoughts take
the final shape of words, which are like a shimmering on the
brink of some explosion I try to choose words which will bear
repetition Repeating them makes me happy The reader should also
read my sentences like that repeating them, histening to them”

LS Ramamirtham was born on October 30, 1916 He has a
wide and decp English education He began m fact writing
English, his Englhish writings were recogmzed and published by
Manjer1 S Iswaran “I love Enghsh like a woman I think I was
happy to have read the right authors at the right moments As far
as Western writing 1s concerned, I might have been influenced by
Tolstoy . and Knut Hamsun and Hemingway .7 2%

It was T J Ranganathan (b. 1901), one of the influential prose-
writers of the older generation, who induced Ramamirtham to
write 1n Tamil “I have been wniting for thirty-three years now
For the last ten to twelve years I have not been reading almost
anything All those three decades I was repeating myself There
15 nothing new to tell ”

Ramamirtham has so far written more than one hundred short

' The ;ll;/str(ated IWeekly of India, Nov 20, 1966, p 27
2 Personal communication
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stories and two novels (Putra, 1st part 1965, Apitd, 1970). The
collections of short stories comprise Janane (x957), Italkal (1959,
‘Petals’), Paccarkkanavu (1961, ‘Green Dream’), Kankd (1962)
Adicalr (1963 ‘Gesture of Worship’) Alatkal (1964 ‘Waves’) and
Tayad (1966) He works in the Punjab National Bank 1n Madras
He 1s very shy, very difficult to talk to

The world of Ramamirtham’s stories—most of them describing
the hife of middle and lower classes—is often limited to just two
persons 1t may be husband and wife, parent and child, two friends,
sometimes two people who just meet casually and a relationship
develops between them—that 1s always of fundamental interest
to Ramamirtham the relationship between two, rarely between
more human beings Sometimes, he draws a whole fanuly into the
magic circle of his writing But the family seems to be the limit for
him Only rately does he deal with the relations of an individual
or a group of individuals toward society, or with some total social
problem: Where the problems of Jeyakanthan’s heroes are primarily
social and political, arising from such phenomena as poverty, caste,
social status, class struggle, occupational features, nationality,
.rehigion etc, the problems of Ramanurtham’s individual heroes
are psychological, they arise from the depths of their hearts, from
mner conflicts, suppressions, obsessions, passions and falsehoods
The subconscious workings of the mind, the conflict within an
mdividual—that 1s a frequent theme in Ramamirtham’s stoiies,
which sometimes have only one single hero'ﬁ/

“What 15 my method ? Introspection I seek for the truth in things, for
the true nature of things, for the truth in myself”

In this respect, Ramamirtham’s method 15 very Indian indeed
But then he says

“I do not believe in anything really—perhaps I am an atheist Yet,
I belteve—in the continuity of the race, the parents who begot me, my
mother—she hives very much in me I do not identify myself with my
characters They have a life of their own But at the same time, I write
chiefly about myself I am very much occupied with myself Almost all
my wiiting 1S 1n some sense autobiographical Yes, indeed, Pufra 1s
strongly autobiographic And I am wnting very often about my
mother She was a very unusual person Something of a queen and
yet a subject Unapproachable

The texture of his plots 1s really not very intricate but some-
times 1t 15 difficult to understand at once the full implications of

20
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the mteractions between the characters ““Green Dream’ (1961) !
describes, for instance, the complicated net of emotions evolving
between a blind man and his wife Parts of the story, thanks to
the diction and style, have a dream-like quality of fantasy and
ilusion But even single dialogues mn this story have a unique
force and charm

“Other memories arose at the word “moon” Memories of midnights
when he had lamn warting on a camp cot on the veranda, in the moon
light—the awaited hand clasping his—the many times 1t had led hum to
that stagnant pond amidst the four hillocks, at the turmng of the road—
the dusty earth of the street sticking to the soles of his feet—the green
dress flutterng against him m the wind—it was hike this moment

“Is moonhght green?”

“Green ? Anyone would say 1t’s white, wouldn’t they »”

“Completely white?”

“Can you say whitewash 1s completely white? Tt’s a sort of wintish
green”

“Ah, I would say <0”

If 1t must be so, let it be whitish green To give lmm the shghtest
occaston to imagine 1t completely green 1s enough It was satisfying for
him {o mmagme moonlight flowing down, green upon green, over the
hillocks, the grassy fields, the lotus tank—Uike sap wrung from a leaf
Immersed for a moment 1 the thought, he then asked—

“What 1s sunshine like?”’

“Oh dear, why are you such a type today? Sunshine 15 white Come
mside”’

“Completely white?”’

“‘Completely white”

Yes, even as far as he could remember, sunshine was only white, and
besides that, it burnt If sunshine were only green!”

(Transl by Donald A Nelson)

In “Ganga” (1962), the husband, out of disgust with everyday
grey life, chases after a love-dream of childhood and adolescence
After a diastic disappoiniment, he returns to his wife who 1s the
symbol and guarantee of security and sound reality ‘“Tarangim”
(1963) describes a barten woman’s attempt to keep the affection
of her husband, she loses his love at the very moment when she
becomes pregnant In “Talking Fingers” (1g61) two people, a man
and a woman, meet casually on a deserted road in the fields, he,
a Telugu-speaking peddler selling bangles, she, a young and buxom
Tamil peasant-woman, whose husband 15 a drinking ruffian There
and then an mner relationship arises between these two strangers—

L Mahfil TV 3-4 (1968) 55-62
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nothing develops between them in the physical sense; only his
fingers speak and a few bangles remamn crushed mn the dust of the
road—but the story, five pages in all, 15 a masterptece of Tamul
prose Who'has ever seen a dusty road m India, with a hot sun m
the zemth, and a strong and shapely peasant woman walking on
the road m the hot dust, under that sun, will feel the immense
tension pervading the story.

“Clay” (1961) * describes the relationship between a family of low
caste potters and the community they work for The central 1dea
behind the thenme of *Staimned Leaf” 2 1s the madness of poetry, the
higher, super-realistic, trans-realistic vision of the poet against the
carthy, fully realistic plane of the profane, of the vulgar. And of
course the higher, 1deal plane 1s destroyed by the vulgar. This 15
part of Ramamurtham’s “aristocratic” convictions and “1dealistic”’,
Plotinus-like philosophy. The setting of the story 1s extra-tradion-
ally Indian on purpose, the reality 1s transformed—to some
extent even grotesquely (the bizarre 1s not strange to Ramamirtham)
—nto very traditional visions of the poet sun-scorched frelds
into moonlit pleasure-garden, stinking canal mto lotus-pond, a
Pariah woman mto an apsard etc, The plot 1s of course melo-
dramatic, traditional, and, with a desser writer, 1t could be dis-
astrous But here the chmax and antichmax techmque 1s used very
skilfully after a double murder, an old woman with a broom
gathering rubbish for fuel, and the burning of the leaf, stained by
blood The 1rony of the whole event the poet and the woman (both
quite innocent) are killed with the poet’s own stylus (used for
writing his verses) held 1n the hand of a vulgar ignoramus! Diction
and style 1s, as always with Ramamirtham, the best feature of the
story The whole 1s based on contrast the basic contrast 1s that of
the dreamer-poet and the Pariah man of action (the poet dreaws,
writes down his vistons, forgetting reality completely. the Pariah
shouts and acts. “He came, he saw, he decided, and he killed” )
In the eyes of the Parah, the poet 1s not a sensitive, mnocent being,
but a mad good-for-nothing 1dler, just squatting on the bank and
grinning like a fool The whole story 1s a sertes of flashes. how the
world appears to different characters For the Pariah woman, e.g,
the world 1s made of sweat and sunshine and cooling, soothing
water. The same reality, symbohized by the banyan leaf, appears

1 b, 63-67.

b, 52-54
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differently to the four actors what 1s a piece of poetry to the
dreamer and ntellectual, 1s some four scribbles for the illiterate
Pariah belle, and dry rubbish, a piece of fuel, for the old hag And
the style! The whole “physical history” of a leaf 1s contamned 1 just
one short sentence ‘It withered m the heat, 1t was soaked by
ram, 1t shivered m the wind, and became stiff with cold” This 15
the description of the young woman, who “‘untied her sar1, put down
the bundle with rice, and shipped nto the water .. Her mind and
body were entirely mnmersed in her bathing In the frenzy and
mntoxication caused by fresh cool water crawhng across her body,
she beat the water with her hands and raised a curtamn of ram-
drops, hiding behind 1t, and laughing like mad, she thrust herself
down upon her back into the water Her hair untied, the flag
spread and mmmersed 1n water, she flung open her arms, pressed
her legs together and was floating like a cross Her eyes twinkled,
dazzled by the glare of the sun, her lips smiled, her body shone and
darted beams of hight like a black crystal”.

Ramamirtham’s language 1s extremely rich He has at his
disposal a great number of (so-called) synonyms € g, n just four
lines of ““Stained Leaf”’, the story just discussed, he uses four
“synonyms’’ for “water” wvellam, punal, tanniv, jalam, each with
shghtly different connotation and function This 1 1tself need not
be a sign of art, just of skill Whenever necessary, heis able to use
highly classical (and “pure”) Tamul words, e g twalar for malas,
“ramdrop, rain”’ (in the same story)

What 1s more important 15 the type of new and striking meta-
phors he employs Two mstances (as random 1llustrations) taken
from the short story “Ganga” (1962)" hearing the name of the girl
Ganga 1n a unexpected and surprising context, this 1s what the boy
1 the story feels kathyutan kath cantittup pors preantatu Dol ennul
&6 mévntu witatu (p 14) “Something happened n my heart, Iike
the birth of a spark when a knife strikes another kmife”’ And a few
Lines further we may read avaliamwruntu enakkuk kamvay oru
varttas varn abil kanavy alaku mahirniu enparyum kanavakkiyatu
“(and) when a tender word came to me from her, 1t was all aglow
with the beauty of a dream and I, too, was made like a dream”
(p 15) He 15 equally able to deal with the beauty of nature as
well as with details of human portraiture, cf the two following
mstances “From the hair, arranged like two curved armlets on
both sides of the middle parting, two loose locks parted and played
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on the hillock of the forehead 1n the swift wind of the electric fan
A floating round mark, above the spot where the curves of her
wrregular black brows began, melted m sweat, shedding 1ts red
kunkum and casting a glow on the face” (Tayd, p 6) “Green
pastures On the grass-tips stood drops of dew A golden bow
sprouted and spread upon the mdigo above Silver laces of water
rose and descended up and down the grass-stalks, rolling about
and smoothing the bends” (Curuts, p 34) Alliteration scems to
come naturally to him as well as a particular cadence and a powerful
thythm—cf such utterances (taken at random from the novel
Putra I) as ar oram dra amara anlntu kulikka otum jalam illaryd
(p 33) “Isn’t there running water (for me) to bathe m, to be cooled
and refreshed and appeased, at the side of the village?”, or wnia
ennattar ennum nérattukku palaryil pitta pappol, ennatiin paccar
nevicw kacontatu (p 43) “Like a flower, blossommng in the barren
soil, within the span of time necessary to produce this thought,
the heart melted, by the tender freshness of the thought”

When asked what are the sources of his rich, sometimes rather
profusedly Sanskritized Taml, he says “It was all in my fammly
It 1s my family heritage My= grandfather was a Taml pandit
And then, of course, experience richness of experience produces
wealth of language The nature and extent and depth of my n-
volvement, that 1s decisive for my diction My emotions
Sanskrit ? But I do not really know Sanskrit I do not know it, but
I love the sound of 1t It 1s like heavy jewellery It has also been n
my famuly for ages "

His writing 1s not very popular Sometimes he 15 rather difficult
to understand “‘Often, one gets lulled into a trance while going
through the verbal permutations he indulges in with magic effect
This seemmngly undue dominance of verbal designs stands m the
way of communication when the reader 1s not familiar with the
techmque Ramamirtham employs 1n expressing himself’ !

"His Putra (“Son”), a novel full of Macbethian twilight, reminding
one of Spanish baroque, Italian “marmsm”’, and the English * meta-
physical” poets of European seventeenth century, was called
“tongue-in-cheek experiment” and to some extent this 1s true The
search after new forms, the strife after technical mnovations, the

1 P P Sundaiarajan, ‘“The Short Story m Tamil”’, Indian Wwriting
Today, 4, p 61



310 JHE PROSE OF TODAY

obsession with the “word” drive Ramamirtham, from time to time,
to the dangerous brink of pure formalism, and he 15 almost ready
to sacrifice the subject, the theme, the meaning, on the altar of
the form, wru This has mdeed happened to some extent m Putra,
especially 1n the first half of Part I In the prose-poetry passages
he seems to have carried his experiments too far The novel 1s the
story of a curse, hutled by the mother upon her son
“T am an utterance
Am I male? O1 am I female?
Am T she? Or he? Or 1t?
‘Listen! To you, a son will never be boint
And even 1if he were, he would rot!
This 15, then, my Jot, that 15 my destny,
[ am a curse

T shall not be locked within one place [ shall be everywhere
I shall not be squeezed mto one form, all shapes are my shape, my
being
I am a WORD
the meanmg of the word,
the action of the meaning,
the three merged and blended nto
one trident’” !

Reading a story by Ramamurtham 1s always au experience, some-
times a harrowing experience, often the reader 1s left with painful
and very disturbed feelings, sometimes he 15 lost, sometimes, he
feels that there 1s a certain amount of affectation, of ostentation
present n Ramamirtham’s writings, he may wish that the author
be more sunple, more straithtiorward, and—more simncere

However, Ramamirtham 15 a many-sided gemms He 1s capable,
even within a sigle comparatively short novel as the first part of
Putra, to evoke an entirely different picture

“Blue, saffron, violet, deep yellow, grecn, black—she had a figure
which agreed with any colour

Aunt would open the long tiunk which she used durmng the day as a
board and take out one by one the different satces Ihis was mndecd
their chance

‘Wear them—cvery day I shall only be pleased, lookmg at you I

can’t 1 am beyond the age of wearing them They cut mto my flesh at
the waist You wear them—one by one You may wear them as you

1 At the time when this 15 beng written and re-rcad (December 1969,
Sept 1972), we still wait impatiently for the second volume of this expert-
mental and breath takmg novel
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wish—for some time to come, that 1s One day you will be like me’

While she was pomting out to her the beauty of a fullbodied saree,
Aunt would say ‘The Goddess of Anaitkkal’ And as she was showing the
texture of another piece, she would say ‘Kamakshi of Kanchi’

Uncle was sitting on the veranda, stroking his beard She felt that he
was watching her with his eyes hike live embers hud in the forest of hus
sloping brows Nowadays he would not talk to her His forehead was all
m wrinkles What was the trouble now? What new worries were vexing
him? Was he putting her under a test > O1 rather himself? What did he
search for? What was his tiue mtention among those thousands of
thoughts ludden 1n his beard?”

I have yet to read another passage i1 modern Tanul wuting like
the one which follows the sense of the passing of time 1 <o urgeat
and perfect here.

“In November, a cuttamn of ramn desceuding heavily upon the mango
groves

Rain 15 streaming down evervwheie, and clouds m crowds huny
across the sky

At dawns i December growing clusters of dew diops

In the soil of the earth, long tracks left by crawhng snakes

Under the sacred fig-tree in the monasterv, ant-lills grow daily out ot
1ts hollows

In the wells, n the spreading datkness of mght, the waterlevel stands
motionless and still, hiding 1ts depths nifder a milky surface

Pungeant untipe fruits hanging huddeh 1n the mudst of mango leaves

A flock of hawks, wings widelv spread, floats in the dark blue skies.

Grating and scrapping ot coconuts, huge heaps of fibres under the
scrapers growing day atter day

The earth oveigrown with green grass hke a colonr cngraving

A white feather flashing on the green carth, fallen from the wings of a
flymg flock of cranes

The hissing descent ot a fallmg stas

The gentle sweet sound of the Invemmg Star, as she <hps and falls
down and springs up

Big belhes of calving cows

A solitary drop of life, oozing out of the udder and trickling down
along the teat, as the eyes grow tender looking at the calves

A column of fue hot and terce, filling 1o the bium the hollow of the
center of a wild jumping and romping dance

The quivering and shivering heat of Summer’

My feeble attempts at alliteration canuot revoke Ramamirtham’s
perfect sound magic (cf kanru kantu kan famnin “the eye, growing
tender at the sight of the calf”, or karu puralum pacuvin peruvayiru,
lit ““big belly of a cow mn which the embryo rolls),"observe also
the technique of association, used 1n the passage with such skill
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But reading Ramamirtham’s prose 1s also always a revelation
Among other things, a revelation of the possibilities of the Tamil
language It 13 Ramamirtham who has shown us what Tamul 1s
capable of According to the author himself, the writer and the
reader, they both make the book, they both create the literary
work Ramamirtham—according to his own admission—does not
write 1n the easy way Sometime—so he told me—he searches for
the right mood, the right rasa, for a long time, 1t takes him often
three, four months to finish a story

But once you read one of his stories, you will never forget 1it,
you want to re-read 1t, agam and agamm And that 1s something
which can be said only about very few Tamil authors of our days



CHAPTER TWENTY
THE “NEW POETRY”

The term New Poetry 1s used here in a imited and technical sense
of the Tamil expression putuk kavitar or putiyak kawvitas, 1e for
the works of a particular group of “new poets” who made their
appearance approximately after 1958-59, and whose poems were
collectively published for the first time 1 October 1962 1n a slender
yet path-breaking volume entitled Putukkuralkal “New Voices” It
1s therefore not used for post-Bharati Tamil poetry, not even for
post-Bharatidasan Tamil poetry I do not deal in this chapter with
such nfluential modern poets as S D S Yogi, not even with some
‘‘young”’ contemporary poets like the ‘‘people’s bard” Pattukkéttar
Kalyanacuntaram, or like the very popular Kannatacan All these
are modern poets, but not “new” poets 1 the sense of the term
mentioned above These modern poets may indulge m vers libre,
or be fiercefully pohtically orientéd and proclaim themselves as
ultra-red revolutionaries, but, i fact, there 15 nothing basically
new, creative, and “‘revolutionary” about thetr writing Their poetry
1s a sort of anagmic imitation of either Bharati or Bharatidasan
or S DS Yogu

What 1s meant by the term “new poetry’” here 1s different both
from the moribund orthodox pandit-like versification as well as
from the sentimentally romantic outpourings of the hosts of
“modern” but not “new” poets

The “new poets” have, mn fact, general features in common which
distinguish their work from the rest

1 Historically speaking, the “‘new poets” have a very definite
Ime of descent which 1s indicated 1n the chart appended to this
chapter and which includes, 1 succession, the four great names of
S Bharati, Puthumaippitthan, K P Rajagopalan and N Picha-
murt1{ The other features of “new poetry” are

2 Radical break with the past and its traditions, though not a
negation of the cultural hentage

3 Disregard for traditional forms and prosodic structures, and
a new utilization of basic prosodic properties of Tamil



314 THE “NEW POETRY’

4 A great amount of experimentation with language and form
of poetry, based on intellection, and at least some acquaintance
with French, English, American etc modern poetry

5 Preoccupation with very contemporary matters and inclusion
of new, hitherto 1gnored sujets If traditional subjects are handled,
they are treated from a new, non-traditional angle and pont of view'

The beginnings of “‘new poetry”’—if we disregard a somewhat
similar intellectual and emotional mulien of some of the Siddhar
poems—may be found in Subrahmanya Bharati’s (1882-1921)
works, mhis “prose-poetry’ as well as in a few stray poems which
are very striking from the pomnt of view of form and content
Incidentally, Bharat: considered himself to be a spiritual descendent
of the cittar

“Siddhars many have been erc my time'
I am another come to this land”

Bharati’s prose-poems and free-verse experimenis opened new
vistas and tried new techniques in Tamul poetry as carly as during
the decade of 1910-1920 Consider e g lines hike these

Mind 1s the enemy within

And cuts our roots

Parasite Mind alone 1s the enemy
Let us peck at 1t

Let us tear 1t

Come, let us hunt it down !

One of the most amazing poems of Bharati 1s Ulkkiittu or “The
Dance of Doom” which I quote here mn a good though not quite
equivalent (partial) {ranslation by Prema Nandakumar (op cit 86)

As the worlds mightily clash

And ctash m 1esounding thunder,
As blood-dripping demon-spirnts

Sing 1n glee amud the general rum,
To the beat and the tune

Leapest thou, Mother, mn dance ecstatic
Diead Mahakali!

Chamund1! Gangali!
Mother, Mother,

Thou hast drawn me

To see thee dance!

When the demon-hosts clash

! Trans! Prema Nandakumar, Subramania Bharati (1968) 116
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CHART 17

S Bharatt's
prose-poetry and poems like

Ulikkiittu and Akkimbkkuiicn

Puthumaippitthan

K P Rajagopalan

N. Pichamurt1

(T M C Raghunathan)
(S Vallikkannan)

C S Chellappa

s Ramasém,my)

surrealistic \\
natural rony, social

description satire, carcature
Dharmu mtellectual C Mam emotive, mmagust, V Malt etc
Srvaramu and and other symbolist 1rends
etc metaphysical experimental
poetry poets S Vaithceswaran,
T S Venugopalan,
T. K Turaiswamy S Ramaswamy et al

S Vartheeswaran
T S Venugopalan
ete,

The names are only representative of larger groups of authois
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Hitting head aganst head,
When the knocking and breaking
Beat rhythmic time,
When the sparks from your eyes
Reach the ends of the earth,
Then 15 the doomed hour
Of unmiversal death!

When Time and the three woilds
Have been cast 1n a rumous heap,
When the frenzy has ceased
And a lone splendour has wakened,
Then auspiclous Siva appears
To quench thy terrible thirst
Now thou smulest and treadst with him
The blissful Dance of Life!

After Bharati, 1t was the versatile Putumaippitan (1906-1948)
who deviated from traditional poetry, he did not hive long enough
to mature mto a great poet, and Putumaippittan the short-story
writer 15 no doubt more successful than Putumaippittan the poet
A direct lme leads from hum to T M C Raghunathan who wrote a
few very promising poems, but has been lately rather unproductive
K P Rajagopalan {1902-1944) died too young to exert any lasting
influence on the present developments There 1s, however, one great
man who has carried on the fire of the Thurties to the post-war
period This man 15 N Pichamurti (Piccamirtts, b 1900} He
admuts that he was drawn to modern poetic forms only after reading
Walt Whitman His best-known poem Kdttuvatiu (“Wild duck”)
was probably one of the decisive turmmng-ponts 1n the development
of modern Tamil poetry

The year 1959 may be considered as the ieal critical moment
mn these developments In this year, C S Chellappa (b 1912},
himself a good prose-writer and poet, and probably the most un-
orthox and modern-oriented literary critic, founded his review
Eluttu, “Writing”’, which opened 1ts pages for anything new and
truly creative The results of the new ferment were visible m a
path-breaking and all-important slender collection entitled Putuk-
kuralkal, “New Voices” (Ezhutthu Prachuram, Madras, 1962) which,
besides five poems by Pichamurti and Rajagopalan, contains poems
composed only between 1950-1962 This volume—apart from 63
poems by 24 poets (a selection made out of about 200 pieces publi-
shed on the pages of Eluttu)—contamed also a very mmportant
introduction wrtten by C S. Chellappa
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In addition to Pichamurtr’s “Wild duck”, it 1s probably his
Pettrhkatar Naranan (“Petty shopkeeper Naranan”) which is Picha-
mutt’’s best-known poem It 1s a poem about the fall of modern
man—abaut a nock-hero, even an anti-hero—and the disintegration
of traditional values

The storl

mside me
pecks,

Igo

rashly open

a

ration shop !

What 15 a ration shop
Set up to
Sell
Rice purc like stars
Like faultless pearls?
A sieve?
A wimnowing field?
A rice-mull?
Or the woman
Who levels the floor?
There are
Three hundred people
Waiting
Before I even
Unpack
The sack
Where 15 the place to «ift?
Where 15 the place to wmnow ?
Where 15 the time
To be generous and
Polite ?
(Transl K Zvelehil)

C S Chellappa’s anthology contams Pichamurtr’s poem Piikkar:
(“The flower-girl”) which shows a mature poet who has got nd
of foreign influences Below are given a few verses from parts 2 and
4 of this beautiful poem

In the daikness of ramn
In the streets
No burd

3 Transl S Gopalie
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Not even a fly
flying,

The clouds
Grew heavy,
The fish of rain
Jumped
Laughing hghtning
Set clouds afire
Beautiful women,
Frightened and trembling,
Assembled near the fire
Embracing 1ts warmth

The beginning of part 4 1s a terrible vision of the modern, war-

ridden world
The trident arose
And the unmiverse shook
And all the world
Turned
Into a
Tent
Everywhere in the cities
Poisonous smoke
And all over the skies
Steel wings of weapons
Everywhere n the streets
Mountains of corpses

(Transl K Zvelebil)

The young authors whose poems were published in Chellappa’s
anthology wanted to dissociate themselves from the stock phrases
and the stock content, as well as from the ‘“formulas’ prescribing
traditional forms They refused the explicativeness and verbosity
of the old, especially medieval poetry (and in this respect, their
“modernity” 1s a return to the unsurpassed and perfect terseness
and brevity of the early classical poetry) Chellappa sees them as
bearers of a revolt (puraict) of a new, different generation If there
1sindeed a break with the past, if there 1s a clash between ‘‘tradition”
and “modernity”’ in contemporary Tamil culture, 1t takes place in
the writings of these “new poets”” The first of the “revolting” poems
was probably Sundara Ramaswamy’s The nails of your hand:

Cut and throw off your nails—they gather dirt
Cut and throw off your nails—they gather dirt

The whole world outside 1s a heap of dirt
Why then should nail-corners be so fit for dirt?
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“1 may scratch, say I may,
I may sciatch—my enemy?”

You may scratch, you may tear apart
In a soothing embrace

The left arm

Of the lovely-eyed

Wil drip

Blood

Cut and throw off the nails of your right hand
Or else

Forget the joys of married lile

Blood

oozes out

from the tender thighs

of that darling chuld

whom you hift and carry

on your hip

Cut and throw off the nails of your left hand
Or else

Don’t ever more cany that child

Cut and throw off your nails—they gather dirt
Cut and throw off your nails—they gather durt

“I may dig out, say I may,
I may “dig out the wax from my ears X

You may dig out the dirt
You may dig out the dirt

There 15 a place for cach and cvery filth
The place may change

And the filth move to the guts

And go and mix with blood

With your blood

Cut and throw off your nails—they gather dirt
Cut and throw off your nails—they gather dirt
(Transl K Zvelebul)

According to Chellappa (New Vouwes, Introd p 10), the poem
caused a furore among the rcaders Most of them were shocked
and disgusted

Another mmportant poem 1s C Mam’s (Mani) Narvakam (“‘Hell”),
published first in Eluttu 43 It 1s a true milestone in modern Tamil
poetry The munor theme—of the unfulfilled relationship between
man and woman—is set within the major theme of corruption in
the city (makaram). Mant's 1magery 1s cxtremely effective, lis
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techmique 1s mnfluenced by T S Ehot Hyperbolic abbreviation and
powerful phantasy can do without much rhetoric, raw naturalism
and surrealism blend in Mam’s poetry As Chellappa says, when
rcadmng the poem one gets the feehing of witnessing a movie, “a
panavision movie with stereophonic sound track”,® The poem has
334 hines

“Like a dog poisoned by hunger/one roams about through
endless streets” of the helhsh cty The city of Madras Mam
describes the Marmna, there are the women, whose ‘“‘handfuls of
tresses become stars in the southern wind, and the light of the
eyes are all raimnbows m the skies, and all their open lips become
sphit hearts” There, “mn the sand wounded by feet/and n the
minds wounded by eyes [ there are many scars ”

Then follows (87-100) the well-known passage of Tamilnad of

today

Tamilakam 1s neither 1 the East
Nor quite 1 the West
She placed the pan on the stove
But she refused to cook
Famine and loss
Are the result
She does not move foreward,
She does not go back
The present 15 hanging n the middle
Hardened tradition and
Settled behef
Locked from mside
Refuse to give a hand
To cut the knot
What should one do?”
(Transl K Zvelebil)

The poem’s basic note 15 pessimistic, full of frustration, even
cynical (152-161)

“One day

Unable to bear
Many-coloured sounds
Intonations of old tales
Sweet mvitations of darkness
Age?

Twenty seven

1S Gopalie, “New beanngs m Tamil poctry”, The Ouvevseas Hindustan
Times, July 26, 1969
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Marrned”?
Not yet
Whatever

I would add
Would it be

Any use?”
(Transl K Zvelebil)

The frustration and the unfulfilled man-woman relationship finds
powerful expression n lhines 285-300

“Anger rased at deaf eyes
With the hard pressure
Of a forefinger
He dragged
The weighted cart
Try harder bullock
He said
Stumbling Stuttering
Falling on the bed
When she
Sleep’s beauty
Sulked away
In the blazing sun *
Wrigghing boneless
This way and that
Struggling dazed
As all women of the world
Turned witches
Feeding fury
Awakened to hfe
In the bewildered moment
Spent Arose Alive
Hell
Vast Hell”
(Transl S Kokilam)

Dharmu Sivaramu from Ceylon with his surrealistic sensitivity
and expression has a strong sense of form and an intimate feeling
for nature His poems are not as direct as Man1’s, but his imagery
15 rather striking

Daybreak
On the skin of the Earth
Spreading freckles of beauty
Sun copulated
Spreading sperm
Breaking into beams
Blossoms unfold

21
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Gangrenous worms
Gorge on wings of darkness
Birds bustle
In the wings of hght
(Transl K Zvelebil)

Lightning

The stretching beak
of the bird of skies

A look thrown
on the Earth by the Sun

Streams of nectar
pouring mto oceans

Red sceptre
m god’s grip
(Transl K Zvelebil)

Throwing stones

Why do waves

called yesterday and tomorrow
wallow and swell

m the pond of time?

Because drops of stones called today
are flung at 1t
(Transl K Zvelebl)

Speech

Listen, beauty speaks
Tender fleshed lips
Sparkling of blood
Slyly inviting
Looks
Youth’s freshness like a
Drum
Beats at your ear-
drums
Against the walls
of flower-petals
Echoes of humming
bees die
Against the curtan of
Kisses
Speech dies
But blood speaks
Silence reverberates
(Transl S. Kokilam)
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T K. Duraiswami (Turaisvimi) is what Chellappa calles an
intellectual poet Here 1s one of his prose-poems, entitled “There 15
nobody who would not know’.

“There 1s no one who would not know the house lizard which, clinging
to the wall, ike a dead crocodile, clad m dull brownish colour, will
suddenly jump from 1ts lurking-place without a sound at its prey

There 15 no one who would not know the spider which has made 1ts
web from 1ts spittle and, spreading 1its eight legs, watches motionless 1n
the nuddle of the cobweb for the unfortunate butterfles and beetles
which get entangled in the trap

There 15 nobody who would not know that there are flies which swarm
and buzz like those prophets of equality, not disciminating between
cleanness and filth, hike those demons betraying knowledge, with small
wings, warm-like bodies, purulent red heads, all covered with eyes

We also know this heap of big black ants, who organize themselves
1n multitudes, bearing that prepostetous dark red colour, and, like some
hideous spreading pools, brush aside and choke those who stand 1n their

way, hastening next miute to death”
(Transl K Zvelebil)

Probably the most talented and, at the same time, the most
conscious craftsman of all the “new poets” 1s T. S. Venugopalan
However, according to some, S Vaitheeswaran is the best of all
the lot .

S Vaitheeswaran’s experimental trifle (published 1 Naias,
1969,4) 1s reproduced on the following page The text says

DESIRE

What a throbbing
nsing and growing
along the

long

lo

ose

hair

reaching

the rounded back!

What follows 1s a short random rcader of their poetry which
hopefully needs no comment.

S Vaitheeswaran
Fareflies
In every nightly street
sprout trees of lights,
fruits of flames above
shedding milk on the ground
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Furiously flapping
fireflies 1n futile strain
rise mn the air and fail and fall

In demi-shadows
jasmm-mouths smell and wed,
lightnings of teeth
and women’s hair shine,
and with love’s caprice
many pairs of eyes
baiter and clash
and become
fueflies
(Transl K Zvelebil)

The same poet’s “Nature’ 15, 1n the original, a very powerful poem,
I feel that the translation of this poem 1n particular 1s very difficult,
and that 1t does not do justice to the Tamil version

The Sun reached the sea
but

Time dragged 1t ashore
Fragment of a cloud
floated N
as 1t wiped the body,

cold conquered

with spreading body

one eye winking and shut

Fire ramed on Earth

as earth’s skin caught

Fire

“Why a swing

for him who scorches the body ?
Why a festival?

Why a golden gown

for lum who tortures life?”
cursed the Earth

Suffering fell the Sun

“What can I do for natuie?”
It trembled

With 1ts hands

tore 1ts heart

Knocked 1ts head

agamst mountains

Shrieked out

“If body burns body
must soul hate soul?
If water abates fire
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am I the sea’s enemy?
See!” It said
as 1t dived into the sea

The sea enwrapped the fire
(Transl S Kokilam)

The next poem, one of the best ever wntten 1n modern Tamil
poetry, was translated very well by S Gopalie

Thorn

““Shoe polish . repair”,
shouted the boy
I flexed my leg
showed lum
(the heel),
Scoundrel—He
Cut open my so(u)le
took out the thorn,
took to his heels,
not taking money

now,
my grief keeps raging
the thorn removed from the heel,
has moved mto my soul
for good

Vaitheeswaran 1s also capable of very short epigrammatic
poetic jokes like the following two pieces.

Flesh-cart

In the flesh-cart
dragged by man
the tuggmg horse
said “‘Hi, hy, Tut!”

Fear

In fear of darkness

I closed the door of my eye-hds

“Nruff!” said the

New darkness mside

T S Venugopalan is considered by sonie the most original and

the most gifted of all ‘new poets’, the one who “‘has everything in
him to become not only a great modern poct but a people’s poet as
well” When reading his poems, one can feel how very carefully
he writes—the detachment and impersonality of some of his poems
remmd the 1cader of the great achievements of classical Tamil
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poetry of the ‘Cankam’ age Here 1s how he sees the Moon, a constant
companion of poets in India

They call her Princess

I haven't seen her

For many many days!

Now I met her

It was

When she fell

Pitifully

Into the well of your house
And you called out

To save her

And stretched out your hand
Then

Today 1n the night

In the good water well of my garden
Oh me!

Shipping out of her gaiments
She bent her body

And lured me

With her winking eyes
Shshsh ocking!

Back with your outstretched hand!
Come back!

No Wait

Take a stone

And before Jesus comes

Throw and strike!

Let the hands of waves

Sweep away

That vile vicious glee

Off the Moon's face

Cut off and throw away
The hands outstretched
To touch her and to Lift
Her up

The leprosy of lust
Sticky and glutionous
Wil corrupt

Your form!

Shameless harlot
Look at her
The Moon
(Transl K Zvelebil)
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In another poem, he addresses Siva, the dancer of doom and
destruction.

What sense

You burst

With struggling curves
Your belly tuins
Folding m

Waves

Why such burning fury?

What silent weight was
Born

In your soul and then
Grew and crushed?
Burning sighs

Leapt across the larynx

And gurgled Why?

Through the corners of your mouth
Drips

The juice of the betel-leaf

And burns tender shoots

And blackens the earth Why?
Toothless hag’s abuse

A little child’s hiccups

Why did they become your speech ?

A gopuram

And a few palaces

Slid scattered and died

And you

Though feching the flow of time

What reason you give
For burning poor huts
Turning them

Indo dust?

What sense has
Your
Demoniac dance?
(Transl S Kokilam)

As an 1nstance of his symbolic, “metaphysical” poetry, here 1s a
prece called Ndpam (“Enlightenment, Knowledge, Wisdom”)

The doors of the porch, frame,
Wind breaks.
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The dust of the streets
Adhetes

To these

White ants

Build

Sand houses

That day

I cleaned,
Painted,

A new lock
I fixed

Ass of time
Tuined ant

Even today

In my hand

A bucket of wate1,
Pail of pamt,
Rags, broomstick,

Work of dharma
Service of charity
Never ends
11 1t ends
There 15 no world!
(Transl S Kokilam)

Laterary experience

Two ways

To be told

With thought
Without thinking!
A swirl or

A bhind-fold

For both
The meaning
I expressed by the poet!
Pictured by the artist!
The one who gazed
You and I only
(For shame)
Are the readers’ crowd!
(Transl S Kokilam)

Finally, a poem on steuility, in a very able translation into Engl
by S Gopalie

I heard a cry
from the next door.
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Sweets followed suit

The bride

in her maiden

nuptial night

grabbed her

lower abdomen.

Can you conquer time
tearing the calender?

Why wish for ergot

without the wait

and pain attending upon 1t?
No use moping and mooning,
If you don’t care to see

the genume from the fake
Not all that sprouts

15 great

And an epigrammatic poem by T S Venugopalan, entitled

Old greatness
Curried mango-seed
Spoke of noble ancestry,
I planted and waited,
The vast tree
and 1its fruits
turned out a shadow!
Wriggled out

only
a worm!
(Transl S Kokilam)

While Vaitheeswaran i1s more emotional, more lyrical, more
personal, more traditional, T S Venugopalan 1s more intellectual,
more reflexive, impersonal, cooler, while Vaitheeswaran 1s more
colourful, economical and yet rich in words, and more imndividual
and self-centred, Venugopalan 1s more disciphned, sharper, less
mmdividual and more open towards society and contemporary
problems However, 1t 15 very difficult really to say—and probably
1t 15 quite unnecessary and even naive to try to—who 1s the better
of the two What 1s important 1s the fact that, unlike fifteen or even
ten years ago, contemporary Tamil writing has at least two poets
who are first-rate and full of growth and promise

Dotng away with traditional poetic forms, and trying their hand
at wvers hbre, “‘prose-poetry” (vacanak kavitar) and other formal
expermments was and still 1s part of the credo of the ‘ new poets”,
cf Eluttu 61 where a “new poet” says
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“A poem tied by prosody
15 like the Kavin tied by dams”

However, 1t seems! that even the most “rebellious” formal
expertments of the “‘new poets”” may somchow and to some extent
be reconciled with the literary marapu or tradition. thus, e.g., the
so-called centotas, 1e. verses without efukar “‘rhyme (1mtial)” and
monas “alliteration”’, may be considered a kind of vers kbre, or,
rather, the free-verse experiments are nothing but a kind of tra-
ditional cenfotar On the other hand, the basic properties of classical
and traditional poetry and prosody are used frequently even by
the most “rebellious” “new poets” simply because the features are
inherently connected with the very structure and nature of Tamul
phonology and syllabification, just hike the notion of acas “funda-
mental metric unit” 1s inherently connected with the very rhythm
of Tamul speech Thus, e g, 1f we consider a poem like D Sivaramu’s
Mupnal (Lightning) we see a rather firm rhythmic structure in
terms of the basic, “traditional” prosodic units, acar and cir “feet”
(the poem being limited to the use of the socalled ¢yarcir ‘‘natural
feet” of two acar each) We also unmistakenly hear the imtial
alliteration (monas) of (ka-), placed most regularly at the beginning
of each first feet of the four distichs

I
l

kakanap paravar —_
nittuwm alaku — =

|

katwwon nilaitsl = =
eryyum parvac U —

katalul valsyum = am —
awartat taras e —

katavul dnrum —
cenkol ——

Even very daring mstances like

ki n

j% the

) que

lé ue

oré kitttam one crowd

(Eluttn 91)

1 Cf a very mteresting cssay on classical and modern prosody by Selvam
{Celvam) i Nataz, 3, April 1969
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may be reconciled with {radition according to Mr Selvam, the
author of the cited essay on prosody (see ftn 1, 331), such formal
device was well-known as a kind of cuttiraklkav: “picture-poem” (cf
Tantvyalankdram 68)

We are prepared to agree with this opinion to the extent that
Lthe “new poetry’” 1s, mndeed, reconcilable with Tamil tradition? as
farasthe basic, “low-level”’ structural elements—i e the acas and the
cir (foot), partly also the line (a#s)—are concerned The traditional
stanzaic structures of higher levels (pd, inam) are, however, not
adhered to by the “new poets” Indeed, there 15 one very fundamental
‘ligh-level’ feature which means a defmitive break with tradition
as far as the “new poetry” 1s concerned Since the early bardic poetry
of the classical age up to the pocms by Bharati, Tamil poetry has
been sung or at least scanned 1n a sing-song manner In some epochs
and with some kinds of poetic composition, music and literature,
singing and poetry became so mtimately connected that the one
does have hardly any existing without the other (as 1s the case,
e g, with the patikams of the classical bhakty poets, or with Aruna-
kur's songs) The “‘new poetry”, however, 1s meant to be read and/or
recited, but not sung

Another novelty of this modern and avantgarde poetry lies m
the new, surprisingly effective and forcible use of the traditional
material, m the new, and hence different, and most powerful,
utilization and application of the basic prosodic and formal prop-
eities of Tamil poetry, not m denymng and destroying them
Finallv, the “new poets” strive seriously after an organic and
mtimate relation between form and meaning, after the umty of
meaning (porul) and form (uru, wruvu, uwruvam). The ‘‘new poets”
arc 1n their absolute majority no empty formalists 2 L’art pour
Uartrsm 1s not their credo, though some of the very contemporary
poets, Iike V. Mali, go rather far i their formal experiments

To close this chapter, I shall quote a few poems by four very
recent young poets, Hari Sreenivasan, Turair Seemisami, V. Mal
and Shanmugam Subbiah The choice 1s quite casual The transla-

! ‘We should not forget, though, that the stiving after reconciliation with
tradition (marapu) 15 a very typical pan-Indian tendency, and has been so
for ages

? Tamil literature has known empty, unproductive and repetitive for-
malism for centuries But perhaps none of the “new poets” 1s one of the
sterile formalists
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tions are mune Let us say that these four stand for a number of
other equally or probably even more important names, most of
which mdicate that modern Tamil literature has been finally lashed
out of 1ts lethargy, apathy and sterility

Har Sreenivasan
Weep
Weep Weep Weep
Only 1f you weep you'll get milk
But
Don’t forget
There’s salt 1n tears
Beware
The malk
Will curdle

Turar Seenisami
Unquenchable hunger

Like bodiless souls !
Moving about

The overwhelming peace
Of pitch darkness
Makes me dazed

There 1s no moon
Upon the blue cake
Dots of stars are
Suger-coated drops

1 became hungry

Opening the mouth of sight
I gorged the whole mght
But I am sbll hungry

V Mah
Question. Answer?

For many days one could watch
hips and shins dancing

Everyone admired 1t with respect
One day one could see

thighs and mipples dance
Everyone rose 1 boiling wrath

She asked
How 1s 1t
that this
18
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more obscene than
that?

M Age

Min: age 18

born

Big

man'’s

might vamshed

NOW 1t 1s

min peoples’ time

Man I forgot

minimen’s deeds praised Hear
my crooked speech

My! When you ask how I k
NOW I am a

min1 poet

How's...?

Two sadhus were
talking

My god 1s a treasuie!

He loves the poor and the nch alike
How’s your god?

My god?

He 15 the Lord God of the Ecran?

Who loves the screen-stars
(Transl K Zvelebil)

Sh Subbiah

To Westerners

We are not like you
who

on the one hand

wield a way to hive

and on the other
dig out a grave to de

But we
we do not long for hife
we do not dare to die
We are not
Iike you

1 A fine pun m the ongmal fvamat cathvankal virumpum | ravppatk
katavul tan
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We are we—
hfelessly alive,
dying undying
(Transl. K. Zvelebil)

Lullaby

Why do you weep
when no one beat you?
Isat
because you hate me
that I tried
hard
that you should not be born?

Why do you laugh
when no one made you?
Is 1t
because you deceived me
by the joke of being born
forlorn?
(Transl K. Zvelebil)

It 1s a decade now since the ‘“new poets” began their conscious
attempts to evolve a new Taml idiom, to write, uninhibitedly,
about unconventional or even prohibitive themes, to get nd of
fashionable foreign influences and to create a truly modern Tamul
poetry They have not made any jmpact on the general public
They are almost unnoticed by the common reader, they are almost
hated by the orthodox traditionalists, they are entirely ignored
by most professors of Tamil and Tamil hiterature And yet, as
S. Gopalie rightly says,! “‘compared to the growth in other branches
m Tamil Iiterature, modern Tamil pociry has taken giant strides
1 recent years and has come to stay ”’

1 S Gopalie, “New bearmgs mn Tamul poetiy”, The Overseas Hindustan
Twmes, July 26, 1969
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Many unorthodox views were expressed on the preceding pages,
and T am almost certain that they will meet with disapproval mn
some quarters However, T strongly believe 1n the mterpenetration
of hicrary history and literary critiism As Wellek and Warren
1ightly say, “There are simply no data m literary history which
arc completely neutral ‘facts’ Value judgements are implied 1n the
very choice of materals in the simple prelimmary distinction
between books and literature, 1n the mere allocation of space to
this or that author” ! Let me 1 conclusion sum up some of the
views expressed m this book, m order to facihitate the orientation
of those who wish to contest them

{I have expressed the opinion that the Tolkdppiyam, as we have
1t today, 15 not an integral and untampered with text, a work of
one single author, but rather the work of an entire scholastic group,
with a number of additions and interpolations, the final redaction
of which 1s comparatively late (middle of the 1st Millenmum A.D ),
and that, possibly, the whole third book (Porulatikdram) 1s later
than the first two portions.

I disagree with the conception that early classical (Cankam)
poetry was “democratic n spirit” I believe that this poetry—the
best which has ever been composed 1 the Tamil language—is
basically arstocratic and early feudal in outlook and bardic and
clanmsh 1n origin  Judging 1t purely aesthetically I believe that 1t
15 fully commensurable in quality with the very peaks of world
lyrical poetry, specifically of the ‘objective’ and “professional”” type™

I do not consider any of the didactic texts to be truly great
literature—not even the Twukkural I beheve that the “didactic
heresy” was detrimental to both old Tamul poetry and the Tamil
fiction of the rgth-2oth Centuries

Contrary to the opinion of traditional Tamil panditdom, I think
that Ilankovatikal’s“Lay of the Anklet” and not the Raméayana
of the kavicakvavarts Kampan 1s the greatest single poem m Tamil
Iiterature.

»\} cannot fully agrece with the analysis of bhakir poetry as the

1 René Wellek—Austin Wanien, Theory of Luterature, 31d ed , 1963, p 40
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literary expression of social protest I also consider some of the
cottar poets, particularly Trrumilar and Pattinattar, as great
creative poets

1 do not regard S Bharathi as a great “world-poet” on a par with
some other Indian authors such as Valmiki, Kalhddsa, Ilanks,
Kampan, or even Tagore and Vallathol

I think that modern Tamsl prosc 1s still rather stagnate and
sterile, though there are a few cxceptional authors and a great
promuse of future mventive and creative developments For the
benefit of those who want to read good modern prosateurs i Tamil
T shall risk to give a list of names who I behieve are truly representa-
tive of good, sohd, sertous, even exceptional modern Tanmul writing
Maunz {the “Tirumilar of short story wiiting” as Putumaippittan
called him), N Pichamurt;, K Alagmswamy, R Shanmuga-
sundaram, T Janakwaman, S Ramaswamy, L S Ramamrtham,
N Padmanabhan

I consider the putukkavitar movement the greatest achievement
of modern Tamil poetry so far The names wiich 1 would hke to
spectfically mention m this connecti6n are those of N Pichamurty,
C Manm, S Ramaswamy, D Sivaramu, Vallilkkannan, Hair
Sreemvasan, Shanmugam Subbiah, and, as truly outstanding,
S Vaittheeswaran and T S Venugopalan

I think that the critical approaches developed m Elutfu and
Ilakkrya vattam by C S Chellappa and K N Subrahmanyam are
basically sound and correct, though they tend to be, sometunes,
too 1conoclastic, too sophisticated, and too exclusive and clannish.

Fnally, I think that the spectfic glory of Tamil literature, past
and present, 15 m the “short form”—in lyrical poetry, short story,
essay, while the novel, the drama, and great epos do not belong—
owing to a complicated network of causes—to the great achreve-
ments of Taml.

Above all T believe that the outstanding works of Tamul iterature
of the past, and the very imteresting writings of the present times,
should be translated, pubhished and spread wide, they mtrsically
belong to the hiterary heritage of the world and man’s culture will

be enriched by their general knowledge’ )

EPILOGUE

palarpukal nanmolsp pulavaréré
yarumperan marapy perumpeyar murika

22
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mynnate yully vantanen
(Twrumurukdyruppatar 268

“O hon

among poets with mellifluous speech
praised by many,

O Muruka, great glory,

goal of salvation so hard to reach

I came to you

seeking your feet!”

279)
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Publications de 'Institut frangais d'mdologié, No 1, Pondichéry, 1965

14 Langton, Maurice (transl), The Stoky of King Nala and Princess
Damayanti, A Nayvatwe Poem Sfrom the Tawmil of Puhalendr Pulacar
Madras, CL S Indian Research Series, vol IV, 1950

15 IT.ehmann, A (transl), The Hymns of Tayumanavar, Guetersloh, 1033

16 Nallaswam:, Pilta1 J M (transl), Umapathi Sivacharya, The Thovu-
varutpayan, Dharmapuram The Gnanasambandan Piess, 1945

17 Nallaswami, Pillar J M (transl), Meykanda Devar, Swagnana
Botham, Dharmapuram The Gnanasambandan Press, 1045

18 Narayanan, N (transl ), Tirumurugarruppadar, with Tanul Paraphiase
and English Translation and Notes, Jaffna, Ardra Publ No 1, 1938

10 Pope, G U (transl), The “Sacved” Kurral of Trwruvalluva—Ndyandr,
1st ed , London, W Allen, 1886 2nd ed, Calcutta, Y M C A Pub! House,
1958

20 Pope, G U (transl), The Naladiyar, or Four Hundred Quatrains tn
Taml, Introduction, translation, and notes cutical, philological and ex
planatory Oxford Clarendon Press, 1893

21 Pope, G U (twansl) and (ed), The Trwuvacagam ov “Sacred Ullev-
ances” of the Tamsl Poet, Sant and Sage Mawikha-vacagar Oxford Cla-
rendon Press, 19oo Though natwially dated in language and style, Pope’s
translations are mmmensely valuable, since they contam detailed mtro-
ductions, meticulously prepared texts, a wealth of notes, and concordances,
embodymg the rigour and the attentiveness to detail characteristic of.19th
Cent philological scholaiship
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22 Poplev, H A (trausl), The Sacred Kural of Twuvalluvar, selected and
{,anslated, with mtroduction and notes, Calcuttia, 1931

23 Rajagopalachari, C R (transl), The Ayodhya Canto of the Ramayana
as Told by Wamban, London George Allen and Unwin, 1961

24 Rajagopalachan, C R (transl), Kwral, the Gveat Book of Twuvalluvar
(Selections [tom Books T and 11), Bombay, Bhaiatiya Vidya Bhavan, 1965

25 Ramanujan, A K (tiansl), The Interior Landscape Tove Poems from
a classical Tamul anthology Bloomington, Indiana University Press, 1967
The best translation imto English of classical Tamil poetry published so far
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brilhant exposé of classical Tanul rhetoric
v 26 Robmson, Edward | (transl), Tales and Poems of South India 1st
ed TLondon, 1873, appeared under the title Tami Wisdom Traditions
conceinimg Hindu sages, and Selections from therr writings With an Intro-
duction by the late Rev Elhjah Hoole, DD 2nd end, Tuunelveh SIS S
Works Publishing Society, Madias 1957

27 Schomerus, H W (transl), Dwe Hymnen des Manmkka-Vasaga, Jena,
1023

28 Schomerus, H W (transl), Schwarstische Heigenlegenden (Periya
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20 Tavior, W (lLiansl), Parancots Mumvar, Twwuvilarydtay Puvanam,
Orental Histovical Manuscripts wn the Tamil Language (2 vols, Madias,
£835), Vol I, pp 55-116 A lively and charmung translatxon“\

7V Tawunl Folk Literature

1 Babmgilon, B G (tiansl), The Adventures of Gooroo Pavamartan, by
C B Beschy, Cleveland, The Cleik’s Press, 1916 Appeared also under the
tstle The Strange, Surprising Adventures of the Venevable Goovoo Swmple and
1ns Fre Disciples, London, 1961 Omgmally published in 1822, and re-
published 1n 1861, 1871 and 1015 Though wiitten by the great C G Beschu
(181h Cent ), the work 1s based on Indian, Greck, Italian and other folk-
motives, and became a popular work of Tamul folk-hterature

2 Jensen, H, 4 Classifred Collectron of Tawmul Proverbs, Engl translation
by A C Clayton, London, 1897 An exccllent and very valuable collection of
the ongmal proveibs with translations (origmally mto German), classified
accordmng to topics

3 Kmgscote, G, Tales of the Sun, or Folklove of Southern India Collected
by Mis Howard Kingscote and Pandit Natesa Sastri London, 1890 Very
valuable

4 Lamairesse, B, Poésies populawres du Sud de I'Inde, Pauis, 1867, 364 pp

5 Tamanesse, E , Chants popularres du Sud de I’ [nde, Panis, 1868, 334 pp

6 Peraival, Peter, Twuttania cankivakam, ov A Collection of Proverbs 1n
Tamal with thewr Translation wn English Jaffna, Jaffna Book Society, Ameri-
can Mission %rcs';, 1834 A valuable and copious collection of Tamil saymngs
and proverbs

g) Modern and Contemporary Tamal Litevature

1 Annamalai, E, “Changing Sociely and Modein Tanul Litcrature”,
Mahfil 1668, 3-4, 21-36
“% Asher, R E, “The Tamuil Renaissance and the Begmnings of the Tamul
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Novel”, Journ of the Royal Aswatic Society, 166y, 13-28 Cf also m The
Novel mn India (ed T W Claik), 1970, pp 179-204, an excellent study R

3 Balakrishnan, 1, The Gold Bangle and other Stortes, Bombay Bharatiya
Vidya Bhavan, 1968

4 Bhatathi Tamul Sangawn (ed ), Essays on Bharathi, 2 vols, Calcutta
Bharathh Tamil Sangan, 1958 and 1962

5 Contemporary Indian Literature Special Issue on Tamil Literature Vol
\, No 8 (August, 1905)

6 Gopalic, S, “New Beatmgs m Tanul Poetry”, The Overseas Hindustan
Tumes, July 26, 1969

7 Govinda Rajulu Chetty, T V, Svi Cludambaram Ramalnga Svamiji
His Life, Massion and Studies Madras, Cential Cooperative Printing Works,
1935 (includes the Engl version of some of the devotional songs of Ramalinga
Svanu)

8 Jesudasan, H, “The Achievements of Modein Taml Literature”, m
Relwgron and Society, Bangalore, 1065

9 Kanakasabapathy, C, “A New Voice m Tamil Poctiy”’, m Books
Abroad, special 1ssue Letters of India m Tiansition, Autumn, 1969, 526-29

10 Lakshmanan Chettiar, L, “Trends i Modein Tanul Prose”, Taml
Culture 11, 2 (Apnil, 1953), 158-169

11 Mahadevan, P, Swubramania Bhavati, Patriot and Poet A Memow
Madras, Atr1 Pubhshers, 1957 A good monogiaph on the poet

12 Mahfil, A Quaitaly of South Asian Literature, 7amal Issue, Vol IV,
Nos 3 and 4, Spring and Summer, 1968 Guest editors Kamil Zvelehl and
Donald Nelson Contains, apait fiom 3 papers, a sclect bibliography of books
and aiticles on Tamil literature by S Nell&, two reviews, translations of 15
carly classical poems, and of 11 modein® Tamil shoit stories (translators
A K Ramanujan, D Nelson, E Annamalat, H Schiffman, F Clothey
K Zvelebil, authors N Piccamurthi, Puthumaippitthan, L S Ramapur-
tham, T Janakiraman, $ Ramaswamy, Jeyakanthan and Varyavan)

13 Marais, F, “Vedanayagam Pillai”’, Tamel Culture X, 2 (April-June,
1963), 31-41

14 Meenakshisundatan, T P, “Tamul Isteratuic”, m Contemporary
Indian Latevature, A Symposium Ed by the Sahitya Akadem, 2nd ed,
Delhi, 1959, 269-283

15 Mutharasu, P, The Life of St Ramalingay Tirunelvel, Samaiasa
Sanmarga Sangam, 1961

16 Nandakumar, Piema, Bharati wn English Veise, Madias, Higgn-
botham and Co , 1958 A selection of very 1eadable tianslations of Bhatati's
poems

17 Nandakumar, Piema, Subramawra Bhavati, National Biogiaphy
Series, National Book Trust, Delht, 1968 A good short monogiaph on the
poet’s Iife and works

18 Raghavan, T S, Makers of Modeyn Tamul Tirunelvell ST SS Works
Publishing Society, Madras, 1965 Shoirt biographies of Maraimalar Adigal,
K Subramama Pillat and Thiru Vi Kalyanasundaiam

19 Rajagopalachail, C R, The Fatal Cart and Other Stories Tianslated
by his son New Delhi, The Hindustan Times, 1946

20 Santhanam, K, Eight Seers of Rice and Other Storvies of Indian Life
Translated fiom the Tamil by the author, Madras, 1958

21 Srnimivasan, Thomas, “‘Beschi, the Tamil Scholar and Poet”, Tama/
Cultuve 111, 3-4 (Oct 1954), 297-313

22 Subramama Bharati, Bharatt's Poems Kannan and Kuyil Pattu

s
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[r1anslated by A Doraiswamy Pillai, Madras, New Century Book House,
1066

23 Subramania Bhatati, The Vowe of a Poet bemng Englsh rendermngs
from the Tamuil onigmals of poems by Subramanya Bharati 2nd ed, Cal-
cutta, 1965

24 Subrtamaniam, Ka Naa, “What 1s wrong with Tanul novel”, The
Sunday Standard, Nov 20, 1966

25 Subramaniam, Ka Naa, “The Tamil novel symptoms ot a stale-
mate”, Quest, Bombay, I1I, 1, August-Sept 1957, 33-7

26 Subramaniam Ka Naa, ‘“The first three novels in the Tamil lan-
guage’’, Quest, 30, 1961, 29-32

27 Sundaiam, P M Bharatiyar His Life and Poetiy Madias, 1956 A
good brief monograph

28 Sundaiarajan, P G, “The Short Story m Tanul”, Indian Writing
Today, 1969, 4, 58-64

29 Swanunathan, K et al (ediviores), The Plough and the Stars Stories
from Tamilnad Bombay, Asia Publishing House, 1063 A collection of 26
modern shott stories, 1n no way representative of the short story writing n
the sixtics Out of the 26 stoiies, the best are those by Akilan, Alagirisaini,
Chellappa, Ch Subramanyam, KV Jagannathan, T Janakiaman, Jaya-
kanthan, N Parthasarathy, P Thooran, N Pitchamuirthy, Rajam Kiishnan
and Shankar Ram It does not mnclude some of the best short story writers
Iike Mauni, S Ramaswamy and L S Ramamirtham

30 Tham Nayagam, Xavier S, “Regional Nationalism 1 zoth Century
Tamil Literatuic”, Tamal Culture, X, 1 (Jan -March 1963), 1-23

31 Thani Nayagam, Xavier S, “The novelist of the city of Madras”,
Tamal Culturve, X, 2 (Apnl-June 1963), 1-18 Deals with the works of M
Varadarajan

32 Vyaya Bhatathy, S5, 4 Critical Study of Bharathi’s Works, Unpub-
lished Doctoral Dissertation, Annamalar Universily, 1968

33 Vnaya Bharathi, S, “The Poetic Aspect in Bharathi’s Personality”,
Proceedings of the I Inteinational Conference-Semnar of Tamil Studies

34 Vyayva Bharathi, S, “The Other Harmony A Study of Bhaathi’s
Prose-Writings”, paper presented at the IT International Conference-Seminar
of Tamal Studies, Madras, January, 1968

35 Zvelebil, K, “The Piose Works of Bharat1”, Tamil Culture V, 4
(1956)
t 36 Zvelebil, K, “S Baradi, der Begrunder der modernen tamilischen
Literatur”, Roczntk Orientalistyczny XX, 1956, 23-26

37 Zvelebil I, “The Tamil Shoit Story l'oday Jeyakanthan, Jana-
kiraman, Ramamirtham”, Mahfil 1068, 3-4, 37-45 /;
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Chokkalingam 179 n 1

Civafiana Munivar 259
Civavakkiyar 219 n 2, 221, 227,

227 0 I, 229-32
Colan Nalluruttiran 123
Cuntaramiirtt;, see also Cuntaran
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Daniéloun, A 1721 3, 177 n 2, 3,
182mn 1,2751 1

INDEX
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Gopalakrsna Parati 277

Gopalie, S 317 n 1, 32010 I, 320,
329, 335, 3350 1
Gove1, G E 229, 26510 2
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Manlkutr Mairutani, see also Manku-
t1 Kilar 60

Mantalapurutar 275

Manuel, M o9rn 1

Maial Malar Atikal, see also V&ta-
calam, Svami 254, 285, 28511 1T

Mair, ] I Acknowl, 41, 44, 52,
53, 58, 59, 05 n 2, 4, 66 n 1, 75,
92, 103

Marutan llanakandt 123

Matirttan 49

Maturar Eluttalan 13

Maturaik Kanakkayanai
Nakkfialr 27 n 1

Matuiar Matutanilanakanar, sec also
Marutan Ilanakanar 81

Maturar Nakkirar 2710 1
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Penydlvar 192, 1951 I, 190

Paieyin Muruvalar 78
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Péyan, Péyanar 50, 76
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Pichamuitl, N, sec also, Piccamiirtti
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Pillai, Henry Albert Krishna 2651 1
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Pliny the Flder 35n 2

Pokanatar 219n 2

Pope, G U 156, 156 n 2, 157, 157
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Rajamanikkam, sce also Raja Ma-
nickam, 123

Rajam lyer 281-2

Rajappa Kavirayar 277

Rajendra Kavi 240

Rakunatan, C, see also Raghuna-
than, I N C 191

Ramacami, Ayyankal, Va, sce also
Ramaswamy, V. 292

Ramachandia Dikshitar, V. R 172
n i

Ramalinga Mudaliyar 2191 2

Ramalinka Cuvami, sce also Rama-

hnkar 19, 221, 233

Ramalinkar, sec also

Cuvami 235

Ramamirtham, L S,
293, 204 303-12, 337

Ramanatan, A1u 2191 I

Ramanujan, A K Ded, Acknowl ,
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334, 337
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Aditya, Cholaking 1861 1

Aditya, sun-god 99

Ahalyi, wife of Gaulama 213

Alavantar, Vaisnava preceptor 6

Anhilwad Pithan 4810 2

Ardhanaiisvaia, The Hermaphiodite
(Siva) 261

Arundhati, TFaithfulness,

Vasistha 177

wite  of

Adoka, Empetor 25, 140

Atankottican, Teacher of Alankotu
13810 2

Atankottaciniyar, Teacher of Atan-
kotu  262-3

Atanunkan, chief of Vénkatam 82

Atittan, Chola king 1861 1

Atryamdn Netuman Afic, chief of
Takatiin 55
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Atukotpattuc Ceéralitan, Chera king
53

Bhagavati, goddess Durgd 99
Bhima, hero ot Mahabhavata 123
Bukka I, king of Vijayanagara ©0

Camatakkini, sce also Jamadagm
136

Canakya, mmuister, politician 165

Cankily, wife of Cuntaiar 198

Carantds, guru 221 n I

Cataiyan, Cataiyappan, patron of
Kampan 208

Celvakkatunko
kg 40, 53

Cenkuttuvan, Chera king 37, 38,
52, 53, 174, 175, 177, 178, 179, 183

Céralatan Imayavatampan, Chera
king 179

Cevvél, sec also Murukan 124

Céy, see also Mutukan 130

Chamundi, goddess Kali 314

Ciirppanakal, sister of Iravanan
214

Valiyatan, Chera

Devanand: 48 n 2
Deva Raya II, king of Vijayanagara
240

Devascna 48 n 2

Draupadi, herome of Mahdabhaiata
izgn 1

Dupletx, Joseph Frangors, governor
of Pondichéry 273

Durgi, goddess 99

Durgi-Bhagavall, goddess 173 n 4

Duryodhana, hero of Mahabharata
123

Ekampan, god Siva of Kaificr

Gajabdhu I, king of Ceylon, see also
Kayavaku 37, 37 b 1, 38, 53,
175, 177, 179

Ganapatt, god, see also Ganeda 15

Ganesd, god, see also Ganapati 242

Ganga-dhara, Bearer of the Gangi,
Siva 261

Gangali, goddess Kali

(rautama, Vedic secr

Guha, god Skanda

314
213
242, 243

Hamm, Ludwig 223
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Hanuman, god, hero of Ramdyana
215, 216

Imayavarampan Netuficéral Atan,

se¢ also Céralatan Imayavarampan
52,53

Indra, god 101, 213, 238 n 2

, as cal 213

Tiavanan, anti-god, hero of Ramaya-
na, see also Ravana 214

Truficéral Irumpoiai, Chera king 53

Jamadagm, Vedic seer, sece also

Camatakkim: 136 n 3

Kalankakkanni Narmutic Céral, Che-
ra king 53

Kama, god of lust 122, 123

Kamsa, encmy of Kisna 123

Kanagataga Mudahat, divan of Pon-
dichéry 273

Kannalki, see Kannakt 177

Kannaki, heromne of Cilappatikaram
52, 129 0 1, 173,174, 175, 177-82,

183,183n 1

Kannaki-Pattini, sece also Kannaki
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Kannappan, Kannappar, Saiva de-
votee 186, 193 1 I

Kar, chieftain 55

Karikal, Chola king, see also Kari-
kalan 56, 57

Karikalan, Chola king, scc also Kari-
kal 55

Karni, see Kannaki 173

Katukilal, goddess 124 n 1

Kaval 37n 2

Kavunt: Atikal, Jammnun 178

Kayaviaku, king of Ceylon, sec Gaja-
badhul 37,37n 2

Ko Atan Celirumporai, Chera king
40

Korraval, goddess
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Kovalan, see Kovalan 177

Kovalan, hero of Cilappatikaram
173, 175, 177, 179, 180, 181, 182,
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Kovalom, sece Koévalan 173
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Kulottunka II, Chola king 208

Kuldttunka III, Chola king 208,
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Kutakko Netuiicéralatan, Chera
king 55

Laksmana, hero of Ramayana 212
Laurie, H W 269
Lopimudrd, wife of Agastya 136,

222

Macchiavelll 165

Madana, god of lust 241

Madhavi, see Matavi 177

Mahakali, goddess 314

Mahendravarman 1, Pallava king
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Maikati, sce Matavi 173

Mairavarman Kulacgkara Pantiyan,
Pandya king 1351 2

Mairniyamman, goddess

Masaryk, T G 280

Mitavi, heromme of Ciulappatikaram
173, 173 1 3, 179, 180, I81

Maturar Uppin Kutt Kilan 54

Michelangelo 851 I

Murugan, god, see also Muruka, Mu-
rukan Ded

Muruka, Murukan, god, see also
Cevvél, Céy, Murugan, Muiuka-
vel 15,47, 57, 97, 123, 124, 124
n 1, 125, 126, 127, 130, 238 n 2,
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Murukavél, god 97

Mutattirumaran, Pandya king 47

208

Namyappa Pillat 272

Nallaimutiyan, chief of Vinkatam
82

Nalliyakkotan, chieftain 61

Nanak, gurn, founder of Sikhism,
221n 1

Nandi, Bull, vehicle of Siva 261

Nandivarman LI, Pallava kg 14

Nannan, chieftam 59

Nirada, musician, messanger of gods

215

Narasimhavarman I, Pallava king
197

Narayan, Nardyanan, god Visnu
2141 1

Netumaran, Pandya king 254 11 I
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Netuficeliyan, Pandya king 40, 60,
61

Nedunjehyan,
180

Nilakantan, Nilakantandi, Nilakan-
tar 33,331 I,88, 249

Nilakantha, Blue-throated, Siva
261

see Netuficehyan

Palyinaic Celkelu Kuttuvan, Cheia
king 52

Pandavas, ol the Mahdabhavata 123

Panpitutanta Pantiyan Maian Valu-
t1, Pandya king 52

Pantaenus ot Alexandria 156

Pantiyan Maian, Pandya king 83

Par, chieftamn 55

Paraduiama, Rama with the Ax,
Visnu's mcarnation 54

Paraval, Cuntarar’s wife 198

Pattimi, goddess of chastity, sce also
Kannakt 172, 173, 1731 5, 179

Pekan, chueftam 55

Peruiicétal lrumporat, Cheia lang
53

Pirakattan, Aryan king 58

Plotmus 307

Pope Julhus 851 1

Prahlada, anti-god 125

Praudhadevaraya, ruler (o Vijaya-
nagara’) 240

Pujyapdda 43

Po1ikko, king(?) 51

Raghava, name of Rama 213

Rama, mcarnation of Visnu, hero of
Réamdyana 54, 200, 210, 212,
21z n I, 213, 214, 215, 216, 217,
230

Rimacuviana Mutalidi, see also Ra-
maswamy 268

Ramana Mahais;, $11 2370 1

Ramananda, religious teacher 209

Ramanuja, Sii, Vaisnava teacher,
philosopher 5, 6, 209

Ramaswamy, munsif 268

Ranganathamuni, Vaisnava precep-
tor 6

Ravana, anti-god, hero of Ramayana
123, 212 n I, 215

@a,nka.ra, god Swva 215
Sankara, philosopher 6
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Sarasvatl, goddess of ait 302z

Swva, god 32, 47, 53, 55, 8on 1, 87,
119, 123, 193, 194, 195, 198, 198
n 1,201,202, 203 N 2, 204, 205,
206, 207, 204, 225, 227, 230, 236,
242, 261, 316, 328

Sita, herome of Ramayana 1291 1,
210, 21210 I, 215, 210

Skanda, god 129

Sri Plijyapada 481 2

Subbiah, Kokilam Acknowl

Sugriva, monkey-heio ol Ramdyana
212
Sun-god 99
Stirapadma, anti-god 123, 125
Taid, monkey-herome of Ramayana
212
Tarumi, a Brahmm  45n 1
leyvayana, wie of Murukan
1201 I, 2381 2
Iilotiama, water-nymph 123
Tuanatimikkini, Vedic scei, sce also
Tunadhiméagni 136, 262
Tuumal, god Visnu 124, 1241 1
['nuvengada Pillai, father of Anan-
darangam 272
Tontaiman llantnaiyan,

129,

chieftain

Timadhiimagm, Vedic see1, sec also
Tiranatimaklkim 136 n 3

Ukkiraperuvaluti, Pandya kimg 47,
53, 87
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Umai, goddess 242
Uruttinacanman 54, 83

Usvagdl, heavenly courtesan 123
Uliyaii Céral, Chera king 52, 107
Uttama, Chola kmmg 208

Vacantamalai, servant-girl ol Kan-
naki 1731 3

Vajranandi 48, 48 n 2

Vajianandy, see Vajianandi 48 n 2

Vil, monkey-king, hero ot Ramdaya-
na 212

Vally, sec also Valli Ded

Vall;, Muiukan’s wife, see
129, 238 1 2, 242, 246

Varunan, god 98

Vasantamala, see Vacantamila
173

Vasistha, Vedic seer 222

Vasudeva, god Visnu 09

Vél, chieftam 55

Vindyaka, god Gancéa 225

Visnu, god 199, 201, 228

Vrsabha-dhvaja, He whose banner
15 the Bull, Siva 261

also Vall

Yacotal, Krsna's adoptive mothe
198n1

Yama, god of death 123

Yamunidciaiya, Vaisnava picceptor
6

Yanaikkat Céy Mantarail Céral Iium-
porai, Chera king 50

Yayati, a kg (Mahabhirata) 123

III TITLES OF BOOKS, PARTS OF BOOKS, JOURNALS

The Adventures of Goovoo Pavamarian
2760 1
Agastya Vydhavanam 2191 2

Agna and Other Poems 245

Awmbkuruniivu 25, 30, 41, 44, 50-I,
76, ¥1I, 112, 113, 116, 142

Akawm, see also Akandniive 19, 20,

26, 35 1 I, 40, 41, 52, 102, 112,
114, 115, 116, 117, 209

Akananityu, see also Akam 25, 30,
41, 53~4, 111, 248

Akapporul, see also Iraryandv Akap-
porul, Kalaviyal 32, 43, 46 n 1,
68, 85, 86 n 1, 90, 92, 93, 96, 134,
222, 254, 269

Akastiyar siaunam 2221 1

ARattimar 1yal 133, 147, 148 n 3,
149

Akattryam 47, 136, 137, 139 0 1,
2511 2

Alazkal, " Waves” 305

Alar Ocar, "“The Tumult of Waves”
290, 291

Alankarappatalam 30 n 1

Ammd vantial, ‘“‘Mothey Came”
n 1, 206, 297-9

Apita 305

Anantavikatan, a journal
291

Aficalr, ““Gesture of Worship” 305

Avattuppal 158, 160-1

Avayeer, a journal 289

288

288 n 1,



INDEX

Avwukatal, a journal 285
Asthasastra 138, 144
Bhagavadayjuka 6
Bhagavatapurana 0, 201

Brhatkatha 32 n I

Cawvavinavitar

Caturakavatt 208

Ceyvuliyal 124 n 1

The Chintamans, see Civakacintdamant
269

Culappatikdram, see also The Lay of
the Anklet 22, 28, 33, 37, 38, 39,
40, 51, 52 53, I72-184, 209, 220,
250 n 1, 260, 268, 269, 275, 289

Crvappatikivam, sec Cilappatikaram
269

Criyukatairk kalaiiciyam

Cuupandrvuppatar 41,
6r-2, 111, 112, I13

Cwahkaciniamanr  Piel, 24, 330 1,
113, 254 0. 1, 268, 209

Crwakamiyin capatam, “The Vow of

272

293 n 1
46 n 1,

Swvakamr’’ 290
Cwananta potam 231 0. 1
Cwappuriksa “The Rud Riksha”
260
Capuranam 205, 200
Cwaydkacavam 2211 1

Collatikavam 41, 132, 134, 135, 130,
1361 2, 142, 143, 14310 1,2

Cutécamuttivan, a daly, see also
Swadeshamitran 270, 271

Dasariipa 180

Diary, of Anandarangam Pillat
273-4, 275

Doutvina Chyiste 267 1 I

Eluttatikaram 41, 137, 138, 142

n 1, 144, 150
LEluttu, a jouinal

319, 330, 33T
Fu  carittivam,

283n 1
Eprgraphia Zeylawca 37 n 2
Ltavkaka elutukiwwen, “Why do 1

288, 288 n 1, 316,

“My Lafe-story”

write” 288 n 1
Ettuttokar 25, 28, 20, 30, 41,461 1,
269

The Fatal Rumour, sce also Kamalam-
pal Cartiram  2871-2
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Fort St Geovge Gazette 267

Frendly Instructor, a journal 270

Great Puranam, see also Pernvyapu-
vanam 187

Guade to Lovd Muriku, see also Tu-
rumurukarruppatar 88

liakkiya Vattam, jouinal

Hantiraryam 251 11 2

Travyanar Akappoiul, see also Akap-
porul, Kalaviyal 26, 27,32 n 1,
46, 52, 125, 120 247 0L 2, 240, 250

Trvamandtakam 277

Iramavativam, see also Kampava-
madyanam 207, 209, 207-17, 210,
217

Iravana Kappryam 212 n I

Trunirvaiicu 222 n 4

Italkal, “‘Petals” 305

289, 337

Jananir 305
]n%ﬁs’cwamohmulac 3

Lacatatapara, a journal 289

Kalaimakal, a jomnal 2881 1

Kalaviyal, see also Akapporul, Irai-
vandr Akapporul 27mn 1,321 1,
10 1, 85, 87, 247 1 2, 250, 251
n 2, 254

Kalinkattupparany 126 n 1, 207
n 3
Kalittokar 23 n 1, 28, 29, 46 n I,

48, 111, 113, 115, 117, T19-23, 145,
260
Kalki, a journal 288 1n 1, 201
Kamalampal Canittivam, ‘The Luife-
story of Kamalampal”, see also
The Fatal Rumoiny  281-2
Kamalaviyjayam 292
Kamandaka 171
Kamastitra 138, 145
Kamattuppal 158, 162-3, 165, 166,
1661 1,108
Kampadavamayana 209
Kamparamayana, see also Iramava-
taram 207-17, 21210 I
Kankd 305
Kannakr Puvanam 173
Kantaralankavam 241
Kantavanupiilt 2471, 243, 244
Kaprlavakaval 26
Karundaticciittiram
Katw, a journal
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Kattuvattn, “Wild Duck”
316, 317
Kaviragamarga 3
Kavyadarsa 3
Kapistuvavanakkam 267
Kovalankatar 173, 277
K&yl napmanimdlar 23310 1
Koylpuvanam 259
Kulottunkacdlapula 208 1 5
Kulottunkan Pillattama]l 207 n 3
Kural, sce also Twukkural 19, 155
n 1,163, 16810 3, 169
Kupiiicippatiu 41, 58-9, 116
Ruyvalakkuyavaiice 277
Kuyruniokar 13, 25, 30, 32, 41, 5I,
52, 54, 67,70, 71, 72, 73, 74, 75, 76,
77, 78, 83, 87, 102, 107, 108, 111,
112, 113, 114, 115, 110, 122, 247
n 4, 251
Kuruparampard prrapavam
Kattavayruppatar 59
Kuywpattu 204

288n 1,

229n1

Lamentations, see also Mevyidiiidnap-

pulampal 227

The Lay of the Anklet, see also Cilap-
patikavam  Ded, 37, 172, 176,
256, 336

The Life and Adventures of Prathapa
Mudalvyar 279
Lilatkalam 3, 257 10 2

The Mackenzie Collechon 219 1 2

Mahabhdrata 3, 30 136 n 3, 209,
222, 261

Mahdabhdsya 143, 143 n 1

Mahdvamso 37 1 2

Malarpatukatim 41, 59, 142, 142
n I

Manavadharmasistra 138, 144, 171

Mandikyopansad 225

Manikkoti, a yournal 292

Manymékalar 52, 53, 179, 181, 222

Mankarya kkavaciyin Katal 286 n
1, 201

Manwmatan Katar 23 1n 1

Manat, see also Manavadhai masishra,
Manusmrts 157

Manusmrizr, see also Manavadharma-
S$astra, Manu 261

Marapryal 137

Mattanildasa 6

INDEX

Maturarkkdiico 60-1,
113, 142 10 1

Meghadiita 3

Meywfanappulampal, see also La-
mentations 235

Mannal, ‘‘Lightmng” 331

Massionary Glance, a Journal 270

Moaning Cry of True Waisdom, see
also Meyiiianappulaompal 235

Mokamul, “The Thorn of Passion”

41, 46 n 1,

296, 297

Mukkdtalpallu 277

Mullaappatiu 35 0 1, 41, 61, 64,
111, 112

Muppal, see Twukkural 155 n 1,
158

Murukarvyuppatar, see Twrumuruhay-
ruppatar 48
Muttoliadywam 2471 4

The Nails of Your Hand 318

Nalatiydar 51, 1551 1

Nalu velr milam, *‘Fouy vels of land”
296

Nanapotips, a monthly 271

Nanam, “Enlightenment” 329
Nanam 228
Nawpacikdram, a journal 285

Nau kantatum kéttatum, “What |
saw and heard” 283n 2
Nannal 25, 135, 135 n 3, 138 n 2,
1390 I, 2511 1,252,259
Nantanar Canttwak Kivitanar
Nantikkalampakam 14
Narakam, '"Hell” 319
Naryinar 25, 30, 41, 5I-2, 54, 70,
77, 11, 112, 1¥4, 116, 130, 173,
17310 1
Natar, a journal

277

289, 323, 33110 1

Natyasastra 138, 144

Netunalvaiar 32, 35 0 1, 41, 50,
115, 142

Netuntokar, sce also 4kam, Akandn-
wu 53

New Testament, 1 Tamil 267
Nunporul malar 250

Oru pultyamaratiin hatar, * The Story
of a Tomartnd Tree” 29510 1

Paccarkkanavu, ‘‘Grveen Dream’

305, 306



INDEX

Palaryatum puteyatum, " The Old and
the New” 283 n 2

Palamolimaniru 174

Palatiprkar, a journal 270

Panampavanam 138 n 2

Panmrupatalam 9o, 136 n 4, 251
n 2

Pantikkdvar 32 n 1,88, 254n 1

Paramartta kuruvin katas, *‘ The Stovy
of guru Pavamartta’, see also “The
adventures’” 2761 1

Pasatam 30, 260, 275

Paripatal 24, 28, 29,361 1, 48, 51,
117, 119, I23-5, 145, 249

Patwpenkilkkanakku 25

Patwwruppattu 34, 37, 38, 38 n 1,
39, 40, 41, 50 n 1, 52-3, 56, 107,
111, 114, 126 N I, 142, I42 0 I,

176, 179
Pattinappalar 41, 56, §57-8, 142
Pattwnattar Patal 233
Pattuppdattu 25, 28, 29, 41, 461 1,

56, 58 n 1, 64, 66, 125, 130, 186
Peviyapuranam, see also Great Pura-
nam 24, 186, 187
~—-—, I prose 272
Pevumpandarvuppatar
56-7, 64, I42 1 I
Pevunkatar 321 1
Perunhurifice 58
Peruniokar 24
Pettikkatar Navanan, '‘Petty shop-
keeper Navanawn” 317
Prratapa Mutaliydr Caritiivam, see
also “The Life and Adventures”’
279
The Plough and the Stars
n 1,207n 1,3030 I
Popmiyin celvan, “‘The Darhmg of
Porm” 290
Porulatthavam 25, 32, 33 n. 1, 68,
85, 89, 105, 1006, 113, 133, 139, 142,
144, 144 0 4, 145, 148 1 3, 140,
269, 336

35 nn 1, 471,

293, 293

Porunaravruppatar 41, 56, 61 1 2,
04, 142

Porutpatalam 301 1

Porutpal 158, 161-2

Potumuraz, see also Twukkural 150

Poyyamoh, see also Twukkural 156

Prabuddha Bhavata, a journal 281

Pitkkar:, “The Flower-givl” 317

Puyram, see also Purananfivie 13, 15,

359

17, 18, 19, 20, 25, 26, 34, 351 I,
40, 41, 46 n 1, 48, 52, 56, 60, O1,
108, 109, III, 112, II3, 114, 120
n I, 131 0 I, 142, I42 1 I, 173,
1731 1, 209, 27510 2

Pavanacitlivam 222 n 4

Puyanantivu, see also Puram 25, 20,
30, 41, 44, 54-6, 78, 79, 8o, 81, 82,
90, 107, 249, 260

Purapporul venpamdalar 16, 85, 9o,
105, 136 0 4

Purattinaryryal 30n 1, 133

Purathwattu 52, 124

Putra, “Son” 288 n 1, 305, 304,
310

Putukkurvalkal, ‘“New Vouwes”
n I, 313, 316, 319

288

Raja Téornku 277

Ramanucar Nayrantdts 209

Ramayana 5, 47, 113, 1361 3, 200,
222, 289, 336

Rgveda 1361 3, 222

Boma 105¢ ildnam 224

Saraswath:, a Journal 289

Swavakkiyam 220 n 1

Sf'ipurdnam 275

The Story of a Tamarind Tree, sce
also Ovu puliyamarattin kaia:

+ 2051 1

Takkaydkapparan: 207 u 3

Taktarukku mavuntu, “1The Medicine
for the Doclor” 296¢

Talawmurarkal, 'Generatons”
n I

Tamarar, o Journal 2389

A Tamel Exposttor 205

Tamalppattrvikar (Tamibtal), & jour-

288

nal 270

Tamrimarar, sce also Twukkiral
1550 1, 150

Tamaimununil, sec atso Tuukhural
IS5 0 1

T amiInavalar caritar 208

The Tamil Upamsad 200

Tantvyalankdram 135

Tarpotakam, a journal 270

Tdtakavppatalam 113

Taltuvapdtine, a Journal
Taya 300

27010 1



300

Y codaram 36, 160, 197, 203 1L 1, 3,
207, 2050 1

7 cvoanitl, sce also Twukhural

T inavarttamans, a weekly 270

Lipam, o Jjournal 289

1 iruccantavuuttam 238 1 3

Tt Fhampamutaryar  Tirnvantai
233001

Tinkkalumala mummanikkovar
330 )

I wrukkévarydr 186, 108, n ¥, 250

Liritkkural, sce also Kural 18, 19,
:3,50mn 1,51,52, 50,113, 1421 1,
155-71, 174, 274, 280, 336

156

Tuukkural, date of 1506
- -, language of  169-71

, lexis of 170
I umantiiam 186, 223, 225-0
Lnumurar 27, 130, 185, 1806, 225,
133
Toumurvkdairuppalar, sce also Mu-
rukdrguppatar Ded, 27, 271 1,

9, 32 87 n 1, 717, 119, 125-30,
180, 240, 338
Fouppukal Ded, 239, 239 10 I,

240, 241, 242, 244, 245
inupputtar Tantakam 45
livttontatiokar 187, 225
foruvdcaham 186, 203,

206
Tiruvalluvamdalar, sce also Trruhku-

jal 15510 1
[ ruvalluvap pavan, scc

kural 1551 1
Junvicarppd 185
T uvilarvatalpurdnam 47
I uvitarmarutiioy: Mummanikkovas

2201 ¥,233N I
Fuowvorriyity  ovupd  orupahtu

n oI

204, 205,

also Trruk-

233

INDEX

Tiviyapprrapantam 208

Tolkappryam 5, 10, 16, 24, 27, 30
n 1,32,330 1,34, 39, 40,4510 1,
46 n 1, 47, 52, 68, 85, 88, 89, 9o,
99, 105, 106, 112, 113, 114, 124,
12410 1,1260 I, I3I-54, 169, 209,
247 n 1, 256, 261, 263, 209, 275,

336
-——, 1ts date 138-47
——, 1tsnamec 13110 I
e, Pdyivam 461 1, 261-3
——, Urteat of 139

O hkbittu, “The Dance of Doom’
314

Unnunili Sandésam 3

Ur-Tolkappryam 40, 47

Utaya ciiriyan, “The Rising Sun’’
206

Uttavav étam,
156

Uvamaryryal 113

see also Twukkural

T addarddhane 3

l arsyapurana 173

Vancimetumpdattu 57

Vanmikicitira Aawam 225

Vayuyawaltin, see also Twukkural
156

Viracélivam 4 n 1,
258, 269

Viwvékacintamane, a journal 281

30 n 1, 25T,

I"wékavilakkam, a journal 2701 1
War and Pecace 290
Yapparunkalakavikar 15510 1

Yapparunkalam 135, 138 n 2, 173
Yapparunkalamruthr 124 n 1, 173
Yogasatra 225, 235

1V GEOGRAPHICAL NAMES

Ambalakhadu 267, 276 1 1
Aruna, hill, sce also Airunacalam,

Tuuwvannamalar 237 n 1
Arunacalam il 239

Atankotu, sec also Tnuvatankotu
1381 2

Ayodhya 19, 209, 212

Badami 190

Benales 123

Bengal 265, 278

Bettigo 2221 2
Bombay 264
Brahmapwam 202
Calcutta 264

Capce Comorin 262

Castighione nclle Stuvieie 276 n I

Ceylon 37, 38, 173, 173 1 5, 174,
179, 321

Cheranad 179

Chidambaram 1861 1



INDEX 361
Cholamandalam 233 Languedoc 20
Colanatu 56 Lanka 212n I, 215, 216
Copenhagen 219 n 2 Tasabon 2191 2
Cranganore 173
Culli 11ver 54 Madras 6,981 8,9, 141, 220, 262,
264, 265, 271, 272, 289, 206, 298,
Deccan 38, 48n 2 304, 305, 316, 320
Delh: 296 Madras Presidency 271
Maduia, see Madurar 48 n 2
Ganga 123, 261 Madurai, see also Matuiar 28, 40,
Ghats, Western 222 n 2 283
Goa 2671 1 Maharastra 1901 I
Gujarat r1g9on 1 Malva 37
Mankar 196
Himalayas 52, 136, 178 Mangulam 40
Hyderabad 39 Marina 320
Marokkam 13510 2
Jatfna 33 n 1, 272 Matura 48 n 2
Jambu 129 Matural, see also Madurar 13, 45,
451 T, 48, 60, 61, 64, 88, 123, 124
Kadalur 300 n 71,125 I55 N0 I, 173, 174, 178,
Kailasa mountain 123 187, 183, 196
Kalad1 6 Mayavaram 279
Kampanatu 208 Mayilapur, see also Mylapote 156,
Kaficl, Kaficl, see also Kaficipuram 157 1
57, 207, 234 Mayilapir, sce Mayildpur 157 n 2
KaficIpuran, sce also Kaficr 6, 257 1 Modoura, see Matuiar 3510 2
Kapataputam 47 + Mucui 33, 351 I, 2
Kashmir 226 n 4 Muranciyfir 107
Kaveér river, sec also Kavin - 238 " Muzirs, sec Mucinn 35 n 2
Kaviri river, see also Kavért 56, Mylapore, sce also Mayilapur 270
242, 297, 298, 331 n I
Kavirippattmam 57,931 7, 175 Mysore 209
Kerala 52, 54, 138, 173, 209, 263,
289 Nagarcoill 270
, Southern 137, 263 Nilgirt mountamms 21 1, I0
Khaberis Emporion, see Kaviippat- Nungambakkam 98 n 8
timam 3510 2
Kilpakkam 98 n 8 Palamcottah 270
Kilpauk o8 n 8 Palamutucélar 120
Kolchor, see Korkar 351 2 Paiicapu, Panjab 2211 1
Kolt 196 Paiis 219 1n 2
Kolli 196 Puambar 272
Kongu, see also Konku 37 Pondichéry, Pondicherry 35 n 2,
Konku, see also Kongu 186 n 1, 272, 273
196 Potiyal 222, 2221 2
Konkunitu, see also Kongu, Konku Provence 20
1861 1 Pukalir 40
Pukar 201

Kudagu 37

Kumart, cape, see also Cape Comorin
261

Kumarn niver

Kiital 196

262

Ramnad 99n I

Salem 289
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South India
191

South Indian 210, 233, 239, 296

Southern Matwiar 47

Sriperumpitar 6

Srirankam 6

I, 8, 28, 168, 175, 190,

Takatir 53

Talaryalankdnam 6o

Tamilakam 320

Tamilnad 197

, ancient 45

——, medieval 193, 240, 248

——, modern 173

-——, 19th Century 264

——, of today 320

——, Southern 263

Tanjavur, see also Tanjorie 296

Tanjore, sec also Tanjavur 218

Tenkumari, sec also Kumarimunaz,
Cape Comorin 262

Thevangudi 295

Tibet 23

Tiruccir 125

Tirupat: 262

Tirupparankuniam 125

Tiruttant Ded, 245

Tiruvalankatu 194

Tiruvalinitu 196

Tiruvaluntir 208

Tiruvanantapuram 125

Tiruvannamalal 23y

Tiruvarar 187, 198

Tiruvatankdtu 138

INDEX

'iuvavinankut: 125
Tiruvénkatam 125

Tiruvéiakam 126, 242
Tiruvorniyar 198
Tonti 35n 2, 114
Tranqucbar 267
Travancoie, North 6

, South 137, 138n 2
I'rincomalee 173 n 5
Trniplicane 141
Trivandrum 288 n 1

Tyndis, sce also Tont1 35 1n 2, 114
Upper Maturat, see also Uttara Ma-
turar 47
Urarylir 13
Uttarakocamankai
Uttara Maturai 47

204, 205

Vaikar river
Vafict 178
Varangal 208

124, 12410 1,136

Vatavénkatan, sce also Tirupati,
Vénkatam 262

Vatican 21gn 2

Vattalakundu 281

Venezia 2761 1

Vénkatam 82, 261

Vennt 56

Vidarbha 222
Vijayanagara 6, 233
Vmdhyas 222

Vuapatnam-Ankamedu 35n 2

V OIHER IFEMS

Academy, ancient Tanul 32, 45,
461N 1,47,86m 1, 15510 1,283
atar, metrical umt 65, 65 n 2, 66,

67,331, 332
acar-based metrics
dacar, desne 227
dcarya, preceplor, tcacher

286
Acaryas, Vaisnava pieceptors 6
acwiyaccir, kind ot {oot 65
dactriyam, metre, see also akaval 13,

65, 66, 67, 83, 120, 234, 254

238

13, 137,

dcwvayan, tcachel, preceptor 13, 263
advaita plilosophy 6
advartic vedantin Tirumilar 226

aesthctic function of hiterature
279

168,

aestetic theories, Western
——, Indian 176

175-6

agamas 200
agamac texts 225
tradition 220, 226

ahrinar, grammatical class of non-
personal nouns 41 I, 149n 2
amperunkappryam, the five large

epis 25
awndva grammatical system 146,
262

amhinas, the five physiographic 1c-

glons, see also finas 50, 92, 97,
122, 210
ambhivam  scc amndra 137, 146, 262

akalavuvar, detailed exposttion, see
also akalam 251



INDEX

akam, housc 15

akam, love, eros, private hife, erotic
genre, see also akapporul 151 1,
21, 32, 45, 51, 53, 68, 69, 71, 72, 73,
74, 86, 90-10I, 103, 105, 106, 108,
111, 118, 119, 165, 171, 176, 198,
241

akankavam, egolsm 227

akapporul, see also akam 9o-101

akaval, metre, see also dcwiyam 13,
52, 56, 57, 58, 58, 60, 61, 65, 66,
66 n 1, 67, 83, 120, 125, 132 11 I,
204, 254

akavalar, heralds, see also akavar,
akavunar 14

akaval Gcar, narrative musical tone
255

akavan makaly, women heralds 14

akavar, heralds, see also akavalar,
akavunar 13, 14

akavunar, heralds, see also akavar,
akavalay 14

alavat:, kind of verse 66

alchemy 222, 2221 4, 224
Alexandrian school 156
allegory 109

All India Radio 296

alliteration 66, 116, 239 n 1, 254,
309, 311

Alvars, Vawsnava devotional poets
5,6, 185,229 n 1

amahat, gender-class of Telugu nouns
40 1

ambiguous language

Amerncan poetry 314

analogy 106

Andhra, Andhias

anger, sin of 227

228

38, 39

“angry young men” 289

anr, thetoric 133, 134, 262

anklets, ot Kannalki 178, 182-3,
183n I

Annamalal Unmiversity 51

anyil bird 102

antatr, medieval genre 64, 271

anti-Buddhist 197

anti-Jam 197

antisocial 194, 195

anxiety, phase of love 101, 103

aphorism, of expository work 253
apparatus criticus 219
apsara, water-nymph, heavenly cour-

tesan 307

363

avacu, a commentary to Tolk Col
136 n 2

aral fish 83, 84, 102, 117

ayam, moral order 155,
212, 263

Aranyakas, late Vedic texis 6

avccand, 1tual ot temple worship
226

Avgha, Jama god 263

Ankamedu graffitn 40

anstocratic 151 I, 192, 336

, convictions, of Ramamirthan
307

anvy, knowledge, wisdom, see also
fiagnam 230, 231, 231N I

arruppatar, a classical genic (“gu-
de”) 56

artha, wealth, 21, 157

arukan, the pure one, Jaina god 263

arul, grace 160, 164, 190, 103, 204

arumpatavurar, glossary of rare teims
251

Arya, Aryan 21, 37, 51, 52, 58, 61,
116, 118, 123, 124, 130, 135, 136
n 3, 170, 174, 178, 179, 212 10 I,
241, 242, 262

Aryan-Dravidian synthesis

Aryan-oriented 4n 1

dsang, yogic posture 223, 2231 3

ascefic 158, 262

asceticism 198

ash, sacred 202

dsvam, m Tiruvannamalar 2371 1

assonance 66, 116, 239 n I, 254

association, techmque of 311

astrology 223

asuras, ant1-gods 222

ats, footstep of god 202

atr, prosodic line, verse 06, 332

Atikal, samnt, ascetic 179, 285

atikdavam, book, division 131,
182, 262

atikave, ongmal poet 210

atyan, atyarv, the god’s slave(s),
devotce(s) 187, 1931 I, 194

atunar, dancing minstrels 14

Augustan, Augustan era 49

aum, mystical sound 232

autoblography 283

157, 160,

10, 172

133,

avas, assembly, council 46 n 1
avatdrv, mcarnation of Visnu 201,
209, 217
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avatiar, physical and mental state
145

aytam, a Tamil sound

Ayurveda 223

Avurvedic medicine 223

1321 3, I50

ballads 277

bandha, lock (type of yogic postiure)
223

bharons

bard, bards 13, 14,
01,133

bardic 336

——— art 89, III

———, COrpus I4I

———-, court-poetry
192, 24T

——-, grammai 89, 133

, poets 4, 107

, tradition 20, 114

batoque poets, Catholic 190

baroque, Spamish 309

battle, as heloic situation 105

beautics, ten, of literary work 253

beggary stanzas 235

behaviour-patterns 141

belle, Pariah 308

belles-lettves, Tamil

belletristic writing, m Tamil
277, 283

Bengal:, language 278

, literature 283

bhakta, bhaktas, rehgious devotee(s)
10, 125, 192, 104, 197, 198, 1981 1,
202, 238, 245, 289

bhaktr, see also devotion, rehgious
6, 21, 36,500 1, 87n 1,123, 125,
130, 133 n 2, 156, 185-206, 207,
209, 213, 220, 225, 226, 227, 228,
230, 232, 233, 235, 238, 239, 248
n 1, 258, 286, 332, 336

Bhatatanatyam Prel

bhasa, language 3

bhasasamskrtayogam,
vdla 3, 257 N 2

Bible, translations of into Tamil
259, 272

Bibliothéque nationale, Pans
n 2

biculturalism. 9

bihingual monks 147

biography 283

body, and soul 228

12,15, 2381 2

III, 115,114

140, I4I, 172,

284, 292, 204
264,

see manipra-

219

INDEX

DBrahmanas, late Vedic texts 6

Brahmanic 129, 233, 257
Biahmanism 16, 21, 213
Biahmi, mscriptions 36, 38, 138,
140
, script 11, 39, 140
Brahmin, Biahmins 6, 13, 51, 52,

93,1261n 1,135, 141, 156, 157, 178,
192, 193, 197, 218, 226, 226 n 2,
229, 230, 257, 281, 296, 27, 303

Biahmins, Kanalese 5

, Kerala 5,6

—, Tamil 5

Brahmun community, portiayal of
282

Brahmumic, 1dcology 118

, mfluence 87

, way of life 230

Biahmmization 87, 257

breathing, yogic 224

brhat (Skt), great 58

British adnunistiators 256, 266

Biutish Museum 173 13 5, 219 11 2,

267 1
British rule 264
Buddhism 14, 16, 28, 55, 118, 179,

191, 195, 196, 197, 199

Buddhist, Buddiusts 11, 195, 197,
222, 258

Buddhist, grammar 4 1n I

, 1deology 13, 87, 87 n 1, 126

nx

——, monks 140, 141

-——, monastciies 57, 60

——, texts 12, 268

cadjan leaves 23

cakvavaka bird 102, 273

calitbhdsd, spoken Bengali 278

Caliikyas, dynasty, see also Chalu-
kyas 196

campi, genie 30

canka iakkryam, sce also Cankam
literature 45

cankam, Cankam, sce also Academy,
Sangam 12, 26,32,34,350 I, 2
38, 40, 41, 45-50, 87, 88, 134, 130,
140, 142, 156, 165, 160, 174, 238
n 2, 248

Cankam, lterature 45,
n 1, 220, 327

cankattame] 45

canmtbalism 126 n 1

49-50, 01



INDEX

canyon, capyor the perfect one(s) 17,
18

canyor ceyyul, poetry of the peifect
17

cantam, rhythmic pattern
n 2, 2390 1, 244

Carnatic music Prel

carpu, the supporting wotk, sce also

putar 252

caste 192, 194, 227, 231

casteism 227

caste-system

catalogue, m poet1y

catch-words 69

Catholic missionaties

238, 238

220, 279
58,5810 1

265, 207

cattle-raid, as heroic situation 103,
113N I

centann], the cortect (standaid?)
Tamil 5, 132, 262

centamilnatar, polished, academic
Tamil prose 283

centotar, verse without rhyme and
alliteration 331

Céral dynasty, see also Chera 13,
37, 38, 50, 52-3, 55, 90, 107, 174,
178, 179

Ceval Irumporar 1uling house 40

céry, low-caste village 301

Ceylonese 371 2,1731n 5

ceyyul, poetry, poetic language 5,
132 n 4, 202

Chalukyas, dynasty, <ce also Ca-
likyas 190

champak 211

chandas, sec cantam

chanson de geste 214

238

chalacternization, m Tamil short
stories 204
chastity 1291 1
, gentle 1201 T
, stern 1201 T, 182

chela, pupil 268
Chera dynasty, see also Céral 37,
38, 40, 52, 55, 176, 178
child-marriage 279
Chola dynasty, see also Céla Pref,
26, 53, 55, 56, 57, 176, 208, 290
Chola temples 186
choral drama 14
choror, Greek 14
Chistian, Chistians
Christian doctime and ethics
Christtanity  r57, 265

156, 157 01 I
265

365

Chrnistian Knowledge Society Piess
269

Christian, missionaries 259, 265

~——-, missionaly wiilings 272

-o1tented Tanul journals 270

——, poets 2651 1

, propaganda 267

chronological stratification 117

chionology, absolute, of early Tamul
texts 36 ff

——, relative, miernal, of classical
poetiy 116-7

cilampu, anklet 178, 182

Cinnamanir plate(s) 46 n 1

cir, metrical foot 65, 331, 332

civappuppaywam, specific preface
251, 252
——, to Tolk  261-3

cryupolutu, time of day 93

cittar, Citlar, sece also Siddha, Sidd-
har, Siddhas Pref, 21, 203, 218-
36, 314

Cittar, see citfar 2211 I

cuttarkal  patinenmar, the eighteen
Siddhas 219n 2

cittavartiryam, see also Stddha med:-
,cme, Siddha varydya 223

cuthwakkavi, picture-poem 332

ctvam, godhead 227, 230

cwan, Siva 227

cwayam, a mantva 232

crayanama, a mantra

clanmish 336

class-onigin, of devotional poets 192

class-society 191

class-struggle 192

classical, age 85mn 1, 134

, Tamil hterature 11, 12, 49,
111, 120, 210, 336

col, word 134, 135, 262

Cola dynasty, see also Chola 55

232

collatikavam, word-division 86 n I
college (cankam) 49
College of Fort St George 265

colloquial 117, 132 n 4, 259, 262

colloquialism 113

colophons 124, 176

commentaries, commentary 6, 222,
247-63

commentary, first in Tamil

, to Twukkural 155 n 1

, to Tolk  134-6

88, 96
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commentatoi(s) 157, 175, 247-63,
271

The Commentator 34, 134

commentatorial, iterature 247, 278

, tradition 247, 254, 258, 282

comparative analysis, of bkakir 187

comparison 69, 70, 73, 74

conceptual framewoik, of Tolkdppr-
yam 148

concordance 251

consonance 66, 166

contoid phonemes 244

conventions 69, 85 n I, 109, 110,
115, 120, 133

corporul, surface meanmng 109

cieation, as god’s activity 228

criticism, positive 248

ciittiwar, aphonisim 256

cittwam, aphorism 253
cynicism 235
Czech 172, 172 n 5, 280

dailies, Tamul 271

dawmonion 229

dattya kings 222

danseuse 14

Dantists 207

Daréanasira, Digambara 48 1n 2

dasavasthah, the ten states of
body and mind 145

davida-sangho 48

death 224, 228

democracy 165, 194

, political 194

——, social 104

, spiritual 187, 194

democratic 15, 187, 192, 336

democratism. 194

demon 126 n I, 1g4, 198 n I, 242

de-Sanskritized Tamil 14

destruction, as god’s activity

deus ex machina 174

devaddsi 173

devil 1261 1, 194

devotee, religious, see also bhakia
187, 192, 193, 198

devotion, see also bhaki

devotional 226, 238

, poetry 130

dhavma, the moral order 21,
171, 212, 262, 329

Dharma, sce dharma

dharmic mterpretation

228

227

157,

180
181-2

INDEX

diagnostic features 68

dialects, of Tamil 132

dialogues 120

didactic 118

, function of hiterature

“didactic heresy” 336

didactic, poetry 13

, short stories 294

, tradition, Indian 171

Digambara 48 n 2

drglossia, 1 Tamil

disease, 1 Siddha medicine

divan, of Pondichéry 273

D K, political party in Madras
n I

DM K, political party mm Madras
2121 I

drama 22, 337

dramatis pevsonae 151 I, 120

Dravida Samgha 48 n 2

Drauida Sangha 48

279

278,278 n 1
228

212

Dravidian, Dravidians 4, 11, 1206
n 1, 170, 171, 2121 1, 262
Dravidian-Aryan synthesis 10
Dravidian, langnages 1
, literatures 1, 5
, movement 10,2121 1
drugs, useof 223
drum 14
dubashy, mterpicter 260
ditta, messenger 3
Early Old Tanul 43
Early Old Literary Tamil 147
eccil, see also saliva 231
egalitarian 192
egalitarianmism 194
egoism 227
Fight Anthologies, sece FEttuttokar

28
elegy 55, 105
eluttatrhavam, sound division 861 1
eluttu, sound, letter 132, 133, 150,
262
Eluttu press, m Madras
“emic’’ teatures g
empirical thinkmg 2238
enfant terrible, of Tamul writing 300

288 n 1

English 118, 131 n 2, 258, 274,
282 n 1, 284, 298

——, literature 279

——, 1ts 1mpact on Tanul 277

Englishmen 266



INDEX

enlightenment 265

enpeyuttokai, the eight great antholo-
gles 25

enstasis 228

epithets, i bhakts hymns

€pos 337

, national Tamul

eros 166 m I

erotic poetry

eroticism 193

erotology 1661 T

evukkam buds 78

esoteric 220, 225

essay 22, 283, 337

ethical tradition, Indian 171

ethics 155, 168

——, empurical 171

etukat, consonance

etymology 132

201, 202

186

203

66, 67, 167

European 1571 I
influences, on Tamil piose
275-6

expertmental thinking 227
experimentation with language 314
expository style 253, 253 n 1, 256
fantastic, m Tamil literature 126
n 1
fate 180-1
faults, ten, of hterary work
fauna 58 n 1
feet, metrzc 65, 166, 167, 33T
{eudal, early 336
feudalism 190
tlora 581 1
folklore, materal
, motive 213
folkmotif 119
folk-songs 117, 120, 253
foot, of the Loid 202
footstep, of the Tord
form 71, 310, 332
formalism, empty 33210 2
formalistic skill 237
formalist, mn iteratwre 237
formal style, ;n Bengali 278
form-meaning composite 113
form, short 337
formula, formulae 69,
I1I1-8, 249
{ormula, double 112
Franlkish, disease 2221 4
——— 1emedy 22210 4

252

253

202

86 n 1,

free-veise experiments
Fiench 172, 266, 274
, admunistiators 266
——— - British war, 1760-61
, literature 279

, poetry 314

, rule 264

function of the cult 199

314

273

Gajabahu synchiomism 32, 37-8,
174, 175
Gajabétekdara 240

gandhavva, peitamng to celestial
musicians 87

gender categolies 41 1

genres 9o, 103, 133

German 207

ghee, sce also ghi 211

ghi, melied butter 2071

gnomuic poctry 13, 166

gnoscological attitude, of 7olkappr-
yam 148

goddess of art 302

gold, m alchemy 224

Gondi 126 1 X

grace 190, 193, 204

Graeco-Roman 34, 114

gramunat 133, 133 1 2, 130, 130,
139 n I, 143, 143 1 2, 140, 147

grammarians 4, 147

grammar of Tamul, Latn 265

grammars of Tanul, modern 205

——, Portuguese 265

grammar, synchroni, descriptive
147

giammatical, termmology 41 !

——— work, Indian 143, 143 1 I,
140, 146 n 3, 147

graphenmucs 132, 138

Greek 14, 20, 34, 3510 2, 30, 145,
175, 27610 1

, poctry 11
gruecsome, Tamal hiterature 126

n I

“guide” genre 32, 50, 61, 125

guru, 1chiglous preceptor 27,
243, 258, 263

220,

hagiographte, hiterature, Saiva 103

——, stor1es 193 n 2
harlots, hailotry 93, 102, 103
harp 97

Hcbiew 2761 1
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henolocotheism 201, 226
henolocotheistic 202
heralds 14

heroi, poetry 15, 90, 111
—~—, Situations 113 N 1
heroisme 91, 106

— ——, militant 2712

heio-stone 107

Himalayan 211

Hindu 1311 2, 157, 799, 220, 229,
265

Hindd Cupid 157 n 1

Hmmdwsm 28, 125, 191

Hindustam language 2211 1

historical allusions 117

hova 145

humour, sense of 281

hvbnd jargon, of Sanskiit and Tamul
258

iambic 65
wcar, tune 124

Ich-form 280

1dealistic philosophy 307

1dol worship 198, 227, 230
ignorance 228

¢l, house 715

takhanam, grammar 133, 133 1 2,

143
2lavéml, a season of the year 95
wlayam, domestic virtue 158, 160
illuston, cosnuc 228, 232
matation 85 n I, 114-5
mnmortality 224, 228
mphication 109, 110
unpiovisation 69, 112
wam, stanzaic structure 332
Indian, aesthetic theories 176
——, literatures 1
Indianness 10
Indo-Aryan 200
——, elymology 1311 I, 135N I
———, loanwords 5T, 52, 54, 13510 I
——, purge of 285
Indologists, Western 265
Indragopa, red msect 129
mmference, see also suggestion 69,
72, 73, 74, 109
mformation, m bhakts hymuns 199
mutiatory structure of learming 243,
249, 258
mscriptions, tn Brahmi 138
mstrumentovka 67

INDEX

integration of Sanskritic and Tamul
cultures 237

mtellectual éhite of India 265

intellectual poet 323

mtelhgibihty, of classical poetry
118
mterpolations 140, 229

mtrospection 305

witustant pasar, Hindustam language
2211 I

nvasion, as a heroic situation 103

waiccr, suggestion, 7z, 74, 101, 102,
109

trankal, pmmg, a love-situation
101, 105, 149

Irumporar, 1uling house, sce also
Céral Irumporar 53

wutlal, patient waiting, phase of
love 101, 103, 149

1stadevatd, chosen, personal god 227

tlarccankam, sccond Academy 47

wtatrypam, hquids, semivowels 67

Italhan 276 n 1

1yal, chapter 131

vyahicarndtakapporuliotar nilaiccey-
yul, dehimtion of epic poem 172

wyayciv, kind of metrical foot 65, 331

Iyengar, Brahmin 141

Jamn, Jamna, Jams 11, 24, 48, 49,
126 n I, 134, 137, 146, 155, 157,
195, 196, 197, 202

Jama, Arhat 157

Jama, ascetic 137, 180, 262

, ascetism 197

, ideology 13, 49, 87, 87 n 1,

137,157

, monks 140, I4I

———, monasteries 57, 60

——, moral code 157

—— nun 178

———, samnts 3, 275

, techmical tetms 157

——, texts 17, 268

Tirthankara 3

Jamism 3, 14, 16, 28, 55, 118, 179,
191, 195, 196, 197, 199

Jewish 14

jvatma, personal soul 228

journal, for children, Tamil 270

journalism, Tamal 264, 267, 270-1

journals, Tamul, Chustian-oriented
270
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kaikkilar, see love, one-sided 9z,
105, 118, 119, 119N I

Kalabhias, dynasty 29

kalam, time 72, 74, 148

kalampakam, medieval genre 2718

kalavu, secict love 87, 91, 92, 90,
133, 162

kale metre 119, 120, 134, 213

kalwiruttam metic 226

kalluy, iguor 209

kama, lust, love-passion

kamam, hust, love-passion
1570 1, 162-3

Kaman 1571 1

Kamasdstras, textbooks ot scxual
pleasure 1061 I

IKambanologists 207

kadice, himt, moral cpisile
105, 118

Kannada, Kannada 2, 3, 126 n 1,
147, 16811 3, 200, 265

Kannada lLiterature 3

kannalitturar, splitting commentaiv,

21, 158
155, 157,

16, 60, 81,

see also patavurar 250
kantal flower 129
kantam, book, volume 210

kantaram, tune 124

kantaruva, see gandharva 87

kanttkar, commentary-paraphasc
251, 259

kar, rainy season 93

karma 4 n 1, 161, 174, 182, 205,
206, 227, 228, 243

karmac mterpretation  181-2

karpu, chastity, wedded love 87,
91,92, 93, 96, 1201 1, 133, 163

kayu, kavupporul, concrete represen-
tations of fenais 69, 71, 73, 74,
95,97, 101, 148, 149

kayuttu, conception 148, 148 n 1

karutturar, sense-commentary 250

karuvilam, type of metric foot 65

katarccankam, the third Academy
47

kalampu tree 128

katan, debt, duty 13

katappa blossom 245

katavulvalttu, mvocatory stanza m
prase of god 260

kater, preception 148, 148 1 1

kavt, poet 240

kavicakvavarts, empero1r of poets
336

369

kaviceakkivaoartty, emperor ol poets
207 m 3
kavya, epic pocm,
Sanskiit classical poetry
1311 I, 210
kélvr, learning, oral transnussion 13
kilava, speech, 13
kilave, kilavol, herome
kilavow, heto 931 1
hinar, drum 14
kirttanaz, late medieval gemre
Lknowledge 227, 231 1 I
kollamar, non-killing 157, 161
Det Kongehike Bibliotek, Copenha-

epic  poelry,
103,

o8n 1

239

gen 219n 2
konvar flower 260, 2601
kopam, anger 227
Kotas, tribe 210 1

kotuniama [, uncultivated Taml
n 4

kévar, a gente 3zn T1,27T0 I

ksatriya, keatiiyas, warriors rulers
87,93, 102, 193

132

Kuir 12611 1

katla, clan 39
Rupstdichtung 12, 13
kuga flower 245
kural, a meter 156

Euralvenpd, a Lype of stansa 166

kuvavaiict, latec medieval genre 277

kurtdict, mountamous landscape, a
love-situation 50, 54, 58, 58 n 1,
70,71, 74, 75, 96, 97, 101, 103, 107,
113, 119, 123

kuvippu, note 109, 110

kuyrppurar, annotations 248

Kuruksétram, a literary gioup
288 n 1

Kuyumpar, a tribe 57

kuruntam tree 211

kiitiv, cold season 95

kitttar, dancing mwinstrels 14

kitt, danceuse 14

kutume, pig-tail 51

kuvalar blossoms 76

Kuvi 126 n 1

kitvilam, type of metncal foot 65

kuyil, cuckoo 204, 242, 245

288,

laksana, grammar
1431 2

Jandlord 193

landscapes, the five 92, 95, 149, 210

133 N2, 143,

24
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Part pour Partesm 332

Latin 35n 2,276 m I

layers, of meaning 109

leisute class 15

Leitmotrf 215

letter 132, 134

liberation 228

lilar, a genre 277

lingam, male sex-oigan, symbol of
Siva

hmgua franca, of the South 39

linguistic, atea 9

———, geogiaphy 132

Imguistics, Indian 131

Iiquids 67

Iiterary, language 1381 3

——-, standaid 5, 147

Lileraturbund o

literature, 1ts relation to grammar
136, 139N T

Lateraturwissenschaft 9

loan-translation 143 n 2, 171, 258

loanwords 118, 122, 124, 130, 169,
170, 256, 258, 284

local coulenr 288 n 1

loka, woild 149

139, 147

longevily 224
lotus 211

love 106

e, divine 198
e, CXLOSSIVE 149

—-, extramatital
———, tdealized 198
— - ll-matched 68, 60, 91, 06
-———-, mnappiopiiatc 92

- -making 110

——, marnital 91

91, 96, 133

——, musmatched 92, 105, 119
e, one-sided 92, 105, 119, 149
————, phascs of, 68,92, 95, 119

—— -poetry 15, 116, 123, 125, 166

—— prenmntal 87, 01, 92, 90, 133

—— — seaunal 198

--—, typificd 198

e, wedded 91, 92, 93, 06, 133

———, well-matched 68, 69, 72, 73,
74, 97T, 96

low-caste 192

lust 227

lute 14, 57

lyie 97

lyrical poetty 22, 337
o, of Bharat1 286 .

INDEX

macion 65

Madias Biahma Samaj

Madras Religious Tract Society

mahakavi, great poet 286

mahat, gender-class of Telugu nouns
40 1

malat, a genre 2711 I

malar, a lund of metric foot 167

Malayalam 2,3, 5, 14,138, 1381 1,
2009, 257 1 2, 263, 265, 288 n 1

Malayalamism 1381 1

manar, house 15

mans, astrology 223

maw pravdlam, hind of diction and
style 257-8, 25710 2

mantic wisdom 15

mantvam, sacred formula 223

mantra, mantras, sacred tormula(s)
223, 232

manuscripts 23

marakkarpu, sec chastity, stern 182

mavam, heroism, bravery 212

mavanam, death 224, 228

marapu, tradition 331, 33210 1

Marathi 266, 284

, literatute 283

Mayavay, Marava tnibe  gon 1

Mavchen 214

Marnmism 309

marul, kind of metic 134

mayumalarccr  natar, ‘Renaissance’
style 286, 287

marunty, medicine 223

marulam, agricultural landscape, a
love-situation 50, 54, 76, 77, 83,
96, 97, 101, 102, 103, 105, 123, 2II

Maixist, 1deas 301

——-oriented 175N 2, 191, 192

———, magazmes 289

matamar, naveté¢ 182

maderial world 228

mdtva, mora 30

matra-type meties 238

matterar, see mati@ 150, 151

Maturar Tawnl Cankawm, Fourth
283

Mauryan 38

Mauiyas, 1uling dynasty 54

maya, lusion 228, 232

medical 222n 4

medicine 222, 224, 228

———o, Siddha 223-4, 236

——, Western 223, 224 n 2

270mn I
270




INDEX

medieval hymns, Tamil 2071
mellipam, nasal consonants 67
melody-types 238
menstruation 88

mentontar, gentle devotees 1931 1
metalanguage, of Tamil 4
, of Tolkappryam 138, 143

metaphor 86n 1, 102, 100, 254, 308

metaphysical poets, English 309

metre 65-6, 117, 124 1 I, 134, 166,
213, 216, 229, 254

metric, analysis 70

, patterns and structures 11t

metrical, syllable 65 n 2

, unit, basic 65,651 2, 166

mey, body, consonant 4 n I, 132
n 3

meyppatu, mood, physical mamifes-
tation of mood o9un 1

maléccay, barbarians 61

Maumusops kaukr 57

mind 231n 1

manstrels 13, 56, 57

, dancing 14

mussionary activities 267

mleccha, barbanian 61

modernity 9, 12

——, of ‘new poets’ 318

modern Tamul prose-style

wmoksa, liberation 158

monar, allitcration 66, 67, 331

monasteries, Hindu, sce also mutis
266

Montaignesque 16

mood On 1, 144, 744 % 4, 168, 2709,
312

mora. 651 2

moral code, empuical and pragmatic
158

morality tale 214

Mbriyar, Maurya dynasty 54

morphology 132

morphophonemic 1ules 250

mother-goddess 126 n 1, 129

motive 113

mudra, gesture 22310 2

mitlam (Skt wmidla), ongmal texi
247, 248, 252, 250

mullar, pastoral landscape, a love-
situation 50, 54, 72, 75, 70, 96,
97, 99, 101, 103, 113, 123

munpane, a scason of the year 95

munsif, alegal official 208, 279

272, 278

37

mural pamtings 125

music, and poetity 239

Muslun,  Pref, 22510 1, 259

mutal, basic entities (time and space)
69, 71, 73, 74, 93, 97, 148, 149

mutal, the oniginal work 252

wmutanil, ouginal work first book

86
mutayporul, sce also mutal, basic
matter 97, 148

mutipu, summary 250, 251

mutivvéml, a season of the year 95

mutt, Hindu monastery 259, 200,
277

muti, liberation

mystic 221n I

—, formula 232

-——, mterpictation 229

, poctry, Tamil 137

mysticism, 222

, Indian 187

mystlics, Protestant

mythology 241, 242

228

160

nagarika, man aboul town, playboy
12

nakaram, city 319

namaciv@yam, a mantia

namaskdaram, salutation

win, sensc of shame 10

Rapam, knowledge, scc
227, 231

Nandas, a dynasty 54

232
299

also aron

nanlam, four 1egions, world 149
nasals 67

ndtan, hero 71

national, feclng, Tamil 197
national, oppiession 279
national Tanul epos 186, 187

national work of Tamul hicrature,
first 172, 176

nay, dog 14

Nayanmars, nayawmar, Siva’s devo
tecs 192, 202, 233

nco-Brahmamsm 87 n 1

nco-Indian lhiterature 11

neo-iomantic  litertary critenia 84
nx

névacar, onc of the two basic metiical
units 65

nércar dorreyappd, type of stanza 70

nérpu, a Lype of metnic nmt - 65

“new pocts” 313



372

New Poetry, “new poetiy”” 22, 288
n 1,313

neytal, sea-shore landscape, a love-
situation 50, 54, 77, 78, 96, 97,
98, 101, 103, 105, 119, 120, 23

niceties, thirty-two, of literary com-
position 253

Nrkantu, Dictionaly 25110 2

nilam, place, locum 71, 74, 97, 101,
148, 149

nirarp, a lype ot metiic unmit 05

nuaryacar, onc ol the two basic
metiical units 65

nify, shrewdness 171

nobility 12

nocer, a heroic theme 78

wnoklu, meanmgful cohesion of ele-
ments 601 2

Noiman 15

Northern speech. 61

novel 22, 337

--—, English 280

— —, European 280

--—, French 280

——, Russian 28a

———, Tamil 280, 281, 288n 1

ndy, sickness 228

nil, expository book
136, 1461 1, 252

niiypa, type of stanza, used 1 expo-
sitory texis 132 1 1,2, 134, 144,
147, 149

wilvruvarkannar, a dynastic name
39

132 0 I, 2

“objective” type of poetry 85 n 1
obscuiity of diction 232
ocat, basic tone of stanza 244

Occident 1261 1
Old Tamul, Literary 4, 132
olukkam, behaviour-pattern 101
om, sacicd sound 232
“opera’”, Tamil 277
opium 2211 I
orar, Greek loanword( ?)
o1al, mstruction 220
——, literaturc 85, 111, 1381 3
———, tradition. 20, 117, 134, 2I0,
251
-, transmisston 25,
249, 268
“o1chestration” 67
ongmality 114-5

145

138 n 3,

INDEX

orthodoxy 229

ottu, section of expository work
oulcaste 192

Oy, tribe 61

253

pa, stanza 332

palar, desert landscape, a type of
love-situation 50, 54, 57, 70, 96,
97, 99, 101, 103, 105, 115, 119, 123,
124, 149

Pali 11, 118

Pallava, Pallavas Pref, 26, 28, 29,
34, 185, 190, 196, 197, 197 n 1,
207, 290

pallave, refrain 239

pallu, a late medicval genre 277
palm-leaf manuscripts 23, 268
palmyra 102

, leaves 23

pan, music, melody-type 14, 24,
238

pan, music, song 14

pana (Pkt ) low caste 14

panar, bards 14, 57

panchayat, village-council 193

pandit, Indian scholar 268, 309

panditdom, Tamil 336

Pandya dynasty, see also Pandya,
Pantiya 32n 1,48,86n 1,176,
180, 190, 196

Pandya dynasty, Pandyas
53, 61, 18, 183

panegyric 55

pan-Indian 9, 218, 220, 221

, outlook 281

panz, song, music 14

Pantiya dynasty, see also Pandya,
Pandya 55, 64, 123, 197 n I,
254, . 1, 262

panu, song 14

Paraiya, Paraiya, sce also Pariah
229, 230, 277

paramatma, the highest soul 228

parani, a medieval genre 126 n I

pavapayam, supreme bemng 230

parapsychological phenomena 218

pavatavar, a tribc and caste, Parata-
var 57,981 9

pavattar, harlot 93

Pariah, see also Paiaiya
n 4, 307

paripatal, kind of metre
n I, 134

40, 52,

156, 156

124, 124
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patacala:, Sanshiil, Vedic scnmnary
297, 299

patalam, chapter ol expository work
210, 253

patam, foot of god 202

patan, panegyric 55, 83, 105, 107

patavuras, word-commentaly, see
also kannalitturar 250, 251

pathsala, see patacalar 297

patikam, preface, poem m pilaise of
deity, usually m 10 stanzas 52,
186, 204, 332

pattimam, martime town 57

patia, ten, decade (of poems) 50

pattu, song, long poem, lay 25, 29,
119

Pax Britannica 264

paywam, prefatory veise
160, 25I-2

pedantic style, of poctry

,wniting 297

périyal, large lute 57

137, 158,
288

Persian 276n 1
perumpanar, minstrels with laige
lute 57

perumpolutu, scason of the year 093

peruntinar, nusmatched-love, see al-
so love, mappropuate 78, oz,
105, 118, 119, TTa N I

pessimism 118

pessimust 233

péy, devil, demon
198n 1

philosophical stanzas, of Arunakir
243

philosophy 118

14,1261 1, 194,

——, Indian 227

phonaesthetic propeitics 67, 68,
243, 244

phoneme 132

phonetics 132, 147

phonic structure 67, 116, 216

phonology 132, 138

prllaattamel, a medieval gemie 271
niI

pming, a love-situation 149

pupant, a season of the year 95

pwanam, hfe-breath, wvital energy
224

pwatvpétam, textual variation 251

prratal, separation, a love-situation
101, 105, 149

373

prwu, separation, a love-situation
92

plot, of I'amil shott stoizes

poct-devotee 195

poetics, Tanmul 68,861 1

poet-philosopher 220

poet-saints 19z 197 198, 200

pownte, m classical pocms 71

polippurar, abstract, summary
250

polutie, time 148

pon, gold 57

populal poetry Tanul 277

ports, Chinese 273

——, Euiopean 273

Portuguese 276n 1

porul, subject, subject matter, mean-
mg 41 1,90, 106, 134, 148, 262,
332

porul, economy, wealth
161-2, 164

porulatikaram, division on subject-
matter 86n 1

porunar, war-bards 14, 56

post-Bharat: Tamil poctry 313

post-Bharatidasan Tamil poctry
313

294

249,

155, 157,

post-Cankam 145, 248

pdst-Panmian 146

potupaywam, general preface 251,
252

potuviyal, a heroic theme 81, 82

power, occult, supeinatuial 225

prabandha, cover-term for a large
number (96 °) of medieval genies
278

prahasana, fatce 6

praise, as a heroic situation
105

Praknit 3,5, 11, 14, 39, 48, 718, 137,
143 <

Prakntization 141

pratyabhiiia, school of Sarvism 226

pre-Aryan 129, 130, 174

, culture 10, 131

, traditions, iterary

pre-bhakt, poetry 185

pre-Cankam 143

preface, to a hiterary work

pre-historic tradition 246

pre-Independence petiod, of Tamil
writmmg 289

pre-Iiterary Tamil 4

107,

2, 20

137
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pre-mampravila period 283
pre-Pallava(n) 26, 34, 48

pre-Paniniyan, grammatical system
137, 146

pre-Sanskritic 171, 171

preservation, as god’s activity

pre-Tamul 10

printimg, Tamul 264, 267-8

prosatenrs, modern Tanul 337

prose-commentaries 247, 283

prose-epic 280

prose-fiction 259, 260, 2781 1

prose, modern hiterary 259

, Tamil 254

, its origms  264-76

prose, pedantic, ol the savant 276

prose-poelry 330

prose, standard hiterary 253

. Tamul contemporary 288-312

prosodic structuie 83, 112, 114, 117

, disregard for 313

prosodic svllable 65 n 2

prosodists 147

prosody 133, 134, 135, 24T

prostitute 14, 102

Protestant missionarics 265, 267

Proto-South Dravidian 4

Proto-Tamil 10

proverbs 253, 275

psychokmetic powers 218

psychological cvents 95

psychophysical bodv 224

piigary, non-Brahmin priest

pukal, fame 19, 160, 164

pulartts, washerwoman 15

pulavar, poets 14 16, 14

pulima, a kind of metrical foot 65

228

208

punarcer, love-malking 110

punarcer, sound-combmation 132

punartal, sexual union, a love-
situation 107, 103, 149

punnar tree 102

puram, herowsm, see also purapporul
15 n I, 21, 32, 45, 54, 68, 69, 71,
73, 90, 103-8, 105, 106, 113 N T,
118, 176, 241

puranas, marrative religious texts
Pref, 187, 200, 201, 278

purame, Puvdamc 54, 123,
173, 202, 259, 277, 286

purappdtiu, heroic poetry 54

purapporul, the heroic matter, sec
also puram o, 703-8, 136 1 4

125,

INDEX

puravurar, prclatory verse, sce also
paviuram 251

“pure’” Tamil 285

purism, Tanul 285

purist Tanul style 285

putar, supporting work, sce also
carpu 252

putryak kavitar, New Poetry, oce
also putukkavitar 313

putuk kantar, New Poetry 22, 313

putumant pravalanatar, new m style
285-6

pyuihic 65

quarteilies, Tanul = 271
quick-sitver 2221 4

racavitam, alchemy 224
rak sasas, anti-gods, demons
Rama story 210
Ramardgya, Rama’s (1deal) rule
Rama's rule 210
rasa, mood 9 n
168, 279, 312
rastka, cOnRnoIsseuUr
realism 281

222

210

1, 144, I44 n 4

gn I

,critical 281
redaction, final, of Tolkappryam
145-6, 147

redemption 242

rediscovery, of ancient Tamil poetrv
30, 268-9, 283

reflection 118

refram 239

regions, cultural, sec also regions,
physiographic 149

regions, physiographic, sec also re-

gions, cultural 9z, 95, 149
remcarnation 227, 228
relativist 233
veligro 20, 204
religiosity, Indian 21
——, Tamil 21

religious, philosophy 21
rehigious texts, Indian

, narrative 200
——, philosophical 200
——, specific, see also hymms
Renaissance 85n 1,911 ¥
representations, concrete 95, 101
return to classicism 248
1evolutionary protest 194
Rgvedic hymus 11

200

200



INDEX

1hetoric 86 n 1, 133, 134, 135, 210
, analysis 68

rhyme 66, 167, 2390 I

thythm 216, 309
rhythmic pattern
ritualistic social order
riddles 275

Roman 34, 35,3510 I, 2,36, 175
Roman Catholic catechism 272
Roman pontiff 1951 1
romance, historical 290

, In prose 281

romanticism, Western grn 1
rst 136, 1361 3, 222

Russian 172, 1721 6

239 n 1
233

sabhd, assembly 46 n 1

sacerdotalism 229

sacrifice 126N I

, human 126 n 1

sadhubhasa, formal style ol Bengali
278

saga, of Pattim 172

Sahitya Akadanu 203 n 1

Saiva 36, 186, 109, 200, 203, 204,
233, 238, 241,248 n 1, 277

, Canon 27 n 1, 130, 185, 225,

233, 268
, catechism 272
Saiva Siddhanta philosophy 206,
226, 241 *
Savism 166, 197 n 1, 230, 232, 233
, Kashmir 226

Sarvite, Sarvite Pref , 185, 187, 197,
108, 227, 220N 1, 230

Sakt: 197

saliva 231

sqmadhy, enstasis 228

Samajam edrtion, of classical texts
48

Samitis, of Vedic poems 6

sandesa, messanger (genre) 3

sandhi, tules of combmation of
sounds 132n 3,250, 259

Sangam, see also Cankam, cankam,
Academy 17, 45, 45 n 1, 47, 48,
49, 60, 123, 125

Sangam, Age 45

, Pertod 49

sangha 48n 2

Sanskrit 2n 1,3, 4,410 1,5,6,8,
11, 13, 36, 88, 108, 100, 118, 122,
132 0 I, 4, 135, 143, 143 0 1,2,

375

144, 144 0 4, 145, 149, 155, 156,
157, 166 n 1, 169, 171, 180, 180,
210, 238, 238 n 2, 240, 256, 257,
257 n 2, 266, 271, 272, 276 n 1,
284, 296, 309

—-—, epIc 210

“Sanskritic” 145

Sanskritic, diction 197

—— lIileratwe 12, 201

——, mythology 242

, sources 171

, fraits 2 n 1, 10, 21, 50 1,
123, 202, 237

Sanskritization 2, 2 n 1, 3, 4, 10,
87, 170, 257, 266, 282

Sanskritized, Brahmun 10

, poetry 237

——, prosc 275, 282, 286

, Tanul 309

Sanskrit models 2

Sanskrit-oriented

, pandits 286

Sanskrit seciinary 297

$astra, eruditory text 166 n 1, 200

Sataka, centumn (of stanzas) so0n 71

Satakans, Satakarnt, dynastic name
38

258

Satavdhanas, dynastic name 38, 39
sati, self-imolation of wile alter
husband’s death 178
scholar(s) 14
scholastic, tradition 254
, writimg 254
seasons, of the year 93, 95
secular tradition 20, 21
segments of mnformation 199
semantics 132
semmal animmalcules 223
separation, a love-situation 9z, 107,
105, 113, 14T
Sermon on the Mount 7157
setvants of God 195, 1950 I

servues sevvorum Der 1051 1L

Seven Great Donors 61

sexnal union 101, 103, 149, 228

Shakespeatean scholais 207

short form, its specilic mpottance
337

short story 22, 286, 291, 292, 3

Siddha, Siddhar, Siddhars 186,
36, 314

stddhdcharva 220

37
218-
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Siddha vard ya, see also citta varthryam
236

siddhi, the mnaculous power 225
Siddhism 232
Sidhars, sec crttar, Stddha 2201 1

stmile  86n 1, 102, 112, 254
sm 235
Sui Satakani, dynastic name 39

Sistine Chapel 85n 1

situation, poetic 103, 105, 106, 107,
113, I19

sloka 213

snake-charmer 229

social, hieraichy 193

———, negativism 193, 194

——, oppression 279

——, protest 194, 337

Society of Jesus 276 n 1

socto-economic 1nterpretation, of
bhaktr 191

sociological material 133

socio-political mterpretation, of
bhaktr 187, 190-9

soteriological function, of alchemy
224

soul 228

sound 132, 134

sound-magic 311

- symbolism 214, 215, 216

South Indian, languages 5

-——, literatures 1

Soviet scholars 191, 192

space-time continuum. 93

Spamish 276 n 1

speculation 21

spoken style of Tamil
278 n 1, 285

Sprachbund o

Sri Satakarni, dynastic name 39

Standard Tamil 114 n 1, 141, 142,
253

stanczaic structure of higher level
332

stereotype, linguistic 114

structuralistic analysis,
190

style, of Tamil short-stories 294

subject-matter, of poetry 9o, 103,
106, 133, 134

substitution, i bhaktz hymns 2zo1,
202

Sadra, the fourth varna 192

siifism 221 n 1

141, 275, 277,

of bhaktr

INDEX

suggestion, sce also nference 69,
70, 72, 74, 86 n 1, 101, 102, 109,
115

sigels, new, m modern poetry 314

sujet, of Piwratapa Mutalvydr 279-80

sulking, a love-situation 101, 103,
149

sun-bath 223

sitra, expositoly rule, system or
rules, compendium of rules 85
n 1,87, 89,96, 132, 1321 1, 136
n 4,138,143 1 I, 146, 14610 1

stttvas of Tolkappryam, mconsistency
among them 146

sirya cikiccar, sun-bath 223

svami, monk 285

syllabic-based metrics 238

syllabic quantity 239 n 1

syllable 65 n 2

symbolism 226

synchronic segmental analysis, of
bhakty texts 187, 199-206

syntactophonemic 1ules 250
syntax 132

syphilis 222 n 4

svara, sound, vowel 4n 1

Swami, monk 294

talarccankam, the first Academy 47

talaivan, hero 98 n 1

talarvi, herome 98 n 1

Tamil Brahmi mscriptions
141

Tamil-Brahmi script 25, 40

Tamilization 285

Tamil-Kannada split 4

Tamil Renaissance 259, 268, 277-87

Tamil scholarship, Western-oriented
266

tampatal, mdividual, 1solated poem
109, 253

tanittamiInatar, purist Tamul style
285

tantric 186

, tradition 220

tantrism 221

tatary, small drum 14

tatsama, appropriation-phasc loan-
word 258

technique, of description 108

Telugu 2, 3, 4n 1, 91, 126 n 1,
168 n 3, 265, 266, 274, 276 n 1,
284

28, 140,




INDEX

, classical 1

, literature 3

téma, one of the basic types of metric
feet 65

temples, of the South 201
temptation 242

testicles, of a ram 213

text, oral and written 138n 3

textual, criticism 23

, variations 251

theme 103, 106, 107-8, I1I11-8, 119

theology, of bhakt: 198

, of Stddhism 232

theory of literature, Tamil, classical
85 ff

therapy, Siddha 223, 224

time-space continuum 148

times of day and night 93, 95

tinaz, physiographic regrons and
behavioural patterns in classical
hiterature 51, 54, 57, 68, 71, 74,
75, 76-84, 92, 96, 101, 103, 106,
107, 113, 119 1 I, 149

, mixed 72

tiyam, a tune 124

hwvuccanta viruttam, a metre 229n 1

firuniyu, sacred ash 202

Tiruvannamalal temple 240 :

Titan 212 *

title, of a book 2511 2

Toda(s) 2n 1,10,126n 1

toga 6

tokar, anthology 25, 27 n 1, 71, 72,
119, 123

tol, ancient I13In I

Tontawmap dynastic title 57

tontan, tontarv, religious devotee(s)
193, 1931 1, 195

totas, prosodic element 66, 67

tradition, Literary o9, 12, 114, 115,
120, 331,33210 I

traditional forms, disregard for 313

transmugration 231

transmission 138 n 3

trephination of the skull 223
trobadors 20

Tulu, Tulu 14, 91

tumpar, a heroic theme 8o, 81, 105

tunankar dance 126
tunes, 1 Parvpatal
tuyar, a metre 213
turas, theme 103, 106, 107, 113
tuyavaram, ascetic virtue 158, 160-1

124

377

tiwyattamel, Tamil-only, pure Tamil
285

two-language situation 278

@i, that which 1s ancient, karma 4
n I

ula, medieval hterary genre

ulakam, world 149

ulavay, peasants 57

uliiaz, siege, a heioic theme 105

ulluyar wvamam, allegory 102, 109

ultra-left, rebels 1n Tamal hterature
301

ultra-red revolutionaries 313

unity of content, diction, style and
form 114

upanisads 200

uras, commentary 88, 247, 2471 5,
248, 252

uiarydciyay, commentator 34, 134

Urdu 265, 266, 274, 276 n 1, 284

uripporul, ur1, psychological compo-
nent of love-situation 69, 71, 72,
73, 74, 95, 97, 101, 148, 149

Uvtext of Tolkappryam 10, 43, 130

uru, wuvam, uruvy, form 4 n I,
310, 332

uvacca community 208

utal, body 228

ital, sulking, love-quarrel, a love-
situation 101, 105, 149

uyavfinar, grammatical (gender) class
of personal nouns 4n 1, 14910 2

uyrr, hfe, soul, vowel 4 n 1, 132
n 3, 228

uywmey soul and body, vowel-
consonant, vocalized consonant
13210 3

271N 1

Vacakar vattam, Bookventure pub-
lishers 288 n 1

vacapak kavitar, prose-poetry 330

vacana kaviyam, epic mm prose 280

vagma 2I3

Vawsnava 5, 6, 36, 185, 196, 198,
200, 209, 229 0 1, 238, 241, 258

Vaisnavism 6, 229n 1

Vaishnavite, Vaisnavite Pref, 185,
195, 198, 230, 268

vakas, a heroic theme
118

valakkiu, the spoken language
n 4, 262

16, 79, 105,

132



378 INDEX
vah, the derived work 252 vwbturar, virwurvar, detaled com-
vallabha, king's officer(?) 156 mentary 249

valluva, valluvan, a Pariah caste (of

drummers) 156, 1561 4
vafice, metre 56, 57, 58, 60, 65, 66,
120, 134

vaiict, a heroic theme 103
vaiictppd, a type of stanza 66

vannam, colour of sounds 244

vantontar, hard devotees 193, 193
n I

varia lectiones 251

varna, colour of sounds 244

varttthas 1431 1

Veda, Vedas 6, 93, 129, 156, 211,
230, 262, 297, 299

Vedanta ©

Vedic, cult 201

, hymns 200, 201

——, literature 12

——, poetry 20

—-—, rehigion 21, 87

, VSt 222

vélila, vélalav, agriculturalist(s), see
also velldla, vellilar 53, 93, 156,
198

vellala, vellilar, agiiculturalist(s)
192, 193

velan, Murukan’s priest 120

vempu tice 77

vénkar Liee 112, 116

venpd, a type of stanza 301 T, 90,
120, 123, 134, 160 n 1, 166, 169,
209

sentotar, a kind of consonance of lines
166

‘“‘vernaculatr’”’ 265

vevs ibre 313, 330, 331

vetr, cattle 1a1d, heroie theme 78,
103, 1131 I

vicétavurar, delailed exposition 251

victory 105

vilavyatu, play, dance 197

mlakkavurar, exemphiyimg commen-
taty 249

vinas, action, kavma 410 1

vivakkal, hero-stonc 107

viral, pl vaahyar, danceuse(s) 14,
560

viruitam, kind of metie 213

vrutts, evaluating commentary
251, 257

Visistadvarta, philosophic system. 5

vitu, hiberation, release 158

vocabulary, of Arunakiri 244

vocoid phonemes 244

Volkshteratur 12

Voravbeuten, lack of 264

vyafijana, consonant 4mn I

vyafjand, vyangya, suggestion 109

waiting, a love sitnation 107, 103,
113, 149

war-bard 14

washer-woman 15

Welsh 2o

Western, aesthetic critenia  175-6

, conception of humanistic stu-

dies 264

, education 279

——, languages 150

, metrics 238

widowhood 55

widow’s right to remarry 278

women nunstrels, 12

wiitten, style of Tanul 141

——, tradition 210

—-—, iransmission

13811 3

yal, lute 14, 98, 124

yappu, prosody 133, 134, 262

yatum aré, yavarum kéhy, “Any
town (our) town, every man a
kimmsman” 16

Yavanas, Yavanas, Western foreign-
ers 35,351 1,52, 54, 57, 01

yoga 221, 223, 225, 226, 227
, classical 235
, magical 235
yogi 220,223, 224, 229, 235
yogic 186, 233
——, techmques 228, 235

——, tradition 220

Zoon pohbrkon 21, 164



