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PREFACE

I have great pleasure in bringing out four volumes on “The
Contributions of the Tamils to Indian Culture” which contain
the selected papers read in a Seminar conducted at the Inter-
national Institute of Tamil Studies from 26.3.89 to 28.3.89. It
is very important for scholars to take up such subjects which
contribute to the National Integration of various literatures and
languages of this country. Tamil has been a store-house and foun-
tainhead of contributions in language, literature, philosophy,
religion and other such varied aspects. The papers in these
volumes bring out vital points from the view of the contribu-
tions of the Tamils to Indian literature and culture.

I should be grateful to late prof. K. D. Thirunavukkarasu, a
great scholar in Language, Literature and History of Tamil Nadu,
and one of the former Directors of this Institute who have
planned and organised this valuable seminar.

Our sincere thanks are always due to the Hon’ble Education
Minister Prof. K. Ponnusamy M.Sc.. B.L., the Chairman of our
Institute who has been always extending his help and encourage-
ment to us. '

I am thankful to Dr. K. Subbiah Pillai, Dr. V. C. Sasivalli,
Dr. K. Bhagavathi and Dr. M. Valarmathi to have brought out
these volumes in print. My sincere thanks are also due to Pavai
Printers who have done a neat execution of this work.

Director



EDITORIAL

Culture is a very complex term to be defined precisely. Every
society has its culture and there are ample evidences in literature
that each culture influences the other. This compilation of the
research papers attempts to give an overview of the distinctive
culture of the Tamils as revealed in ancient and Modern Tamil
literature. There are references that Tamil country ‘had contact
with Rome, Greece, Egypt, Arabia etc., and there prevailed a
chance for a cultural exchange on both sides.

I am extremely happy to edit the research papers of the
eminent scholars who have presented their research papers in
a seminar on ‘The Contributions of the Tamils to Indian Culture’
conducted by the 1.1. T. S., Madras between 26.3.89 and 28.3.89.
This common title according to the subject matter of the research
papers comprises four volumes namely Language and Literature
Vol. 1, Art and Architecture Vol.II, Socio Cultural Aspects
Vol. ITI, Religion and Philosophy Vol. IV.

My sincere thanks are due to the then Director Dr. K. D. Thiru-
navukkarasu whose sincere effort with the earnest association
of the Academic staff members should be appreciated for
having conducted the seminar successfully. Scholars who have
evinced great interest in Tamil Studies were invited to present
research papers and the present volumes are their contributions,
and my thanks are due to them.

Dr. S. Ramar Ilango, the present Director of the I.1.T.S. is

chiefly responsible for bringing out this work. I thank him for-
his meticulous effort 4

K. Bhagavathi
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THE MUSICAL SYSTEM OF
THE ANCIENT TAMILS

D. A. Thanapandian

Tamil language was well developed during the early period-
as early as many centuries before christ. It consisted of three
aspects namely iyal, isai, and natakam, that is literature, music
and drama and hence it is called muttamil. We see this classifica-
tion only in Tamil language.

In the ancient book of Tolkappiam, which belongs to the third
century B.C., and which deals with the grammar of Tamil
language, we find glimpses of references to music. In this book
it has been mentioned that in those days the land was classified
under five different heads viz. Kurinji, Mullai, Marutam, Neytal
and palai. Particulars about different kinds of people in these
lands, the deities worshipped by them, musical instruments
like yal, pans, drums used by them have been mentioned.!

Kurinji consisted of mountains and terrains. People who
lived in this type of land lived by hunting. They ate nature’s
food like roots, honey etc. Kurinji Pan was played on Kurinji

Yal. The drum which they played was called *“Veriyattu parai’
They worshipped velan.

Muallai represented forest ranges, noted for its white mullai
flowers (Jasmine) blossoming with sweet fragnance. Mullai pan
was assigned and mullai yal was played by the people who were
mainly shepherds. They played the drum “‘erukot parai”.

Marutam consisted of villages in the river side and the peo-
ple were agriculturists cultivating paddy and other crops like
sugarcane etc. Marutam yal was played and the pan was
marutam. “Nellan” **‘Manamulavu” drums were played by them.
They worshiped Ventan (Indiran).

Neytal represented places near the sea coast and the people
were fishermen. Neytal pan was played on Neytal yal. “‘minkot

parai” ‘‘Navai parai’” were the drums played by them. They
worshipped varunan.
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Palai consisted of barren lands. People of this area lived on
robbery. Palai pan was played on Palai yal. Goddess Korravai
was worshiped by the people. They played the drum tuti.

Tolkappiam has specifically stipulated the duration of pro-
longation of different types of letters such as “‘uyir eluttu” “orru”
When these letters are pronounced with melody the time
stipulated for them can be prolonged. This information is given
in the following verses.

“Alapirantu uirtalum orrisai netalum
ulavena molipa isaiyotu civaniya
Narampin Maraiya enmanar pulavar™

Bolkappiam - Eluntatikaram 1 : 33,

In music the seven notes of an octave are called Kural.
tuttam, kaikilai, ulat, ili, vilari and taram.

“Tivakaram” which was written eighth century mentions the
seven UYIR eluttukala, i, u, e, ai, 0, au which were used for
singing the seven notes (curankal). From this we can infer how
a close and subtle relationship existed between the music and
letters of Tamil language. In the “Kutumian Malai*' inscriptions
which belongs to the seventh century, we.come across the san-
skrit equivalents of these seven notes viz., Catcam, ricapam,
kantaram, matyamam, pancamam, talvatam nicatam.? In the
present usage they are sung as ca, ri, ka, ma, pa, ta, ni.

Harmonious blending of Kural and ili

Cilapatikaram, which was written about 1800 years age by
Ilanko Atikal contains a mine of information on the musical
system of ancient days. Musicians of these days were experts
in finding out the correct harmonious blending of Kural - ili notes
(Ca-Pa). In Arankerru katai of Cilapatikaram Nanko Atikal while
explaining the essential professional requirements of the flutist
says that the flutist used to have a keen discerning ear to find
the accuracy of the blending of the notes Kural and ili
(Ca-Pa).}

The method by which our ancestors found out the twelve notes
of an octave has been clearly explained by Ilanko Atikal.* By
adopting the Kural-ili (Ca-Pa) method and Kural-ulai (Ca-ma)
method they found out all the twelve notes in an octave.
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Twelve notes obtained by
follows:

Art and Architecture

the ulai-kural method are as

ulaiyul ... kural ..... M!la-Ca
Kuralul ..... 1 | A Ca-Pa
Iliyul  .eees tuttam  ..... Pa-rdi
tuttatul ... vilari ... ri-t?a
Vilariyul  ..... kaikilai ..... t?a-ka
Kaikilaiyul ..... Taram ..... K2a - NZi
Tarathul  ..... ulai ... N?i-M?a
ulaiyul ... Tuttam ..... M?Za-rli
Tuttatul ... Vilari ... rli-tla
Vilariyul  ..... kaikilai ..... Tla-Kla
kaikilaiyal ..... Taram .- Kla-Nl
Taratul Ulai  ..... Nli-mla

similarly by the Ca-pa method also all the twelve notes in an

octave can be obtained.

Twelve notes and signs of zodiac

In Panca Marapu the two methods in which the twelve notes
of an octave are assigned to the twelve signs of the zodiac are
explained in detail. The first method is called ‘‘Tonrupatu

Marapu’” (the old traditional method)’

According to the first method, the note
Kural has been assigned to Tulam
Tuttam has been assigned to Tanucu
Kaikilai has been assigned to Kumpam
Ulai has been assigned to Minam

Ili has been assigned to Itapam

Vilari has been assigned to Katakam
Taram has been assigned to Cimmam.
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The second method is called *“Vampuru Marapu” (Modern
method)® According to the second method. the note

Kural has been assigned to Itapam
Tuttam has been assigned to Katakam
Kaikilai has been assigned to Cimmam
Ulai has been assigned to Tulam

Ili has been assigned to Tanucu

Vilari has been assigned to Kumpam
Taram has been assigned to Minam.

The curuti values of the twelve notes in both the methods are

also given.
In the first method the order of the curuti value is as

follows.”
2 4 3 2
ca Ka ma pa ta ni
These notes correspond to those of the rakam Arikampoti.
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wreuniAl

In the second method the order of the curti value is as follows.
3
G & 14 ma ph @ i
These notes correspond to those of the rakam karakarapriya.

Qur ancestors were also aware of the different tempos (kalam)
of talam. They are mentioned as ‘““Mutal Nadai”, ‘“Varam”
“Kudai” and ““tiral”. Details of 108 talas are also given in the
Tala Marapu of Panca marapu.® Diferent kinds of percussion
instruments which were in practice in the early days have also
been mentioned in the Vaciya Marapu of Panca Marapu®

Nanku Yalkal (Nar perum pankal)

Panca Marapu, an ancient which deals with the grammar of
music and dance and which belongs to the period of “Idai
Cunkam’™ mentions about four Yalkal. (Four major pans). Here
the word yal represenis a pan and not the instrument. The four
yalkal are palai yal, Kurinci yal, Maruta yal, and Cevali yal.

The notes (curas) that come in these pans are mentioned in
the following poem of Panca Marapu.
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tarattu ulai tonra palai yal tan kuralil
kuratulaie kurinci yal-neye

Ili kuralil tonra Maruta yal tuttam
Ili piratal Cevali Yalam

Panca Marapu -poem 22
The curas (notes) of the Palai yal are
Ca, r21, k%a, rrlxa, pa, tza, nli
Those correspond to the notes of Arikampoti rakam.

L 2 1
The curas (notes) of Kurinci Yal are Ca, x?'l, Ka, ma, pa,
2
ta, nt-
These curas are that of Cankaraparanam raka.

The curas (notes) of Maruta Yal are Ca, r21, kza, n%a, pa, tza, l%l

These notes correspond to that of Kalyani raka.
The curas (notes) of Neytal Yal are Ca, rzl, kza, n{a, pa, t2a, nzl-

As this Yal (pan) is not capable of having tirapans, it is
called tiranil yal.
Pannu peyartal

Our ancestors obtained seven palai pans by the method of
Pannu peyartal.© This method was also called as ‘Kural
Tiripu’. At present this system is called by the names,
“Kirakapaetam”, “Kirkacura paetam” “Curuti paetam’.

The following are the seven palai pans beginning from

Cempalai.
Basic note Pan
When kural (Ca) is taken as )
Kural (basic note) Cempalai
When Tuttam (ri) is taken as i )
Kural . Patumalai-palai
When Kaikilai (ka) Cevvalipalai
When Ulai (ma) Arumpalai
When ili (pa) Koti palai
When Vilari (ta) Vilaripalai
Mercempalai

When taram (ni)



20 Art and Architecture

Musicologists like Abrakam Pantiter, Vipulananta Atikal and
Ca. Ramanatan differ in their attempts to find equivalent modern
rakas for these pans'. The following are the equivalent rakas
as mentioned by them.

No. Pan Equivalent Raga Equivalent Raga - Equivalent Raga

According to According to According to
Abrakam Pantiter Vipulanta Atical Ramanathan
1. Cempalai Cankareparanam -~ Arikampoti Arikampoti
2. Pawmalaipalai Karakarapriya Natapairavi Kalyani
3. Cevvalipalai Toti Cutta Toti Toti
4. Arumpalai Kalyani Cankaraparanam  Karakarapriya
5. Kotipalai Arikampoti Karakarapriya Cankaraparanam
6. Vilaripalai Natapairavi . Toti Cutta Toti
7. Mercempalai Cutta Toti Kalyani Natapairavi

The reasons given by the above mentioned musicologists for
their interpretations of equivalent ragas are given in detail in
my research book entitled *‘Sabtle Curutis and rakas”.

Paripatal

We get only 22 paripatal poems, out of seventy poems com-
posed by various poets during the sangam period. The name
of the poet, music composer and the pan of the song are given.
For the first eleven songs pan “Palaiyal” was used pan *“Ner-
tiram” was made use of for the next five poems. Music for the
last four poems is set to the pan “Kantaram”. Kantaram pan
is sung at present by the Otuvars in the rakam Navarocu. The
pan Nertiram, later during the seventh century onwards, was
called Pura Nirmai. A few Tevaram songs were set to this pan.
Pupalam is the present equivalent rakam of this pan.

Inai, Kilai, Natpu and pakai Curankal

In the ancient Tamil classical works, the system of Inai, Kilai,
Natpu and Pakai curankal are explained in detailZ. This system
clearly states what notes (curam) blend harmoniously and what
notes sound discordant.
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Inai curam means the seventh curam from the basic note or
curam.

.2 1 2 1
Ca ri 1 ka ka ma nzxa pa
1 2 3 4 5 6 7

The curam pa is Inai curam of ca.

‘In the descending order also the seventh note is Inai.

2 1 2 1 1
Ca Ni Ni ta ta pa ma ma
1 2 3 4 5 6 7

Kilai curam is the fifth note of the basic curam.

1. 2 1 2
Ca r1ri 11 ka Kka n%a
1 2 3 4 5

Natpu curam js the fourth note of the basic curam. (Ca-K?a)

The third and sixth curams from the basic note are called Pakai
curankal.

1, 1 2
Canx?ikakzarﬁamapa

Pakai Pakai

Identification of Inai, Kilai, Natpu and Pakai curas is indispen-
sable. A thorough knowledge of this system enables one to write
Inai, Kilai, and Natpu curas phrases for a raka, to have a clear
idea of the characteristic features of the rakam, and to com-
pose music for Kitam, Varnam, Kirtanam etc. in the rakam.
pakai cura phrases of the rakam should be avoided.?

" Even long before the period of Tolkappiam, that is about three
centuries before christ, various pans were in the usuage of the
ancient Tamils. These pans, sung with subtle curutis were rich
in melody with all the graces, embellishments and fine touches.
From the seventh century onwards the Nayanmars and Alwars
sang many soul stirring devotional songs in these pans with sub-
tle curuties.
One should not think that all the curas of a pan are with
subtle curuties. The civa curam or curams of a pan or its seventh

or fifth notes (Kilai curum) will have subtle curuties.
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All the other notes are those which are mentioned in the twelve
curams of an octave. The subtle curutis consist of one curuti,
half a curuti, one-quarter and three-quarter curuti.

Suppose one sings with ¢ as the basic curuti for calculating
the frequencies of subtle curutis the frequency of ¢ note (ca)
should first be noted.

Since the organs and pianos used in different centuries were
tuned to different pitches, the need to have a common usiform
standard pitch for all the organs and pianos was felt. In the music

conference held at Paris Academy in 1859, it was decided that
the frequency of A note (ta2) should be 435. The lowest fre-
quency of a musical note in 16 vibrations per second and the
maximum frequency is 8192. Hence it will be easier to calculate
if the frequency of a note is a multiple of eight. With this ob-
jective in view it was decided in the World Music conference
held at London in 1939, that the frequency of the note A (ta?)
should be 440 vibrations per second.

Taking the frequnecy of the note A -as 440 vibrations per
second, the frequency of the note c (ca) is 264. If a man sings
with ¢ in the lower octave as his basic curuti, the. frequency
is half of this, that is 132. With 3 (132) as the basic curuti, the
frequency of other notes are calculated.

The subtle curutis of notes are played in the Vina with
“Kamakam”. In the Vina movable additional frets are placed
in between the fixed frets and %, %2, % curutis are played. With
the help of the sophisticated instrument of sound spectrograph
the frequency of subtle curuti is calculated®.

Music exponents of ancient Tamil Nadu were proficient
enough to sing various pans containing subtle curutis with ease
and skill. M. Apirakam pantiter in his voluminous book on
Musicology by name “Karunamirta Cakaram”™ has given the
frequency ratios for all subtle curutis in an octave.” The
following are a few examples of the pans and rakams in which
subtle curities are used, curuti values of the subtle curities are
also given.
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Vattapalai rakam
1. Rakam Caveri Melakarta 15
1
Arokanam Ca i n%a pa tla ca

6. 2 S 4
Avarokanam Ca Ni ta pa ma Ka 1

A — Cuttari
¥ — Kakali Ni
Iéa — Antara ka

Ivia — Cutta ma

2. Rakam — yatukula Kampoti pan Cevali Melakarta 28

5. 3 s ;
Arokanam Ca r ma pa ta ca

3. s 3 6 5
Avarokanam Ca Ni ta pa ma ka n ca.
4, o
ri — catu cunti ri

Iga — Antara Kantarum

Tirikonapalai rakam
Pan — Palam Pancuram Melakarta 29
Rakam Cankaraparanam
Arokanam ca § & a pa # % ca
] 6 4%
Avarokanam Ca Ni # pa Ma Ka 1 ca
Rakam. tanyali Mela karta 8

4% 2 "
Arokanam. Ca ka ma pa Ni ca

4% .
Avarokanam Ca Ni 6@ pa ma ka ri ca
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Catura palai rakam

pan — centiram - Melakarta —22

Rakam Matyamavati

Afokanam Ca ﬁ ma pa ﬁ% ca
Avarokanam Ca ‘ E pa ma ﬁ ca

Rakam — Kanata Melakarta 22

Arokanam ca n K nda th ﬁf ca
Avarokanam éa 11? pa ngna icaz‘a n21a 1"‘1 ca

If one makes a detailed study of the musical system of our
ancient people he cannot but wonder at the dexterity and skill
with which the ancient Tamils rendered the pans with subtle
curutis.

NOTES

1. “teyvam unave mamaram putparai
ceyti yalin pakutiyotu tokaii
Avyakai piravum karuvena molipa”
Tolkappiyam Porulatikaram
Akatinai Iyal
poem - 1

Administration and social life under the pallavas by Dr. C. Meenatchi.

(¥

L wr. @urewreaflés Lerener
webeeaut eugergy, &ps Geueflld@, 1971
3. erriya kural ili enriru narampin
Oppa Ketkum unarvina naki”
Cilapatikaram
Arankerru kathai
verses 59-60 Ed Dr. U. Ve. ca, kalakam 1968
4. *“Varan mumi marunkina intimum elinum
ulai mutalakavum ulai irakavum
kural mutalakavum kural irakavum™
Cilapatikaram
Venirkathai verses 36-38
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“colliya kol kural tuttam tanuvakum
Melliyal kumpam kilai enraar-Nalla
Ulayakum Menamili Itapam Nantu
Vilari taram ciyamam.

Panca Marapu - Isari Marapu poem - 16

. ettum Itapamalvanutam cinkdm

koltanu kumba motu Minam Ivai-partu
Kural Mutal taram Iruvai Kitanta
Nirul elum Cempalai Ner”

Panca Marapu- Isai Marapu ‘poem — 23

“Kural tuttam Nanku Xilai Munru Irantu
Varaiya Ulai ili Nalam — Viraiya

Vilaye munru Irantu taramena connar
Kalanser Kannurravar”.

Panca Marapu - Isai Marapu poem 19

8 Panca Marapu - page 197

10.

11

M.
15.

Panca Marapu - Vaeiya Marapu - page 139

“Tintodai Narampin Palai Vallon

Paiyul uruppir Pannu Peyartanku”

Patirrtu pattu poem 65 - verses 14,15

Karunamirta Cakaram" - by M. Apirakam Pantitar, pages 721, 730, 736, 832.
serens smemrd saugHusTenw, sesFreyt, 1917.

yal nul by Vipulanta Atikal —  Pairaviyal — page 4.
Cilapatikaratu Isai tamil — by Dr. Ramanatan — page 41 — guflyp sTapggment
SQLUPpoys smaw, Gdrenar-1981.

Flam Narampu Inai Nalu Natpakum
Aintu Kilai Arum Muntum Pakaiye”

— ‘Kalladam
“Karumamirta Cakaram” — M. Apirakam Pantitar — pages. 651 — 657.
“Nunnalakukalum rakaikalam™ — D.A. Thanapandian page. 334.
Karunamina Cakaram — M. Apirakam Pantitar — pages 834 — 857.



TRADITIONAL ROOT OF
BHARATANATYAM IN TAMIL LAND

K. Lakshmi Bai

Origin of the Art

Art for Tamil is a sacred devotion; it is considered as a
method of approach to reality through a process of instituting
divine mind in the expression of that mind in the phenomenon
around them. Hence art and religion is indivisible for Tamil.

All art, is a generalised expression of our reaction to certain
phenomenon of life. Emotional excitements in life is accom-
panied by movements in the outform which ensouls the life.
These outer expressions of inner emotional experience are first
seen in the bodily movements. Through some outer movements
of their limbs, all living beings express their emotional
exuberance. Not only living being, even nature herself shows
her feelings; she dances to the tune of spring with joy. So we
can say dance began with expression of inner feelings with cer-
tain bodily movements. '

In ancient time people danced in ecstasy. This dance did not
have any grammar. Later grammar evolved for the dance. It was
danced to the rhythm and with the growth of music, both music
and dance united together. At this stage of development, the

" dance was called Nrthiyam (Pure dance). When song accom-
panied with music was composed, it influenced the practise of
dance.

The songs meaning was conveyed through tfe facial expres-
sion of dancers. This is Abinayam. The dance which gave
importance to ecstasy became more spritual. It was considered
seriously and it had no place for low sensuousness and vulgarity.
It had its own rules and conventions and maintained high
standard.

The origin of Bharatha natyam cannot be easily traced but
we can study where it flourished. From the study on Mohen-
ja-Daro excavation we can infer that this art might have
flourished 4000 to S00C years ago throughout India with Tamil
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Nadu as its chief centre. A girl’s statue found in the Mohen-ja-
daro excavation resembled that of a Tamil dancing girl.

The Dravidians religion, saivism was well learnt in arts and
crafts and other sciences. When Aryans entered India the two
races intermingled and a cultural diffusion took place. It is
believed that Dravidians contributed much towards the Aryan
civilization of North India. Aryans found certain features of their
culture already existing in Dravidian culture. The three kingdoms
Chola, Chera, and Pandya was already existing before the Aryans
entered. This fact is mentioned in the epics Ramayana and
Mahabaratha. Literary evidence proves that Tamil culture was
highly developed in the faculties of music, dance and drama.
It flourished about 9880 BC (i.e.) from 11650 years ago.

The three Tamil poet forums called Muchangam contributed
to music, drama and dance. The first two poet forums pro-
duced many works on the art of dancing which were lost in the
deluge. This obstructs to know all about the dance of Tamils.
The works are Agastyam, Mudanul, Isai nunukkam, Gana nul,
Saiyrtham, Seyitrium, Pancha marapu, mathivanar nadaka tamil
nul, Katha nul. Of the works of the first two sangam periods,
the Tolkappiyam, the ancient Tamil grammar which has reference
to music, dance and drama of Tamils was saved. The extracts
of extinct works appeared as quotations in extant Tamil works
of later times. From these facts we infer dance has been highly
developed long ago from pre-historic times.

Tradition

" Bharatanatyam has history and geography distinctly of its own.
The knowledge about its tradition is very important for
undrestanding Bharatanatyam. The word Bharatanatyam con-
sists of a nominal term ‘Natya’ and an adjective term ‘Bharata’
Natya is the representation of rasa through the four fold modes
of abinaya, aesthetic expression namely effective (Sattvika)
gestural (angika) vocal more precisely and literally, verbal.,
(vacika) and costumery make up and other stage crafts (aharya).

The word Bharata has a story behind it. It generally refers
to a class of dancers. Shiva, the Lord of dance, taught abinaya
to one of his desciple “Thandu’ who taught this art to Bharatan.
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It is believed that Bharatan wrote Natya sastram. To pay respect
to his guru he named -the dance which gents danced as
‘““Thandavam’.

The two terms, Natya and Bharatha, were combined
recently. This classical dance found a new form and structure
in Tamil Nadu in 15th and 16th centuries. It caused the process
of selection and refinement of patterns among the extent material .
The practise and performance of the classical dance is built upon
many. traditional compositional patterns. Yet new ones were also
introduced to it .and some-times borrowed from folk dances.
This may be the time when it was renamed as Bharata-natyam.
It was called ‘“‘Sadur attam” previously by Tamils.

Today what is called Bharatanatyam is only a small portion
of the vast ocean of ancient dancing art. Bharatanatyam has a
grammar of its own with ‘Thandavam’ and ‘Lasyam’ as two
important parts. In general to these two parts it has three
important Amsas, nrtham, nrthiyam and abinayam. Rhythm and
Bhavam add to this and Bharata Natiyam is danced to the two
tastes, ‘Bakthi’ (devotion) and Sringaram (love).

Thandavam and Lasyam

There are 108 Thandavams. Of these 12 Thandavams are
important. They are Ananda Thandavam, Sringara Thandavam,
Urthava Thandavam, Samhara Thandavam, Buda Thandavam,
Punanga Thandavam, Sandhya Thandavam, Thirupura Than-
davam, Muni Thandavam, Ukra Thandavam, Pralaya Than-
davam, Soorth Thandavam. Some other Thandavams are Kaliga
Thandavam, Gouri Thandavam, Sanda Thandavam, Kesvartha
Thandavam, Artha Narishwara Thandavam, Gangala Thanda-
vam, Kora Thandavam and Akora Tha_ndavam.

Of these 108 Thandavam, 48 Thandavams were danced alone
by Shiva, with Parvathi 36, with Thirumal 9 and 3 danced for
Murugan, 12 danced for Devars. In Thandavam the various
postures called ‘Karnam’ are very difficult to be performed. So
it may be the reason that it was restricted for males to dance
it. But ladies also danced these Thandavams except the Uthara
Thandavam. In Thanjavur “‘Periya Koil’ the dance figures carved
inside are all of Shiva’s Karnams. In Chidambaram Nataraja
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temple and Kurhbakonam Sarangapani temple dance figures of
wemen are carved or dance figures of both men and women
are carved. It is imperative to represent this aspect here.

Lasyam is the gentle dance. It is said that Goddess Parvati,
danced this gentle dance. In Lasyam abinayam is given impor-
tance.  Both male and female can dance lasyam.

, - The great man, Agathiyar who found Tamil has written the
Bharata Suthram in which he mentions about the 108 Karnams
that gents perform in Bharatanatyam. He uses the word Bharatam
which refers to bhavam, ragam and talam (gesture,” tune &
rhythm).

With social, religious, artistic conditions, conventions and
traditions of ancient Tamil which Bharata muni portrays in his
natya sastra hold the fact that Bharata natyam originated in Tamil
Land. The various temples of Tamils bear rich sculptural
evidence for Bharata’s illustration of 108 Karnas as described
in his natya sastra. Not only Temples but also historical
monuments, literary and epigraphical references and descrip-
tions prove the fact that Bharatanatyam was the dance of

Tamils.

No where in India we can find temples so rich with sculptural
work on Bharatanatyam. Most of the temples welcomes its
devotees with the Dwarapalika posture carved on its walls and
other postures like Swastika. Beginning from Pallava period to
the late Nayakars period, temples bear rich sculptural evidence
on Bharatanatyam. The temples of early 7th century of Pallava
period bear sculptures of Shiva in Bhojangaasna. Later Chola
period temples have Shiva in myriad postures and Naik period
temples have the other postures.

Most of the temples of Tamil Nadu have records of Natya
Shastra Karanas in form of sculptures. Brihadashwara temple
at Thanjavur, Sarangapani temple at Kumbakonam, Nataraja
temple at Chidambaram and Shiva’s temples at Tiruvannamalai
and Vridhachalam have the karnas depicted as sculptures.

The Muventars who administered the Tamil Land loved
architecture and sculpture. They started building temples and
stone monuments from Pallava period. Sculpture, painting and
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iconography of this period got its inspiration from Bharata-
natyam. The Muventars transformed the temple into a place of
both artistic and religious centres.

Not only temples, literature of Tamils also bear rich evidence
of the art Bharathanatyam. Illango’s Silapathigaram and Sithalai
Sathanar’s Manimegalai serve as a great source of informa-
tion of art, music and dance of Tamils. These two great epics
portray how dance and music had a very important place in
ancient Tamil society.

The epic Silapathigaram describes the beauty and grace of
this Bharathanatyam as performed by Madavi. By this art she
won the love of Kovalan. Her dancing art comprising of the
movements of her body, hands, limbs and facial
expressions, is described when she performed her ‘Avinaya
Kothu’. She is said to have the perfect rasa for the dramatic
expression. Information about this classical dance and its music
are found throughout the epic ‘Silapathigaram’, especially in the
chapters Arangerruk Kadai, Kadaladu Kadai, Kanalvari, Venir
Kadai and Achiyar Kuravai.

The dance techniques of Silapathigaram period and the
modern period differ to some extent. In Mahamahopadyaya
Dr. U. V. Swaminatha Iyer’s edition of Silapathigaram, he
comments that great commentators on Silapathigaram in the past
had explained the music and dance in the epic which were mostly
based on the Natya Sastra. Yet there remains certain special
features about the art in the epic which is not explained in detail.
This makes one sure that this art would have flourished in its
high state in pre-Aryan times.

Tolkappiyar in his epic Tholkappiyam ‘‘Meip Pattiyal”
describes the eight types of Rasas.

.In the same way Adiyarkkunallar in his commentary on
Silapathigaram’s Arangerruk kadai mentions that Rasas are of
9 types. Sathanar in his ‘Kutha nul’ describes 9 bhavas and 9
rasas. Adiyarkkunallar also mentions about the four types of
inner feelings (wer Praaveng) expressed in the face. Sathanar
talks about 47 types of inner feelings. He also mentions about

the karnams in pure nrtham (pure dance). He says there are
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18 karnams for pure nrtham and other karnams are 102,
altogether 108 karnams.

Contribution of Muventars and other kings of
Tamil Nadu to this art

In the 1st Century A.D. Tamil Kings Karikal Cholan and Pan-
dya Nedunchezhian gave great importance to the develop-
ment of the art of Bharatanatyam. The happenings of Kovalan
and Kannagi as portrayed in the epic Silapathigaram are said
to have happened during this period. From Silapathigaram one
comes to know that this art was practised in two directions,
secular and professional. -

Agni Purana and Vishnudhamottara Purana depict that a high
develpment of this art was evidenced in 7th and 8th centuries
of Pallavas reign. One of the great patrons of this art during
this period was Narasimha Varman Parakesari Varman and
Pallava Cholan were the people who built the dancing hall
(Natana Sabha) at Chidambaram with golden tiles. It is
believed that during this period only Tamilar’s dance ‘kuthu’
became ‘natyam’ and their ‘Innisai’ became ‘Sangitham’.

The Pallava King, Raja Raja built the great Brahadeswara tem-
ple at Tanjore in 1003-1007 A.D. He encouraged music and
dance, painting and sculpture. We infer from one of the inscrip-
tions in temple that he collected more than 400 dance artists,

~ dance masters from many parts of the country and encouraged
them to practise the art with the endowments. He aimed at
cultivating this art on a firm basis. During the reign of this king,
Raja Raja in a place called Thiruvavadurai there was a special
occasion called Nrtya Bogha. It falls on the Tamil month of
Purattasi. Male dancers called kumara Sankirtan performed the
dance Arya kuttu. During this period, dance teachers were called
as Sacchiyan, Nattuvan, Kutta Sacciyan, Annavi Sakkai. Dance
girls were called Talicerri Pendungal. As devotion and dance were
both together given equal importance by the Tamils. A communi-
ty of people called Dasi devoted themselves to the
temples. They were called Devamagalir, Devaradiyar etc. Their
dance is called Dasi Attam. Bharatanatyam gets another name
as ‘Dasi Attany’ in the natya sastra of Bharatamuni. This dance
was particularly practised in temples. The first day on which
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the Deva dasi performed her dance before the king was called
aranketral. On this day the king handed over a title called
talaikole to the dancer. There is a story behind this custom which
referred in the epic Silapathigaram. The story accounts for
another fact about origin of Bharatanatyam.

Urvasi, the celestial nymph, was dancing once at the court
of Indiran where her glance met the impassioned gaze of Jayanta,
son of Indiran. As a result her mind was diverted and stopped
for a while from her dance. Sage Agastya observed this and
pronounced a curse on them as he got angry. His curse was
that Urvasi was to be born on earth as Devadasi.and Jayanta
to be born as a bamboo tree in the Vindya mountain. Urvasi
and Jayanta begged the sage for relieving their curse. The sage
decreed a way. Urvasi would have her dance arangetral on earth
as a devadasi and she would be presented the talaikole; Jayunta
would be in the form of bamboo staff. In the same way Urvasi
was presented the bamboo staff on the day of her arangetral.
Urvasi and Jayanta freed from the curse ascended to the heavenly
abode of Indiran. It is believed that this is how devadasi’s com-
munity came into existance.

In Silapathigaram Arangetru Kadai we hear on the first day
of Indra Vizha how the dance girl, Madhavi paid her respect
to the talaikole by garlanding it. And talaikole is brought to the
dancing hall in a chariot stedded with gems and diamonds (verses
113-159).

It is important to mention that during the period of Kulothunga
II1 dancers and dance masters in Tiruvidamaruthur temple
increased considerably. The king gave the dancer’s endowments
like ‘nattuva nilai’ ‘nattuva kani’. Vijayanagar period (1509-1529)
witnessed the development of music and dance to its zenith.
During this period Thirthanarayana swami brought back the long
forgotten classical dance drama art in Tamil Nadu in the name
of Bhararata-mela. He also composed number of dance-dramas
in Bharatanatyam technique.

The political instability and the loss of patronage resulted in
a setback for the art of dance. Later with the decline of Southern
Kingdoms, dance and music in temples declined. So the
devadasis were compelied to get their life going by giving their
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services to wealthy patrons and Rajas. Now to the scene came
some immoral women who called themselves dasi and exploited
the dance. So this was the main reason for many devadasi to
give up their professions. But some maintained their family tradi-
tion and learned it secretly.

A daycame when Anna Pavlova brougt back the old gracious
dance to the stage in 1929. As a result the merits and greatness
of this dance was rekindled among the mass. Kalyani sisters,
Rajalakshmi and Jeevaratnam, of the devadasi community staged
a performance in 1936, before the cultural audience. Thereafter
people began to take interest in as they were captivated by the
‘chaste beauty of this art. Dancers of devadasi community were
appreciated and accomplished exponents of classical dance. At
this time Kalanidhi studied the art and performed it on stage.
Theosophical society came to stage in 1937. Suddenly the dance
Bharatanatyam was reborn.

The Madras Devadasi preventon and dedication Act 31 of
1947 prevents devadasi from dancing in temples. Thereafter girls
from cultural family and upper class started learning Bharata-
natyam. Now it seems that learning Bharatanatyam is a honour,
in order to entertain, enlighten and educate mankind through
an imitation of acts and actions.

Conclusion

Bharatanatyam pleases the senses at the outset and affects the
mind and intellect through rhythmic movements, facial expres-
sion and symbolic gestures, the spritual awakening of the human
soul and its longing for enlightenment. So it occupies a place
of distinction and carries the qualities of both geometry and
architecture the social, religious, artistic conditions and tradi-
tions of ancient Tamil which Bharatanatyam originated in Tamil

Nadu. Literature bear evidence that the great man Agastiyar
wrote Bharata Suthram. Sangam Literature, for example
Silapathigaram bears reference that Bharatanatyam mentioned
as Dasi Attam by Bharatamuni was practised in the temples of
Pallava and Chola Kings. Information about rasas are found in
Tolkappiyam and Silapathigaram. Temples of Tamil Nadu bear
rich sculptural evidence for Bharatas illustration of 108 Karnas
as described in Natya sastra. Muventars built temples and carved
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stone monuments and transformed the temples into a place of
both artistic and religious centre. Karikal Cholan and Pandya
Nedunchezhian gave most importance for the development of
Bharatanatyarn. Agni Puranam and Vishnudhamotar Puranam
depict the high development of this art in the 7th and 8th
Century of Pallava. Raja Raja encouraged artists with endow-
ments. Vijayanagar period witnessed the development of music
and dance. Bharatanatyam is a composite art, expressing the
inner feelings. Evolution and growth can be traced, in purest
form, in South India. Hence we can conclude Bharatanatyam
has been a Tamil heritage and existed in a high state in pre-
Aryan times.

Future Research

How Bharatanatyam and its exposures strives for spritual
awakening of the human soul and enlightment?
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ARAIYAR SEVAI

S. Venkataraman

Araiyar sevai is a peculiar art form which employs dance and
poses and gestures (mutras) as technique practised in front of
the “utsavabhera™' in the Vishnava temples. The artiste is
called araiyar. He sings the hymns of alvars, and enacts and
performs dances to image the hymns and also discourses the
sacred commentarigs.? The art is known as araiyar sevai. Sévai
means dedicated service. The word araiyar in Tamil means “the
king” (the ruler) (araicar = araiyar). Since the araiyar represents
the alvars, he is known as the ruler of the hymns of alvars or
the king of the devotional poetry. For another resoan oo araiyars
are called so, for they recite the hymns and so they are known
‘as araiyars’ (arai = to convey/to tell). Equally meaningfull
another name is ‘“Vinnappam ceyvar” in Tamil used to denote
‘the araiyars. (Vinnappam ceyvar means they plead or appeal
to God). These araiyars also known by the names tampiranmar
(leaders of the spiritual realm) and nampatuvan (he who sings
in praise of us- meanig God). In this paper, selected aspects
of the art of araiyar sevai are explained.

The Performance Period

In the days of its origin, this art appear to have been in prac-
tice in almost all vaishnava temples. Now it is practised in alvar-
tirunakari which is the birth place of Nammalvar the foremost
of the alvars. This is the place where Saint Natamuni is said
to have got and compiled the hymns of alvars. This place is in
V.O.C. District, Srivilliputtur (which is the birth place of
Periyalvar and Antal and is Kamaracar District) and Srirankam

(in Trichy District). There is one school of araiyar, which sings
recitation alone as the performance without and dance accom-
panying in Melkote (near Mysore). This dance recitation will
annually take place in the Tamil month of markali (i.e. from
Dec. 15 to Jan. 15). This performance is celebrated totally for
20 days - ten days before and ten days after vaikunta ekatesi in
the Tamil month markali. The araiyar sevai performance is thc
essential part of the festival and it is divided in two phases of
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time. One is called “Pakalpattu’ (the ten days festival during day
time) and the other is called ‘irapattu’ (the ten days festival
during night time). The total twenty days festival is known as
‘adhyayanotsava recitation’ festival. Since the recitation of the
hymns of alvars which are in Tamil is considered equal to the
recitation of the Vedas in Sanskrit, it is known as ‘adhyayanot-
savam’ (adhyayanam means recitation of Vedas). During the
pakalpattu festival, the araiyar recites the Tirumoli hymns (the
hymns of all the ten alvars except those of nammalvar and
maturakavialvar) and this pakalpattu is also known as
“tiruvaymol tirunal” because araiyar recites the tiruvaymoli
hymns of nammalvar during irapattu festival. According to
Vaishnava tradition, nammalvar reached paramapatam’? with
his human body and returned to the earth. This incident is being
enacted during the irapattu festival. This performance becomes
the central part of the ‘adhyayanotsavam’ and thus nammalvar
becomes the preceptor - leader of all devotees of vishnu.

Structure

The performance consists of five parts, (i) kontattam (praise
of the lord, using phrases from the devotional hymns of alvars)
(i1) the musical recitation of the hymns of alvars in full
(iii) enacting the hymns with ‘abhinaya’ (iv) appropriate narra-
tion of the commentary (v) again kontattam as final. There
are two types of kontattam. One is perumal kontattam and the
other is ‘nacciyyar* kontattam’ (the goddess kontattam). These
kontattam songs are recited at the beginning, the end and also
at the time of the appearance of the lord deity and goddess
deity placed together which is placing is traditionally known
as ‘certti tirukkolam’. The kontattam is recited in order to cap-
ture the attention of the audience. Similarly for the purpose of
expressing the divine experience, araiyar recites the kontattam.
After this, araiyar sings the hymns of the alvars set in proper
traditional music. This music is said to be in its purest form
that came to be in distant past of its origin. During the recita-
tion, araiyar uses mini cymbals in his hands which are known
as ‘talam’. Excepi this ‘talam’, the araiyar never uses any other
musical instrument. After the recitation, araiyar enacts the
hymns with "abhiraya’ His gesture, facial expressions (other-
wise known as bhavas), “atavu” and the step movements for-
ward, backward and sidely all reveal what the enactment of the
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araiyar trying to communicate. In araiyar sevai one can observe
the earliest gestures and abhinayas which are mentioned by
Bharatha in ‘Natyasastra’. Thus the araiyar explicates dances
only for the hymns. But he enacts not only for the hymhs but
also for the commentary on the occasion: of special performance
like muttukuri. During the narrational discourse of the com-
mentary araiyar uses katakalaccepam techniques. The commen-
tary which is narrated by the araiyar, is known as “tampiranpati’
and still it is in palm leaves. Now there is nothing difference
in the araiyar tradition of the three temples where the art is in
practice. One can conclude that different hymns were recited
in different times and the recitation system itself went through
changes due to time-factor.

Origin

The main purpose of this performing art is to explicate the
meaning of the alvar hymns in the form of music and dance
to the laymen and women. Hence this art is dhristi kavya. Regar-
ding the origin of this art, there are two versions in vaishnava

'tradition. According to one version, this art was originated by
Tirumankai alvar (one of the twelve alvar saints) who is said
to belong to 8th century A.D. Once Tirumankai alvar recited

_and enacted the hymns which are known as tirunetuntantakam
before the lord at Srirankam and the Lord was very much
pleased. Alvar requested the Lord to give the status to the
tiruvaymoli hymns of Nammalvar. the sarne status that is given
to the vedas in Sanskrit. Lord Namperumal gave that equality
and from that day onwards, the idol of Nammalvar from alvar-
tirunakari was taken to Srirankam during the markali festval
times. The hymns of tiruvaymoli were fendered as recitation
cusn dance and the festival was celebrated every year. We do
not have authentic words why there came the interruption to
this recifation.

Another version says that this art was initiated and popularised
by Saint Natamuni of 10th century A.D., the redactor of the
vaishnava cannonical works. It is he who compiled the hymns
called nalayira tivya prapantam sung by the twelve alvars.
Natamuni put in regular practice not only the art but also the
group singing pattern (which is traditionally known as ‘Ghosti
sevai’) in vaishnava temples. He was an expert in musicology
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and yoga practice. He initiated the dance pattern of the araiyar
with the help of yoga, tantric cult and ‘“‘kaisika vritti”’. One can
identify the gestures, poses and bhavas which are mentioned
by Bharatha in his Natya Sastra in the araiyar sevai. Natamuni
put in practise the twenty days recitation. He educated his sisters
sons who were his disciples to sing and dance the hymns and
appointed them for the recitation and the worship. The Lord
Ranganatha of Srirankam Himself is said to have presented to
them the title ‘araiyar’, his garlands, the head cap and the parivat-
tam (clothes). This information is given in Koyi! Oluku, a book
which deals with the modalities of worship and rituals in
Srirankam temple.

Araiyar sevai performance.

As earlier mentioned, this art is performed only in front of
the idol in temple. In the Tamil month of markali, it is celebrated
at a stretch in the three places above mentioned. In Srivilli-
puttur alone the muttukkuri recitation is being performed in other
three occasions namely in Tamil months of ati, tai, and pankuni
during festivals. Because of the goddesses antal’s importance,
this recitation is performed in three other occasions Araiyar does
not wear any special costumes or make up during this perfor-
mance. Nor does he use any musical instrument other than the
mini cymbals (talam) in his hands. During the recitation of pallu
songs, he uses mirutankam. The araiyar wears the parivattam
of the Lord around the cap that sit in his head. The araiyar wears
the garlands around his neck. Then he starts the performance.

First he recites -kontattam with music. Then he recites the
hymns of alvars of that day. During his recitation, he uses the
mini cymbals. Afier the singing, he dances for the hymns. The
total meaning of the hymn is explicated through the dance.
According to the deep ideas in the hymns, he dances. Because
of the varieties in abhinaya, the audience receives the correct
inner meanings of the hymns. Bharatha in his Natyasastra men-
tioned two kinds of abhinayas namely vacikam and ankikam.
Vacikam means abhinaya expressed through words and' ankika
abhinayam means body poses, gestures and bhavas (or facial
expressions). Instead of external decorations such as make up,
costumes and stage things, the exact and correct, meaning of
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the experience of alvar is taken to the audience only by the direct
abhinayas of the artist. After the dance recitation, the araiyar
narrates the commentary. During the discourse of the commen-
tary, he once again enacts the dialogues with the proper dramatic
presentation. As in katakalaccepam, the araiyar himself does
mono-acting the different roles. During the discourse of the com-
mentary, without seeing the original text, he narrates from
memory and if there is interruption, the other artist helps like
the prompter of the stage. After the narration of the commen-
tary, the araiyar once again recites the kontattam and thus the
performance arrives at its happy close.

In Srirankam alone, the araiyar dances standing on particular
fixed place. The other two araiyars dance with forward,
backward and side movements. During recitation all the araiyars
take part in it; but only one araiyar who is the father, alone
dances. In Srirankam, the araiyar enacts one-act plays in the
afternoon of pakalpattu days and the stories for these plays are
puranic which are rendered in terms of the phrases of alvars,
which were recited in the morning. The story of kamsavatha,
‘the story of vamana, the story of churning the ocean and the
story of the king Ravana’s defeat are enacted on the 4th, 7th,
8th, 10th days respectively. Without the stage, stage crafts and
costummes, the araiyar enacts these only with the help of gestures
and poses.

Dramatic features of this art

As early mentioned this art is performed in the temple man-
tapa. Since the idol of the Lord is in the front, the audience
is seated in the two sides and the further end facing the idol.
Without any stage or elevated platform, the dancer moves in
the sides, backward and forward. One can observe the demo-
cratic aspect in the seating arrangement. All are seated alike.
Also this pattern of seating and the artist’s movement bring them
in closer contact without any room for deviation. The words and
phrases i.e. the verbal resources alone present the scene change,
the logical development, the linkage between incidents, dialogue
continuity etc. to the audience. One can observe these aspects
only through the dialogue of the character or role which the
araiyar is playing and this is the folk-theateric aspect. During
the ‘muttukkuri’ festival, the araiyar himself takes the role of
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the heroine (daughter), her mother and the kattuvicci (the sooth
saying women belong to the tribal group). Without any costumes
and make up, araiyar expresses these roles through the abhinayas.
The audience also accepts and identifies these roles aptly
Because of this identification and acceptablity, the audience gets
the same experience and the philosophical ideas of alvars.-Arai-
yar, while taking the heroine’s role he has to simulate weeping
because of the Lord’s love and in anticipation of her union with
the Lord, she makes the kutal.> Similarly when the araiyar
takes the role of the mother, he describes the pathetic condi-
tions of her daughter who is now alone separated from the Lord
and the mood of loneliness is to be shown by his voice and the
expressions of the araiyar are highly emotional. And the araiyar
himself takes the part of the kattuvicci too. The mother reports
to the Lord (the hero) about the pathetic condition of her
daughter. While performing this scene, the araiyar takes the
mother role and with the help of a small piece of silk cloth,
which is identified as her daughter (the heroine), the dancer
beautifully dramatises the scene. These will prove the simplicity
and realism in this art production. When the performance goes
on, a plate of rice is given fo the araiyar. At the time when the
araiyar represents the heroine’s suffering caused by the separa-
tion from the Lord and in dance this plate is used to make kutal
and the rice is imagined as white sand. While the araiyar takes
the role of the sooth saying lady (or kuratti as she is called),
this plate of rice itself is imagined as pearls to read the future.
The audience simply accepts this because the verbal language
which is used by the araiyar helps them imagine the scene. The
audience is made to have the same experience. Thus the
audience attains the state of absorption in the dance-item, the
araiyar is feeding their eyes and ears at the same time. The
exact situation and experience are gathered and the whole drama
enacted becomes creditable enough to be accepted as something
that had really happened. Araiyar thus succeeds in explicating
the inner meaning of the hymns. This state of aesthetic experience
is created by the ‘vacika abhinaya’ (through verbal resonrces)
and ‘ankika abhinaya’ (through the gestures, poses and facial
expressions). Without any external aid in terms of stage craft,
costumes and personal make-up which are known as ‘akarya
abhinaya’, the art is brought very close to the enjoying audience.
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Thus the artist-audience relation is better secured and main-
tained. The simplicity and realism of the art are thus helpful
in making it aesthetically and realistically satisfying. The cen-
tral theme of the araiyar sevai is translating the experience of
the alvars into dance and recitation and thereby transferring the
bhakti content of the alvars songs to become the life experience
of the receivers.

Muttukuri

As the kattuvicci reads.the future with the help of the pearls,
this performance is named as muttukuri. On the occasion of
this muttukuri, the araiyar recites the hymns from Tirumankai-
alvar’s Tirunetuntantakam. The commentary for these hymns
is a lengthy one and therefore the duration of the performance
is also more than the performance of other days. In the last line
of the eleventh hymn of Tirunetuntantakam, there is a reference
to the kattuvicci. In the commentary for this hymn, which is
narrated by the araiyar, -one can trace the kuram and kuravanci
literary features in it. The hymn is in akam tradition (i.e. it is
a love song). The heroine falls in love with the Lord Vishnu
and is waiting for his company. Her sorrow is caused by the
seperation from her lover. On seeing her pitiable conditions,
her mother with the help of the servant women, invite the kattu-
vacci to find out the person who has thus caused sorrow to her
daughter. The kattuvacci foretells with the help of the pearls
that the hero is no other the foremost Lord Vishnu Himself and
the mother understands the truth. This is the basic idea of the
song. In this commentary there is much of folk art quality. The
style of this commentary is in dialectical Tamil of the kattu-
vicei tribe and not in manipravalam style which is the characteri-
stic style for all commentaries.

There are different stages such as (i) the heroine’s pathetic
condition due to separation, (ii) the mother’s worry on seeing
her daughter’s pitiable conditions; (iii) the appearance of the
soothsaying kuratti and her roje in foretelling; (iv) after
understanding that the Lord Himself is the lover, the mother’s
efforts to realise her daughter’s condition. These conditions and
stages are depicted in the hymn itself. The commentaray develops
and elaborates that contents in beautiful dramatic scenes. The
commentarv has sevaral parts: (1) The entering of the kattu-



42 Art and Architecture

vicei — The appearance of the kuratti and herself introduction;
(2) The state of the heroine — her mood of loneliness and making
of kutal; (3) Mother’s understanding of her daughter’s pitiable
condition. The attending maiden brings the kuratti lady;
(4) the kattuvicci’s entry and the mother’s question to the kuratti
lady about her profession; (5) The kuratti lady’s self descrip-
tion; (6) The dialogue between the mother and the kuratti lady
about the daughter’s condition; (7) The kattuvicci lady’s medita-
tion; (8) Medicines which are recommended by the kuratti lady;
(9) By placing her daughter in front of the Lord, the mother
passionately appeals to the Lord for recovery; (10) The happy
ending — the announcement of her daughter’s union with the
Lord by the mother. These are the dramatic scenes and stages
which are created and structured in a realistic manner in this
commentary. The araiyar as a lone artist himself monoacts the
three roles. By the dancing and voice modulations, he beautifully
enacts all these sequences.

In her self introduction, the kuratti lady describes her status,
her profession, her customs and manners, folk medicines and
the cultural atmosphere in which her survival is still existing.
‘While the kuratti is introducing herself, she describes her pro-
fession and she gives the folk medicines and this feature is fouhd
in Minnoliyal kuram which is folk literature belonging to 18th
century A.D. The appearance of the kuratti with baby on her
hip is stated in the araiyar’s muttukuri commentary. A similar
statement is found during the appearance and description of the
kattuvicei women with a baby on her hip in Tirukkurukur
makilmaran pavanikuram which belongs to 18th century A. D.
Pinning in separation from her lover, she is expecting for her
company of her lover, the Lord and would like to know when
it will be. Therefore she resorts to making ‘kutal’. It is this
sequence that is very graphically depicted in the araiyar's dance
art. The making of kutal is also stated in the Kuravanci literature
such as Kurrala Kuravanci and Colaimalai kuravanci. But there
is a unique feature in araiyar sevai. In the end of kutal making,
the araiyar declares that the kutal gets success and then he recites
the perumal kontattarn and nacciyar kontattam in order to
bringout the pleasure caused by the happy union of the lovers
revealed in the combined appearance of the Lord deity and the
goddess deity. In Vaishnava tradition, this divine dharshan of
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the united appearance of the Lord with his consort is very
auspicious and thus it is glorified with kontattam. This type
of declaring the success in kutal making is a unique feature which
is not found commonly in the kuram and kuravanci literature
in Tamil.

During the foretelling, the kuratti meditates and by invoking
God’s grace she predicts egactly and this is enacted by the araiyar.
This aspect of araiyar kuram is also a common feature in
kurrala kuravancci, Alakar kuravnci, etc. In araiyar sevai, the
kuratti tests completely the physical and mental conditions of
the heroine who is in love with the Lord. She collects all these
details from her dialogue€ with the heroine’s mother. She
beautifully collects the different stages and emotional states and
she understands clearly in every stage that the root cause of the
ailment is the Lord Himself. This is also a special and unique
feature found only ip araiyar kuram. This type of testing and
diagnosis by the Kuttuvicci gives the audience ramarkable
creditability in the development of the drama. After diagnos-
ing what ails the heroine, the kuratti prescribes the medicine.
After realising that the hero who is responsible for her daugbter’s
love sickness, is the Lord, mother represents this matter to the
Lord Himself. The mother places her daughter-in frent of the
idol. This is beautifully dramatised by the araiyar. The Kattuvicci
(soothsaying lady) signifies the guru (Gnanacirian) who helps
the union of the soul and the Lord. Thus in this performance,
the kuratti symbolises guru (the spiritual teacher), the heroine
represents the soul. The spiritual teacher explains to the soul,
the way for reaching the Lord. Thus the spiritual teacher declares
that the way and goal to attain both are the Lord (Namperumal)
Himself. This high philosophical interpretation is very simply
enacted through this art by the araiyar and this is easily stated
to the illiterate man also. That is the success of this art. In the
end, the araiyar recites a hymn from Periyalvar Tirumoli which

~ explains that the mother had only one daughter and she brought
her up as the goddess Lakshmi and the Lord Vishnu took her
away with him. By the recitation of this hymn that the wedding
of the heroine and the Lord is over is signified to the audience.
This type of happy ending is a unique feature which is not found
in any other kuram and kuravanci literature.
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In the araiyar sevai, the audience knows the scene changes
only from the speeches of the characters. In order to make the
audience identify themselves with the art, this type of verbal
technique is employed. It explains everything including scene
changes and the dialogue. The logical and the sequencial
development in the incidents are traced carefully. The audience
thus understand what is going on. In the hymn of Tirumankai-
alvar, the appearance of the kattuvicci women and her part are
mentioned. In kuravanci literatures and in the classical dance
of kuratti in stage, the vulgarisation and degradation of the art
through the dialogue of cinkan and cinki, the costumes and dance
movements are bad. In the araiyar sevai performance the main
theme is bhakthi and the kuratti functions as the spiritual guru.
Thus the holiness is maintained by this performance. Because
of this bhakthi theme, this art is maintaining the standard and
also this art accepts the audience response. In vaishnava temples,
commentaries from the hymns of alvars are traditionally given
in ‘discourses by the ubayavedantic scholars who are well
versed in Tamil and Sanskrit. Since it is only for the people
who can understand and follow the two languages. Araiyar does .
this explication performance for the lay people who are not
scholarly rich but devotionally rich.

Pallu songs

One araiyar added the pallu songs and parai (drum) music to
this art which he learned from the paraya quarters. Even today,
the araiyar recites the pallu songs on the occasion of patierram
and tirumutisevai. These pallu songs are composed of simple
words and their theme is devotional. The pattern of these songs
is both direct presentation by the poet and some songs which
are love songs in dramatic representation such as the heroine’s
statement.-The songs are named as Pallu since it is in the style
of the people from Pallar quarters. And these pallu songs have
no linkage with that of the pallu literature which is a literary
genre in Tamil. The Lord wanted to listen and enjoy the songs
and music of the pallar people accompained by their instrument
parai (drum). This idea explains to us that all are equal in the
presence of God and there is no discrimination between men
to men when it comes to Bhakthi. Nowadays the araiyar uses
mirutankam instead of parai. This shows that the folk instru-
‘ment parai is replaced by the classical instrument.
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Araiyar recites the hymn with music and then the group peo-
ple (chorous or ghosti) continue it. But their practice is not set
to music. The beginning and ending of the recitation is the
araiyar’s task. Even today the araiyar recites with music and
the singing pattern without masic is left to others. On ordinary
days throughout the year, the araiyar is taking part in the daily
worship.

The araiyar is trained tor a period of twelve to eighteen years.
The service is traditional one. The son learns this art from his
father and thus it is passed on from generation to generation.
If an araiyar has no male child, he adopts one male child and
to him alone, the elder araiyar teaches this art. Since the art
is being performed in front of the deity, the araiyar never allows
ladies to study this art. The restriction is due to the anxiety to
secure holiness and to avoid pollution.

These araiayrs are not merely performing artists; but great
scholars well versed in Tamil and Sanskrit. One araiyar was
one of the teachers (acharyas) of Saint Ramanucar. Another
araiyar explained the hidden truth (rahasyas) of Tiruvaymoli to
Nacciyar the great commentator to Tiruvaymoli. It is also claim-
ed that the music of an araiyar cured the disease of Nacciyar.
Ramanucar and Empar the disciple of Ramanucar were so
absorbed in this dance recitation that sometimes they even made
corrections to the abhinayas. There are inscriptional evidences
that these araiyars got gift of lands from the kings of those times
for continued conduét of their service.

The main aim of this art is to propagate the devotional hymns
of alvars through music and dance. By visualisation these
artists are informing the audience. At the same time this art
propagates the religious and philosophical ideas.

Since the music pattern of this art is found to be of the oldest
form, yet living there is scope for further research in the music
side. It is claimed that the recitation is similar to that of veda
recitation. And so it is stated that there is resemblance between
the tala pattern and the rhythemic words and so it may be
further verified.

One can compare the dance pattern poses, abhinayas and
bhavas with those mentioned in Natyasastra by Bharatha. The
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changes and developments in the art occured in various reforms
of patronage may be studied. The pauses in the narration, the
nature of tune change seen to have phonological as well as
semantic significance besides securing the efficience of chan-
ting mantras are set to do. These provide scope for further study,
research and development.

NOTES

Utsavabhera or utsavar is the idol which is taken out for procession during festival
times.

. The poems of alvars are equated with the Sanskrit Vedas and the commentaries are

held as sacred as the hymns and are given the title ‘Aruliceyal’ and ‘Bhagavat vishayam’
respectively.

. Paramapatam — Heavenly abode — the first and foremost state of the Lord. Here Sriman

Narayanan is said to be found in his original splendour with his consort seated with
all the ‘Nityasuris’ the attendant angels serving. It is known as ‘Nitya vibuthi’.

‘Param’, ‘Viyuhant, ‘Vibhavant, ‘Antharyamithvam’ and ‘Archai’ are five states
of the Lord.

. Nacciyar - the consort deity of the Lord.
. Kutal - It is a literary convention. This is a kind of belief. The heroine who is now

in a sorroful pathetic state due to separation from her lover, makes kutal with her right
hand fingers on the sand. Kutal making is small rounds drawing. She belives that the
even numbers in rounds, is a sign of foretelling that her love affair will get success.
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NATIONALISM IN TAMIL DRAMA

Pe. Su. Mani

Arya Sabha

1t will be interest to note the contribution of nationalism to
Drama and Dramatic Artduring the days of freedom struggle.

The first ever Tamil drama during those tumultuous days was
“‘Arya Sabha’’ which was published in the year 1894. On its
front wrapper page it contained “A new Drama by name Arya
Sabha - on the theme of Indian National Congress by a Tamil
_Pandit”! a historically important note. Apart from this note in
Tamil, there was a note in English too as “A Drama in Tamil
on one of the most stirring events of the Day”. It may be evi-
dent that the “most stirring events” only indicated the Congress
events only.

' The drama was in five acts. Evefy act had been numbered
separately for pages and together the drama was in 102 pages.

Though on the front page the author had been mentioned as
“by a Tamil Pandit”” yet his name was revealed as K. Gopalachar
of Triplicane through the words of Vidushaka. He was well
versed in Tamil, English and Sanskrit.

The author expresses the cause for writing the drama in the
introduction as follows:

“Though for the past 10 years it is known to all the educated
about the existence of the Indian National Congress and its ob-
jectives and functions yet there are still many who do know about
its activities and principles. In order to propagate the informa-
tion about that organisation and also to enable many to mend
their time by reading in their leisure times and also due to the
persuasion of many of my friends in Madras, this, small work
is undertaken. Besides it will serve the purpose of introducing
in Tamil, political ideas through dramas for entertaining and

educating the public as we have in English language’?

From the Tamil and English notes on the front space and also
the introduction it is evident that Arya Sabha was the first
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ever Tamil Drama based on political information. That this
drama would entertain the audience, as evidenced in the in-
troduction also mentions the purpose of the writing of this work.

- The word *“‘Arya sabha” is to notify only the “‘congress™. The
word “Arya” is to mican only noble and high minded.

The vidushaka introduces the drama and avers in a verse: “The
congress must grow to foster unity among men in their world
and to eschew inner fighting among us on the basis of caste
and religion. To understand the general welfare of all and through
that to destroy their short comings and help the country develop

to the front rank™? .

The same idea is repeated in the dialogue that takes place
between vidushaka and his wife.

“Now in this country of India which belongs to us, all peo-
ple are getting isolated amongst themselves on the basis of caste,
community, religion, family and conventional or traditional
practices. This has engendered only selfish motives and social
benefits and welfare got jettisoned. An enlightened few obser-
ving that pitiable condition of the country and its general public
have startédd the organisation Congress to enable the country
become good and welfare oriented. Hence it must be encouraged
my dear”?

On the information of the Congress, it became its prime
duty to instill the idea of Indianness in all rejecting all
differences. Arya sabha hints at this most important principle
of congress. To make it effective the caste (dramatic personnal)
in their drama were drawn from different regions, religions and
castes.

To impress the principles of congress among the people, many
characters in the drama raise a number of doubts and put ques-
tions which draw convincing answers silencing at the same time
the doubting Thomases.

A few examples may suffice to convince;

1. Everywhere there is an excited cry of ‘“‘congress” —
“Congress’™ what is it? and Why for?

2. The Congress has its meeting periodically. Is there any
benefit out of it to us so for?
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3. How did you come across this congress?

4. Will the congress be helpful to us if we approach them
and request them to do something for us beneficial?

5. Will the Congress stay permenently?

6. Who are the great persons who are conducting the big
Congress organisation for all these years without any

flaw?

Fitting replies for the above mentioned questions are furnished
in the dialogue af the drama.

In an article in connection with the Golden Jublilee Celebra-
tions of the Congress Organisation, Rajajai-
C. Rajagopalachari — wrote:-

““The organisation was particularly interested in the first twenty
years that all appointments for the Governmental posts must go
to Indians only. Its immediate goal was to reinstate the national
pride and honour and for that indianisation of jobs was the
touchstone’”.

In support of this objective, the politicians were reminding
the Government about the assurance given by Queen Victoria
in her 1857 proclamation. Besides English education was con-
sidered as a blessing.

A chdracter ih the Drama “Arya Sabha’’ echoed these ideas
in one of its dialogues.

“How do you think that we may obtain these benefits except
through the English language and the rules and regulations
adopted by the administration of the benevolent Queen Emoress
Victoria™>

Some of the pro. Government Anglo Indian Papers severely
criticised the usage of the word **National Congress”. They aver-
red that the congress organisation did not possess the naticnal
character. This idea was the main point of dialogue between
two English characters in the drama. This dialogue was fully
in English and spreads over from pages of the drama.

A sample of the same between the two characters “John and
Gill”
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John . Yes we were chatting about the congress
Gill : What congress ?
. John : The Indian National Congress
Gill . National! call you that national? who compose

the nation? A set of hot, headed arrognt Bengali
Youths aided by a few misled cowards of Madras
and discontended members of each set make up
your nation? do they?

John : No, the congress is a National congress composed
of the representatives of the highest order of
educational attainments, experience and know-
ledge, noble citizens kind and generous parents,
loving brotheren and disinterested patriots of the
highest moral stamina. It is blasphemy to scan-
dal them impudently”.¢

The following conversations emphasises the need for women
too to join in the congress.

Wife : we being born as women do not have the good
fortune to witness and enjoy the meeting of the
congress.

Husband : The time will soon arrive when you (women) too

will have the opportunity to participate in the
congress.

This about the participation of women in the National con-
gress the conversation in the above mentioned style runs for
twelve pages in the book. The ancient glory of women’s posi-
tion and their education, the fall at the later days, the need for
its restoration in the future are all discussed in the conversa-
tion as between husband and wife.

The oppsition to the ‘Gilbert Bill’, which Sir Courteny
Gilbert, member of the executive council, brought in proposi-
tion to remove a lacuna that existed then viz the Indian
Magistrates could not try the European offendes, a practice that
was a reflection of racial superiority and discrimination
among offenders and that taking place in the land of their non-
birth. This reform was opposed by the Europeans and demand-
ed the withdrawal of the proposal itself. This event is also
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reflected in the drama and henc’e\_iﬁe title of the drama as “Most
striking events of the Day” was justified.

A sample about this - “The administration professes that it
is impartial and just but how can it allow that European Magis-

trates may try the cases of Indian offenders and not vis-versa”’

The National congress must bestow attention on the problems
faced by the Indian peasants too had been stressed in the drama.

“Of late people talk about the increase of land revenue. Every
body is excitedly mentioning about ‘Congress’. What is the con-
gress doing? They collect money and hold periodically meetings.
But it appears they have not bestowed attention on problems
like land revenue and others. In fact in India the majority is
the peasant community. Their problems must be noticed and
help must be extended to them. The peasant is to pay to the
Govt. the revenues but also to the congress. But none had so
far done anything to the peasant. The Congress must take
concern in the problems of peasant particularly in the increase
of land revenue.”? Thus the drama points out and suggests
what else must be the activities of the congress.

The characters in the drama are not mere physical represen-
tation of ideas like allegorical plays but lively presentations.
Besides it contains many scenic presentations, sentiments, and
crisp dialogues mark the drama to make it very attractive and
impression. Following the sanskrit dramatic traditions there is
the employment of sutradhara and vidushaka, who introduce
the drama to the audience. The songs are to be rendered in fine
music with tala and laya and directions are found in that
context.

The dramatic art has developed now a days yet dramas with
political basis and at the same time with artistic finish is rare
if not-existent. It is a matter of great satisfaction to note that
Arya Sabha was a pioneer in that lonely path and it is a pitty
that it remains alone without any signigicant follow-up.

Dramas with Bhakti inspiration proliferated on the purana-
Ithihasa themes but no drama with political theme alone could
not be brought out more-because of administrative repressior
and however patriotic songs were introduced in the midst of the
dramas however anachoristic it may appear.
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In 1905 the Vandemataram movement and the extremism in
politics sponsored and practised by Bala Gangadhar Tilak, gave
an impetus to the art and cultural awakening in the country. In
the great society it was customary to celebrate the festivals for
divinities as national festivals. Taking that.practice as examples,
Tilak introduced in Maharashtra societal celebration of Ganapati
festival on Vinayaka Caturthi day and Sivaji Festival on the bir-
thday of Chatrapati Sivaji. Gurudev Rabindranath Tagore
welcomed such festive introductions. Similarly Mahakavi
Subrahmanya Bharati too welcomed such innovative activities
of Tilak. Sivaji became a national hero and his memory brought
alive through many dramatic compositions. In Tamil Nadu
Subrahmanya Siva wrote a drama on Sivaji and not only directed
the play but acted too in that.

Dramas of Subrahmanya Siva

In Tamil Nadu Subrahmanya Siva had impressed: his-stamp
in propagating nationalism and patriotic spirit. He was the first
person ever to tour throughout the Tamil country and propagate
to the people the need for national and patriotic spirit. Due to
the affliction of hansons disease he was prohibited from travelling
in trains. That became a blessing in disguise and hence he
travelled in bullock carts and that enabled him to meet people
village after village for propaganda. While he moved on foot,
to have accompanists he o1ganised a movement called “Desa-
bhakta Samajam’ whose members followed singing national
songs. With the help of these members, e (Siva) put on wards
dramas like Sivaji, Desingu Rajan and similar ones. Siva had
to his credit about 20 books in Tamil besides essaying many
an emotion packed editorials in the Journals Gnanabhanu,
Prapahamitran and Indian Desandhari as their editor.

Srinivasa Varadan of Madura — a member of the Desa Bhakta
Samajam acted as Sivaji and Subramanya Siva as Samartha
Ramadass the Guru of Sivaji. In the course of the drama

dialogues were introduced to express resentment against the
British administration in a veiled form.

Ip 1924, when it was scheduled to stage the drama-Sivaji-in
Chldambf:ram the Government prohibited the play from being
staged. Siva argued with the Magistrate to lift the ban, yet he
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did not relent. That issue was raised in the legislative Council
by the great patriotic parlimentarian Stayamurthi and he criticised
the action of the Government for that. However the drama was
staged in other places without any hinderance. Siva was very
much interested in putting on boards Sivaji drama in all places,
and his zest was evident in his letter to his friend written on
July i7, 1925. “It has been decided to stage Sivaji on the ensu-
ing Thursday and notices and advertisement material are being
prepared hurriedly. There is a big trunk all the material per-
taining to the drama are kept and you may kindly send the box
through Pulavar, the bearer of this letter."®

The popular Desingurajan story was dramatised and directed
by Siva himself. In this too, Srinivasa Varadan acted as Des-
ingurajan and S. N. Somayajulu — an ardent disciples of Siva
as Desingurajan’s wife. In the course of the drama, Srinivasa
Alwar, R. Sundaraja Ayyangar and other members of Desa
Bhakta Samajam song national songs of Bharatiyar. At Madura
to make the dramas of Siva successful, R. Chidambara Bharati
and Thiagaraja Sivan laboured much.

When Mahatma Gandhi entered the political scene of India
and a transition took place from Tilak’s era to Gandhi’s era,
to ennuciate the impress upon all the transition of the leader-
ship Siva wrote a one act play called *‘Tilak, Gandhi Darsanam’’
and enacted the same. The scenic arrangement has been arranged
in the drama as the transfer of leadership in national politics
to Mohandas Karam Chand Gandhi by Bala Gangadhar Tilak
in his death bed.

The dialogue between the two indicates how Siva reacted to
the transition of leadership.

Tilak: Dear Brother! It is the order of the powerful shakti
that I must leave you all. This country was all in all to me —
my life-breath, my god, that has attracted and entered into my
heart and I am sorry to leave this country, particularly at this
juncture of political situation. If you can assure me that you
will take care of this endearing one of mine, it shall be a source
of pleasure to me, will you do so?

Mahatma: (with tears in eyes) — Maharaj! You should not
speak like this. Your ailment shall be cured soon.
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Tilak: Gentlemen! This country is expecting you now. It is
the will of the Great Sakti that I should not be between you
and the country and hence I must depart. But onething — till
this country and people get freedom and happmess, I shall be
born again and again in this holy land."®

The dramas enacted by Siva viz. Sivaji and‘ Desingurajan were
not brought out in book form but Tilakar Gandhi Darsanam was
published as a booklet in 1924 by Bharata Ashramam founded
by Siva himself. In the last mentioned drama Siva took the role
of Tilak and Madurai Srinivasa Varadan played the part of
Gandhi.

The instigating factory for-the production of the drama — Tilak
Gandhi Darsanam was given by Srinivasa Varadan:

*“This was written when Siva was camping at Chidambaram.
Siva found a news item in ‘Hindu’ one day that Gandhiji was
admitted in the hospital for treatment of some ailment in the
abdomen. This made him think in that vein and he immediate-
ly wrote of the drama in a fine form™.!

Dr. P. Varadharajuiu Nayudu a good friend of Siva and a
powerful leader in the National Congress movement in Tamil
Nadu, wrote in his organ Iamil Nadu about this drama:

**Siva has beautifully and graphically brought out the transfer
of leadership from Tilak to Gandhi. Tilak became worriless as
Mahatma entered into the Indian politics. He blessed him with
the words that Bharata Mata shall stand by him in all his
activities. With an unburdened mind Tilak had breethed his last.
Those who read the book will automatically be moved however
hard hearted he happens to be. It will be of immense benefit
if the drama is enacted in all places consistently by the troupes
that put on board dramas of political theme.” 2

It has been noted in this drama that before Gandhi met Tilak,
Mazrat Mohni Muhammed Ali, Shanukat Ali (Ali brothers),
Lala Lajpat Rai, Doctor Kitchlew, Deshabanthu, C. R. Das and

other leaders met him but Tilak was expecting the arrival of
Gandhi eagerly.

The drama may be classified as a one act play.
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T. P. Krishnaswami Pavalar.

During the Gandhi era the first person among the front rank-
ing dramatists who did much to spread national spirit through
dramas to the rural as well as urban people was Krishnaswami

Pavalar.

He had many credits to his name — a versatile scholar in many
fields, a satavadhani — one who could answer to hundred per-
sons after hearing them expressing ordering divergent actions,
studied Tamil in the traditional way and a poet of high calibre
who can compose verses instantaneously.

He had founded and edited “Inraya Samacharam”, “Bharati™
“Desabandhu”, “Naradar”, *“Vidyabhushani™ and other Tamil
journals. Besides he was a dramatist and a good actor. Besides
being a keen participant in the freedom struggle was a leader
of the scout group and a member of the Royal Asiatic Society

of London.

When the nation was bubbling with the freedom spirit and
was ready to face any consequence be it lathi charge, shooting,
impr.isonmem or any other kind of punishment of severe types
to give them and to infuse courage with them to face the
opposition, the dramas of Pavalar had helped to a very great
extent. Pavalar never wanted to cash in his activities. He only
desired to make the people as patriotic minded and freedom
loving as he himself felt in his heart.

The late T. K. Shanmugam is an actor in the dramas of Pavalar
and on epoch making personality in the field of Dramatic act
bad the say abodt Pavalar: ’

*‘I have no hesitation to declare that among the writers who
have produced dramas of political theme and enthused and
encouraged people to be nationalistic minded, satavadhani
Krishnaswami Pavalar stands first.”

Pavalar was an actor in the dramas produced by Pammal
Sambandha Mudliar who introduced the western concepts in
the Thmil drama for its onward development. Suguna Vilas Sabha
was the organisation through which Tamil dramas were staged.
In fact the zeal for the patriotic work was such to Pavalar that
he freed himself from the Tamil Pandits post on which he was
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working. In 1920 he started a dramatic troupe under the name
“Bala Manohara Boys” company. In the initial stages the dramas
as puranic themes like Sati Savithri, Harichandra and others
were enacted. Later he instil a spirit of heroism and ‘initiative
dramas like Desingurajan, Hyder Ali, Napolean and other
dramas were staged. a

Triumph of Khaddar

Pavalar as he started following Gandhi began to write dramas
to propagate his principles and tenets.

“The principles of untouchability, Khaddar and Prohibition
was a pet theme of Gandhiji. To emphasise these principles and
to spread the same to the people through the dramas, I wanted
to write three dramas on each one of the three maxims. The

first among them is the Triumph of Khaddar”’¥ This Pavalar
had stated.

The book is not available now. But the advertisement in the
dailies refer the drama as ‘“Khaddar Drama’. About this Drama
Muthamizhk Kalavidvatratna T. K. Shanmugam has this to
say:

“The triumph of Khaddar is a revolutionizing drama of
nation spirit. In Tamil Nadu this is the first secular drama with
a patriotic theme.” B

In the drama T. K. Shanmugam acted as Vakil and his elder
brother T. K. Muthuswami was the heroine. The drama was

staged in the Mukundaraya Theatre near to Salt Couters, Madras
from 1922 onwards.

In this drama the heroine Maragatham used to sing a song
glorifying the spinning which herself spinning the yarn. That
scene used to attract the audience very much and they used to
eagerly look for that. A few lines of that song to wit:-

In this gloried country of India

the much famed industries are

dead and gone; at this decadent times
shall I speak the glories of spinning wheel,
hearing which shall you all attain
prosperity driving away poverty. '
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This song emphasised the economic advantage as a home
industry. When they planned to enact the drama at Madras, per-
mission was refused. Pavalar met personally the then Gover-
nor Lord Wellingden and got special permission to enact the
same. When T. K. S. Brothers attempted to stage the drama “The
Triumph of Khaddar” in Tirunelveli District, the Magistrate
at Tirunelveli prohibited the shows and when the District
Congress Committee opposed the action, the ban was remov-
ed, is a point to note for its popularity.

Pathibhakti:

Closely following the successful performances of **Khaddar’s

Triumph™, Pavalar wrote and dramatised the composition
Pathibhakti to popularise the next principle of Gandhiji —
Prohibition. This was written in 1924. The speciality in this
drama was that not only the Prohibition was stressed but also
the propaganda about Khaddar, Satyagraha and a orchertrated
criticism about the Indians who were adorned with the titles
of Diwan Bahadur etc., so as to be submissive and helpful to
the British Administration.

This drama was staged in the Wall-Tax road (Orraivadai
Theatre) by the “Madurai Original Boys Company™ of Madurai
S.M. Sachidanandham Pillai.

In 1931, this drama was published in a book form and in its
introduction Pavalar wrote:-

“Within two days-of its playing on the stage by the Company
‘the house was fully packed and the demand for the book by
the public and hence at the instance of Mr. Pillai, the drama
is being published in a book form™. This indicates the public
support and popularity to the drama.

The title for the drama Pathibhakti is because of the wife’s
devotion the husband escapes from being hanged and hence the
title. The hero of the drama becomes an addict to drinking and
taking advantage of this, his enemy foists a murder charge on
him and fabrigate the case in such a way to send him to gallows.
However in the end Truth is revealed and he is freed. In the
meanwhile his wife Leelavathi spins yarn out of the spinning
wheel of Gandhi’s patiern earned out the livelihood and tries
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to get him freed. The tenets of Gandhi are being told in this
drama clearly."

Narayan Singh a character in the drama tells in a conversa-
tion with Leeclavathi. “Is drinking so insignificant to be
ignore.... Because of that only Gandhi Maharaj advises that
drinking must not be practised.”'®

The plight of the Indian labourer in Tea Plantations in foreign
countries is also finding expression in the speech of the hero.

“l am an unfortunate wretch and came to escape murder. But
many a poor brethern of mine only to save themselves from
poverty do not find any benefit at ali. There is place and
opportunity here to live happily partaking a full meal and be
contended. That is the reason why from Gokhale down to
Gandhiji had striven for banning the emigration of Indian coolies
abroad”.®

Praising the glory of hand spinning wheel, the heroine
expressed: “Fortunately for me I had learnt the art of hand spin-
ning in this continuance through the advice of Gandhiji. My
child too had already known the art of spinning work. There
was a time when I doubted how the yarn spin by an individual
would ever help economically and drive poverty from India.
But my husband used to always tell that you do not know the
value of the same. Now I realise that their spinning wheel
actually helping the spinner economically™.0

At the end of the drama the evil effects of drinking are enlisted.

The hero regrets and laments as follows: *Due to bad associa-
tion, I was introduced to drinking and having lost the senses,
performed many an act of mean and shameful nature. My belov-
ed wife and sweet child daughter, I had to desert and stand here
in the gallows. Oh my God. Though I am sure to perish because
of the evil effects of drinking, at least save the rest in the world
from this perilous path”.

Khaddar Bhakti: In English the title is given as 'Love of
Khadder® by the author Pavalar himself. This drama is in 108
pages being accommadated in S acts. This drama was brought
out in the book form in 1931 and the advertisement for this ran
as “A detective national Drama™. The introduction for the drama
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has the following lines. “On the back ground of the success
of the old drama Triumph of Khaddar with a few modifications,
I have written the story of the dramatic form”. Kali N. Ratinam,
K.T. Kesavan, Selvamani, Raman Kutti, M. G. Chakrapani,
M. G. Ramachandran and others are their then celebrated cine
stars who took part in the drama of Pavalar.

“In those days to wear foreign garments was considered a mean
act and the wearer was treated like a national enemy. That idea
was spread amongst masses largely due to the influence of the
drama of Pavalar. Those who were wearing silk garments and
zaribaid clothes rushed to the platforms where the propaganda
used to be held and ask — “‘give a pair Khaddar clothes and 1
shall burn exotic things”. To that extent the drama had influenced
the people.?!

A few scenes of the drama were objected to by the admini-
strators and the advice of Mahatma was sought in that regard.
T. K. Shanmugham had reminisced about that as follows:

“In the drama Khaddar Bhakti a scene was added for display-
ing the hero on foreign goods. In that scene, it was shown that
Police personnel were gathered, charging the volunteers and
dispersing the group. The British Administration wanted the
troupe to remove only that portion of the drama. For that
reason, the drama was stopped, for some time, After some time,
Mahatma'’s advice was sought and on his advice, the scene was
altered and the drama continued™.??

The Chief characters in the drama are: Diwan Bahadur
Ramaswamy Mudaliar, his daughter Kamakshi and his nephew
Govinda Mudaliar.

Govinda Mudaliar insists that unless Kamakshi not heeding
to the words of her father, agreed to wear Khaddar dress alone,
he would not love her and marry. He feels to his fiancee
Kamakshi ““Darling, if you really iove me from today, you must
abandon the foreign clothes and swear to that effect. I cannot
see you in the foreign dress. If any one is to touch you, how
1 shall be agitated like that I feel as I see you in this dress.?

Kamakshi’s father Diwan Bahadur was sworn enemy to
Khaddar and congress but the daughter under the influence of
her lover had wore only Khaddar. As usual the spinning with



60 Art and Architecture

1

the hand had also demonstrated on the stage. Kamakshi wear-
ing the Khaddar dress spins Khaddar yarn and sings in praise
of the hand wheel.

“Rotating the spinning wheel, shall we drive away the
hunger and Instead the Nation’s Flag and show to the whole
the strength and valour of Bharat. Along with the drive
away the slavery”.

Following the wholesome advice of Mahatma Gandhi whlch
works like a magic.

“Vande Mataram, Allah Hu Akbar — Mahatma Ganhiki
Jai”’ The conversation between Diwan Bahadur Ramaswamy
Mudaliar and his nephew Govinda Mudaliar throws much light
on the objectives of the justice party a pillar of the British
Administration and also that of congress party an organisation
working for, freedom.

Diwan Bahadur: “‘By this non co-operation and satyagraha,
only riots and murder alone take place everywhere. Music shall
not stand before the sceptre. What can the congressmen do?

Govinda Mudaliar: ‘‘Foreigners call us the people of India
as Slaves. All of us are born here and hence all became slaves.
Does a Slave require a title? By offering you the title “Diwan
Bahadur”, the administration had labelled you as a ‘‘Special
Slave’"

In the end Diwan Bahadur realises the truth and changes his
attitude and takes to Khaddar and congress institution. In the
marriage of Kamakshi and Govinda Mudaliar only Khaddar
loomed large. The bridegroom instructs that those who did not
wear Khaddar were not to be admitted into the Pandal and it
was carried through.

Adherence to Khaddar looms as the emblem of National spirit.
At that time whatever the theme of the drama, Khaddar,
Gandhiji’s name, opposition to British Raj were introduced
into the songs that were sung even though not contextual.

In fact while enacting Silappathikaram — a work of second
century B.C, in the 20th century, the dancer Madhavi the mistress
of the hero Kovalan, wanted her lover to buy for her a saree
with Khaddar with Motilal Nehru's figure featuring a design
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in the pattern. Such a song got the appreciation of the audience
even though obviously anachromistie.

Even a fallen person through devotion to Khaddar can redeem
respect in society was pointed out in the drama of the another
Pavalar,

Sundarambal, a mistres of Raghavan, a character in the drama
wears Khaddar and devoted herself in the service of the
National cause and being followed by volunteers, hallow-out
“Vande Mataram. Mahatma Gandhi Ki Jey. Hail Truth. Hail
Govinda” and receives Govinda Mudaliar on his release from
jail garlanding him with Khaddar one.?*

This single scene teaches the moral that even a fallen woman
can retain her position in society and get honoured.

“‘Desiya Kodi’’ (National Flag)

In the freedom struggle of India, the national flag has an
important role to play.

In 1909, Mahakavi Subramaniya Bharati composed a song
about the beautiful and resplendent Flag of Bharata Mata and
exhorted all to foster the flag and protect the same from all
dangers to it. He had given a full description of the various
nationalities to India who would risk every thing to protect the
Flag. 3

If Bharati gave a song, Pavalar wrote a drama itself for the
same.

In 1923, an agitation started at Nagpur. The administration
ordered that in selected places, no individuals should proceed
holding the National Flag. Against this ban, many defied and
courted imprisonment. Many from Tamil Nadu too participated
in the Satyagraha. The credit goes to Pavalar for having
dramatised the historic incident. Information is not available
regarding the drama being published in the form of book.

“The hero in the drama participated in the Nagpur agitation.
Throughout the drama there was opposition to British stay in
India and it was presented in a humurous vain at the same time

arousing the spirit of nationalism among the audience”.?
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It will be of interest to note that even in the drama Bombay
Mail in the beginning there was a salutation to the three _°°}‘
oured national Flag. The dramas of Pavalar were full of artistic
embelishments but devoid rancour.

Pavalar In London

Pavalar had a unique opportunity which an ordinary Tamil
Dramatist did not get in those days. In 1923, at London an
exhibition was held at Wembley. Pavalar was invited to participate
in the dramatic series. At London, the seat of British imperia-
lism, Pavalar staged 2 dramas. ““The Triumph of Khaddar’’ and
““National Flag’. This is an indication of the extraordinary
strength of will regarding the National spirit.

Desabhakti — A Drama

In the introduction of to the drama *“Pathibhakti’’ Pavalar had
written that he wrote a drama called Desabhakti at the request
of S. M. Sachidanandam Pillai the Proprietor of the Madurai
Original Boys Company in 1931. However, in 1934 after the
demise of Pavalar, a book by name Desabhakti or Triumpth of
Shivaji was brought out with the note that it was written by

S. M. Sachidanandam, Proprietor of Madurai Original Boys
Company. :

In the epilogue of this book it reads ‘‘Desabhakii or Betroyal
of Brothers is a social drama for its reform just like the dramas
of ““Governor's Cup'’ and “‘Punjab Kesari’’ The last mentioned
two dramas were by Pavalar. The truth of the drama written by
Pavalar had been published as if written by Sachidanandam
Pillai. The drama was written with a historical background. A
line in that is “A golden rule no march for self-rule”.?6 This
reflects the mental attitude of political climate at that time.

. The drama *‘Shivaji” was written with a purpose to induce
political awareness in an indirect way.

“*Oh God. Death is nearing me. Just for the sake of criticiz-
ing the wrong doings of the Kind I was condemned to capital
punishment... What a law and rule. What a justice, What a just
government, good... good... Each and every tear drop of mine
will certainly see to this elimination of the administration. It
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will turn into a fierce storm.’? This drama was witnessed by
the good friend of Pavalar and congress leader Srinivasa Iyengar
and was immensely appreciated. His comment was — ‘““What
even a thousand politicians could not inspired and enthuse the
spirit of Nationalism among the people through their orations,
a drama of this type of Desabhakti is engendering and it is my
strong conviction”.

V. Swaminatha Sarma

' One of the powerful Tamil writers to Indian Nationalism
V. Swaminatha Sarma served as assistant editor in the journals
of Thiru Vi. Kalyanasundara Mudaliar’s ‘‘Navasakthi’’ and
“‘Desabhaktan’’ during the freedom struggle days.

When he was at Rangoon he served as a Editor of a Tamil
monthly Jothi which was blessed by Pandit Jawaharlal Nehru.
He was a stuanch supporter of freedom movement. Besides a
good translator and nourished a healthy writing and reporting
in the political information. He had to his credit no less than
88 books on different topics. His drama by name “The Hero
of Banapuram” was very popular and a landmark in the
preaching and of patriotism in Tamil Drama. The drama was
searialised in Navasakti from June 3, 1921 issue onwards.?$
However, there had to be gaps and the work was broughtout
in a book for me in 1924.

Regarding the genesis of the idea to write the drama, the author
had noticed in the introduction as follows:

“J came across an article in an English monthly about the
person who gave a good life to Scotland and he was Robert
Bruce. Eventhough I had already read that story in my early
school days, yet when I read now in a new context, it attracted
and impressed me. The result was the emergence of a work in
Tamil based form the story — a drama in short'? Robert VIII
(1217-1329) fought against England and got freedom for Scotland.
He was extradited but under great odds he defeated the British
King Edward II at Buckingham in 1314. Constantly fighting
against the British Crown he effected a truce in 1328 thereby
securing the control and administration over Scotland. The frame
story contained the opposition to the Colonial rule and caused
the emergence of the drama The Hero of Banapuram.
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How far this drama was purposeful for nationalistic propa-
ganda might be guaged from the forward offered by  Pandit
Asalambigai Ammaiyar - a congressite orator and good Tamil
Scholar.

She had stated — “suitable to the times, to instil patriotic spirit
amongst all, the staging of the drama The Hero of Banapuram
gives great pleasure to me. In the initial stage itself one can
guess the genuine patriotic spirit of the author. The flooding
river of freedom flows removing all stones and selfishness and
thorns of falsehood, purifying the path on its onwardmarch. And
as such the situation the drama of this type will only enthuse
and kindle the spirit. Works of this kind are needed to impart
nationalistic spirit if said who will ever refute it”.30

When this drama was serialised in Navasakrhi, the then con-
gress leader E. V. Ramaswamy Naicker opined that the drama
would be banned by the BRITISH Government. His words
became true after some days, and the drama was banned.

With a few changes made in the drama, under a new title
Desabhakti it was enacted by T. K. S. Brothers. Madhurakavi
Baskaradas a leading lyricist suggested a few more scenes songs
of Bharati success:“When shall the freedom thirst quench itself
and the slavish infactnation die' out Freedom, Freedom,
Freedom. May we all dance singing that the happy freedom
has been obtained”” were sung amidst the drama.

The life story of Gandhiji from his birth to his participation
in the Round Table Conference at London, was sung under the
rural setting and music as Villupattu in the midst of the drama.

The songs for the Villupattu were composed by T. K. Shan-
mugham and N. 8. Krishnan. It was N. 8. Krishnan who con-
ducted the Villupattu®! a popular folklore of Taniil Nadu.

The old drama The Hero of Banapuram with a new outfit
under the name Desabhakti was staged on 19th May 1931. It
was the time when Bhagat Singh, Rajguru and Sukhadev were
hanged by the British Administration and the emotion was at
the height amongst the people. In the drama Desabhakti a
character by name Valisan was dressed with Bhagat Singh.
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T. K. Shanmugam’s opinion regarding the inspiration that the
drama created amongst the people:

“In the drama on the same pattern of struggle between India
and England, a fend ensured between Banapuram and
Isanapuram. The dialogue were written in a chaste and inspir-
ing Tamil by the author V. Saminatha Sarma, Valisan was
charged under sedition and in the court his speech was of a high
class and emotion packed. The speech was as if the Indian patriot
had riffed open their hearts and exhibited their patriotic fer-
vour to all”,

Valison’s part was by S. V. Sahasranamam and he delivered
the fiery speeches the audience echoed the sentiment by havl-
ing Mahatma Gandhi Ki Jei, Bhagat Sing Ki Jei. These reac-
tions still ring in my ears. In 1942 August struggle this drama
inspired many a youngster to plung into the freedom struggle.
A specimen of such inspiring dialogues as follows:

“It is fact that I have the utmost attachment and affection to
my land of birth, If it is a crime I am prepared to bear any
punishment for that. I shall happily face any punishment for
being a patriot (desabhimani).... If in the house of body the
lamp of desabhakti is not to burn brightly then it is nothing but
a darkened house.... I am certain that my crime is nothing but
to love my country ... even if I am released after the period of
punishment, I shall do the same crime again and again.... But
I have been charged not with agitator to the country but only
as a sedihoinist and am stand for the same.... Oh motherland
I am sacrificing my life for your betterment ... love of country
and hanging! ... what a fine combination!.... If there can be a
life for each and every hair ending, I shall be glad to sacrifice
all the lives for the sake of my country....”

The T.K.S. Brotheres who successfully staged the drama
Desabhkii had also staged other dramas of patriotic like
Veerapantia Kartabomman first ever freedom against Britishers,
Umathurai, Maruthapandiya Brothers ana other during the
British period itself.

When they wanted to stage these dramas at Tirunelveli a ban
was classified upon the staging of any drama by the said com-
pany. Fortunately at that time the congress Ministry took charge
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at the head of Rajaji and it lifted the ban (1937).%22 It can be
recollected with Pleasure when the drama D2sabhaktiwas staged
in Dindukkal in 1937 the great leader Kamaraj presided.

Kovai Ayyar}luthu

In the coimbatore district who relentlessly persued to spread
Gandian politics and Khaddar movement was Ayyamuthu. He
was an author, Editor of a journal, poet, cinema producer,
dramatist and other activities —all bundled into one. His.
autobiography helps one to know about him well. Some of his
songs were sung by T. K. Shanmugam amidst the staging
of Pathibhakti, Bombay Mail and other dramas with guests
named T. S. Rajamanickam of Devi Balavinda Sangita Sabha,
who was famous for dramas of devotional nature prevailed upon
Ayyamuthu to. write a drama /nbasagaram This historical drama

enunciated the opposition aspect to fight through the Gandian
Satyagraha way.

An opinion about this drama is — *“The play was set in the
period of the Pandian Occupation of Sri Lanka and depicted
the struggle of the local people to free themselves of by laun-
ching a satyagraha symbols with charka and khaddar. It was
staged in Madras at the Royal Theatre in 1937, Bulusu Sam-
tamurthy presided over the opening show and complimented
Ayyamuthu for introducing nationalistic symbols on the stage..
It proved to be a durable drama and was staged 500 times in
various forums by 19393

This drama was stagell in the Royal Theatre at Madras-con-
tinuously for six months,

Ku. Sa. Krishnamurthy

From the younger days, he started acting. He blossemed as
a dramatist, music composer, writer and a freedom fighter in
days ahead.

His famous drama “Andaman Kaithi — The caption of
Andaman was a social reformative one in theme and staged in
1944. In that drama, Krishnamurthy announced about his next
drama Thukkumedai “The gallows’. In this drama he had only
blended left nationalism and socialism. For some unknown
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reason the drama title was changed later to En Kanikkai — My
tribute. The premier staging of the drama was done Nadippisai
Pulavar K. R. Ramasamy’s troup in 1947,

“The drama dialogue and scenic producing disclosed the trials
and tribulations of the labour class and smelt more of socialistic

drama’. 3

The labour leader in the drama on the context of strike
spoke — “‘violence will never give permanent peace. We have
to obtain our dues only on the ahimsa way and through discus-
sion with the management™ A few labourers got iritated and
threw stones. One stone hit the leader on the head and blood
oozed out. A song at that juncture was from the background —
“The blood spilt by the tyagis (sacrifices) in the land shail
become fire with leaping flams. Those who enjoy and rob the

riches shall be ripped off their luxury through a revolution™.* -

S. D. Sundaram

The poet Sundaran had taken part in the congress movement
even his early days. For participating in the 1942 August move-
ment, he went to jail for ten months. The jail team helped him
to become a dramatist. His literary drama during his prison-
term was the Poet’s dream — Kaviganin Kanavu. That dream
was the freedom procurred to the mother land. That dream really

become a reality.

In 1944, the sakthi Nataka Saba staged the drama for the first
time and consecutively for 150 days it can ran in the same cen-
tre. That had produced a stir in Tamil Nadu.

The story of the drama is — A tyrant’s atrocities are to be set
at rest and a poet’s son takes upon himself the responsibility.
He is subjected to ail kinds of illtreatement including imprison-
ment. The poet’s son exhorted his peril to realise the manners
in a subjugated condition and the story of a freed condition.
In the speeches of this calibre, the hatred and intolerence towards
the continuing British Imperialism in India got reflected. At the
end the poet curses that the tyrraned rich sheuld perish. The
drama, Poer s Decam became very popular with the people and
became a national drama. It brought to the play writer the honour
of a “National Dramatist™.
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Tamil Nadu Nadigar Sangam

In 1928 at Madurai the Tamil Nadu Nadigar Sangam was
started. The drama artist P. Sarangam and others joined together
and started the sangam. The members of the sangam had taken
part in the freedom struggle through Satyagraha, Ghero and other
activities. Not only in the dramas but also in the actual life,
the drama artists had exhibited their zeal and fervour in political
activities. Khaddar dress and Kaddar cap became their uniform.
They took active interest in spreading the national spirit through
songs.

In 1931 at the annual convention of the Drama artists held
-at Madurai a resolution was passed to help the congress in all
affairs by propagating the principles through the dramas.

During the Gandhiji era, almost all artists in whichever charac-
tor they were depicting - whether puranic, ithihasic or histo-
rical -— songs that contained patriotic spirit national awareness.
In spite of the presence of anachronism people used to enjoy
them all the same. The national leaders were used to be invited
for presiding over and set encomia.

In 1934 Gandhiji visited coimbatore. At that time Nawab Raja-
manickkam’s Madurai Deva Bath Vinodh Sangita Sabha was
putting on boards Nandanar. Rajamanickkam and K. Saranga
pani - the humourist actor prevailed upon Gandhiji to witness
the drama and bless the actors. Gandhiji saw the drama and
write in the visitor’s book as follows and signed in Tamil. It
is — *“I hope that this sabha’s activities will prove beneficial to
the nation”.

Research had been undertaken in different angles regarding
the role played by the dramas in the freedom struggle all the
world over.

In Russia during the 1917 when the socialist revolution took place
in October the father and promoter of the revolution comrade
Lenin ordered in that in every village there was a dramatic forum

“for propagating the views. Even in India the grand old man of
the Indian Freedom struggle Dada Bhow Nowroji in his early
days had formed a dramatic society at Bombay and was its presi-
dent for many years continuously.
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Nationalism in Tamil Drama

In Tamil Nadu too the indomitable Satya mui.hy was a keen
patran of Tamil Nadu Music and Tamil Dramatic arts and wanted
a enriched development for them.

To be brief and precise many of the patriots were drama
artists in one kind or other and many of the drama actors were
sincere and faithful devotees of their Mother country ready to
sacrifice all for the freedom of the Motherland.
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DRAMATIC MOVEMENTS IN TAMIL

A.N. Perumal

Drama is an art to be performed with cooperative effort and
to be developed with collective responsibility and joined
endeavour. Developmental changes entered the stage from time
to time and various stage techniques adopted on and on to make
the dramatic presentation artistically attractive and socially
useful.

Effective changes in anything can be enforced with movemen-
tal efforts. Notable developments can be seen and marked
improvements achieved through cooperative movements. Tamil
Drama which was merely singing and dancing on the stage by
a group of artistes till the far end of the nineteenth century
became modernized and sophisticated only through the power-
ful efforts of certain Dramatic Movements.

Renaissance of Tamil Drama

After the fall and faction of the later imperial Chola empire,
Tamil Drama suffered a lot in its glory and prosperity for lack
of soverign support and royal patronage. With limited resources
the artistes exposed their dramatic talents through musical plays
which were more of songs than of action.

During the later part of nineteenth century western thoughts
and practices entered Tamilnadu through English education.
Many changes had been made in the art and culture of the coun-
try. Men of learning wanted to introduce the form of English
‘Drama into the arena of TamilNadu. Plays from English and
Sanskrit were translated into Tamil and staged before the Tamil
audience.

By the advent of Parsi and Marati troupes the stage techniques
underwent a lot of changes. The arrangement of scenes with
the prose dialogues in conversational style were introduced in
the place of songs. The artistes paid more importance to action
than to musical discourses. With proper dress and decoration
the actors appeared on the stage and exposed realities in their
action.
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Due to the affluence of alien thoughts and dramatic practices,
Tamil Drama changed considerably and attained its past glory.
Men of insight and learning came forward with dedication to
modernize Tamil Drama. By dint of their tireless services Tamil
stage saw its efflorescence.

Though Gopalachari and Thindivanam Ramaseami Raju
herald the influx of modern form of drama in its varieties by
the translation of Merchant of Venice and the creation of Piratapa
Chandra Vilasam respectively, the actual efflorance took place
only on 1891 A.D. by the prolifie entrance of Pammal Sambanda
Mudaliar and Sankaradas Swamigal into the field of Tamil
Drama. Then onwards Tamil Drama grew and developed in
strides with tremendous speed in proximity with other Indian
Dramas.

Sambanda Mudaliar started the famous amature troupe
called Suguna Vilasa Sabha in Madras with the hearty coopera-
tion and earnest support of his well educated friends like
Srinivasa Aiyangar, Ranga Vadivelu, C. P. Ramaswami Aiyar,
Sathiya Murthi, Shanmugam Chettiyar and others who occupied
very high positions in Government service. They felt not a bit
of reluctance to appear on the stage impresonating dramatic
characters.

The participation of such great personalities won fame and
earn reputation for Tamil Drama. People began to consider
drama as a glorified and dignified art. News reporters turned
their eyes towards the stage and papers reserved a few columns
for reviews pertaining to drama.

Sambanda Mudaliar wrote plays of various kinds following
the pattern of the west. So the Tamil stage which was once a
place for puranic presentation began to enact social themes with
satirical strictures and comments. Useful materials were
served on the stage for the better understanding of the people
assembled in the auditorium. The tragedies of life which were
abhored once on the stage had been introduced to strengthen
thé minds of people to face troubles and tribulations of real life.

Sankaradass Swamigal staged plays in accordance to the taste
of the common people. He bridged the old and new forms of
drama which was willingly accepted by all sorts of people. There
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were songs in among prosé dialogues and so the change of form
adopted by him did not appear explicable to the tradition oriented
audience.

He followed a style very simple which was very common and
easily comprehensible to his audience. The way he presented
his plays was attractive and the techniques adopted were native.
So a homely atmosphere had been preserved before the stage.
No doubt as a harbinger of modern Tamil Drama Sankaradas
Swanigal had enforced a number of changes in Play-making and
staging.

It was in 1918 Professor Sundaram Pillai wrote his immortal
verse play Manonmaniyam which was created with great amount
of literary eminence. This play inspired many to follow his
model. Surys Narayana Sastri also came out with his literary
dramatic creation during this period. But the style and diction
of his plays were highly pedantic and hardly understandable to
the masses.

As a movement the plays of these four stalwarts entered the
Tamil World and dynamically modernized Tamil Drama. But
for their unstinted and untireing selfless services Tamil Drama
could not easily attain a position and stature to be equivated
with other Indian Dramas.

National Plays

When India was struggling for its freedom and waged an
onslaught against British imperialism the Tamil playwright felt
their duty to support for the freedom movement. It is evident
that the theatre is a powerful mass media which can easily and
effectively Kindle revolusionary feeling among the common

people.

In the thirties and forties of the twentieth century dramatists
imbued with national fervour enthusiastically came forward with
their national spirited plays. They were very powerful to rouse
the feelings of the mass to raise their voice of protest against
imperial rule and regime.

The most important among the national playwrights were
T. P. Krishnaswamy Pavalar, V. Swaninathan sarma and Kovai
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C. A. Aiyamuthu. Katar Pakti, Thesa Kodi, Panapurathu Veeran
and Inpasakaram were the best among the national plays.

The plays like Kaviyin Kanavu of S. D. Sundaran and Naam
Iruvar of P. Neelakantam can also be considered as national
plays. When they were staged the whole auditorium seemed to
be filled with national spirit and powerful feelings. More than
that the whole country reverberated the national spirited
songs.

Undoubtedly the national plays took shape as a movement
in the Tamil stage. The play wrights and the artistes rendered
memorable service for the cause of national freedom which was
recorded in the annals of Indian Natioanl History.

Plays of Diravida Munnetrra Kazhagam

The traditional way of life led by the Tamils with false beliefs
following certain ritualistic practices had been questioned by
the great veteran nationalist E. V. Ramaswamy. He had a great
following consisted of valient youngsters talented in art and
oratory. With forward thought and onward insights was one of

the powerful instruments they had used to achieve their
mission.

The plays written by them visited the stage in arrays which
were attended in millions and thousands. They made marked
changes in the minds of the people. Most of the plays hit hard
the old shibboleths and orthodox views. The socially and
politically implanted ideals in the plays were accepted most will-
ingly by most of the people and followed without question.

Like a movement the plays spread through out Tamilnadu carr-
ing with them the views and principles of Diravida Munnerra
Kazhagam started by C. N. Annadurai a strong believer and
ardent supporter of the Rationalist Movement. He himself was
a good playwriter and took active part in staging his plays as
an actor and organiser.

The plays of Annadurai like Ambal Kadaksham, Chandrotayam,
Oar Iravu, Puuya Madatipati, Thuli etc., are excellent crea-

tions carrying his messages 1o the people. They are thought
provokmg
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C.P. Citrarasu wrote Iratta Thadakam, Mathi, Thanka
Vilanku, and poorvaal to his share. The play Vazhkkai Vaazhva-
tarke created and staged by A.V.P. Aecai Tambi called the peo-
ple to think about their present position and asked them to change
for a better future.

Mu. Karunanidhi wonderfully created Naccupoyhai, Mani-
makudam, vellikkizhamai, poorvaal, Thukku Medai, Kakitappu
etc., in stupendus style with powerful expressions to arrest the
people to think and rouse them to immediate action in accor-
dance to his instructions.

The political and social ideas incorporated in the plays were
very nicely and effectively brought out on the stage by talented
artistes like N. S. Krishnan, V. K. Ramaswany, D. V. Narayana-
swamy, M. R. Radha and a few others. The stage helped a lot
in propagating the views of D.M K Party and getting govern-
mental powers to it.

Experimental Theatres

A few forms of experimental theatres came to play their roles
in Tamilnadu. They aim for social changes through simple forms
of theatrical presentations. Experimentation is being made to
rejuvinate traditional forms of drama, in the hope of effective
presentation of socially useful materials to the common

" people.

The artistes are not professionals. They mainly aim to make
better changes in the minds of ordinary people. Art has less
value in them. What they want to convey should reach the peo-
ple effectively. With less cost try to get much produce.

In Tamilnadu a few troupes are making such experiments.
Nijanadaka Iyakkam, Kuttu Pattarai, Veeti Natakam are impor-
tant among them. What amount of success they will get has
yet to be seen. Any way such theatrical forms rose as a

movement.
Achlevements of Theatrical Movements

Theatrical Movements in Tamiinadu achieved much to be
counted as their merit. The effective movement to modernize
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Tamil Drama saved it from obscurity and obsenity. What was
once left neglected as an art from became respected and was
projected as superior and useful.

The national plays and the D. M. K. plays played a great role
in changing political situations. Social awareness was brought
in among the common people. Theatre has been accepted uni-
~ quely as a very powerful mass media which can change even
Governments. The history of Tamil Drama may well be proud
of such movements on its way of development and progress.



PHILOSOPHICAL INTERPRETATION OF
THE TEMPLE ARCHITECTURE

P. R. Narasimhan

Art expresses aesthetic feeling freely. It does not admit any
sort of control. But religion acts only in controlled conditiens.
The conditions are nothing but the rules and regulations
postulated by itself. Thus art and religion are diametrically
opposed to each other in nature. When religion and art are
combined'together it flourishes into religious art. Because of
their combination they attain stability and dynamism and creates
permanent and deeper influence in the minds of the people
resulting in eternal peace. The temple architecture is a form
of religious art.

The temple, an expression of religious art, has its own
philosophical significance. The terms ‘alayam’, ‘kovil’ themselves
reveal the esoteric meaning. In the term alayam ‘a’ refers to the
atma or soul; and ‘laya’ refers to the place where it forgets itself
in deep concentration. Thus alayam means the place in which
the soul concentrates on God in order to unite itself with him.
The other term ‘kovil’ is a combination of two words ‘ko” and
‘il’. ‘ko’ means king and ‘i’ means the dwelling place of the
king. As God is the king of all souls, His dwelling place is
called ‘kovil’. Not only the terms that refer to the temple, but
the entire structure has philosophical implications. Before
going into the details of the various structures of the temple and
their significance it would be better to have an idea of the evolu-
tion of the various parts of the temple through the ages.

In ancient times the temples were not built with all the parts
and their architectural features as we find them today. Further
they were built with perishable materials like bricks, wood, etc.
Hence though the Sangam Literature mentions the existence of
various temples we do not have any temnains of them. The earliest
extent temple structures of Tamilnadu are the cave temples of
the pallavas. The temple architecture of the Pallava dynasty
resolves into two phases and the works of each phase are
divided into groups, comprising four groups in total.
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The entire rock architecture produced during the reign of
Mahendra Varman (610-640 A.D.) and a part of rock architec-
ture produced in his successor Mamalla's period consists of
pillared halls or mandapas. Some mandapas have only one cella
others have, beside the cellas, one or two pillared halls. In the
earlier representations of these cellas, there are neither a pitha
for the installation of the image of God nor the presiding deity.
In some cellas the pitha is found chiselled adjacent to the back
wall. The mandapas were also used as a means of presenting
picture of mythological and other subject produced in the plastic
manner. The facades of the mandapas show a roll cornice
decorated kudu and above this parapet, there are miniature
shrines, a long one aiternating with a short one.

The pillars of the mandapas show a gradual development. The
pillars in the facade of the early carved mandapas show an
elementary structure with an immense and heavy brackets as
capital and a wooden beam over it as a main feature. Later a
roll mounting cornice ornamented at intervals with a motif

* known as ‘kudu’ was added. Still later lion figures introduced
into the shaft and in the capital. At the final stage the pillar
is made to rest on the sedent animals head and the remaining
members of the column the fluted and banded shaft (stambham),
the refined neck (tadi), the elegant curves of the ‘melon’ capital
(kumbha), and its lotus form (idaie), above with its wide abacus
(palagai) are all so united as to produce the Pallava order of
marked property and stability.

The other type of rock architecture of Mamalla is a series
of monolithi temples or rathas. A ratha is in reality a car or
chariot for the conveyance of the image of the deity during pro-
cessions. The ratha is the exact copy chiselled in granite of cer-
tain structural prototype. It has an inner shrine 1© house the
image and above this is a small tower. The tower exhibit the
architectural elements like salas, kutas and kodikkarukku and
amd ornamental motif called kudu with the face of a heavenly
musician inside it. The garbhagraha walls of the ratha are
adorned with the fine quality of the sculptutes. The rock
architecture of the cave temples and rathas can be said as the
sculptures of the building architecture. While the cave temples
are chiselled inside the rock, the rathas are chiselled ones both
inside and outside the rock.
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The works: of the second phase of the architecture of the
Pallavas belong to Rajasimha (690-800 A.D.) and Nandivarman
(800 to 900 A.D.). The structural temples, for the first time
were built in their period. In the structural temples erected in
this period besides the lofty pyramidal vimana of many storeys.
over the garbhagrha, tire sub-shrines, the ardhamandapa, the
nandimandapa, the walls of enclosure and the embryonic gopura
were well established. The lions forming the lower part of the
shafts are now found rearing instead of seated. The temple
architecture of this period shows certain striking features. For
instance, the deities to.be installed in the garbhagraha, ardhaman-
dapa and devakostas are determined. The pranala, the outlet
for the anointed water found a place on the north wall of the
garbhagrha.

In the structural temples built during the first Pandyan
empire there were garbhagrha, ardhamandapa and maha man-
dapa. The Pandyas of this period introduced the elements of
worship for Surya, Subramanya, Korravai, Vinayaka, Jesta devi
and other gods. The special feature of this period is that the
temples were built first with bricks and later converted into stone

structures.

In the early Chola temples built during the 9th and the 10th
centuries, though some Pallava features are observable, there
is a marked change in the method of architectural treatment.
The walls of the shrine are left plain without any sculptures.
Instead the wall surfaces of the vimana came to be decorated
with full length figures installed in recesses. Instead of the lion
motif, the figures of carth-spirits or raksasas appeared as
decorative element. The pillars and pilasters are converted into
abstract conventional mouldings. In the capital, a neck moulding
(padmabandham) at the joint to the shaft and a form of vessel
(kalasa) to the lower part of the capital have been added. In the
abacus, the planks (palagai) is much expanded to combine with
a flower shape (idaie) beneath. In the temples of the later Chola
style, the vimana became much larger with all its parts like base,
towering body, domical finial and stupi. The temple plan
consisted of pillared portico, Nandi pavilion, assembly hall, al!
aligned in the centre of a spacious walled enclosure. Kudu is
represented without the heavenly musician. In the Chola style
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the architecture of the South may be said to have attained its
culmination.

In the later Pandya period, instead of the vimana or the divine
and sacred body of the temple, the entmance gateways or
gopurams became the centre of architectural activities. The
reason for the change of objective was that of sentiment. The
temples of religious antiquity are of marked sanctity because
enshrined within them were images of deep and last venera-
tion. Hence they remained untouched. But the religious emo-
tion found expression in exalting in their environment, surround-
ing them by high walls to symphasize their sanctity and mak-
ing the entrances te the enclosures into the gateways of impos-
ing size and rich appearance. The result of this change gave
the temple an appearance of fortress, as the outer scheme con-
sists of a series of concentric walls enclosing open courtyards
or prakarams and approached through high watch tower
(gopuram). The enclosure walls were plain structures, while
the tall gateways were made architectural productions. In the
surface treatment sides the gopurams are of two classes.'In one
type the sloping sides are-relatively straight and rigid in their
contours and the decoration of this variety is usually architec-
tural in character consisting of pillars and pilasters. In the other
type of gopuram the sloping sides are curved and concave and
its surface treatment is of figure-subiects in a bewildering
manner. In the pillar sculpture the idaie was given a scolloped
edge, thus presenting it with a foliated appearance. The podikai
of-the bracket has been converted into a moulded pendent or
drop. The thickness of the palagai is also elaborated.

During the Vijayanagar period the increase and elaboration
of the temple ceremonies brought about a corresponding elabora-
tion in the temple system like separate shrines, pillared halls,
pavilions and other annexes, each having its special purpose.
The Amman shrine is one of such subsidiary temple usually
situated to the north west of the main building and slightly behind
it. Kalyana mandapa is another important building placed
towards the left and front of the east entrance. This is the more
ornate structure in the entire group.

Another important feature of this style is the varieties of
pillars. In one type of piliar the shaft becomes merely a centxal
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core for the attachment of involved group of statuary of heroic
size of a furiously rearing horse, rampant hippograph or raised
animal of supernatural kind. The second type of pillar shows
encircling the central column a cluster of miniature pillars. In
the third type of pillar the shaft is composed of a series of small
scale shrines copied from the original. All the type of pillars
have ornamental brackets. The pendant below the bracket was
elaborated into a volute terminating in an inverted lotus bud.

The architectural scheme of the temple almost attained a
perfection during the Nayak period. In this period the process
of enlargement of the temple plan proceeded with the expan-
sion of enclosing the main shrine within a spacious flat roofed
structure with the object of protecting the original shrine and
to emphasize its sacred character. Within this court there grew
up pillared aisles and other interior arrangements, the entrance
to the whole being through a small gopuram in front. Then the
covered court itself became contained within another structure
of the same type. To this court there were originally two
entrances, East and West, each with a gopuram larger than the last.
The next step is to enclose the entire structure within a
rectangle by means of high boundary walls forming the prakaras.
There were also two entrances, east and west, each with a
gopuram. The eastern gopuram was a larger one as it was the
principal doorway. Within the prakarams, structures like pillared
hatls, subsidiary shrines and semi-religious buildings like
granaries, etc. were erected. Another prakaram was also added
with four entrances, one on each side, and each consisting of
a gopuram greater than the previous one. In this courtyard the
hypostyle hall of a thousand pillars and a square tank for
ablutions were erected. The Nayak period together with the
Vijayanagara art were considered as the period of gopurams due
to their artistic merit.

The other artistic element in the temple architecture of the
Nayak period was the pillars. The pillars are of four kinds. They
are the pillars consisting of a square moulded and patterned;
pillars with the rampant dragon, pillars with the figure,
usually a deity; and the pillar with portrait, often of the donor
or of his family.

The foregoing discussion on the evolution of the various parts
of the temple architecture illustrates how from the single piece
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structure, the temple building reached its climax both in the
principal parts and other enlargements and decorative features.
Turning to the philosophical interpretation of the temple struc-
ture, it has to be started with the reasons for the construction
of them. The temples have been built for various reasons. Some
temples were built in honour of the great heroic personalities
who led a divine life and around whom the puranic and epic
stories were construed. Majority of the temples were built as
an expression of devotion to God. Others were eracted for the
welfare of the people. Still some others were caused to com-
memorate the victories of the rulers. For whatever reasons the
temples might have been built, they serve the purpose of per-
forming public worship for the welfare of all or which is
termed as parartha puja. Though temple worship is congrega-
tional in nature, the individuals offer their prayer and worship
to God both for material benefits and spiritual salvation. The
latter is the aim both of religion and philosophy. Prayer and wor-
ship are the forms of bhakti marga which includes the kainkarya
or service and bhakti marga and karma marga are the two means
for the salvation of souls or the attainment of mukti, moksa
which is variously stated as self realization, God-realization,
communion with God, etc.

The temple has varied structures. In the beginnings the
principal part of the temple uamely the upper pyramidal por-
tion called sikhara and the lower small and generally dark
chamber for the reception of the divine symbol known as
garbhagrha constituted the temple. Both the. parts together are
called vimana. But some mistake the vimana as indicating the
portion above the garbhagrha. The vimana or the temple con-
sists of six divisions vertically. They are from the base adhistana,
bitti. prasthara. giriva, sikhara and stupi. These divisions cor-
respond to the parts of a man with his rufted hair. The hip
portion corresponds to the adhistana, the body to the bitti, the
shoulder to the prasthara, the neck to the giriva, the head to
the kalasa and the tufted have to the stupi. The temple axially
contains the garbhagrha, antarala, ardhamandapa, maha
mandapa and the gopura. While the garbhagraha corresponds
10 the head of a lying man, the antarala corresponds to the neck.
the ardhamandapa to the chest, the mahamandapa to the
abdoman and the gopura to the feet. Thus there is a general
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correspondence between human body and the temple or the
microcosm and the macrocosm. There are many references about
their correspondence in the divine literature. For instance
Appar in his hymn *‘kayame koyilaga’ says that the body itself
is the temple, the subjugated mind is the servant there, speech
is holiness and love itself is the offering of ghee, milk and water.
Thus the human body is considered to be a temple in which
the soul is the supreme divine being. The stone structure is just
the replica of ‘nadamadum koil’ or the human body.

The garbhagrha is the holy dwelling place of the Supreme.
Though the Supreme is omnipresent, he is considered as hous-
ed in the cella for the devotees. The garbhagrha itself is called
suksma Linga. The stone symbol of the divinity Linga or
Sadasiva is entrusted with divine powers by means of adhistana
sakti or installation of powers. Hence the divine symbol in the
dark chamber is treated on par with the ultimate reality,
absolute of philosophy. The antalara or idainali is just a door-
way to the garbhagrha. The ardhamandapa which is usually of
the same size to that of the garbhagrha is a semi religious in
character. Generally this is used to keep the materials of wor-
ship. A little later in some temples after the introduction of the
secular type of rituals the ardhamandapa was converted into the
place where either the utsavamurtis or festival dcities are
installed. In some other temples, the Amman is housed in the
ardhamandapa if it had no separate shrines. The utsavamurtis
are of considerable importance since they symbolise the
philosophical idea that if the soul advances one step towards
God. God comes closerto the soul by two steps through their
procession along the streets.

The mahamandapa or mukha mandapa or Navaranga man-
dapa if it is a newly added one is the portico where the devotees
stand and offer their prayers. The devotees reach this place after
going round the prakarams, etc. This corresponds to the saiva
siddhantic idea that the souls after going through several
disciplines get nearer to the Lord which is termed as samipya
in the spiritual discipline. The decorations and divinities in bas-
relief in the recesses and other semi-divine spirits help the souls
to merge themselves in deep and pious states.
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Among the subsidiary structures the gopurams stand next for
consideration due to their huge and imposing structures. The
gopura signifies the sthula linga or gross linga, while the Sival-
inga in the garbhagrha signifies the suksma or subtle linga. The
sight of the gopura is considered as the sight of the foot of the
Lord. Saints refer to it as ‘brahma randhra madhya kapala dhvara’.
This architectural piece consists of terracotta figures of princi-
pal deities in various forms. Besides the figures of human
devotees, demons, animals, trees adore it. Thus it also represents
a microcosm. In certain temples there are dancing figures in
different bharathanatya poses. This symbolises that dance is also
a form of worship to the Lord. Lord Nataraja Himself is a cosmic
dancer. When one enters through the gateways of the gopuram,
he should renounce all the worldly bindings as it is the
microcosm. This implies that in order to lean towards God, one
should get out of the world, its objects and their enjoyment which
is a pre-requisite for the spiritual discipline.

The next architectural piece that requires consideration is the
dhvaja stambha. It faces the mula,&lmga and is located outside
the principal shrine, most probatﬂ“y in the outermost prakara
near the main gopura. The Dhvaja stambha is called the karana
linga. Thus it represents the Lord in a way.. The Dhvaja
stambha is in three parts. The pedestal with a square bottom
and with a octogonal column, the staff, and the tappering
upper portion with three horizontal planks. The base represent,
Brahma, the octogonal, Visnu and the circular Rudra or Atma,
Vidya and Siva tatvas. There are six rings in the post and these
represent the six cakras or six adharas. The flag with the
inscribed visabha or bull is the individual endowed with the
three impurities — anava, karma and maya. The hoisting of the
flag signifies the raising of the individual through meditation
on the six adharas towards the Lord. The rope is the power
anugraha sakti of the Lord that helps the individual in its
attempt to evolve from the mundana level to divinity.

Adjacent to the Dhvaja-stambha is the palipitha, a small
architectural piece in the temple in the same line. The pali pitha
is accepted as the bhadra linga. The individual after renounc-
ing the thought of the material world by entering into the gopura,
has to destroy his anavamala or egoity here. The term pali means
destruction. Hence it symbolises the destruction of ahamkars
by the individual soul before proceeding further.
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The Nandi pavilion lies on the same line and adjacent to the
palipitha Nandi symbolises the individual soul. It is also fec-
ing the Lord yearning the grace of the Lord to attain mukti.
According to Saiva tfadition the soul is of the nature of attaching
itself to the pbject with which it is associated. The soul which
is hitherto connected with the world has severed that connec-
tion and tries to unite with God. This longing of the soul is
represented in Nandi sculpture housed in that pavilion.

After attaining such a mood the individuai goes around the
ambulatory passage or pradakshana patha or prakaras. The
prakaras symbolise the various bodies of the soul provided by
maya or mula prakrti. Generally there will be one prakara in
smaller temples. That symbolise the physical body as such if
there are three prakarams they are treated as representing the
Karana, suksma and sthula sariras (causal, subtle and gross
bodies). If there are five prakaras then they correspond to the
pancakosas namely anandamaya, vijnaramaya, manomaya,
pranamaya and annamaya kosas starting from the innermost
prakara. Suppose there are seven prakaras, they may be said
to signify the five vidya tattavas kala, niyati, kala, raga and vidya
which emerge from the suddha asuddha maya and the purusa
tattva. By going round the prakarims the individual soul relin-
quishes its identity with the bodies or kosas or tattvas.

In the innermost prakara there are subsidiary shrines for the
parivara devatas. The architectural treatment in these subsidiary
shrines will resemble the mainshrine. These small shrines
together with their deities signify the fact that while the presiding
deity descends to the mundane plane, his accessories will also
accompany Him. For instance when Lord vishnu was born as
Rama, His consort, His Sankha, Chakra and bed Adisesha came
to the earth as Sita and His brothers. The parivara devatas in
a sense may be said as the agencies that help the soul in achieving
its goal. The Amman shrine situated to the north west of the
main building is an architectural imitation of the principal shrine
excepting the forms of the Amman figures both in the recesses
and in the viamana. The amman represents the power, grace
or sakti of the Lord. Though it is impossible to separate the
Lord and His power it has become necessary to represent the
grace of the Lord separately because of the ritualistic aspect
of the temple. According to Hindu religion a male is not
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entitled to perform any vedic ritual if he has no wife. Due to
the introduction of the festivals, the amman shrine had to be
constructed to house the personification of the sakti of the Lord.
The human beings are not satisfied with the spiritual plane. They
endow all the human characteristics -and samskaras on their
beloved Lord and His sakti. During festive occassions they even
conduct divine marriage invariably. To celebrate this divine
marriage the kalyana mandapa was erected. This building is the
most ornate and beautiful work of art in the temple. Just as the
human dwellings are decorated during the wedding ceremony,
the kalyana mandapa is found decorated with utmost artistic skill.

The other pillared halls like Nrtya mandapa, 1000 pillared
hall in the temples serve the purpose of performing dance pro-
grammes, religious discourses in order to keep the atmosphere
pious and holy. In some temples the Nrtya mandapa is that
pavilian in which Lord Nataraja is housed. In consenance with
the dance of the Lord, the architecture of this building will
exhibit similar characteristics. This mandapa some way or
other signify pancakrtyas srsti, sthiti, samhara, trodhana and
anugraha represented in the dance of the Lord.

The temple tank erected during the last phase of the temple
architecture indicates the necessity of being pure in thought,
word and deed in the pursuit of spiritual discipline. Similarly
the anapana mandapa represent, the pure nature of the God
through the performance of the holy anointment.

The pillars of various kinds with all their intricate features
though help in determining the period in which the temples were
built, have their own significance. For example the musical
pillars symbolise the nada tattva from which all the other
tattvas are evolved. It also represents the music as a form of
worship of the Lord.

In general the intricate relationship between the three eter-
nal entities, namely God, soul and bonds, and the ways by which
the bonds are removed by the grace of the Lord are symbolised
in the different parts of the temple with specific shapes. The
proper understanding of the philosophical interpretation pro-
vides the basis for further concentration and meditation for the
general devotees, while the sensitive is enabled to understand
God and its abode in its full significance., in its spiritual tattvas.
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The above considerations reveal the fact that the underlying
concept of the temple was. spiritual but not architectural. The
temples engender religious emotions in the mind of the devotee.
He was first confronted by the majestic entrance towers which.,
fills him with awe and then lead on by a progressive abasement
from one hall to another, each smaller and dimmer than the
last, until, he finds himself reduced to infinite simal nothingness
before the mystery of the darkened shrine into the holy of holies
and in the presence of God Himself,

To conclude for the Indian mind the architectural form does
not exist except as a creation of the spirit and draws all its mean-
ing and value from the spirit. Every line, arrangement of form,
colour, shape, posture, every physical suggestion, However many,
crowded opulent'they may be, is first and last a suggestion, very
often a symbol which is in its main function a support for a
spiritual emotion, idea, image that goes beyond itself to the more
powerful sensible reality of the spirit. In this respect the
temple, to whatever godhead it may be built, is in its in most
reality an alter raised to the divine self, a house of the cosmic
spirit, an appeal and aspiration to the Infinite.
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An Unique image of Somaskandamoorthy
in Temple Art

A. Velusami Sudhanthiran

The images of Siva can be first classified under two broad
heads those depicting his ugra or ghora (terrific aspect) and
the others illustrating his saumya or santa (peaceful one).
The images like Candrasekharamoorthy, Umasahitamoorthy,
Alingana-candrasekharamoorthy, Somaskandamoorthy come
under this group! These images are usually met with in all
Siva temples which lay claim to some importance in South
India.? The Somaskanda group constitutes three figures
namely Siva, Uma and Skanda. This group occurs only in South
India. The three figures represent Iccha sakti, Kriya sakti and
Jnana sakthi respectively.® They also represent the three
characters namely Sattu, Sittu and Ananda. The unique image
of Somaskandamoorthy is present in the Agneeswarar temple
at Thiruppugalur Nannilam Taluk, Tanjore District. The
characteristic features of both Siva and Skanda in the group are
common in many groups. Siva sits on padmapita. The upper
two hand’s of Siva have both Parasu and deer which are placed
in between the index and middle fingers. The right lower hand
is in abhaya pose and the left lower hand is in Kataka pose. The
left ear has patrakundala and the right has makara kundala,
jatamakuta adds beauty to the image. The siraschakra with lotus
petals is very much pleasing to look at. Wristlets, keyuras,
ankiets add beauty and charm to the image. The right leg hangs
down and the left is bending and placed on the pedestal.

Skanda is in dancing pose. The head is decorated with the
karanda makuta. The hip ornament is decked with bells. The
right hand holds the flower and the left hand simply hangs down.
Channavira adds beauty to the chest. Wristlets, keyuras,
anklets add beauty to the entire image.

Among the three figures of this group, the position of Uma
deserves special mention. The features of Siva and Skanda are
common in many examples. The presence of Nandi, in the left
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hand of Uma is considered to be the unique feature as it is the
only image which has such a representation of Nandi. A vivid
and detailed account of the various images of Uma of Soma-
‘skanda groups will project the unique nature of the present
image.

The earliest stone representation of the Somaskanda group
occurs in the monuments of the Pallava period, especially in
the Dharmaraja.® In this panel Siva, as indicated by his
attitude is imparting words of wisdom and Uma is bending the
tip of her right ear with her fore-finger so as to catch every word.
Uma is seated in profile Uma'’s back abuts the niches edge. Uma’s
left hand is infront clasping Skanda’s waist. The Uma of the
Somaskanda panel of the Ramanuja mandapa at Mnhabaligumm

has similar features as the Dharmaraja ratha’s group.’ In the
Somaskanda panel of the shore temple at M ipuram, Uma

leans on her left arm which holds nothing.® In all the
Somaskanda panels of the Rajasimha period, the left hand of
Uma is free from holding Nandi.” In the Pallava period,
Somaskanda representation is also found in painting. The shrine
No. 41 of the Kailasanatha temple at Kanchipuram, Chengleput
District, Tamil Nadu, contains the beautiful Somaskanda pain-
ting: Here also Uma’s left hand is free from holding Nandi. Here
Uma, the mother of Skanda is a painters dream, a merit of brush
work, a delicate subject, treated tenderly.® Uma is seated on
a couch, with the right leg on her seat, and the left hanging
down to rest on a cushioned foot’s tool which is lost. The face
is obliterated and one can imagine its beauty with gem-decked
¢rown and flower-filled braid. The right hand caresses the
child, the left simply rests on the seat and holds nothing.

During the period of the Cholas, the images of the Somaskanda
group are of mainly in bronze. In all the images, she is free
from holding Nandi. The Somaskanda group presents in the
Pallavaneeswaram temple at Kavirippoompattinam, Sirkali
Taluk, Thanjavur District, Tamil Nadu, is a notable example of
the Chola period of the 9th Century A.D. Here the right hand
of Uma holds the flower and the left is in Varada pose. Her
right leg bends and the left hangs down. In the Somaskanda
group from Thiruvalangadu, the right hand of Uma holds the
flower and the left hand is in Kataka pose. This bronze is
clearly of the transitional period from Pallava to Chola with
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greater affinity to the Chola, idium as seen in the 9, 10th
century early chola sculpture. The pnconventional pose of Devi
with her right leg lifted up and bent on the seat recalling
similar Pallava figures, the presence of the lotus in her hand,
and the little boy Skanda seated in a natural way almost lost
in a reverie, in nearly almost the same fashion as in Pallava
groups of Somaskanda, all suggest a very early date.®

In the Somaskanda group from Thiruvengadu, which belongs
to the 10,1ith century, the right hand of Uma is in the Kataka
pose and the left is simply placed on the Pita holding noth
ing.” Similar, features are found in the example from the
Vaideeswarankoil which belongs to the last quarter of the 12th
century AD and the coinage from Kilaiyur, South Arcot District,
Tamil Nadu which belongs to the end of the first quarter of the
13th century AD. In the same skanda groups from the temples
at Nidur Mayavaram, Thiruvidaimarudur, Thanikottam and
Vellur-Seruvarai, the right hand of Uma is in the Kataka pose
and the left is in varada. In one Somaskanda group from Kun-
nandarkoyil in the Pudukottai district, the right hand of Uma
is in kataka pose and the left hand is in simha-karna pose. The
left leg hangs down and the right leg is in Kutkutikasana. In
another image from Albert Museum, which belongs to the
beginning of the 13th century AD, the right hand of Uma holds
the flower.and the left is in varada pose. The right leg is placed
on the pita and the left hangs down.

In the Vijayanagar period the Somaskanda images appear in
large number. Seperate mandapas were constructed to house
the images in the prakaras of the temples. No images of this
period also depict the presence of Nandi in the left hand of Uma.
At Srisailam, in the Mallikarjuna temple, there is a metal
mmage of Siva and Uma with the baby Skanda in their midst.
It is an excellent piece having splendid testimony to the skill
and power of Viayanagar craftsman. In one image from
Nellore, the left hand, of,Uma is in the Varada pose and the
right is in Kataka pose. In another group from the siva temple
at Madeour, the left hand of Devi rests on the pitha and the’
right hand is in the Kataka pose.! '
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Uma as described in the texts

In no text is mentioned the presence of Nandi in the left hand
of Uma of the Somaskanda group. The work Sakaladhikara says
that the left hand of Uma carries the lily flower and the right
hand is in varada pose.? Silaparatna states that the right hand
of Devi should keep utpala flower and the left hand is held in
the varada pose or it might rests an the pita.? Kasyapa Silpa
sastram states that the left hand is in varada pose and the right
hand holds the flower.* The Karanagama states that in her
right Uma should keep a lotus flower, the left hand may be held
either in the Simha Karana pose or keep it straight resting on
the seat.

From the above detailed account of the Somaskanda images
of different pericds, it seems to be clear that the left hand of
Uma is frée from holding Nandi. Even the texts do not
prescribe the presence of Nandi.

In South India, in bronze casting the sculptors rarely adopted
custom of expressing the local traditional story intoa sculptum!
form. There are many such examples. The presence of Nandi
in the hand of Uma of the Somaskanda group is also due to
the local story which says that after killing Ravana, Rama went
to worship the Lord Siva in the place called Thirunandeeswaram,
which is just five kilometres to the east of Tiruppugalur. Nandi
acted as a barrier for his worship. For the easy worship, Uma
held the Nandi in her left hand and blessed Rama in Somaskanda

form.
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BUDDHIST VESTIGES IN THE
NADU NADU REGION

T. Chandrakumar

Introduction

Buddhism in Tamil country! received a great impetus
during the great Mauryan emperor, Asoka. Buddhist ideals and
tenets got exalted mainly due the missionary zeal of Asoka.
Mahendra, the son of Asoka, is said to have erected seven
Viharas at Kancipuram (Cg. Dt.), while he was heading towards
Ceylon for the propagation of Buddhism. The Vihara at Nagapat-
tinam appears to have been erected during this period. The
prominency which it had attained in such an early period is well
attested by copious references from the huge mass of Sangam
Tamil literature assignable from 2nd century B.C. to 2nd
Century A.D. Purananuru (166:1-9) Partuppattu, Patirrupattu,
Maturai Kanci, Pattinappalai and the twin epics Silappatikaram
and Manimekhalai shed'light on the exaltation of Buddism in
ancient Tamil country. Mankuti Marutanar, the author of
Maturaikanci, refers to the Buddhist monasteries at Maturai.?
Katiyalur Uruttiran Kannanar in Pattinappalai mentions both
Buddhist and Jain monasteries as tavappalli’. Manimekhalai
glorifies Kancipuram as a seat of Buddhist culture. A Buddhist
chaitya had been built there by the Cola prince Killi.* Silap-
patikaram contain references to Buddha, the lndravihara of
Puhar (Kaveripumpattinam) and the Mabodi (Mahabodhi)
Both the epics throw much light on the tenets of Buddhism. It
appears that the mountain caverns served as the abode for monks,
wherein one finds Tamil Brahmi script of the sangam period.
Anaimalai, Kalugumalai, Varicciyur, Virasihamani, Marugal-
talai, Siddharmalai, Tirupparankunram and Arittapatti were
some of the abodes of Buddhist monks in the far South of Tamil
country.

Kalabhra kings (5th - 6th Century A.D.) who occupied the
Tamil country at the wake of the decline of Sangam culture
appear to have patronized Buddhism. A certain king Accuta
Kalabha alias Accutavikkanta of this line can, however, be
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regarded as a great patron of Buddhism.® Buddhism continued
to flourish and had a large following until 5th-6th centuries A.D.
with the advent of the Bhakti (devotional) movement during 7th
century A.D. the Hindu revivalists like Alwars and Nayanmars
propagated the Hindu faiths and gave a severe blow to Buddhism.
1t began to fall behind arterwards. Buddhism seldom attracted
the people since the great pallava kings (7th-Sth centuries A.D.)
were the staunch patrons of Hindu faith. Only certain areas of
Buddhism continued to thrive, others were at the brink of disap-
pearance. Kancipuram continued to flourish indomitably like
the proceding century. Hieen-Tsang, the Chinese pilgrim who
visited the South around 640 AD mentioned that there had been
a hundred monasteries with more than 10,000 breathern. There
was a Vihara called Rajavihara during the reign of Mahendra-
varma Pallava (AD 590-629) presumably constructed by an early
king of the Pallava dynasty.

Under the Imperial Colas of Thanjavur (10th-14th centuries
A.D.) and the Pandyas of Maturai (13th-14th centuries A.D.),
Buddhism had been definitely less popular than Jainism. The
Pandya King Rajasimha Il (A.D. 900-929) is said to have granted
gifts to Buddhists as well as Jains.® Sekkilar’s Periyapuranam,
a work of the 12th century A.D. vouchsafes the existence of
a monastery and an exclusive colony of the Buddhists at
Bodhimangalam (Mayavaram Taluk, Thanjavur Dt) otherwise
known as Tiruvidaikali. A number of Buddhist images have been
found in recent times in the neighbourhood of this place.’
Kancipuram had a Buddhist colony in these days® Rajaraja,
the great, according to the large Leiden Grant (A.D. 1044-46)
granted the village of Anaimangalam to a Buddha Vihara built
at Nagapattinam by Sri Vijaya ruler Chulamanivarman. The
Chola Kings like (Virarajendra A.D. 1063-1070) and Kulotunga
(A.D 1070-1120) were also patrons of Buddhism. Jatavarman
Suntara (A.D 1251-1283), the great Imperial Pantya Kking
appears to have been favourably disposed towards Buddhism."
All these evidences prove that the Colas and the Pan-
tyas were not hostile to this religion. A few vestiges of Buddhism
lingered on in some parts of the country during Vijayanagar and
Nayakka periods (14th - I7th centuries A.D.). These kings were
devote Hindus, and patronised Saivism and the Vaisnaviam, the
two prominent sects of Hinduism. Buddhism, which was ou its
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heyday until 6th century A.D. lost its prestine glory afterwards
and ultimately paved way for decay and decline largely owing
to the Hindu revivalistic trends.

Buddha Images

Apart from being one of the forms of Visnu’s ten'incarna-
tions,? several images of Buddha, all in seated posture have
been brought to light in the Tamil country by the efforts of
archaeologists. The earliest specimen from Tamil region is the
one frgm Vidyadharpuram belonging to the 3rd-4th centuries
A.D., now kept in the Madras Museum (M.M.)? This museum
contains standing images of Buddha from Kancipuram assigna-
ble to 6th-7th centuries A.D. Next in date comes large number
of Buddha images of (lth-12th centuries A.D. These were
evidently belonging to the Imperial Cola period. They are
found at Sangamangalam, Kumbakonam, Tiruvalanjuli, (stan-
ding), Patti§varam, Elayanurl Kottapadi and Manampadi in
Thanjavur Dt. Kulittalai and Jayankondacolapuram in Trichira-
palli Dt., Valikandapuram, Tiruvetti and Tiruccopuram in South
Arcot Dt., Vellanur, Chettipatti and Alankudipatti in the
Pudukkottai Dt., Avur in North Arcot Dt., Alagermalai, Anai-
malai, Tirypparankunram and Virasikhamani in Maturai Dt.,
Kanikiluppéi Navalur. Kuvam (M.M), Mankadu, karukkil-
amarnda-amman temple and Ekambaresvara temple (basrelief)
in Kancipuram in Chingleput Dt., Arikamedu and Karatik-
kuppam in pondicherry Union Territory, Tyaganur in Salem
Dt., Manikandi (M.M) in Ramanathapuram Dt., and Mata-
garam image now in Thanjavur Art Gallery.” These are stray
specimens unassembled or strung out in and around the places
mentioned above, but nowhere we come across exclusive well-
built structures or shrines housing them. Most probably Bud-
dha Chaityas and Viharas had been subjected to constant
obliteration were erected and this fact is not apocryphal.

However, the impact of Buddhist culture is present everywhere
in architecture and sculpture. The Buddhist architectural
pattern can be traced in the various styles found in South
India. *“The apsidal ended temples, the pyramndal storeyed
temple, the waggon headed roof and the circular shrine chamber
tound in some temples on the west coast are so obviously
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Buddhist in origin. %" Mahabalipuram architecture largely im-
bibes the Buddhist art and architecture on the sculptural
fashoning alone Hindu artists succeeded in evolving several
modelling and patterns, but in architecture nothing innovative
was attempted.

Date of the Icons

The icons of Buddha taken here for our study must in all pro-
bability belong to the Imperial Cola period. The sculptural
modelling and on grounds of comparision with similar icons
found at different places suggest this view. This point may also
be viewed from the historical perspectives. It appears that they
were fashioned during that period when Buddhists enjoyed a
certain amount of peaceful life. The religious animosity
mainly raged within the sects of Hinduism and not directed
against attacking Buddhism. Buddhism was seriously caught into
religious imbroglio during the Pallava period. The lone survival
was the Kancipuram head quarters. Tirumangai Alwar (8th cen-
tury A.D.), one of the twelve Vaisnava saints, went to the
extent of looting the rich monastery of Nagapattinam with its
large Buddha image of solid gold in order to find funds required
for building the great Sri Ranganatha temple at Srirangam.'®
From these instances it can well be presumed that Buddhism
could find its serene existence under Colas amidst simmering
religious struggle within Hinduism, mainly because the Hindu
religious heads could find no time in attacking Buddhism since
they themselves were vying with one another for philosophical
supremacy and secondly Buddhism had become almost a defunct
religion having fewer establishments and institutions dotted at
places mentioned above. In otherwords it was no longer a
religion to be reckoned with. Though the strength of Buddhism
was definitely on the wane, yet surviving Buddhists did not
perceive peacelessness. Therefore, Buddhist images that
survive today largely owe to the tolerance and benevolence of
the Colas.

Canonic injunctions

Buddha himself was taken to be one of the incarnations of
Visnu, one of the three principle gods of Hinduism (Tﬁmuqi)
the other being Brahma and Siva. Some authorities maintain



134 Art and A;chitecture .

Buddha to be one while others do not consider to be one such.
The puranas themselves are divided in their view. Brahmiya
silpa does not include Buddha. Bhagavata purana (10th century
A.D.) include Buddha into the Vaisnavite pantheon. Agnipwrasa
Brhatsamhita of Varahamihira (6th century A.D.) and Visnu
dharmottara gives a description of the image of Buddha. These
puranic and agamic works mention that the figure of Buddha
should have on its feet and the palms marks resembling the lotus,
the body should be full and fresh and of fair complexion and
the head should have short curly hair on it. The image as a whole
should appear calm and full of grace. It must be seated on a
Padmasana. The earlobes must be made pendent. The hand
should be in the Warada and the abhaya poses. This descrip-
tion is that of a Dhyani-Buddha!” Manasara says Buddha
should be either seated or standing on a lion pedestal under-the
tree with two hands. He must possess big eys, high nose, smil-
ing countenance, long earlobes and broad chest. !

Nadu region and religion of Buddha

Vrddhacalam and its environs in Nadu nadu area served as
a centre of Buddhist culture. This fact is not only due to the
existence of the images near Vraddhacalam since they are always
portable in nature but also to the nomenclature of a village
namely Pothiramangalam,” 0 km south of Vraddhacalam.
Pothiramangalam is obviously a corrupt form of an original
Bouddhamangalam.? In all probability, it was created for the
exclusive settlement of Buddhists by the reigning monarch with
a view for fostering their culture and tradition. Similar crea-
tions of villages for Brahmanas were made in Tamil country
at different periods. They are known as Brahmadeya village or
Chaturvedimangalams where Chaturvedins or scholars of four
vedas were granted settlement.

10 km. away on the southwest of Pothiramangalam are found
two images of Buddha in seated posture in a small hamlet
namely, Ogulur and Paravoy, a village southeast of Ogulur and
Rajendrapattinam east of Pothiramangalam each has an image
of Buddha. These three must in all probability have been car-
ried away from the above stated Pothiramangalam. They are
placed facing the eastern direction except the one at Rajendra-
pattinam. The great author of wheel of Dharma is lying barely
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in a bush near Rajendrapattinam. The local village folk adore
them as any other deity of Hindu pantheon. They consider it as
invaluable property. They even did not allow taking photograph
of these icon since they looked askance of my research work
near it. There is a thatched roof over the images. They offer,
regular puja, conduct abhiseka (ablution), lit incense, offer
cooked food (neivedyam) garland them chanting some indistinct
hymns but audibly ‘om’ all on the style of Hindu observances
and practices. The principle deities like Siva, Ganapati, Surya,
Visnu, Subrahmanya and Sakti are, however, relegated to the
background or attach less importance in offering worship to
them. They believe in the efficacy of Buddha, and therefore,
stesss more emphasize to the adoration particularly while they
start doing any fresh business or going for any travel. Invoking
the blessings of Buddha is an unquestionable faith among them.

iconographical Analysis

They appear to be the principle images of a larger shrine.
The specimen No.1 is massive in size (137 cm. in height) whereas
S.No. 2 is less in bulkiness (123 cm in height) and S.No. 3 ranks
well with them in proportion and size. They are proportionate-
ly fashioned. The execution is hold and vigorous. S.No.] have
a rectangular plain base. (Pita)?'. The pita of S.No.1 is to be
seen from above whereas S.No.2 is constructed beneath the con-
crete podium. They are full sculptures, bulky and heavy like
the figures of Buddha in Thanjavur Arnt Gallery. There is no
arched festo on otif (Prabhavali) high around the figure like
the specimens reported from Kuvam, Mandikandi and Karukkila-
marndamman temple in Kancipuram.? The Kuvam exam-
ple has a full Prabha encircling the whole image like the one
often in the case of Nataraja icons of South India. In the case
of S.No. 1 a small halo (aureole) around the head portion
only is depicted which adds grace to the superior nature of Bud-
dha and a symbol of sublime rediance. In this aspect it resembles
the sculpture of Buddha from Jayankondacolapuram.

The hair-curls of ringlet of the hair appear o have been formed
in one line offering a fluted appearance around the head which
looks similar to the specimens of Tyaganur and Tiruvetti. They
have short curls. The curls are not to be distinctly visiblg in
S.No. 1 perhaps it is rather due to the worn-our condition. The



136 Art and Architéctm

usnisa carved over the head appear rather sharp conical in shape
than a smooth bud-like. The usnisa of S.No.1 is well worked
out so as merging with the aurole depicted behind. The sharpen-
ed usnisa feature recalls the images of Buddha from Tyaganur
and Jayankondacolapuram. It does not exhibit flaming-like-hair-
knot as one finds in the examples of Kancipuram and Karati-
kuppam. The brows and the urna, one of the thirty two superior
marks (laksanas of a Mahapurasa) are well worked out.

They uppear calm and full of grace. The face of S. No. 1 having
a rather long depiction and in contrarily it is round in S. No. 2.
The closed eyes express of the mind deeply engrossed in medita-
tion. The nose in both cases appear slightly broken at some
places. The lips look thin like the specimen of Matagaram. The
pendent earlobes of the S.No.1 is drooping down slightly than
S.No.2. The hands are placed in Yogamudra or dhyanamudra
like most of the specimens in the Tamil country except the
bhumisparasamudra style in the case of Kancipuram and the
legs are placed in Yogasana. The legs of the S. No. 2. wear
nupuras (anklets) recalling the icons of Matagaram and Kanci-
puram. The cloth worn around the body is in upavira fashion
lacking the natural folds that could normally appear. S. No. 3
is seated in Yogasana and placed his hands in dhyanamudra.
A thin cloth*is worn around his light shoulder in the upavita
fashion. The usnisa is pointedly carved.

Conclusion.

Buddhism had a large following before 6th century A.D. It
was the religion of the people and the state. Kalabhra rulers
being inclined towards Buddhism encouraged Buddhist culture
and learning. Between 7th - 10th centuries A.D. it was badly
affected by the spurt of Hindu revivalist movement. By means
of the Bhakti movement, the Alwars and the Nayanmars were
able to stamp out the hold of the Buddhism from among the
people duly backed by the royal support. The kings during this
period were staunch Hindus. The religious works like Tevaram
and Nalayiradivyaprabhandam of the Saivas and Vaisnavas
respectively contain ample references to the annihilation of Bud-
dhists, their chaityas and viharas. Buddhists, were subjected
to impalement and torture. However, between 1ith-13th centuries
AD Buddhist could find solace and peaceful existence under
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the tolerant attitude of Colas and Pantyas. They were no fanatics.
Fortunately certain Buddhist vestiges were able to survive the
onslaught of vicissitudes of time and the historical process.
Innumerable icons of Buddha found scattered in the hamlets
of Tamil country vouchsafes this fact. This icons under analysis
come from the peripheral region of the Cola state. There
existed a big colony of Buddhists in the Nadu-nadu region and
therfore judging from these two factors it is evident that the
region seen to have a rich Buddhist culture.

Secondly with regard to the iconographical study of the
specimens, both can be assignable to the lith-12th centuries A.D.
(Cola period), they are boldly carved exhibiting natural
demeanous and grace. The features are prominent and elegant.
The sculptural modelling recall interesting features of several
specimens. The expression is indivative of sublime tran-
quillity. It definitely occupies a place in the aesthetic horizon
for dexterious chiselling in hard granite medium. Thus they are
remarkable masterpieces and its value as an exquisite art-
specimen requires no figurative embellishment.

NOTES

1. The modemn terminology, Tamil Nadu is not used here but the older connotation,
Tamil country is only used since the study pertains to be Tamil country of the
yesteryears. Taml country, according to the Tolkkappivam Payiram, the ancient Tamil
grammatical work of the early centuries of the Chnistiaf cru, refers 10 as Waravenkatam
tenkumari ayitair amil kurum natluickam which means the Tamil country is bordered
by the hills of Yenkatam on the horth, Kumari on the south and the seas on the east
and west.

2. Mawurgikanci 475-492

3. Paminappaiai $1-53

4. C. Minakshi, Administrative and Social Life under the PFPallavas,
Madras, 1975, p. 218

8. Silappatikaram 10:11-14.

¢ K.A.N. Sastn, The Colas, Madras, 1975, .pp.101-102

7. € Minakshi, p.248

& K. A. Nilkaots Ssstri, The Pondyon Kingdom, Madras, 1972, .p80

9. Vasudeva Rao, Buddhism in the Tamil couniry, Annamaloinagar. 197, p. 270..

& The Colas, p657.
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20.

FAR

22.

. Annual Repori on Epigraphy (A.R.E.)1904, No.l13, The record is recorded

Tiruccopuram (South Arcot). -

The figure of Buddha, since it is sanctioned by the Hindu canonic works, is quite
often found as one of the forms of Visnu when depicted in cluster. But a separate
figure of Buddha rarely occurs.

. To the north of the Tamil country (in Deccan) we find excellent examples of Buddha

from Bharhut, Sanci, Amaravati, Nagarjunakonda and Jaggayapeta (2nd century
B.C.-2nd century A.D.)

. Itis not a complete list. There must have been more places for exariiple three images

under the study are discovered by me from three villages in South Arcot Dt. The
places are enlisted in T. N. Vasudeva Roa's work pp.270-274, and A. Aiyappan and
P. R. Srinivasan (Ed.), Story of Buddhism with special reference to South India,
Madras, 1960, pp.62-95.

. A. R.E 1915-16, pt.il. P.28.
. The Colas.p.656

. “T. A. Gopinath Rao, Eiements of Hindu Iconography, Vol. 1, pt.1, Varanasi, 1971,

pp.216.

. H. Krishna Sastri, South Indian Images of Gods and Goddesses, Madras, 1916, p.47.
. K. Chokkalingam (Ed.) (1972) Census of India-Tamil Nadu (South Arcot), Vol. 1.

The suffix mangalam denotes a village of sacred nature having sacred duties.

Similar colony bearing this name seem to have had existed in Mayavaram Taluk,
Thanjavur Dt. today it is called Tiruvidaikali.

The Pitha below the Nagapaninam Buddha image is circular (now preserved in the
Thanjavur Ant Gallery).

A. Aiyappan and P. R. Srinivasan (Ed.)op.cit. “"Buddhist images of South India™
pp. 62.
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