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FOREWORD

Today Tamil Studies have emerged as a multi-disciplinary
field with tremendous global interest in the field of Tamilology.
Yet very few scholars have done any useful research in the field
of grammar, particularly in prosody and poetics. Dr. Annie Thomas
the author of this book, is one of those very few.

Her Ph.D. Thesis, submitted to the Kerala University was
‘TAMIL PROSODY THROUGH THE AGES’. Subsequently she
has enriched her knowledge in the field of grammar and literature.
She has a long association with International Institute of Tamil
Studies having started her career as Junior Research Fellow, raised
to Senior Research Fellow, Associate Professor and also as
Director in-charge of the Institute for three years.

Her articles regarding Yappu or Prosody, published over
the years as research articles and seminar papers are now being
brought out in book form. I am happy to express my appreciation
for her painstaking scholarship.

I express my sincere thanks to Hon’ble Minister for Tamil
official Language, Culture and Hindu Religious Endowment,
Chairman of this Institute and Thiru. T.R. Srinivasan, [.A.S.
Secratary for Tamil Culture-Development and Religious
Endowment for their continued guidance and support for this
institute.

I also express my thanks to Parkar Computers for the
neat execution of this work.

Dated 27.01.1999 Director



ABBREVIATIONS

A.D. Anno Domini, in the year of our Lord
aik ai kurukkam

auk au kurukkam

BL. before Christ

c century

£ Consonant

Cey Ceyyuliyal

Cin Circa, approximately
C.N: Cuvaminatam

e, GV Vowel Consonant

etc. et cetera, and the rest
ibid. ibidem, in the same place
16, that is

LV. Ilakkanavilakkam
Karikai Yapparunkalak karikai

| long

op.cit. opere citato, in the work cited
p page

pp pages

BT, Pirapanta fipikai

S, s short

s.ai shortened ai

s.au shortened au

s.aytam shortened aytam

s.d shortened i

s.u shortened u

Tipikai Pirapantatipikai

Tol. Tolkappiyam

Tol.Cey. Tolkappiyam Ceyyuliyal
Tr, tr Translation

T.V Tonnulvilakkam

Vv Vowel

Viz. videlicet, namely

kA Venpappattiyal



A WORD

This is a collection of articles on Tamil Prosody and
Poetics. Some are seminar papers and others written for certain
publications. Yappu was prepared for the Institute seminar on the
Heritage of the Tamils: Language and Grammar (1979; Pub. 1980).
New Trends in Pirapantattirattu for the Institute’s publication
‘Papers on Tamil Studies’ (1980). Literary Genres, Ullurai, and
Iraicci were contributed to the Encyclopedia of Tamil literature
(Asian Studies). New genres in Pirapantattirattu was presented
in the V International Conference Seminar of Tamil Studies,
Madurai (1980, Pub. 1981), ‘Letter’in the XIX All India Conference
of Dravidian Linguists, Tiruvananthapuram (1991), /mpact of
sanskrit on Tamil prosody in the X World Sanskrit Conference,
Bangalore (1997) and Studies in prosody and ani in the seminar
on ‘Fifty years of Tamil Research : Past achievements and future
prospects’, conducted by the Kerala University Tamil Department
during its golden Jubilee Celebrations (1994). I acknowledge with
thanks, these bodies and their authorities for giving me the
opportunity to participate in their venture.

The body of the book is pre'cede/d by a list of abbreviations
and a chart of transliteration. Bibliography and Index follow the
articles.

I thank all the authorities for approving this for
publication, especially the Publication Committee and Director
of the Institute, Dr S. Ramar Ilango. My due thanks to the technical
staff of the Institute and the printers for the perfect execution of
the work.

ANNIE THOMAS
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YAPPU

Yappu is taken here to include both Ceyyuliyal and
Pattiyal, which deal with the two sections of prosody. In Tamil,
prosody dealing with metre and versification, is considered as a
branch of grammar. Individual works as well as sections of
grammatical treatises handle this subject.

In Tamil, prosody holds a very prominent position. More
treatises have come on prosody, compared to other spheres of
grammar. The large number of prosodical works show that it was
once a widely studied subject. The partial and full extinction of
many of these treatises reveal a decrease in interest in a later age.

The earliest available work in Tamil, viz., Tolkappiyam
(I* c. B.C.) is also the first work to deal with prosody. Prosody
was included as a section of Porul atikaram in this threefold
grammatical work. Commentator Peraciriyar (14" c. A.D.) observes
that this Ceyyuliyal of Tol. was referred to as ‘Yappatikaram’,
which shows the individual growth of prosody as a separate entity,
with a four-fold grammatical classification. Prosody was the first
section to separate thus, into an individual whole. The introduction
of Pattiyal by the 10® c., widened the span of Yappu, by including
literary genres and augury in verse. These two aspects developed
into individual works, like Poruttavilakkam (19* c. AD.) and
Pirapanta marapiyal (16" c. AD.). Even in ‘poruttam’, mankalam
alone grew into a separate entity in Varaiyarutta pattiyal (13%c.
AD.). The coming up of an individual prosodical treatise on
viruttam, viz., Viruttappaviyal (20* c. AD.) and another one on
vannam, viz., Vannattiyalpu (19" c.) show the separate growth of
even minor sections of prosody. We may definitely say that no
other branch of grammar has similarly sprouted into so many
separate wholes.

Till the introduction of prose, verse used to be the form
of expression for all contents, literary and non-literary. Such an
extensive use of verse form naturally brought in different



2 Studies in Tamil Prosody and Poetics

structures and deviations in them. Poets also experimented new
forms and introduced new metres from folk literature and by the
influence of neighbouring and foreign cultures. So each period
saw a change and development in the forms of versification,
which later evolved new metres and came to be included in the
prosodical treatises.

About thirty individual works and sections of grammatical
treatises deal with the study of Yappu. Threefold grammars like
Tolkappiyam and Ilakkanavilakkam and five fold ones like
Viracoliyam, Tonnulvilakkam, Muttuviriyam and Cuvaminatam
handle it in their sections, Ceyyuliyal, Pattiyal and Yappatikaram.
All the other works are completely devoted to the subject.

These works, allotted to the study of Yappu, may be
classed into three categories. (1) Those that deal with Ceyyul (2)
those that examine Pattu and (3) those which study both.

In the former we have a few more types (i) Those which
give the elements and forms of verse - like Tolkappiyam,
Yapparunkalam, Karikai, Viracoliyam, etc. (i1) Those which do
not list rules but provide example verses alone - like
Citamparacceyyutkévai, Maranpappavinam and Palcantap
parimalam and (iii) Those which restrict their corpus to a particular
verse form - like Vannattiyalpu and Viruttappaviyal.

Of those works that deal with Pattiyal, Pannirupattiyal is
the earliest available work (12 c. AD.). It was preceded by two
centuries of Pattiyal tradition, according to literary historians. In
the following centuries also many works came up in this field. In
these also we find a few varieties like, those which deal with

Poruttam (concords) and Pirapantam (genres) and those which
consider one of these two alone.

Both ceyyul and pattu are examined in a few works like
Ilakkanavilakkam, Citamparappattiyal and the Yappatikaram
sections of Tonnulvilakkam, Muttuviriyam and Cuvaminatam. ,
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From these we gather that ceyyul, yappu, pattu, pa and
occasionally pirapantam are used to denote works on prosody.
The term ceyyul which once included all compositions, later gave
way to the word yappu, which had earlier meant, ‘the elementary
system of meaningful verse composition’. While the term yappu
retained its position, ceyyu] was used to mean pa and pavinam,
i.e., verse, metre, etc. The words pa, pattu and patal were also
used in a similar sense.

As grammar is considered to be the outcome of literature
and evolved from them, it is expected to reveal the nature of the
literatures of its period. Not only contemporary works but also
those which precede them and the earlier traditional grammars
influence the later grammarians in forming rules and noting
deviations and exceptions. A historical study of the prosodical
treatises, though show a considerable amount of deviations and
changes, also reveal a fundamental unchanging base.

Old forms giving way to new ones, may be due to the
influence of different factors, like foreign cultures, folk-lore,
etc. These new forms are not immediately accepted by all
grammarians. So some works note them down, while others just
ignore and leave such ones. Many verse forms which we come
across in literatures are not included in the many traditional
grammars. The reason may be that they are not accepted by the
grammarians who give importance to tradition, or they expect
them to be included as exceptions under certain traditional forms.
Only, a long period after a new form is structured and used in
literature, it is absorbed in the grammatical works. So we may
say that prosodical treatises are not up to dated but lag behind a
few centuries in their ideas.

The works of this century like Yappatikaram and
Totaiyatikaram by Pulavar Kulantai have fulfilled this want, as
they discuss many of the new and folk metres prevalent in Tamil
literatures. They have cleared good paths into the unmanifested
field of new metres and so are remarkable in the field of Tamil
prosody.
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Tolkappiyam is unique in the study of prosody. Though
prosody deals only with the structure of verse-metre, Tolkappiyam
does not stop with that. It lists the elements of prosody and in
that includes all components of the poem, viz., form, content and
expression. So it thinks not only of the outer form, but of the
inner structure also. We do not find this nature in the later
prosodies, as they deal only with the outer form and explain rules
regarding the same. Here we find two very different schools of
thought. The one of Tolkappiyam is not followed by any of the
others, while the one formed by Kakkaipatiniyar, considered to
be a contemporary and colleague of Tolkappiyar is followed by
all the later prosodians.

Under the element yappu, Tol. refers to a few literary
types and through the elements tinai to eccam, considers the
presentation of akapporul content. In the period of the pattiyal
works, special thought is given to the various literary genres of
the language and so it grew into, a separate branch of prosody.
The ‘vanappu’ of Tol. is also taken by critics to deal with literary
types.

The introduction of auspicious word and letter and such
other aspects in verses is also of a later origin, which expanded
the span of prosody. This aspect would have come in a period
which gave importance to caste, creed and was controlled by
superstitions. This section of pattiyal is not acceptable to the
modern mind. The factors regarding prosodical elements, verse
form and literary genre are the three important aspects in the study
of prosody. A complete study of the prosodical works reveal to us
the theories, their developments and also the aptitude for literature
in a society and in a period.

ELEMENTS

The prosodical treatises list the basic elements of all
metrical compositions. The line, foot, stress group or syllable
and the stanza form are generally considered as the basic elements,
by prosodical treatises of different languages. These have certain
changes according to the genus of the language.
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The primary components of Tamil metres are listed by
most of the Tamil prosodical works in their beginning verses or
chapters. But there is more difference than commonness in these
works, regarding the elements. Tolkappiyam lists thirty four, while
others give only four to seven. They leave many mentioned by
Tolkappiyam and add only a few new ones like talai. These also
are not entirely new, as they were already discussed by
Tolkappiyam, but not in the pretext of elements.

The listing of the 34 elements in two groups of 26 and
eight is unique in Tolkappiyam. The reason for such grouping is
that the former are found in all verses while the latter are
considered for compositions as a whole. Yet another thing to be
noted here is that Tolkappiyam lists elements, both abstract and
concrete ones. The twenty-six listed by Tolkappiyam may be
classed as those dealing with mere structure or form, and those
regarding content. In the latter, along with subject matter the modes
of expression also are considered. Though the later grammars do
not give many elements, they examine a few more said by
Tolkappiyam, in their chapters on exception or on other occasions.
So we find a continuation of thought but difference in conception.
Yet another factor to be mentioned is that Tolkappiyam considers
‘pa’ (verse) as an element, while the others deal it not as an element
but as the ‘whole’.

Elements listed only by Tolkappiyam are mattirai, yappu,
marapu, nokku, pa, alavu, tinai, kaikol, ktirru, kalan, kalam, payan,
meyppatu, eccam, munnam, porul, turai, mattu, vannam and the
eight vanappu, viz., ammai, alaku, tonmai, tol, viruntu, iyaipu,
pulan and ilaipu.

Of these (1) mattu is retained as porulkol in their sections
on exceptions by Yapparunkalam and Karikai. Similarly
(2) vannam is dealt to some extent by Yapparunkalam,
Viracoliyam, Ilakkanavilakkam and Muttuviriyam. (3) The eight
vanappu are descriptively examined by Ilakkanavilakkam and
merely referred to in Yapparunkalam and Karikai. (4) yappu is
dealt with by Ilakkanavilakkam in its pattiyal. (5) pa and alavu
are handled elsewhere, by all the works.
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The elements not included in the first list but discussed
later, in the course of the work, by Tolkappiyam are talai, kin
and vakaiyuli. Most of the later grammars also discuss these, but
only Talai is accepted by all of them in the status of an element.
Vikaram, eluttalicai, valttu, vacai, oppu, punainturai and anantam
are the other factors discussed by some of the later prosodies.

Only the elements like eluttu, acai, cir, ati, takku, totai
and talai are handled by most of the treatises. These also are not
dealt with identically in all the works, but have differences and
deviation from one another. A few of them show a development
in the course of time. This would have been influenced by the
development of thought on the part of grammarians and
literatures.

Eluttu : The letter, is considered as the second basic
element by Tolkappiyam, while Yapparunkalam, Karikai,
Citamparap pattiyal, Ilakkanavilakkam and Tonnilvilakkam
consider it as the first one.

The types of letters are given individual thought in
Yapparunkalam, Karikai and Citamparappattiyal alone.
Yapparunkalam lists 15 letters types, while Karikai puts down 13,
and Citamparappattiyal fourteen. In total we have sixteen types,
viz., uyir, mey, uyirmey, kuril, netil, uyir alapu, orralapu, vallinam,
mellinam, itaiyinam, kurriyalikaram, kurriyalukaram, aytam,
aikarakkurukkam, aukarakkurakkam and makarakkurukkam. This
list shows that the prosodical concept of letter differs from the
general letter principles of the language.

The letter is considered as a basic member in the formation
of other elements like acai, cir, ati, totai and vannam.

In the section on ‘concords’, letter is given more
prominence. Of the ten concords, seven are based on letter.
Pannirupattiyal which deals with twelve concords, puts the nine
regarding letter in an individual section, viz., Eluttiyal.

Though letter is an important basic element, Viracoliyam,
Ilakkanavilakkam and Muttuviriyam do not give individual
thought to it in their sections on prosody. This may be due to the
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factor that these fivefold grammars have included these concepts
regarding letter in their chapters on a phonology (Eluttatikaram).

Acai : This element, made up of letters is not much
similar to the “Syllable”. In the syllable only a single vowel forms
the nucleus, while in ‘acai’ one to three vowels can occur.

Tolkappiyam talks of four acai, nér, nirai, nérpu and
niraipu and includes them under the two names ‘iyal acai’ and
‘uriyacai’. The later grammars give only the first two.
Kakkaipatiniyam notes the name as taniyacai and inaiyacai.
Yapparunkalam, Ilakkanavilakkam, Muttuviriyam and
Cuvaminatam give the possible number of acai as eight; four
néracai and four niraiyacal.

Viracoliyam and Muttuviriyam give this acai the first
place in the list of elements, as they neither consider mattirai nor
eluttu.

Cir : This may be equated with the prosodic element
‘foot’. This cir is made up of two or three acai, according to
Tolkappiyam. As an addition, it accepts a cir of a single acai
also. But all the latter works, except Viracoliyam give it as having
one to four acai and so of four types, Oracaiccir, iraccaiccir,
muvacaiccir and nalacaiccir.

Tolkappiyam gives Iyarcir and Uriccir under iracaiccir
and-vencir and vanciccir under muvacaiccir. Because of
combination, Tolkappiyam has, in total 84 types of cir, while the
other works have only 30. Amutacakaram rules out nalacaiccir as
unnecessary.

While Yapparunkalam and others use the names iyarcir,
uriccir and potuccir, Viracoliyam has the terms murcir, itaiccir
and pircir.

Only Tolkappiyam gives restriction in the number of
letters to each cir type. Leaving the consonants, a cir may have
one to five letters. Very rarely in varici, there may be six also. The
minimum number of letters in a vaficiccir is three.
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In the branch of concord, kanapporuttam deals with cir.

Talar : Tolkappiyam and Viracoliyam do not consider
this as an element. All other works refer to it and note seven kinds
under it. There is not much difference of opinion about this
element among the prosodical treatises. The naming of talai
according to the metres is worth mentioning. In cir also we have
this naming similarity. These show that some of the elements are
considered with respect to the metres where they frequent and
abound.

Though talai is based mainly on iracaiccir and
muvacaiccir, a few works like Yapparunkalakkarikai,
Tonnulvilakkam and Muttuviriyam consider talai for oracaiccir
as well as nalacaiccir.

The few ideas seen in Tolkappiyam regarding the practice

of talai, has later paved the way for it being recognized as a
separate element.

At : The metrical line, made up of two or more cir is
called ati. This element is considered basic in the formation of
metre. We come across two concepts in the classification of line.
One is based on the number of letters, while the other on the
number of cir. The name kattalai ati is given to the former while
the term cirvakaiyati is used to denote the latter by the
commentators. Both these classifications are found only in

Tolkappiyam, while the later works give lines on the basis of cir
alone.

The lines are classed into kuralati, cintati, alavati, netilati
and kalinetilati. These terminologies were used in different senses
in different periods. Tolkappiyam uses it to denote those lines
which were classified on the basis of letters, while all the others
use it to denote the lines classed on the basis of feet.

In Tolkappiyam, the letter classification is done mainly
on four feet lines, which are the $tandard lines. In a few of the
later works, the verses by name kattalaik kalippa and kattalaik
kalitturai are given with letter restriction in eight feet and five
feet lines respectively. The Sanskritised cantam and tantakam
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verses of Viracoliyam also show the classification according to
the number of letters. Only the vowels are counted in these letter-
lines.

According to Tolkappiyam the five types of lines with
the seventeen varieties (4 to 20 letters), are capable of occurring
in 625 ways.

The foot-lines range from two to six feet, generally.
Tolkappiyam commonly thinks about lines .of two to four feet
alone. In the quickening rhythms lines with five to seven feet
also are thought of. llakkanavilakkam considers eight feet as the
higher limit for line. Kakkaipatiniyam, Tonnulvilakkam, etc., note
that longer lines are not worthy of consideration. Yapparunkalam
and Muttuviriyam take the higher limit up to ten.

The terms like aciriya ati (1287), kalittali ati (1282), iyarcir
vellati (1319), found in Tolkappiyam show that the line concept
may be considered on other bases like pa, cir and talai also.
llakkanavilakkam, Cuvaminatam etc., refer to their lines on the
basis of talai. Viracoliyam gives the names of the five elements
of nature to these five lines (aimpiitam). The reason for such
novel thinking is not known.

Yappu : The process of the meaningful composition of
verse line is put up only in Tolkappiyam as an element. The seven
types under this are explained in the course of the work. Later,
llakkanavilakkam refers to this, not as an element but in its
pattiyal, and adds valttu and has provision for further additions
also.

Tukku : After Tolkippiyam, only Yapparunkalam
includes this in the list of elements. The metrical-note of the
different metre types are considered here. Other prosodies include
this under pa, and do not deal with it separately.

10otai : This element common to all prosodies, is defined
only by Kakkaipatiniyam. It is the consonance of letter, word,
etc. at prefixed positions, and the contrast of word and sense in
special places, of a verse.
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Of the five main totai, Tolkappiyam gives the four, viz.,
monai, etukai, muran and iyaipu, in one cluster; except Viracoliyam
all treatises give all the five. Viracoliyam gives only monai and
etukai.

Of the sub varieties of totai , Tolkappiyam gives only
polippu and oruu; and even these are considered for etukai alone.
Other treatises add inai, kulai, merkatuvay, kilkkatuvay and murru.
Yapparunkalam and Ilakkanavilakkam add ati also here. Of the
additional varieties, niralniruttamaittal and irattaiyappu of
Tolkappiyam are completely left out in the later works. Antati
and irattaittotai of later days are not found in Tolkappiyam. Only
centotai is taken down through the ages.

When Tolkappiyam talks of monai it refers to the idea
that not only the identical letter, but also letters of the same class
can occur as monai. Later works like Viracoliyam and
Tonnuvilakkam list and pair these letters; and also bring three
more class as, varukkam, netil and inam under this. For etukai
also, Tolkappiyar’s idea is expanded into three categories in the
later period.

Karikai adds a few new varieties in etukai, like uyir, acu,
itaiyittu, irantati and munram eluttu onral. Tonnavlilakkam gives
the varieties talaiyaku, itaiyaku and kataiyaku.

For muran totai, Yapparunkalam adds the types,
kataiyinai, pin and itaippunar while Karikai adds katai and
kataikkulai also.

The total number of totai is thought of by Tolkappiyam
and the commentators decipher it differently as 13,699; 13,708
and 19,291. Karikai simplifies it by giving 43, while Cuvaminatam
differs and denotes 51.

METRES

Tolkappiyam deals with the metrical structures under the
clement ‘pa’. None of the later prosodies consider this as an
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element, but verse itself, and allot a separate section for the same.
Tolkappiyam uses the word ‘ceyyul’ to mean composition as a
whole, and so verse structure becomes the component part. Later
works think in terms of metrical form alone and name it as
‘ceyyul’.

Tolkappiyam classifies pa into four kinds, viz., aciriyam,
vafici, venpa and kali. Aciriyam includes vafici; similarly venpa
includes kali and so the four may be condensed as two. Such
pairing is done as they have similarity of nature and style. This
shows that at an earlier stage there were only the two forms
aciriyam and venpa and that they later grew into two more new
forms. Marutpa and paripattu would have come up in an even
later period. Tolkappiyam deals with these two also.

Of all these metres, the primary four are given by all
prosodies. After Tolkappiyam, paripatal gets included only in
Pappavinam. All works except Yapparunkalam discuss marutpa.
Cuvaminatam includes marutpa under aciriyam.

The divisions of pa and pavinam is later to Tolkappiyam.
Talicai, turai and viruttam are the three pavinam found in all the
four basic metres and thus a total of twelve submetres are found.

The divisions of ‘padhyam’ and ‘gadhyam’ are found in
Viracoliyam and Tonnulvilakkam. Pa and pavinam are included
as ‘padhyam’ in Tonnulvilakkam. The influence of Sanskrit
prosody is seen in this classification.

The cittirakavi discussed by Yapparunkalam, and the
metrical varieties, viz., cantam and tantakam of Viracoliyam,
are special and unique in the field of Tamil prosody.

The content of the metres is discussed in Tolkappiyam.
Of the later works, only Amutacakaram gives thought to this. In
the other prosodies, content is considered only for marutpa.

Aciriyam : Of the four verses, aciriyam is considered
first by Tolkappiyam, Karikai, etc., while Yapparunkalam and
some others give the primary place to venpa and consider this
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only secondly. This is considered to be the king among metres.
Tolkappiyam does not give the varieties of this metre clearly. It’s
explanation of mantilam and kuftam may be considered as the
earlier forms of nilaimantila aciriyappa and kuftac centukku,
which is also called inaikkura] aciriyappa. All later prosodies have
the four types, nericai, inaikkura], mantilam and nilaimantilam.
Cuvaminatam includes nurpa and marutpa also under this and so
has six types of aciriyam.

Yapparunkalam and Cuvaminatam list the endings of this
pa as, 1, €, a, ay, en and al.

The length of the aciriyam varies from three to thousand
lines. Cuvaminatam consideres the lower limit as a single line.
This is possible, as it includes niirpa in akaval. The Arutperuficoti
akaval of Vallalar has 1597 lines and exceeds the upper limit.

The sub types of aciriyam, viz., aciriyat turai, aciriyat
talicai and aciriya viruttam are explained by all the later prosodies.
Of the three, aciriya viruttam is dealt, with speciality and
individuality in Viruttappaviyal.

Venpa : The classification of the metrical variants of
venpa is unique in Tolkappiyam. Form and content are the basis
of classification in Tolkappiyam, while the length of the verse
and the practice of taniccol (detached f oot) are the bases in other
later works. Netuven pattu and kuruven pattu of Tolkappiyam
based on line length may be equated with kural venpa and pakrotai
venpa of later days. The types kaikkilai and ankatac ceyyul of

Tolkappiyam are based on content. Paripattu is a completely
different type.

In all other prosodies, the classifications under venpa
metre are very clear and systematic, and types with definite pattern
are evolved. Yapparunkalam gives five types, kural, cintiyal,
nericai, innicai and pakrotai. Karikai had two varieties under
cintiyal, viz., néricaiccintiyal and innicaic cintiyal. The single
variety, referred to by both the names kalivenpa and venkalippa
by Karikai, are thought of as two different varieties by
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ViracOliyam and it lists kalivenpa under venpa (and venkalippa
under kalippa). The cavalai verse introduced by Viracoliyam is
taken by Tonnulvilakkam as a venpa variety and added here, thus
increasing its varieties under venpa. According to Cuvaminatam
venpa has nine varieties, as it considers three types of nericali,
viz., irukural] néricai, oruvikarpu acitai néricai and iruvikarpu acitai
nericai along with the usual six.

Kalippa : The name murarkai is also used to refer this
in Tolkappiyam. The number of metrical variants under kalippa
differs in Tolkappiyam and the later prosodies. Tolkappiyam has
four varieties, viz., ottalicai, venkali, koccakam and ural kali. All
later prosodies have the first three, and leave the fourth completely.
Tonniilvilakkam has venkalippa as well as kalivenpa and adds
kattalaik kalippa thus increasing the number. Five type differences
are considered under koccakam and three under ottalicai and so
the total number is given as nine in Cuvaminatam.

The ottalicai of Tolkappiyam and the later works are not
identical. Tolkappiyam gives two varieties, one on the basis of
component parts, and the other on content, viz., the praise of God.
In the latter variety, according to the component parts two more
varieties vannakam and orupoku are considered and in this
orupoku, two further divisions koccaka orupoku and
ampotarankam are given. In the later works, what was given by
Tolkappiyam as the variety on the basis of component is
considered as néricai ottalicai, names vannakam and
ampotarankam have paved the way for vannaka ottalicai and
ampotaranka ottalicai. The koccakak kali of Tolkappiyam and
the later works are also not identical. But there is similarly between
koccaka orupoku of Tolkappiyam and koccakak kali of later days.

Kakkaipatiniyam and Tonnulvilakkam are the works
which explain all the six components of kalippa, viz., taravu,
talicai, taniccol, curitakam, arakam and ampotarankam.

Kalippa also has the three sub varieties of metres.
Kattalaik kalitturai is explained first by Viracéliyam.
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Viruttappaviyal deals descriptively about kaliccanta viruttam,
cantak kaliviruttam and cantak kalitturai. These have letter
restriction and show the influence of Sanskrit prosody.

Vancippa : Tolkappiyam gives the second place to this
in the list of metres, while all other works give only the last place
to this. The varieties of this pa are not given by Tolkappiyam.
The ending of vanci in akaval metre is considered by later
treatises.

Metre and Caste : The pattiyal treatises, which belong
to a period, after the 10" c.AD., class the above four metres under
the four main castes. Venpa, because of its purity of structure is
considered as antanan (Brahmin); aciriyam, because of its
popularity becomes aracan (king). Kalippa is named as vanikan
(trader) and vafici as vellalar (tiller) or the low caste (cuttiran).

Other than caste, colour, flower, land and many other
factors are also considered for the different metres.

CONCORD

The first section of pattiyal, viz., poruttam deals with the
concord in letter, word, etc., which are considered auspicious in
the beginning of a poem or a literary composition.

The carliest pattiyal available, Panniru pattiyal specifies
twelve concords, while the other works talk of only ten. Pirapanta
tipikai and Varaiyarutta pattiyal deal with only one, i.e., mankalap
poruttam.

In a period of religious upheaval and caste feelings and
creed differences, even the language suffered certain restrictions
and regulations as above, which cannot be accepted as logical or
scientific. Origin of the alphabets were attributed to the many
Gods; letters were considered to have caste, gender and so on.

Ten concords were discussed on the basis of letters;
mankalam, col, etc., deal with words; kanam and peyar are meant
for the metrical foot and name. In the medieval period all these
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factors were considered for poetic compositions, as they believed
in the good and bad effects of the language. The earliest of these,
Pannirupattiyal gives importance to the concord of letters, while
the later give preference to word, in mankalapporuttam; Venpa
pattiyal says that if the concords are followed, wealth will abound,
diseases will disappear and virtues will grow. Such a belief has
incorporated these factors in the pattiyal works.

Pirappu : The creation of letters is considered separately
by Pagr_iimpé;;iyal, while later works have it in their sections on
varunam (concord of caste). Certain works like Tonnulvilakkam
and Muttuviriyam do not deal with this as it is neither scientific
nor acceptable by all. A change in tradition is seen here. The fact
that Tonnulvilakkam was the work of a Christian, and foreigner,
can also be thought of in this context.

- There is difference of opinion about, which God created
which letter. All the twelve vowels were created by Brahma (or
Civan); ‘K’ by Intiran (or Mal); | and v by Kupéran (Yaman or
Intiran); l and 1 by Yaman (or Varunan); r and n by Varunan (Viyalan
or Kupéran). These differences show the individualities of the
pattiyal works.

Varunam : This caste division of letters is unnecessary
and ridiculous. The rule that the particular letters should be used
to praise the hero of a particular caste might have come at a time
when the caste feelings ruled the multitude. The theory that the
letters created by a particular God are claimed for a particular
caste reveals the power of the higher castes over Gods and religions
even. When we see that the letter ‘I’ special to Tamil language is
termed as cuttira cati, we reckon the influence of a non-tamil
culture.

Kati : Grouping the letters according to the four kinds
of births considered for human beings is also unnecessary. Only
the letters of the Godly and human births are taken to be auspicious
to begin literature, as the other two bring in evil.
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Unavu : As there are good as well as poisonous food,
letters are also classed into two categories of good and poisonous
one. This shows the once prevalent practice of using language as
a deadly weapon.

If the poisonous letters come near the hero’s name in the
literary composition, it brings him death or fear. So it is avoided
in Tacankam and Tacankattayal and such other literary genres.

Pal : Masculine, feminine and neuter (ali or péti) are the
three genders in which the letters are classed. The ali letters should
not come in the beginning of literature. When a male is praised,
the poem should begin with the letters of the same gender. As an
exception, the letters of the two genders may mix occasionally.
According to Muttuviriyam they should never mix.

Short letters are masculine and long ones feminine
according to most pattiyal works, while Tonnulvilakkam adds
another school of though that vowels are masculine and vowel
consonants (uyirmey) are feminine. Aytam and consonants are
classed as ali by all treatises.

Tanam :Concord in the position of letters, seen between
the name of the work and the hero is considered here. The twelve
vowels are classed into five groups of long and short and called
palan, kumaran, aracan, mippu and maranam of which the first

three are the friendly positions capable of connecting the hero
with the poem.

Kannal and pul, classify letters according to time
measure and bird. Of the five short vowels the first three have
auspicious time of the day and so are applicable in the beginning
of literature. These two are thought of only by Pannirupattiyal.

Na] : Classification of stars for letters are given here,

so that the birth star of the hero and the star of the commencing
letter of literature have concord.

The twenty seven stars are divided into three equal parts
and in each one the 1, 3%, 5" and 7* are prohibited while the 2,
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4% 6" 8t and 9" are accepted as the first letter of a poem. This
division is done with the hero’s birth star as the first one, and
avoiding the 8" and 23™ also.

Kanam deals with the concord of cir. Only four out of
the eight muvacaiccir (trisyllabic foot) are considered capable of
becoming the first cir of any poetic composition, as only they are
auspicious. These if used as the first cir will bestow long life,
fame, wealth and glory to the hero. The remaining four are banned
as they cause disease, distraction, difficulty and death to the hero.

As an exception, nirai ending iyar cir, coming with
mankalam may also be accepted. In a later age, Cuvaminatam
says that all iyarcir can come as the commencing cir. This may be
because most Tamil works have such a beginning.

Mankalam : What Pannirupattiyal mentioned as
mankalam is later divided into the three concords, viz., mankalam,
Eluttu (letter) and Col (word). The auspicious words which are
capable of commencing the poem are called mankalam. Prosodical
treatises list such proper words. The number of words vary from
15 to 35. Varaiyaruttapattiyal and Pirapantatipikai are the works
which think of the particular letters which may follow a particular
auspicious word. Pannirupattiyal gives a few special points about
this word. The literatures which are composed on humans should
not have the mankalam words beginning with the vowel. The
number of letters in the mankalam word should be odd, when
counted with consonants. The mankalam word should have only
one meaning and so not a homonym. The word should not be
split with cesura. If such a defect is present it will have bad effects
on the hero. So to spoil somebody, such damaging is also done.

Literatures can also commence with synonyms of
auspicious words, and with prefix. The mankalam words can occur
also in the middle and end. Even if a poisonous letter occurs in a
mankalam word, it is acceptable.

Peyar : The concordance between the name of the hero
and the first letter of the poem is dealt with here. Of the eight
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names and titles of the hero, his first name and honorary name
will be considered in this concord. This aspect of concord is given
only by Pannirupattiyal.

Col : Concord in word is dealt under this. The ideas
conveyed under mankalam in Pannirupattiyal were later taken
into an individual concord. Here the characteristics of the first
word that commences a poem are listed. Cesura, meaninglessness,
homonym and such other aspects should not occur in the
commencing word.

Not only the first word, but the words of tacankam should
also be free of cesura and they should not be preceded or followed
by any word or meaning denoting killing.

Eluttu : The number of letters that should come in the
first word are considered here. The general opinion is that the
number of letters should be odd. But Navanitappattiyal jointly
considers the number of letters in the hero’s first name and in the
first word of the poem and says that it should be of even number.
So two diagonally opposite opinions are found.

GENRE

The Pattiyal treatises are the source for knowing about
the many Tamil literary compositions. Pannirupattiyal refers to
the literary genre with the word ‘inam’ while others include it as
akalappa (V.P.), vittarakavi (I.V.) and pirapantam (C.N.).

These literatures are generally classed under two groups,
viz., totarnilai and tanippa. Pannirupattiyal forms three subsections
like, onre atal, onru pala atal and pala onratal. Prosodists further
divide totarnilai into corrotarnilai and poruttotarnilai also.

As the Pattiyal works belong to different periods, there
is difference of opinion among them regarding the number, nature,
content and form of the literary composition. The general idea is
that there are numberless genre. But in the treatise Pirapanta
marapiyal and Pirapantattirattu, the number is fixed as ninety-
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six. But when we look into the other pattiyal works and the
available Tamil literatures we come across quite a large number,
which do not come under this ninety-six.

From the many Pattiyal works we come to know of about
200 different varieties, starting with Catakam, Pillaikkavi and
going upto Ecal. Of these Pannirupattiyal lists 62 types,
Venpappattiyal 53, Navanitappattiyal 45, Pirapantamarapiyal 63,
Citamparappattiyal 59, Ilakkanavilakkappattiyal 64,
Tonntlvilakkam 91, Muttuviriyam 90, Pirapantatipikai 96 and
Cuvaminatam 37. These are made up of one or many stanzas and
in the latter, one or many metrical types occur. From Tonnul
vilakkam,

‘Papporul alavati palapeya rula pira’,

we find that the varieties differ on the basis of metre, content,
limit, number of stanzas and such others. This explanation also
shows that this is an ever growing field, capable of including any
number of new additions.

When we look into the Porulatikaram of Tolkappiyam
and the akapporul and purapporu] grammars that followed, we
find that they have much influenced the sprouting of new literary
varieties. The growth of patantinai has evolved many of the
pattiyal items.

Arruppatai, Maram, Kutaivenpattu, Kanpatai, Tuyiletai,
Katainilai, Kaiyarunilai, Vetcimalai, Karantaimalai.... Puranilai,
Vayurai, Ceviyarivu, Iyanmolivalttu, etc., which have grown out
into individual works from Purattinai; and Ula, Matal, Kaikki]ai
malai, Tutu, etc., which have developed with Akapporul content
hold proof for the above fact.

The available genre from Pattiyal and literatures help us
to evolve a few basic classifications under which we may include
the many literary varieties. We have those on the basis of content;
metrical structure; number of stanzas; combination of particular
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components; letters of the alphabet; folklore; prosodical nature
and a combination of one or more of the above.

Arruppatai, Ula, Matal and many such others are named
after the content. So here subject matter is the criteria for
classification.

Innicaittokai, Virutta vakai, Tantakam, Marutpa are all
formed on the basis of metre.

Patikam, Catakam, Enceyyul, Narpatu etc., have the
number of stanzas as their fundamental property.

Pillaippattu, Cinnappu, Tacankam, Kalampakam,
Ankamalai and such others are expected to possess certain
component parts, which provide a wholeness to them.

Varukkak kovai, Varukkamalai - are formed with the
letters of the alphabet.

Ammanai, Ucal, Pantati, Erram, Kummi, Talattu and
many such poems have come because of the influence of folklore.

Antati, has the particular prosodical nature as its
governing aspect.

In varieties like, Patirruppattantati, number of stanzas and
prosodical nature unite to form the classification. In others such
as Orupa orupatu, Navamani malai and Alankara paficakam, the
metre and stanza numbers join as bases. Ur venpa, Peyarinnicai
and such others have content and metre as fundamental features.
These show that more than one aspect can also be the ground for
classification.

Some varieties have very close resemblance to each other
but are considered as two different types; because of this -
Kalampakam, devoid of a few components like Orupoku, Ucal,
etc., becomes Panmanimalai; The tacankam of a king can be sung
as Tacankap pattu or Cinnappu, etc. In other context, the gender
of the person who is praised changes the particular variety -
Namamalai, Pukalccimalai.
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These different literary varieties picture all kinds of
humans and celestials, from a babe to God, and peasants to kings
in them. In certain varieties, there are restrictions about the status
of the hero. Tevapani comes on Gods alone, while Tantakam comes
for Gods and men. Those works like Kaikkilai malai,
Marikalavallai and Illara vellai are exclusively for women. In
Kalampakam, the status of the hero causes differences in the
number of stanzas - God - 100; Sage - 95; King - 90 ... and so on.
In Pillaittamil also such a number difference is given in a treatise.

An insight into the Pattiyal works shows (1) a single variety
with many names; (2) an individual name discussed with different
contents and (3) a very minor difference making two literatures.
The following may be cited as examples:

1) a. Panmanimalai, Kalampakamalai
b. Urpavamalai, Aripirappu, Tacappiraturpavam

2) a.Katainilai - Pannirupattiyal explains this as the
angry words of a poet who is refused
presents.

Pirapantafipikai describes this as the

poet sending message of his arrival
to the benefactor through the gate -
keeper. A

b. Varalarruvafci - Description of the army march (1.V),
Singing about the four aspects, Aram,
7Ty | - in Vanci (T.V.), Fame in
Varnci metre (P.T.)

3) Meykkirtti - Elucidating the fame of the king.

MeykKkirttimalai - Exalting the greatness of the king’s
tradition.



22 Studies in Tamil Prosody and Poetics

The metrical structure of most of the varieties are given
in pattiyal treatises. There are restrictions for some varieties about
their metrical form - Arruppatai always has akaval metre; similarly
Ula, Matal and Tutu take kalivenpa form alone; Kaiyarunilai never
comes in kalippa or vancippa, etc.

It is surprising to note that many of the works mentioned
by pattiyal are not available to us this day in literary form. So
critics opine that pattiyal treatises not only formed rules regarding
existing genres but also foresaw new varieties and planned their
structure and formed blue prints for them! We can also think that
all these literatures existed but are lost to us now.

CONCLUSION

Other than these four major subjects prosodies deal with
matters like: defects in poetry (anantam), the poet as an author
and his characteristics, four types of poets and their four types
of poetry, Sanskrit influenced verse classifications like muttakam
and kulakam, the basis for naming compositions, the
characteristics of a treatise and its preface, the auspicious time
for composing a work, the ceremonial presentation before the
learned, the types of audience, the patron receiving the work and
giving gifts, the good and bad effects of the work, etc.

Here we find that not only the form, content and
expression of poetic literature but many other connected factors
are also given importance in the Tamil prosodical treatises. .



LITERARY GENRES

Generally speaking ‘genre’ means kind, sort or style. It
specially denotes ‘a class or category of artistic endeavour having
a particular form, content, technique or the like’. With regard to
literature, it includes the different types or varieties of literary
compositions, based on the possible modes of reproducing or
representing an object, thing or person. The distinctive features
of portrayal and the different aspects of moulding have brought
about the various systems of grading, grouping and classifying
literary genres.

Genres may not be the same in all Janguages, lands and
cultures. The needs of a time, the necessities of a place, the
demands of a people and the wants of a society alone might not
pave the sprouting and flourishing of literary genres. The capacity
and creativity of the poets, the literary wealth and tradition of the
language, the splendour and pomp of the reigning dynasty, the
morals, morale and mentality of the populace, the bearings of
culture, the increase in literacy and promotion of education and
similar other factors could also influence the profuse and proiific
growth and development of literary genres. The number, name
and nature of the genres thus differ and vary; and the prodigious
wealth of it in a language stands as a mark of sophistication.

The concept of literary genres in Tamil is quite ancient
and varied. Source material for a diachronic study is available ir
grammatical treatises on one side and the traditional literary hoarc
on the other. From the earliest extant Tamil grammatical work
Tolkappiyam to Muttuviriyam of the last (I9th) century, nearly
200 genres in verse form are defined and discussed. The available
literatures represent only one half of these, but present many new
ones to the extent of a total of 400 odd types. The contemporary
literary scene adding novel types in prose as fiction, travelogue,
etc., gives a further dimension in the growth of genres.
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Treatises on Tamil grammar in their sections or branches
on prosody and poetics discuss about literature and their theories.
The ‘pattiyal’ (treatise on poetic composition) works allot a major
portion to the discussion of ‘pirapantam’ (pra-bandha=poetic
composition), the broad field of verse-genres. These show each
period and point of time in Tamil literary history with a perennial
flow of old and new genres alike.

Tamil literary genre are not formed on a single, simple or
atleast similar basis. Many aspects form the basis of composition
and classification. There are varieties on the foundation of content
as akam (love-theme), puram (heroic) or aram (virtue). Form and
structure have evolved types classified as tanippa/tanippatal/tani
nilaic ceyyul (single verse) or totarnilaippatal (continuous) like
kappiyam (epic). The mode and manner of presentation have given
room for the many prabandhas, “the minor poems”, and the prose
varieties. Classical and folk genres; musical and dramatic types;
metric and numeric varieties; rhetoric and alphabetic presentation,
etc., form the basis of many of these prabandhas. An admixture
of one or more of these factors is also seen to make many other
available types. What had been an idea or a lone theme in an
earlier period later evolves into a new genre. From one genre, the
different organic elements have later grown into separate,
independent, new varieties. Development by way of evolution
and new branching seems quite a natural scene in this field.

A deep look into the genre-wealth, shows some unique,
indigenous types. There are yet other ones which are imitated by
further languages. Though there might be no direct impact or
influence, some varieties have their counterpart in other Indian or
world languages, prior to or later than their appearance in Tamil.
The inter-penetration of foreign cultures, and the inter relation with
neighbouring ones, have shaped and contributed new genres. Due
to the advent of unknown civilizations, intrution of unexpected
revolutionary ideas, political contact or invasion, and the fashion
of the day, hitherto unfamiliar varieties had been brought about in
the panorama of Tamil genre.
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GRAMMATICAL
EARLY RECORD

The most ancient record to know about literary genre in
Tamil is the Tolkappiyam. Its third chapter, Poru] atikaram (on
content), in most of its iyal (sections) generally and in Ceyyuliyal
(on verse) specially, discusses about this matter. Though the
concept of genre is not clear cut but very vague here, the terms
and the available definitions give certain ideas and particular
notion about them.

As per S. Vaiyapuri Pillai atleast forty-two different
genres are recognizable in toto. They are,

l. Ankatac Ceyyul (Satiric Poem), 2. Avaiyatakkiyal (Modesty
in Assembly), 3. Arruppatai (Guiding), 4. Tyanmolivalttu (General
Eulogy), 5. Uraic Ceyyul (Sayings/ Prosaic narrative) 6. Urotu
Térram (Appearanoe in town), 7. Ompatai (Protection),
8. Katainilai (At the gate), 9. Kataik kuttu nilai (Gather at the
gate), 10. Kanpatainilai (Fall asleep), 1l. Kantali (Supreme being /
Destruction), 12. Kal natutal (Stone memorial), 13. Kalavali (Spoils
of victorious war), 14. Kutai natko]l (Auspicious despatch of
parasol), 15. Kutainilal marapu (Praise of parasol), 16. Kuravaip
pattu (Dance song), 17. Kaikkilai (One way love / unreciprocated),
18. Kaiyaram (Helpless lament/ elegy), 19. Kotinilai (Flag-eulogy),
20. Korravallai (Victory song), 21. Ceviyarivuruu (Words of
advice), 22. Ceviyuraic ceyyul (Instruction on virtue), 23. Taya
panuval (Excellent verse), 24. Tuyiletainilai (To awaken),
25. Pannatti (Musical mode), 26. Paripatal (Rhythimic song),
27. Pici (Riddle), 28. Puranilai valttu (Objective eulogy),
29. Puvainilai (As resembling God), 30. Perumankalam (Great
jubilation), 31. Mannu mankalam (Victory celebration),
32. Mantiram (Spell), 33. Mutumoli (Words of wisdom), 34. Valli
(Consort/creeper/dance), 35. Vallaippattu (Husking song),
36. Vanmankalam (Triumphant sword), 37. Vayurai valttu
(Medicine like advice), 38. Valttu vakai (Panegyric), 39. Valnatkol
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(Auspicious despatch of sword), 40. Vilakku nilai (Flourishing
of the royal lamp), 41. Veriyattu (Possessed dance) and 42.
Velvinilai (Sacrifice).

There is seemingly no general basis on which these alone
were chosen and not many other similar themes. So this number
varies as per the different scholars and their studies.

From Ceyyuliyalitself atleast ten to thirty types were
identified by other scholars like V.Sp. Manickam. The discussions
on the elements of poetry like yappu (binding) and vanappu
(elegance) give room for an understanding of a few varieties.
The meaningful process of yappu has seven expositions (eight,
including pannatti). Pattu (poetry), Urai (Saying/narrative), Nul
(Treatise), Vaymoli (True wisdom), Pici, Ankatam and Mutucol -
(Old maxims); of these all except pattu have no line limits.

Pattu is not explained in any detail in Tolkappiyam. It
is said to have the excellence of verse line. From an over all view
it can be taken to mean the classic compositions, especially poems
on akam and puram. Terms like Akappattu, Purappattu,
Ankatappattu, Aciriyap pattu, Paripattu, Venpattu, etc., may further
help in this assessment.

Urai may come as a note along with or without pattu. It-
may either be prosaic or of sayings. As narrative, it can be either
fictitious or meaningful and humorous. The imaginative stories,
fables and tales of wit can be accounted here.

Nul, being a systematic treatise, can be non-literary and
technical, made up of sharp short pithy aphorisms, crystal clear
and minute; it has sections, chapters and parts (ottu, patalam,
pintam).

Vaymoli is noted both as maraimoli (concealed/Vedic)
and mantiram. Sayings, truthful and magical could be included.
Didactic and ethical literature can also be considered under this.
Gnomic verses embodying morals too might come here.
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Pici, commonly known as vitukatai today, denotes the
riddle and puzzle. It is formed on two bases. One is based on
comparison, that is, simile; the other is evoked while pointing to
something else.

Ankatam has two varieties as per the mode of
presentation, caustic as well as humorous. The former is direct
while the latter is concealed. The first type is known as ‘cemporul’
(goodmatter), the intention being good; and as ‘vacai’ (lampoon)
being with harsh words of ridicule; the second more polished and
sugar-coated is suggestive (kurippu moli) and hidden (karantatu/
palikarappu).

Mutucol or mutumoli, similar in meaning, is
popularly known to-day as palamoli (proverb). A sharp brief
meaningful statement fulfilling a clear intention in beautiful and
simple language is considered here.

Pannatti, kept along side the above few, is said to be
similar to pici and proceeds like pattu. Scholars and commentators
variously take this as rhythmic song, dramatic composition of
prose verse mixture, folk song or non-classical oral literature.

Besides the above eight, the vanappu, viz., Ammai
(excellence), Alaku (beauty), Tonmai (ancient), Tol (old), Viruntu
(new), Iyaipu (concord), Pulan (region) and [laipu (agreable) give
room to be considered as another class or collection of eight genres.

Ammal is the excellent composition of short sweet
words in limited lines. A verse of such nature or a work with
many stanzas of such nature are differently considered as ammai
by the commentators. Tirukkural and other ethical works of the
post-sangam period viz. the Kilkkanakku are given as examples.

Alaku denotes the beautifully made verse of literary
style. The aciriyam verse, in general and the eight anthologies of
the Sangam, in particular, fall under this. Here classical verses of
akam and puram, literary in content and graceful in style come to
be considered as Alaku.
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Tonmail is a narrative composition on a well known old
subject. A possibility to consider it as of prose interspersed vers _,
makes Peruntévanar’s Paratam, Takatur yattirai and
Cilappatikaram as citations. The Ramayana (Iramacaritam) and
Mahabharata (Pantava caritam) are included here. Thus, primitive
epics or epics of recitation could be considered as Tonmai.

101 is either on noble ideas in melodious language or a
many lined narrative in well known conversational language. If
Tonmai denotes the itihasas, Tol can mean the mahakavyas. The
commentator Atiyarkku nallar brings Cilappatikaram under Tol
while Naccinarkkiniyar mentions Cintamani. Malaipatukatam one
of the ten idylls of the Sangam anthology Pattuppattu, and extinct
works like Markkantéyanar kanci and Tecikappa are found to be
classed here, as per their descriptive nature. So epics and long
narrative come under this category.

Viruntu is the composition, novel in both content and
form. The various literary creations not discussed in Tolkappiyam
and available in the later period are included here by the
commentators. The novelty criteria allows any new work to be
considered here. Admixture of love and war theme in the poems
of Mutto]layiram on the three Tamil kings, comes as an example.
Especially the new literary types under prabandhas, like Antati
(end-beginning/metrical sequence) and Kalampakam
(combination) are applicable here.

Iyaipu has the consonant-ending structure as the
deciding factor. Consecutive verses of a long narrative ending in
the same consonant as the ‘n’ ending found in the epic
Manimekalai and Perunkatai are presented in the commentaries
as proof. It is also extended to linking such verses with antati,
which is a feature available in Perunkatai.

Pulan is a well wrought poem, in well known
conversational or dialectal tongue, easily understood without
pondering over it. Regional or folk literature easily intelligible to
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the mass may be found here. Dramatic verses like ‘Vilakkattar
kuttu’ are mentioned in the commentary. Roughly saying, this
might be the ‘street-play’ genre.

Ilaipu, of lofty language devoid of hard sounds, comes
in lines of various length. The musical compositions of the order
of centurai (classical genres) including kali and paripatal are
possibly included here.

Besides yappu and vanappu, discussions on the poetic
content of the different verse structures also reveal certain
concepts regarding generic elements and genres. Ceyyuliyal referes
to ‘the three primary subjects, including aram’; further on,
Kalaviyal mentions, ‘the five aspects of love, interlinked with
inpam (pleasure), porul (wealth) and aram (virtue)’. This helps in
the understanding of the “three” subject content as aram, porul
and inpam. So these can form the three basic categories of genres,
as per the content.

Along with these three, valttiyal also is mentioned in
ceyyuliyal as a general content of all verse forms. This valttiyal
has four expositions under it as puranilai, vayurai, ceviyarivu
and avaiyatakkiyal, which do not occur in kali and varci metres.

Puranilai, a poem of benediction, invokes the protection
of the God of worship, to endow wealthy life through many
generations to the hero.

Vayurai valttu a reprimand with medicine-like words
aims at correction and ends with benediction, to be helpful through
generations.

Ceviyural is the sound advice to avert anger and be
humble amidst the great.

Availyatakkiyal is to modestly request an assembly
to receive whatever is said in a good sense.
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Further discussions on metre present kaikkilai, kamam
(erotic themes) and tévar paravu (invocation to God) as poetic
themes.

Kaikkilai comes as the theme of venpa as well as the
mixed verse of venpa and akaval, viz. marutpa; It deals with
unreciprocated love towards an immature young girl and the agony
and affliction caused by it.

Kamam, mentioned as a theme of paripattu could be
explained with the aspects of peruntinai (love-excess). Public
exhibition of infactuation through riding the palmyrah horse
(matal), lust towards an elder person, and such other revealing of
love in excess, unsatisfied and violent are portrayed here.

Iévarparavu, also mentioned elsewhere as katavul
valttu (invocation to God) is a theme of ottalicaik kali verse type;
Primarily it has three expositions as kotinilai, kantali and valli ,
mentioned here before.

In addition to these facts, the term ‘nataka valakku’ can
be taken to assign the availability of natakam, the drama or
dramatic verse in the days of Tolkappiyam. The metric structure
of this genre is said to be kali and paripattu.

More individual genres, and influential generic elements
evolving into new genres, have their root and seed in certain terms
and themes of this great treatise. Of these, Arruppatai is worth

mention as the first available fullfledged genre in Tamil literature
too.

Tolkappiyam refers to the word Arruppatai in
Collatikaram (chapter on words) and defines it’s theme in
Purattinai iyal, under patan (person worthy of eulogy). In it the
actors, bards, dancers or the damsel, describing the scenes on the
way and the great wealth acquired, ask those who have not yet
received, to go and get it, from the same munificent lord.
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Certain other themes in patan could also be considered
along side this. “The love aspect not forbidden for God’ gives
room for genres like Kuravanci (the kurava damsel). ‘Even the
child entitled for heroship’ evolves into Pillait tamil (on child).
‘The hero appearing in town’ forms into Ula (procession). The
source for Parani (the second star) is seen in the generic element
kalavali, the manner of battle fight, that comes in vakaittinai

(victory).

A stringing of the five tinais of akam becomes Aintinaic
ceyyul, while a chain of all the important turais of them forms
the Akapporut kovai, largely known as Kovai. Individual situations
and actions pave the way for the development of Katal (love),
Tutu (message) and Matal (palmyrah stem).

These show the influence of Tolkappiyam in the evolution
of later genres. A similar impact of more tinai and turai on the
types mentioned by the pattiyals will also be shown further on.

PRE-PATTIYAL PERIOD

The ten century gap between Tolkappiyam and the first
pattiyal, had brought about many other grammatical treatises, from
which information can be gathered about genres and classification
of literatures of the intervening period. Still it is not complete,
but defective in the sense that terms or names obtained are not
always defined or detailed, but left for granted.

Tantiyalankaram, a treatise on poetics, variously placed
between 7 and 12" cs. AD., gives a four fold classification of
poetic composition. (1) Muttakam, comes in a single stanza.
2) Kulakam comes in a few stanzas. 3) Tokainilai is a collection,
an anthology. 4) Totarnilai, the continuous variety falls under two
groups as corrotar, the word continuum and poruttotar, the subject
continuum. In the latter it gives the first full and detailed definition
of the epic genre, as perunkappiyam (mahakavya) and kappiyam
(kavya).
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“To say-
Perunkappiyam

Has one of the three, viz.
Praise, invocation or the theme
which ever is proper
at the beginning;
Has the style that results in
the four principal objectives;
Has an unparalled hero;
Has elaborate descriptions of
the mountain, sea, country, city, seasons,
the rise of the two heavenly lights
and such others;
Has descriptions in good style on
the wedding, coronation
enjoyment in the garden, frolicking in water
drinking, begetting children,
sulking, enjoying pleasures
and similar ones;
Continues with
council, messenger, war march,
victory and peace;
Appears in sections called
carukkam, ilampakam and pariccétam;
Abounds in enjoyable sentiments and emotions;
And is
Composed by the learned’.

The absence of a few of these elements is also permissible
for the ‘great-epic’. But a want in any of the four principal
objectives like aram will make it a kappiyam. Both varieties could
be composed in a single metre-type or many types; and may allow
the admixture of prosaic and dialectal passages.



Literary Genres 33

Centan Tivakaram, a nikantu, an old form of lexicon,
belonging to the 9" c. is another mile stone in the understanding
of genres in Tamil. It classifies verse as acu (extempore), maturam
(sweet), cittiram (picturesque) and vittaram (elaborate), the last
also known as akalakkavi. This last descriptive variety is shown
to include a lohg list of compositions; Mummanikkovai (three-
bead string), Panmani malai (many bead chain), Maram (valour),
Kalivenpattu (a kali verse type), Matal urcci (riding the palmyra
stem), Kiritai (play), Kuttu (dance), Pacantatturai (heresy of 96
types), Viruttak kavitai (a verse type), Iyal Icai and Natakam
(poetry, music and drama). It mentions kaviyam and pillaippattu
elsewhere. The definitions of these two are the first of their kind
in this period.

The nature of Kaviyam, as described,
Is to include appropriately in Aryan (tongue) and Tamil,
the origin of the world and end of deluge
the ninety-six types of heretics
the vedic chanters and their conduct
the acts of ancient kings
As known from each land
And present through dance and song.

This explanation keeps kaviyam and kappiyam as two
different entities, the former being more related to puranam.

Pillaipattu is explained with the different stages of child
hood, separately for the male and female. The first seven stages
are identical for both sex. When two months old, praying for
God’s protection; when five, nodding of head; when seven, singing
lullaby; at eight, feeding the baby; by nine, clapping of hands;
while ten, requesting to kiss and on completion of one year, asking
to come taking a few steps. The actions of the male child continue
as, on 16" month, showing the moon; by the 2™ year beating the
small drum,; third, demolishing the sand castle; fourth, pulling
the toy chariot and at twelve years, heartfully adorning the sword



34 Studies in Tamil Prosody and Poetics

on the girdle. For the girl child, at the third year, announcement
of child-marriage; from fifth to ninth year, doing devote penance
to the God of the five arrows (manmatan), bathing in cool water,
playing with the doll, cooking play-meals, making sandhouses
and playing on the swing. These two different lists of elements,
build up an organic whole, the pillaippattu genre, having two
varieties, as per the protagonist being male or female.

While presenting sonorous and rhythmic modes,
Tivakaram again provides certain entries which could be
considered here; Cantap pattu (beat-song), Tantakam (surpassing),
Muturai (adage), Netumoli (vow/boast), Uyar molik kanci (high
encomium), Mutu molik kafici (mature advice), Périyar kafci
(noble saying), Porunmolikkafici (higher principles), Mutu palai
(desertion), Kurunkali (brief distress), Pacarai Mullai (endurance
in camp), Illan mullai (wife’s endurance) and Vallaip pattu (pound-
song). It is clear that some of these are culled from Tolkappiyam
and the literatures of the early period.

The catalogue of ‘cittira kavi’ (picture poems) given in
Tivakaram and followed by the prosodical treatise,
Yapparankalam of the 10* ¢, provide another class of genres. Malai
mayru (garland inversion), Cakkaram (wheel), Culikulam (whirl-
pool), Ekapatam (one line), Elukurrirukkai (keeping seven sets),
Katai karappu (concealed poem), Karanturaip pattu (hidden verse),
Pata mayakku (line mixing), Pavin punarppu (poem coupling),
Kutacatokkam (hidden fourth), Komattiri (cow urine/zigzag),
Orinatteluttu (one type letter), Orruppeyarttal (recover with
consonant), Oru porut pattu (single theme poem), Cittirappa
(numerical verse), Vicittirap pa (curious verse), Vikarpa natai
(variety-style), Vinavuttaram (question-answer), Caruppato
pattiram (spiral leaf), and Eluttu varukkam (letter-increase). Being
‘hard to compose’ these are referred to as miraik kavip pattu,
(shrouded verses).

Some more acrobatic verse types mentioned in
Yapparunkalam and its compact commentary are Ticankolal (get-
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end), Vavanarri (step-hung), Tiripaki (tri sect), Pintumati (dotted)
and Nirotti (non-labial).

This commentary, belonging to the same period as the
main work, lists some more pattu types and other miscellaneous
kinds: Kutap pattu (hidden), Tumpip pattu (dragonfly), Pavaip
pattu (doll/puppet), songs with line endings as ‘ammanay’ (O!
mother) and puravé (O! dove), Natac ceyyul (dance), Aritac ceyyul
(song), Pattinic ceyyul (virtuous woman), Uruppali ceyyul
(consonant change), Corciratic ceyyul (prosaic lined), Punainturaic
ceyyul (imaginative), Katai (story) and Puranam.

Many of these kinds have not formed into independent
and individual works. Rarely they form a part of bigger and
broader compositions. Mostly they are mentioned in treatises and
lexicons of the above types and definitions and examples are
provided once in a while in the commentaries.

Anyway these help towards an understanding of the pre-
pattiyal period with a prolific and prodigious flow of typical and
unique genre types.

PATTIYALS

From Pannirupattiyal of the 12" c. onwards till now, there
are as many as twelve such treatises that deal with the theory of
pattiyal. In these, more concentration is on the prabandha type
minor varieties, with an aim to name, define and number them.

According to the general phenomenon that grammatical
treatises form their observations on the available literature, the
varieties named here must be available in the Tamil literary history.
But this is not true of the genres. Examples are not found for
many mentioned by pattiyals. This might be due either to the loss
of or non-creation of the varieties. Or else, for justification, these
might be taken as blue-prints for moulding new types that may
appear hence forth. So, pattiyals seem to detail kinds of literature
as well as keep provision for further addition, and growth.
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Pattiyals commonly denote genrés as inam (kind),
akalappa, vittarakavi or pirapantam. Grouping the various genres
under three distinct heads is seen in Panniru pattiyal. (1) Types in
one single verse, ie., simple. (2) Types in many stanzas, ie.,
complex and (3) Types made by many matrical varieties, ie.,
compound. Arruppatai, Ula, Matal, etc., are examples of the first;
Antati, Kovai, Kappiyam and such other come under the second;
Anthologies, Mummanikkovai, Kalampakam and similar ones
are of the third type. Differing from this Ilakkanavilakkam of
the 17" c. gives just two groups as tanippa and totarnilai. In the
first it includes all simple types above, anthologies and those
varieties having many stanzas in one single metre. In the latter,
epic and other compound typologies are considered.

The period of pattiyals try to limit, restrict and number
the prabandhas as ninety-six. Pirapanta marapiyal of the 16" c. is
the first pattiyal treatise to note this number. In the literary tradition
as noted by U.V. Swaminatha Aiyar, Patikkacup pulavar, poet of
the 17" ¢. first mentions this in his ula on king Civantelunta
Pallavarayan, when exalting him as ‘the great one possessing all
the ninety-six beautiful prabandhas’. In the early phase, no pattiyal
listed the ninetysix. At first, C.J. Beschi in his dictionary
Caturakarati (18" ¢) lists them. Then Pirapanta tipikai and Porut
tokai nikantu both of 19 ¢, repeat the list more or less identically.
Though Pirapantat tirattu (19 c) also gives a list of ninety-six,
many items are different, and even the number deviates when it
discusses the genres in detail.

A look into all the treatises show that there is no
consistency in the number of genres defined by each. It ranges
from 37 to 106. Cuvaminatam (19*c) lists 37, Navanitap pattiyal
(14*c) 45, Venpap pattiyal (14" ¢) 53, Citamparap pattiyal (16" c)
59, Panniru pattiyal 62, Pirapanta marapiyal 63, Ilakkana
vilakkam 64, Muttuviriyam (19" ¢) 90, Tonnulvilakkam (18" c) 91,
Pirapanta fipikai 96, Pirapanta fipam (19 c) 97 and Pirapantat
tirattu 106. This does not mean that there is a maximum of 106
genres in Tamil. Some types considered by one work are left by
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another, while new ones are added by yet another. Thus, these
roughly amount to a total of 200 differert items. It is interesting
to note that the smallest and the largest numbers are not given by
treatises of two different periods, but of the same 19"c. So it is
not that Pattiyals kept any clear record of the number of genres,
as they increased as time proceeded and developments occured.

As denoted earlier, the influence of Tolkappiyam, Sangam
poems and post Sangam works is seen in the selection and
nomenclature of genres given in Pattiyals. All the six purattinais
of Tolkappiyam have been moulded into the eight malai varieties,
viz., Vetcimalai also known as Viravetcimalai, Karantai malai,
known also as Verrik karantai maficari, Vancimalai, ‘Kéﬁcimélai,
Ulifiai malai, Noccimalai, Tumpai malai and Vakai malai.

Many themes of Purattinai, especially those of the
seventh, patan, have been modelled into genres without even much
change in name. They are Arruppatai, Iyanmoli, Katainilai,
Kanpatainilai, Kalavali, Kaikkilai, Kaiyarunilai, Ceviyarivuruu,
Tuyiletainilai, Puranilai, Puranilaivalttu, Perumankalam, Vayurai
valttu and Vilakku nilai.

Yet some other themes have evolved into individual
genres, with change in naming. ‘The din of the moving army’
under Vafici is the subject matter of Porkkelu vanci, while its ‘well
exhibited greatness of army’ becomes Varalarru vanci. ‘Fighting
the elephant to death’ of Tumpai becomes Torana mancari. ‘The
victorious battle fight of the charioteers in vakai forms into
Cerukkala vanci. ‘The words of wisdom uttered by the old to the
young’ in Karici gives room for Mutukarnci, and Maram evolves
from the Kanci theme of ‘the refusal of the leader of the great
tribe to give his daughter in marriage to the king who comes against
him’. Under Patan, ‘Kutai nilai marapw’, ‘the praising in high style,
the greatness of the royal parasol’ has come as ‘Kutaimankalam’
in pattiyal.
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Marutpa and Tevar paravu of Ceyyuliyal forms the
varieties Marutpa and Tévapani respectively. Marutpa, a metre
type, formed by the admixture of akaval and venpa, comes with
the same contents as mentioned in Ceyyuliyal, viz., Puranilai,
Vayurai, Ceviyarivuruu, Kaikkilai and Avaiyatakku. The Kali verse
type’s content of invocation to God has become Tevapani and is
also known as Orupoku, an allusion to its metre.

Genres like Pattu, Tokaic ceyyul, Kalittokai, Netuntokai
and Kuruntokai openly reveal the direct impact of Sangam
anthologies and idylls. Similarly Kanakku, Narpatu or Nanarpatu
are clear contributions of post Sangam works. These are
neceasarily mentioned here, because all of these except Arrupatai,
just remain as names in the paftiyal treatises and have not been
brought out as full individual works. As mentioned earlier, some
have come 3s single poems in the early anthologies or part of
other works. Only Arrupatai has enriched the Tamil literary field
with many compositions to its credit, all through the centuries.

As the various genres, mentioned by the pattiyals, exceed
a definite number and are devoid of any common basis, they can
be variously classed under some heads, as per the prominent
features, for an exact and easy understanding.

l.  Content seems to be the clear foundation for many types,
classical or otherwise. The early available types of akam
and puram show this as an authentic ground. The name
of most of the genres based on content may also help in
identification and recognition. Akapporut kovai, Antu nilai
(line of years), Arruppatai, Ula, Ecal (quarrel), Aintinaic
ceyyul, Katal, Kécatipatam (from hair to foot),
Kaiyarunilai, Kaikkilai, Catakam (horoscope), Tacankam
(ten-ensign), Kanpatunilai, Tuyiletainilai, Tutu, Tevapani,
Parani, Pallu (low-land), Patatikecam (from foot to hair),
Puranam, Pillaik kavi, Matal, Maram, Mutumoli
Meykkirtti (true fame), Valttiyal, Vitukatai, etc.
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2.

Form becoming the ground of poetic composition is also
quite common and frequent. The common grouping as
Taniappa and Totarnilai mentioned earlier, itself shows
this. Many aspects can come under form. Metrical form
is quite primary, and there can also be others. Metrical
feature deciding the genre is seen in Orupoku and Marutpa.
The metrical connecting link ‘antati’ creating a separate
mode is worth mention. It has blossomed into many sister-
types as Kaliyantati, Oliyantati, Patirrantati and
Nurrantati.

The metrical structure coupling with musical
mode has flowered into melodious forms as Tantakam
and Vannam (tone-colour).

Rhetorics or Poetics seems to have the primary
hand in featuring certain types like Ciletai (pun).

Picture-verses also have a typical form as their
own as the deciding factor. Generally pattiyals only rarely
mention these. But Pirapantat tirattu gives more room for
a longer list : Atta naka pantam (eight-snake-tie), Irattai
nakapantam (twin), Elukurrirukkai, Komuttiri, Cakkaram,
Culikulam, Malaimarru and Muracapantam (drum knot).

Pattern, as an important factor, shapes a few varieties.
Particular elements, their ordering, combination of
stanzaic form, etc, prescribe the pattern.

Ascending and descending order in the eulogy of
physical organs from top to toe mark the making of
Kecatipatam and its reversed order, the Patatikecam.

The list of elements and step-by-step stages are
put down for Kalampakam, Akapporutkovai and Pillaik
kavi.

Pattern formed by the combination of metric
form and number of stanzas is seen in Irattai mani malai
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(twin bead garland), Mummani malai (tribead garland) ,
Mummanik kovai, Nanmani malai (fourbead garland) and
Navamanimalai (ninebead garland).

The mere number of stanzas come to form and name
certain varieties. This aspect of numerical naming is
ancient to Tamil as found in Sangam anthology
Patirruppattu (Ten tens) and the pattu (tens) of
Ainkuruntru (five short hundreds).

Sanskritised naming is found in Catakam (100)
and Tamil numerical in Narpatu (40). Importance to
number, with an additional metaphoric, metric or subject
naming freature seen in Nava ratnam (nine gems), Pafica
ratnam (five gems), Orupa orupatu (ten in one metre),
Irupa irupatu (twenty in two metres), Atta mankalam (the
auspicious eight) and Alankara paficakam (the beautiful
five) could also be included here.

Folk-lore has influenced the flowering of some genres
like Ucal (swing), Nonti (the lame), Ulattip pattu (song
of the tiller woman) and Kurattip pattu (song of the kurava
lady).

Letters of the alphabet, coming in the beginning of lines
or stanzas have brought out certain varieties. This
interesting feature governing the initial letters of the
languages are seen in Varukkamalai and Varukkak kovai,
varukkam (varga) denoting letter.

The ‘malai’ varieties could be considered as a separate
group or entity. Genres with many stanzas fall under this.
As the name ‘garland’ denotes, the stanzas lay connected
with each other to make a complete whole. The stanzas
may have antati linking; or mostly all the stanzas of a
work may end identically. Ankamalai (organs),
Anurakamalai (infactuation), Urpavamalai (Visnu’s
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incarnations), Kappumalai (protection) etc., get their name
with the content as adjective.

8. Two or more of these above factors can come combined
in many genres. This could bring varieties under various
groupings. For example, Tacankappattu denotes both
content and number. Urvenpa, Katikaivenpa or Peyarvenpa
mention both content and metric form (place, time or
name).

9.  There are also other varieties which do not come under
any of these. Perunkappiyam, Kappiyam, Puranam, etc.,
being narratives, differ from the above.

All these show the different genres to be variously named
and structured.

It is interesting to note that for the same prabandha more
than one name is given by various pattiyals. The genre that
eulogises Visnu mentioning all his ten incarnations is called
Urpavamalai, Aripirappu or Tacappiraturpavam. Irattai mani
malai, twenty stanzas on any subject matter with the intermingling
of two metres, is termed Irattai malai by Tonnul vilakkam.
Kalampaka malai and Panmani malai are the two names of the
same genre that deviates form Kalampakam due to the absence
of the elements orupoku, ammanai and ucal. Nalikaik kavi,
variously known as Nalikai venpa and Katikai venpa, details the
greatness of the protagonist, as occuring in a precise period.
Valamatal-Inpamatal and Viruttavakai-Viruttavilakkanam are
such other paired names.

It is also found that in one name different themes are
laid down by different treatises, thus amounting to kind
differences. Katai nilai is either the reprimand of the poet who
has not been honoured with proper presents by the protagonist; or
the request to announce to the Lord the arrival of poets or sages
from afar. Similar multi definitions are seen in Tarakai malai,
Tanai malai, Vafici malai, Varalarru vaici, etc.
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Slight difference in presentation making two genres with
similarity in name is seen in the pairs Puranilai-Puranilai valttu;
Meykkirtti-MeykKkirttimalai and others.

Similarity in theme, but difference in form like metre,
number of stanza or such other factors, making more than one
variety is also seen. The eulogy of the ten ensign of the king
variously forms into Tacankappattu, Tacankat tayal and Cinnapp.
The praise of a hero’s town forms Ur venpa, Ur néricai and Ur
innicai; and eulogy on his name, Peyar néricai and Peyar innicai,
the deviation being in metre alone. Similarly Patatikécam and
Kecatipatam just differ in the order of portrayal of the bodily
parts of the hero or heroine, human or divine.

The same situation of composition, when centered around
a man or a woman creates two genres as Namamalai, the praise
of the hero, and Pukalccimalai, the praise of the heroine.

A comparative look into the genres mentioned by Pattiyals,
and the available literature shows some differences in
nomenclature. Tuyiletainilai of pattiyal becomes Palliyelucci in
literature; Antunilai becomes Pallantu; what is known as
Pillaikkavi and Pillaippattu in treatises is found in the Tamil
literary field as Pillait tamil. Kurattip pattu and Ulattip pattu
detailed as in Beschi’s Caturakarati, Pirapanta tipam and fipikai
occur in literature as Kuravafici and Pa]lu respectively.

As mentioned earlier, many genres mentioned by pattiyals
are not available in literature. Besides the many puram themes
taken from Tolkappiyam, there are about another score that can
be added here.

I Aracan viruttam (on king) 2. Inaimani malai (two-bead garland)
3. Irattaimanik kovai (twin bead) 4. Illara vellai (on home life)

5. Katanilai (ram) 6. Kappu malai (protection)

7. Kula makan (young son) 8. Catakam (horoscope)

9.

Centamil malai (classical Tamil) ~ 10. Tarakai malai (star)
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II. Nayanap pattu (eye)
13. Payotarap pattu (breast)
15. Purak Kovai

(linkiflg of puram themes)
18. Manimalai (bead chain)
20. Venil malai (spring)
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12. Nan manik kovai (four bead)
14. Parai nilai (drum)

16. Perumakilcci malai (exaltation)
17. Mankala vellai (celebrity)

19. Vacanta malai (breeze)

A look into Pirapantat tirattu gives a longer list. The
speciality is that these are not given by any other treatise.

. Antakocam (universe)
3. Ankital (man-union)
5. Kaliyana cuntaram
(beautiful wedding)
8. Kanni mayakkam (entyce a virgin)
10. Kataluttiyapanam
(love satisfaction)
13. Kulotayamalai (heridity)
15. Kutan malai (union)
17. Catananam (six face)
19. Cittira upaya ceyam
(victory technique)
21. Cileta cakaram (pun on sea)
23. Cuyamvaram (select groom)
25. Tamil cori cintamani
(Tamil emitting gem)
28. Tamarai nonpu (lotus-penance)
30. Tuni vicittiram
(wonder of separation)
32. Tevanka varaiyu]
(imprison a celestial)
35. Pannai vicittiram

(wonder of farm)

2. Atamani (unringing bell)
4. Kataimoli marru (narrative change)
6. Kalavu kanni (intrigue)
7. Karpanaivilacam (imaginative)
9. Kanakapitekam (gift of gold)
Il. Kamaraca malai (erotism)
12. Kana vettam (forest-hunt)
14. Kuriyari cintu (tell the future)
16. Cakattiranki (thousand)
18. Camacanki namam

(winning opposition)
20. Cintumokini (sea-beauty)
22. Cinna malai (beauty)
24. Tataka cinkaram (pool side erotism)
26. Tarumavicétam (virtue’s merit)
27. Tala cinkaram (army’s greatness)
29. Tirup peyarp pori

(inscribing name)
3l. Teyvak kaiyurai (God’s gift)
33. Nati vicetam (river’s greatness)
34. Pattapitékam (coronation)
36. Paruvamalai

(stages of woman-hood)
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37. Pirivu curam (separation fever) 38. Puranattuc ceykai (spy)
39. Poymoli alankaram 40. Matana cinkaram
(fictitious beauty) (Cupid’s beauty)
4]. Matana vicayam (Cupid’s victory) 42. Matirak kattu (magical binding)

43. Manatavam (severe penance) 44. Muran vanci (oppose)

45. Meymoli alankaram 46. Racanka malai (king’s reign)
(truth’s beauty) 47. Latcumi vilacam (Lakshmi/wealth)

48. Vacciranki (trident bearer) 49. Vacana campratam

50. Vatana Cantirotayam (moon face) (counter argument)

5l. Vatata malai (unwithered garland) 52. Vicaya vittaram
53. Vitaya cantirotayam (describing victory)

(at moon rise) 54. Vetar vindtam (wonder of disguise).

A period of about ten centuries lay covered by these
different pattiyal treatises. This seems to be the very relevant
period in the study of genres. But, of the nearly 200 genres, only
10 are mentioned by all the twelve treatises and another 12 by
atleast eleven. This wide variation might be due to the origin of
the treatises from different regions of the land or because of
different schools of thought.

Even though there are so many works, many more genres
found in the period before the 10* ¢, and during the next 10 centuries
remain unincluded in these treatises. Collection of data regarding
this can be had by a thorough analysis of the literary field. More
than 200 varieties, with atleast 50 popular and prominent types
could be known by that, revealing another phase and dimension
of the panoramic field of Tamil genres.

LITERARY
Early Phase

The Sangam poems (I* c. AD) are the earliest available
literary wealth of the Tamils. These are made up of many short
and long isolated, individual, single poems, being of ‘tanippatal’
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variety. These are available now as collections, nine in number,
falling undertwo groups as the ettut tokai (eight anthologies),
pattuppattu (ten songs / idylls) and thus forming into ‘tokai nilai
ceyyul’.

Though the verses lay independent of each other, certain
aspects in them mark the beginning of the birth of ‘totarnilai’
also. The antati linking found in Patirrup pattu (4" ten) and Ainkuru
nuru (Tontip pattu) is one such feature. Compositions of an author
on a particular hero, poetic situation or theme, or metre kept
together, as in the tens of Patirrup pattu, hundreds of Ainkurunuru
and the five tinai sections of Kalittokai, reveal a sort of connection
~ among a group of verses, intended and not accidental.

All the Sangam poems happen to be included under the
two basic genres of akam and puram.

Being different in metre, mode and manner, Kali and
Paripattu might be taken as two distinct genres, the dramatic and
the musical respectively. Lyrical quality of the akam and puram
verses, and their presentation as dramatic monologue has
developed into conversational dialogues and narrative pieces in
these two.

Two distinct genre types, Arruppatai and ‘Pattw’ (ten) are
typical of this period. Of these, Arruppatai is detailed in
Tolkappiyam and Pattiyals. There are five Arruppatais in
Pattuppattu. Tirumurukarrup patai on God and the others on human
heroes, either king or chieftain. Though the ‘Pattu’ type is
outstanding and clear in conception it is not included or defined
in pattiyals. The available eight tens of Patirrup pattu and the
fifty tens of Ainkurunuru show the inception of this variety. This
has been profusely handled and used in the devotional period and
has also formed the primary bases of ‘Patikam’.

Ethical

The puram theme, with the shoot aram, branching into a
full genre is seen in Tirukkura] and some more compositions of
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the Patinenkilkkanakku (the eighteen works) belonging to the post
Cankam period (2"-7" cs). Akam, puram and aram as ‘three-in-
one’ form the three ‘pal’ (sections) of Tirukkural, Arattuppal
(virtue), Porutpal (polity) and Inpattup pal (love).

Of the I8 works, ten more are on aram, six on akam and
one on puram.

The morph ‘urai’, meaning medicine, in terms like vayurai
and ceviyurai, and denoting admonition and advice, seems to have
given room for the naming of ethical books of this period like
Cirupafica mulam, Elati, Tirikatukam, etc, which are medicinal
names. Similarly Tolkappiyam’s Mutukafici has influenced
Mutumolikkarnici; and its Mutumoli the Palamoli nanuru of this ‘
period. Kanci (instability) and Palamoli (proverb) evolving into
individual genres is seen here. Doctrines and dogmas acquiring
the central place in the literary arena is found in this period.

Epic

The full efflorescence of ‘Totarnilai’ forming into the
epic genre is found in Ilanko atika]’s Cilappatikaram (2™ c.) The
secular theme and indigenous form of this kappiyam has dwindled
and digressed in the next epic Manimekalai (5" ¢), where religious
connotation and propagation is prominent.

Devotional

Invocation to God found as a theme in puram provided
the seed and root for the blossoming of devotional poems as a
separate genre. Tirumurukarruppatai and the Paripatal poems on
Cevvel (Murugan) and Tirumal (Vishnu) are stray references to
it’s availability in Cahkam poems. The Bhakthi period (5"-11* cs)
provided a perennial flow of devotional poems by the Saivite
Nayanmar and Vaishnavite Alvar.

Though the theme is one, this period allowed a f lourishing
of many new literary types, deviant in form and varied in
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structure. Introduction of many indigenous varieties reveal the
creativity of its authors, and the resultant effect of a movement.
A large portion of the devotional poems are in ‘patikam’ genre,
an easy and clear typology, of grouping mostly ten or eleven verses
under one head, the subject being one and the metrical structure,
same. Karaikkal ammaiyar’s (5 ¢) Mutta tiruppatikam is the first
of its kind.

The compostions of the Alvars are collected as the
Nalayirat tivviyap pirapantam (the four thousand sacred pieces)
and those of the Nayanmars as the Eleven tirumurais (sacred
order). The first seven of these eleven, known as Tevaram (God’s
love/garland of God) might be considered as a separate genre.
The first three of these are by Nana campantar, next three by
Tirunavukkaracar and the seventh by Cuntarar. The eighth one is
made up of Manikkavacakar’s Tiruvacakam (Sacred utterance)
and Tirukkovaiyar, the latter being of Akapporutkovai genre. The
ninth book, a collection of nine poets’ compositions, is the
“Tiruvicaippa-Tiruppallantu’. Though Tiruvicaippa is made up of
many ‘patikam’s adopted to music it could be taken as a genre
itself. The tiruppallantu, as a panegyric of ‘long life for the hero’
is an independent variety. The tenth book, Tirumantiram of
Tirumular, because of its name and nature can be equated with
the ‘mantiram’ of Tolkappiyam. The eleventh Tirumurai contains
40 pieces of 12 authors and is subtitled as ‘Pirapanta malai’, a
garland of genres. Nearly twenty different types could be
identified here.

From a total understanding of the devotional literary out
pour of this period, nearly sixty types, either generic element or
full genre, could be put forth for study. A few show the
continuation of tradition, while most of the other are innovations.

l. Anka malai (members of the body)

2. Antati / Nurrantati (metrical sequence in hundred stanzas)
3. Ammanai (game, with typical refrain)

4. Aciriyam / Akaval (kind of metre)
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Arruppatai

Irattai mani malai
Untiyar (jump/juggle)
Ula/Ulamalai

Ucal

10. Ettu (eight)

11.

12
13.
14.
15
16.
Li.
18.
19.

20.

21

22,
23,
24.
25.
26.
27,
28.
29.
30.

3L

32
3.
34.
35.
36.
37,
38.

39

Elukurrirukkai

Elupatu (seventy)

Ekapatam _
Ekataca malai (of eleven stanzas)

Orupa orupatu

Kalampakam

Kalivenpa (kind of metre)

Kottumpi (great bee/fly)

Komuttiri

Kovaiyar/Kovai/Akapporut kovai
Cakkara marru (altering wheel)
Catakam (hundred)

Canta viruttam (kind of rhythmic metre)
Calal (game with typical query and reply)
Tacankam (ten constituents of kingdom)
Tantakam

Tiruk kuruntokai (class of short verses)
Tirunericai (sacred-melody)

Tirumukkal (kind of metre)

Tirumukap pacuram (epistle)
Tiruvicaippa (melodious metre)
Tiruvirakam (musical mode)
Tiruvirukkuk kural (vedic hymn)
Tellenam (game song with clapping)
Teva pani (song in praise of God)
Tevaram (devotional song)

Tokai (assemble/collect)

Tonokkam (a girl’s game)

. Nanmanimalai
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40. Pattu

4]. Patikam

42. Pallantu

43. Palamoli

44, Palliyelucci

45. Patati kecam

46. Pavai

47. Pillaip paruvam (child hood stages)
48. Puranam

49. Pulampal

50. Puvalli (flower gathering)

51. Porcunnam (pounding perfume powder)
52. Matal

53. Mantiram

54. Maram

55. Malai

56. Malaimarru

57. Mummanikkovai

58. Melvaippu (stanza type)

59. Yamakam (repetition with meaning change)
60. Vinnappam (supplication)

61. Viruttam (type of metre)

62. Venpa (type of metre)

Chronologically looking into the various writings of the
authors will help in the knowledge of the first and earliest of the
compositions in each genre. Some of these are already heard of,
but others are new.

The 5" c. saw the beginning of Bhakthi movement with
Karaikkalammaiyar and Tirumular. Ammaiyar’s contributions are
the Patikam, noted earlier, and the Antati and Irattai mani malai.

Antati, available as a poetic link in the Cankam period
has here grown into a fullfledged genre. Ammaiyar’s Arputat
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tiruvantati has 109 stanzas; it was followed in the very next century
by the three Antatis of the first three alvars (6™ c) each in 100
stanzas. This is a live and popular genre till today.

Irattai mani malai is newly introduced by Ammaiyar. A
genre, with the equal mixing of kalitturai and venpa verses in 20
stanzas, on any subject, forms this. Following Ammaiyar, the form
and devotional content are kept on in the various Irattaimani malai
of Kapila teva nayanar (10* c) and Nampiyantar nampi (11* ¢).

The 7" ¢ has seen many devotional poets like Campantar,
Appar, Aiyatika] Katavarkon, Tiruppan alvar, Tontaratippoti and
Tirumalicai alvar. Of these Campantar has contributed much in
the name of genre. Mélvaippu, a prosodical type is an original
creation of his. He is also the first to include the different
Cittirakavis like Ekapatam, Elukurrirukkai, Komttiri and Cakkara
marru; Yamakam, a rhetorical type; and Tiruvirakam, Tirumukkal
and Tiruvirukkuk kural, unique metrical and melodious
innovations of him are seldom followed in the later centuries.

Of these, Elukurrirukkai, hard to compose and difficult
to manipulate, has further contributions from Nakkira tévar (10*
c¢) and Tirumankai alvar (8" ¢) of this devotional era.

The inception of varieties like Ankamalai, Varukkamalai,
Tantakam and Viruttam are seen in Appar’s Tevaram. Other
indigenous creations of him like Tirunéricai and Tirukkuruntokai
are not handled further by any. Tirumankai Alvar also contributed
Tantakam, while Viruttam is profusely used through the centuries
till now.

Ksettirat tiru venpa of Aiyatikal katavar kon introduces
another metric variety, the Venpa (white metre). It is on places of
pilgrimage and holy shrines. The group of genres mentioned by
Pattiyals as Ur venpa, Ur néricai and Ur innicai would have had
their probable seed here.
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Cantaviruttam of Tirumalicai alvar and Palliyelucci of
Tontar atippoti are further contributions of this century.
Palcantamalai of the treatises seemingly has its root in this
Cantaviruttam. From Manikkavacakar (9" c¢) to Makakavi
Paratiyar (20" c) the continuation of Palliyelucci genre is seen.

The 8% ¢, through Cuntarar’s Tirut tontattokai, brings in a

‘tokai’ variety, quite different from the hitherto known anthology.

It lists the names and nature of all the nayanmar and forms into a

“panegyric. This has formed the primary base on which, later,

Nampiyantar nampi structured his Tiruttontar tiruvantati and
Cekkilar his epic, the Periyapuranam (12" c).

Tirumukap pacuram attributed to Lord Siva himself, is a
typical genre of the epistle type found in this period and is later
followed profusely as the Cittuk kavi (note-verse). Céraman
Peruma] has contributed the first book in Ula genre, the ‘ati ula’
through his Tiruk kailaya iana ula. His Tiruvarur Mummanik kovai
and Atiravatikal’s Mutta pillaiyar Tiru mummanikkovai are the
first to form and propagate this new variety in this period. It is
later followed by Pattinattar’s (10" c¢) work in the same genre.

It is in this century that Periyalvar introduced the first
Tiruppallantu, which was followed later by Céntanar’s (10* ¢) work
of the same kind. ?

The child hood stages forming the core of compositions,
gets introduced here. These have been the generic elements for
the later Pillaittamil. Kulacekaralvar, Periyalvar, Anta], Tirumankai
Alvar and Atiravatika], all belonging to this century have a few
verses on one or another of the stages. Of all Kulacekarar is the
exponent and presents fifteen stages. Some of these are
incorporated in the genre later, while others are left of f for good.
It is the same with few stages mentioned by the other poets also.
Kappital (wearing the amulet), Cenkirai, Talam/Talattu, Cappani,
Varukai/Talar natai (trot), Ampuli, Cirril, Nirattam (bath) and Gcal
are the ones heard of in pattiyals or included in prabandhas. There
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are yet others like Acco (oh!), Puram pulkal (embrace), Puccikattal
(frighten), Katu kuttal (ear-boring), Kulal varak kakkaiyai va enral
(asking the crow to come to comb the hair), Puccuttal (flower
adornment), Kol kontu va enral (ask to bring the stick), Mulai
unnal (suckle) and Venney unnal (eat butter) which are not
integrated in the Pillait tamil compositions available to this day.

The Pavai and Matal genres also have sprouted out in
this century. Antal’s Tiruppavai is later followed by
Manikkavacakar’s Tiruvempavai. Tirumankai Alvar has given two
matals, the Periyatiru matal and the Ciriya tiru matal, the big and
the small.

The 9™ c. is fully occupied by Manikkavacakar’s copious
contributions, the first and best of many novel genres. He has
given the best kovai variety in his Tirukkovaiyar, though the first
in this genre is the anonymous Pantikkovai (7 ¢). His Tiruvacakam
is the glowing ground for many classical and folk genre types.
He has profusely used the old varieties of pattu and patikam. As
afore mentioned Pavai and Palliyelucci follow tradition. Puranam
not as ‘an old story’, but as a panegyric has its first appearance
here in ‘Civapuranam’. Ananta malai is the inception of the malai
kind. There are yet other varieties like, Akaval, Catakam,
Tacankam, Pulampal and Vinnappam.

Influence of folk songs in the fruition of genres is quite
relevant here. Vallai of Tolkappiyam and Kalittokai and Ammanai,
Ucal and Kantukam (ball) of the epic Cilappatikaram and other
popular modes of the era had culminated in Manikkavacakar’s
tongue and pen as the genres, viz. Ammanai, Untiyar, Ucal,
Kottumpi, Calal, Tellenam, Tonokkam, Pavalli and Porcunnam.

Unti or Untiyar, a girls’game of throwing up and catching
pebbles, accompanied by songs, is known of first in Periyalvar’s
Pacuram of the earlier century; what was in 1l stanzas in Alvar’s
creation has grown to be in 20 stanzas in Manikkavacakar, and
45 in Uyyavanta tevar’s Tiruvuntiyar (12% c).



Literary Genres 53

Similarly, Kottumpi, an apostrophe to the king-bee/beattle
to hum the praise of the hero, is first heard of in Tirumankai
Alvar’s Periya Tirumoli of the earlier century and matured into a
game in Tiruvacakam.

Calal, a question-answer mode of bringing out the fame
of the hero, is also a contribution of these centuries through
Tirumankai and Manikkavacakar. The other varieties, beginning
from Tellenam above, do not have any precedent or follow ups

as types.

In the 10* century, the patikam of Tiruvali amutanar and
Tirumalikaittévar bring the eulogy of God as Patati kecam.
Periyalvar’s ‘Tirup patati kéca vannam’, describing the child
Krishna’s beauty, in the words of a mother, gives the pregeneric
form. This period gives the first varieties of Orupa orupatu,
Nanmani malai, Maram, Ettu, Elupatu and Teévapani. Pattinattar’s
Tiruvorriyur orupa orupatu and Koyin nanmani malai; Kallata
tevar’s and Nakkira tévar’s identically titled ‘Tirukkannappa tevar
tirumaram’, Nakkira tévar’s Kar ettu, Tnkoy malai elupatu and
Perunteva pani are the contributors and their contributions.

One genre, being included as an organ of another genre
has its inception in Pattinattar. He has included the ‘akaval’,
through Kirttittiruvakavals in both Orupa orupatu and Mummanik
kovai and integrated a “Tacankap pattu’in his Koyil nanmanimalai.

The 11" c, is complete and compact with the contributions
of Nampiyantar nampi, included in the eleventh Tirumurai. He
has brought in and established a few genres like Ekataca malai,
Ula malai, Kalampakam, Kalivenpa, Viruttam and Tokai.

After the first Kalampakam, viz. the anoymous Nantik
kalampakam of the 9" ¢, on a Pallava king, here, Nampi’s Alutaiya
pillaiyar tiruk kalampakam has come up on a religious leader.
Slightly diffing from the Ula structure of Ceraman perumal,
Nampi has given his Ula malai. Ekitaca malai, new in name, is
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quite similar to a patikam of 1l verses, but differing by the
admixture of stanzas of different metres.

It would be only apt to say that the devotional period of
Tamiil literary history is the most fruitful one as regards indigenous
and novel genres, showing the acumen in the creative capacity of
the poets influenced by bhakthi and religious fervour.

MEDIEVAL EPICS

In a line parallel to the prabandhas of the devotional
period, broader and bigger works falling under the class of epics
had also risen. Though Tamil had earlier secular and religious
epics, this period between 8" and 12 cs., seems to have encouraged
only those with religious connotation.

Two trends are available in the epics of this period.
Religious narratives, debates and discourses embodying the epic
are seen on one side; while the influence of Ithihasas and Puranas
are seen on the other.

Influence of Jainism and Buddhism have brought about
new dimensions to the epic genre. Perunkatai (8" ¢), Cintamani
(9™) and Culamani are Jainistic and narrative in nature. Nilakeéci
(10™) reveals religious fervour for Jainism and has come up against
Buddhism and is mainly in the form of debate. It has risen as a
counter argument against the Buddhistic epic Kuntalakéci (10" c)
now extinct. Valaiyapati (9") is yet another work of the epic type,
now extinct.

The Paratavenpa of Peruntévanar (9" c) is the first
available version of the Maha Bharatha in Tamil. It is in campu
form of prose interspersed with verse, which is quite familiar to
Tamil as “Urai itai itta pattutaic ceyyul’. This epic is not available
in full form but is fragmentary. An episode, growing into an epic
is found in Pukalénti’s Nalavenpa (12*). Kampan’s Iramavataram
(9*/11" ¢) is also the first full Ramayana available in the language.
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It ends with the Yuddha kandam, and it is Ottakkuttan (12 ¢) who
has ‘completed’ it with his Uttara kandam.

Puranam taking the form of a heroic epic is also seen in
the 12 ¢ with Céekkilar’s Periyapuranam; It is the first Saiva epic,
with the different episodes of the Saivite Nayanmars, with
devotion to Siva as it’s core and theme. The next century gives the
first Stalapurana in epic mode through Perumparrap puliyur
nampi’s Tiruvilaiyatal puranam (13*), on the divine playful acts
of Siva in and around Madurai. Another century further on, purana
on God hood forming the epic genre is found in Kacci appa
civacariyar’s Kantapuranam (14" c), on Lord Murukan alias
Skanda.

LATER PHASE

Following the devotional period, the rejuvenation of
eulogy on kings, in the patterm of prabandhas is seen to creep in
and flourish; Continuation of genres already introduced is heard
of, while innovation of new types are also found.

The first attempt at ‘Parani’ is seen in Ceyankontar’s
Kalinkattup parani (12* ¢) and is followed by Ottakkuttar’s
Takkayakap parani. The latter is puranic in nature.

Ottakkuttar’s preoccuption with writing genres is revealed
through his many contributions. He has written three Ulas, on the
Cola kings Vikraman, Kulottunkan and Iracaracan. He has
authored the first Pillait tamil through his Kulottunka colan pillait
tamil. Works attributed to him, like Kantan alankaram, Arumpait
tolldyiram, Nalayirak kovai, Tillai ula and Itti elupatu, are either
extinct or of doubtful authorship. Arumpait tollayiram would be
a ‘number’ variety of the model of Muttollayiram (6™ c); and
Kantan alankaram, the first variety under Alankaram, later
followed by Arunakirinatar in his Kantar alahkaram (15" c).

Avvaiyar is another famous poet of this 12" ¢. Though
- didactical in content, her Attictti, Konrai véntan, Muturai and



56 Studies in Tamil Prosody and Poetics

Nalvali are simple and clear in expression and intelligible to even
a youngster. Attictti is profusely followed by many writers in the
present century and so has attained the status of a genre.

Drama, as enacted in temples is known in this period
through Rajaraja vijayam, Rajarajesvara natakam, Pumpuliyur
natakam, etc.

Precipitation of devotion into philosophical thoughts,
doctrines and dogmas are seen to start in this century. Of the
fourteen philosophical works on Saivism, Uyyavanta Tévar’s
Tiruvuntiyar and Tirukkalirruppatiyar have come up in his century.
Untiyar an already wellknown genre, has here accepted philosophic
content.

It is this century that gives the name difference Nurrantati
to Antati, through Tiruvarankattamutanar’s Iramanuca narrantati.

The 13* ¢ follows the philosophical trend in its genres.
Meykanta tévar’s Civafiana potam; Arunanti Civaccariyar’s
Civanana cittiyar, and Irupa irupaktu provide the first examples
of potam, cittiyar and irupa irupaktu. Of these the last one is a
number-stanza variety, mentioned elsewhere.

Continuation of eulogy on kings in already available
familiar genres are found here in the anonymous and extinct
Kankeyan pillaikkavi, Poyyamolip pulavar’s Taficaivanan kovai,
anonymous Cankara colanula, Kulottunka colan kovai, Iraniya
vataip parani, etc.

14" c. gives Umapati civam’s eight dif ferent creations that
have come to be included in the fourteen philosophic treatises.
Civap pirakacam, Tiruvarut payan, Vina venpa, Porrip pakrotai,
Kotik kavi, Neficu vitu tiitu, Unmaineri Vilakkam and Cankarpa
nirakaranam. Of these, Pak rotai, Kotik kavi and Tatu are typical
genres. Though the first composition under titu is seen here as of

philosophical content, it had later given way to ‘akam’ theme and
human love.



Literary Genres 57

The genre Navamani malai is introduced in this 14" ¢
through Vetanta técikar’s philosophical treatise of that name. It is
heard that his compendious work ‘Tecikappirapantam’ had
included women’s game type genres like Pantu, Kalal, Ammanai,
Ucal and Ecal, most of which are already familiar to Tamil genre
history. Mivar Ammanai of the twin poets, Irattaiyar, belong to
this period. Their Tillaik kalampakam and Tiruvamatturk
kalampakam follow the already existing Kalampakam genre.
Ekamparanatar ula of the same poets is also in unison with the
familiar genre, Ula. The anonymous Kappar kovai shows the
continuation of the Kovai genre.

The 14* ¢ introduces the new tradition of the rational and
philosophic writers, the Cittar. Beginning with Civavakkiyar,
many of these great revolutionists tried to purge religion of its
rituals, superstitions and popular beliefs, and were vehement
opponents of caste and idol worship. Civavakkiyar has introduced
into the Tamil literary field certain new metric and melodious
genres like Cintu, Kummi and Kanni. Influence of folk lore is
seen in the clapping dance-song Kummi; and also in Nina &rram
of Césha yoki which follows the water-drawing song, Errap pé_t_tu.ﬁ
Familiar names like Avvai and Pattinattar also come in Cittar
tradition. Avvai’s 1\~Ia1_1ak kura] shows the continuation of the Kural
genre. Paftinattar’s Utar kurru vannam introduces a newly created
metric genre, viz. Vannam. The ‘lament’ is saturated into a genre
through Pattinattar’s Arutpulampal, Nencotupulampal and
Pattirakiriyar’s Meynanappulampal. Though there is similarity in
naming, this ‘lament’is quite different from the Vaishnavite saint
Kulasekaralvar’s ‘Tacaratan pulampal’, the lament of Dasarata.

As genre creators, a few more cittar could be thought of
here. Katuveli cittar’s Anantak kalippu, is first of its kind; Peer
mohammed’s Nanaratnak kuravaiici is also an indigeneous kind.

There are many other philosophic works of this group of
sages, like Nanam and Pucaviti, which could also be taken in the
light of genres.
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The 15" ¢ has Arunakirinatar as a prominent figure in
literary output. His Tiruppukal, eulogy on Lord Murukan, it self
could be considered as a typical genre, which was taken up and
worked on by poets of later centuries. He has also created the
‘vakuppw’, a metrical variety, through his T iruvakuppu He has
also propagated the viruttam type, in his Mayil viruttam, Céval
viruttam, etc.

Kalamékam and Tattuvarayar are two other important
personages of this century. Tiruvanaikka ula and Cittira matal
are the exceptionally good contributions of Kilamékam. The
anonymous Varunakulatittan matal of the contemporary period
is another addition to the genre. Tattuvarayar has to his credit
nearly twenty creations, most of which fall under one or the other
genre. He names Pillaittamil as Pillait tirundmam. Cinnappt venpa
is the only book hitherto known to belong to the genre Cinnappu
mentioned by pattiyals. He has also composed Talattu, Antati,
Tacankam, Iraftai mani malai, Mummanik kovai, Nanmani malai,
Kalampakam, Ula, Matal, Tutu, Parani and Kalippa, the last being
a metric genre. His Afiflavataip parani and Mokavataip parani,
are philosophical in nature and allegorical in expression. Of the
two Ula, one called Cilétai ula, is a novel attempt at including
pun/double meaning in Ula. Following Civafiana potam, he has
formed the Cacivarnapotam and includes it as part of Mokavataip
parani.

Pakalik kuttar’s Tiruccentdr murukan pillait tamil;
Kapilar’s Akaval, Jaina works like Tirukkalampakam,
Tiruntrrantati and Atinatar pillait tamil, Tiruvampalamutaiyar
marai fiana campantar’s Onkukoyil purdnam, anonymous
Sripuranam, all show the continuation of already known genres.

The few centuries, from the 15" ¢ onwards, because of
various reasons, provide a large number of contributions to the
literary wealth of Tamil genres. The 16" ¢ is profuse in Stala
puranas. They are either denoted as Puranam or Manmiyam or
Kantam. Most of these come in epic structure, in typical format.
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Purana and upapurana of the northern tradition had
influenced much writings of this period. Both Saiva and
Vaishnava purana are known besides the Stalapurana.

Varakunaraman’s Ilinkapuranam and Vayucankitai,
Ativiraraman’s Kacikantam and Kurmapuranam; Citamparanata
kavi’s Cankara vilacam; Tirumalainatar’s Citampara puranam;
Marai nana campantar’s Kamalalaya puranam, Arunakirip
puranam and Anatari appar’s Cuntara pantiyam are relevant
examples of Saiva puranas. In Vaishnava puranas, the outstanding
one is Bagavatham. Cevvaic cutuvar and Arulalatacar have
composed Sripakavata puranam and Makapakavatam respectively.
Tirukkurukai manmiyam, Kutarpuranam are yet other Vaishnava
literature of the purana type.

Some of the outstanding Stalapuranas of this time and
their authors are :- Tirumaluvatip puranam of Kamalai nanap
pirakacar; Tirupparankirip puranam and Cétupuranam of Nirampa
alakiya teécikar; anonymous Venuvanapuranam; Tiruvarurpuranam
of Campanta munivar; Tiruvarriyurp puranam of another
ﬁénappirakécar; Tirukkalattip puranam of Anantak kuttan,
Tiruvaiyarrup puranam or Nanakkittar; Six different compostions
by Caiva ellappa navalar, viz., Arunacalapuranam, Tiruvirificaip
puranam, Tirttakirip puranam, Tiruvenkattup puranam,
Cenkattankutip puranam and Cevvantip puranam.

Some notable new prabandha varieties had been
introduced in Tamil in this century. Types like Kavacam (armour),
Tottiram (eulogy), Karpam (religious rules / norms), Catkam (six),
Attakam (eight), Pallu and Lilai (sacred play) are known of.

Kavacam, is a variety considred to be adopted from the
Sanskrit Paficaram. Varatunkaraman’s Civakavacam is found first
in Tamil and incorporated as a part of his Piramottara kantam.
Invocation to God to safe guard the physical organs of the devotees
is the central theme of Kavacam. Ativiraraman’s Cakti kavacam
and Ilakkumi kavacam are other examples. Narayana kavacam
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of Cevvai cutuvar, forming part of his Bagavatham is also a
contribution of this century. Tévaraya cuvami’s (18" c¢) Kanta casti
kavacam, Kacciyappa munivar’s (18" ¢) Vinayaka kavacam and
Pampan cuvamikal’s (20") Canmuka kavacam are later famous
works.

Tottiram, is also invocation to God with praises generally
found as an integral part of a puranam. Ilakkumi Tottiram in
Kacikantam and Mrutyuiicaya tottiram in Maha puranam are such.
Anonymous Curiya tottiram, also known as utaya tivakara
tottiram, is on the sun God.

Commandments and religious rules forming into ‘Kattalai’
variety, in prose, is known from the 14" ¢. Cirrampla natik kattalai
and Tukalaru potak kattalai are the early examples. 16" ¢ gives
Kamalai nanap pirakacar’s Attuvak kattalai, giving explanations
on the ‘Six paths’ (Attuva=path) to be followed to attain the highest
goal.

Marai fiana campantar has composed many small works
called Karpam on religious rites and austerity. They are
Makacivarattiri karpam, Mata civarattiri karpam, Comavara
karpam, and Comavara civarattiri karpam, all in kura] venpa metre.

Catkam, of six stanzas, has its first example in Kurunana
campantar’s Piracata catkam, in viruttam metre, which details the
sixteen stages through which the soul can reach God.

The first of attakam variety is the Civattakam found as
a section of Ativira raman’s Kacikantam mentioned here before.

Pallu, which can be taken as a folk drama in verse with
songs and scenes, has its first occurrence in Kamalai
nanappirakacar’s (16" c¢) Tiruvarurpallu. His Tiyakaraca [ilai on
the miraculous deeds of Siva is a new variety in name, but in
content is similar to the Tiruvilaiyatar puranas known before. But
as the later centuries give works like Pirapulinkalilai,
Namaccivayalilai, Paricata [ilai, etc. this is considered separately
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as a variety. [ruppulippallu, Katiraimalai pa]lu from Jaffna and
Mantaip pallu of Citampara tantava maturakavi are also known
to be of this century under pallu.

If 16™ ¢ can be called the period of the puranas, the 17
can be named the period of prabandhas. Poets like Civappirakacar,
Kumarakuruparar, Patikkacuppulavar, Antakakkavi and
Pillaipperumal have continued the contribution to religious
literature: the advent of Islamic Tamil literature through Umaru’s
Cira, an epic on Mohammed is a turning in a new direction. This
is also the period when Christianity began to spread and had
literary fruition in the century that followed.

Civappirakacar has contributed the novel variety,
Nirottaka yamaka antati, where no labials occur. His
Catamanimalai in 100 stanzas is novel only in name. The kuram
genre was popularized through Kumarakuruparar’s Minatciammai
kuram from which evolved the Kuravanci genre, in the next
century. The already introduced Catakam genre taking up historic
facts as its theme was the innovation of Patikkacu. His Tontai
mantala catakam, followed by Konku mantala catakam and Cola
mantala catakam are best historic records of personages and
literary contribution of an area in Tamilnadu.

Religious refutation forming a type is seen in this period.
Civappirakacar’s Yecumata nirakaranam against Christianity and
Ampalavana técikar’s Pacanta nirakaranam against Virasaivism
are examples. Aftavanai, a new genre, on religious philosophy
made easy is also a contribution of Ampalavana. A metrical and
rhythmic variety named Cintu, has its introduction in cittar
Civappirakacar’s Tiruvalanturaic cintu. The first example of
Panmanimalai is found in Vaittiyanata técikar’s work of the name
‘Tiruvarur panmanimalai’. The alphabetic variety, ‘Varukkak
kovai’ has its inception in the 16™ ¢ work Nellai varukkak kovai
by Viraiampikapati and followed in the 17" ¢ by Patikkacu’s
Pampalankara varukkak kovai. The blind poet, Antakakkavi
virarakavan has contributed the ‘five-stanza’ variety, Paficaratnam,
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on the eighth head of Dharmapuram mutt (1650). He has also
composed a vannam, which continues the tradition formed by
Pattinattar of earlier times. Alakiya cirrampalak kavi is said to
have produced a Kuravanci on the Nayak king Vaikalappa during
this century. His Talacinka malai, a hither to unknown variety
might be equated with Pirapantat tirattu’s Talacinkaram, which
deals with the hunting expedition of the hero. The akapporut kovai
genre, known as early as the 10® ¢ has a new branch in this century
as Oruturaikkovai, through Amirtakavi’s Nanik kan putaittal. The
folk-drama variety, the Nonti natakam (cripple’s dance drama) is
a new addition to this century through the anonymous works
Tiruppullani nonti natakam and Citakkati nonti natakam. Already
introduced vakuppu and vannam varieties are popularised by this
period’s Kantacamip pulavar. Katikai muttup pulavar’s
contributions like Camuttira vilacam, Matanavittara malai,
Tikkuvicayam, Kamaraca mafcari and Cantrakata mancari have
been new additions in all sense Camuttira vilacam is quite unique
in its handling of pun and as the addresses of a love-lorn lady to
the sea; The other varieties, sound similar to those mentioned in
certain pattiyals, as Matana vicaiyam, Matana cinkaram, Tikku
vicaiyam, Maricari, etc. The exact content and structure are yet to
be clearly perceived. It is observed that most of these by
Katikaimuttu have the love theme, as their centre.

Though the pallu genre is known before in the 16" ¢ the
anonymous Mukkutar pallu of the 17* ¢ is famous in this variety.
The 1\~Iér_13p pallu from ceylon, considered to be associated with
Christianity and Catakopar’s Kurukur pa]lu are also of this period.

17" ¢ sees the first Kirttanams through Venrimalaik
kavirayar’s Vatamalai venpa (1654 A.D.) and makes it a variety
later through the contribution of Muttuttantavar, Arunacalak kavi,
Marimuttup pillai. Ramanatakak Kirttanam (Ramayana in Lyrics)
of this century, might have been influenced by the Icai ramayana
of the 16" c. heard of, through Konkumantala catakam.
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Origin of historic ballads are known through the
anonymous Ramappaiyan ammanai, which narrates the fight
between Tirumalainayak and Dalavaisetupati, the expedition being
led by Ramappaiyan. Similarly, the writing of ‘temple history’ as
a genre is found in Koyil oluku, on Srirangam temple.

The love theme, culminating in a new genre called ‘Katal’
(love) is seen first in Virapatrar’s Carkkaraimanratiyar katal. The
translation of Atisankara’s (9" ¢) Sivananda lahari in Tamil by
Virai kaviraca pantitar of this century, brings in this ‘lakari’ as a
new genre to Tamil.

MODERN PHASE

From the 18" ¢ to the present day, there is much change
and deviation in the literary out put because of many reasons,
like the introduction of the printing press, new education, impact
of outside religions like Christianity and Islam, foreign influence,
increase in literacy, closer contact among the countries of the world
because of scientific developments, etc. Poetry giving way to
prose, and introduction of many new types under prose literature
is seen and heard. Sanskrit, which was till then the source language
of translation widened to included other languages also.

The 18" ¢’s contribution is typical because of its following
traditional lines on one side, imbibing folk motifs on the other
and also giving room for a turn towards change. The 19" ¢ can be
considered as the transition period, and the 20" ¢ its full
blossoming and fruition.

Tayumanavar, variously considered to belong to the 17%¢
or 18" ¢, has popularised the ‘Kanni’ genre, a metric type, made up
of couplets, simple, rhythmic and musical. Even the already heard
vannam and anantakkalippu varieties are immortalised by his
poems of these varieties. Sivanana munivar’s contribution is wide
- and multi dimensional. His Comecar mutumoli venpa, based on
chosen couplets of the Tirukkural is in one way an encomium on
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that old ethical treatise. Viramamunivar, a foreign Christian
Missionary has contributed the first Christian epic ‘Tempavan?’
(Unwithering ornament) to Tamil. His ‘Avivéeka purana kuru katai’
also called ‘Paramartta kuru katai’ could be considered the first
piece of Tamil prose fiction. The foolish acts of the guru and his
four disciples are narrated in a mock heroic manner. ‘Prose story-
telling’ found in these could be considered as an early seed of the
later short - story genre.

Anandarangam Pillai’s Diary, is also a new venture in
the field of Tamil writing (1736-61). In the kuravanci genre,
Tirikutaracappak kavirayar’s Kurralak kuravanci is outstanding.
He has contributed also to other genres like talapuranam, malai,
ciletai venpa, antati, ula, tcal, kovai, kalippa and pillaittamil.
Pinvelappa técikar’s Paficakkarap pakrotai is a subvariety of venpa
genre, viz., pakrotai (Pal+totai=many lined) being in many lines
of venpa metre. Kantappa aiyar’s Cannitimurai, hymns praising
God and composed with an intention to be sung before a deity, is
a new type as per the name. But it is rather a compound variety of
many small genres with a devotional content.

This century can be called the ‘age of catakam’.
Cantalinka kavi’s Tantalaiyar catakam, Ampalavanakavi’s
Arappalicura catakam, Kopala krisnan’s Empiran catakam,
Narayana parati’s Tiruvenkata catakam and Kovinta catakam,
Kurupata tevar’s Kumaréca catakam are some of the prominent
works.

Drama, as a separate branch, begins to frequent the Tamil
literary scene in these centuries. Mayil vakana pulavar’s
Nanalankara natakam, Kanapaty aiyar’s Atiriipavati natakam and
others are heard of in the 18" c. Typical genres with Islamic
religious conotation, and by Muslim poets, is also a new addition
in this era. Aliyar pulavar’s Intirayan pataippor and Ipuniyantan
pataippor introduce the Pataippor genre (army-war), describing,
wars of the moslem prophets and leaders. Continuing into the
19%c, the Islamic tradition gives more types like, Kissd, Nama,
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Macala and Munajattu. Kissa, an Arabic name, denotes the ‘story’.

'In prose or verse or in a mixture of the two, the Tamil Kissas give
Islamic centered stories, like “Yucup napi kissa’, Mukammatu
anipu kissa, etc. The Persian word nama also denotes the story or
history. The creation of the world is portrayed in ‘Nurunama’,
while the prophet’s ascension to heaven is detailed in Mahraj nama.
From Arabic the name macala is derived, to mean ‘question and
answer’. So macalas aim at the definition of doctrines of the
Islam religion as catechisms, as found in Niru macala, Ayiram
macala, Vallatti macala, etc. Munajattu, also an Arabic word
means, ‘a secret request or appeal’. Invocation to God and prayer
or worship form the core of these Munajattus. Mohamed Abdul
Kadar’s Munajattu (1851), Mohamed Alim’s Munajattu Malikai
and many more are available. This variety does not follow any
particular metric structure or restrict the number of stanzas.

19%%¢ shows more influence of the Westerners and
contributions through translations. Through Vetanayakam pillai’s
Piratapa mutaliyar carittiram, the universal genre, ‘novel’ gets
recognised entry into the Tamil field. Modern drama flourished
through Suntaram pillai’s Manonmaniyam and many additions
by Suryanarayana sastri. His Natakaviyal, a treatise on drama
helps in the understanding of the status of this drama genre in the
Tamil sphere.

Religious poetry continued to flourish through
Ramalingar, Meenatchisundaram, Tandapani Swami etc; Christian
contributions by Vetanayaka castri, H.A. Krishna pillai; and many
Islamic literature gave Tamil a multi dimensional, rather
cosmopolitan figure. Essay, as a form of literature has stepped
into Tamil through Viracami cettiyar’s Vinota raca mancari.
Travalogues like Mayilvakanap pulavar’s Kaci yattirai vilakkam
and Narasimhalu naidu’s Sri arya tiviyatéca yattiraic carittiram
have made their debut on the scene. Biographies and
autobiographies also had their entry. Arumukanavalar carittiram
by Arunacalakkavirayar, Clive carittram by Katirvelup pillai and
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such many others have established the biography genre. Though
not of such frequency, autobiographies like Krishna pillat’s,
Kirittavarana tan varalaru, Tantapanicuvami’s Kurupara tattuva
kaviyam, etc, represent that genre.

In poetic genres, many familiar types continue on one
side, while there is an introduction of many new types also, on
the other. Sub-varieties have cropped up in certain popular genres,
like Antati. Not only literary, but also folk genres have come up
anew and found place in literary output.

Italakal antati, without the occurrence of labials is seen
in Tantapani cuvamikal’s Citamparam italakal antati; Ekapatat
tantati, with the same line repeated fourtimes in a stanza, comes
in Kantacami atikal’s Murukan ékapatattantati; Oreluttantati,
frequented by one type of letter, is given by Karuppaiya pavalar.
Oliyal antati, with typical rhyme structure, has been represented
by Swami tantapani and Kumarakuruticar. A number variety, with
‘thousand’ stanzas finds originated by Tantapani in his
Tiruvarankat tiruvayiram and such other works. Similarly, another
number variety with two-hundred stanzas was found by
Aracancanmukanar, through his Innicai iruniiru. Cotacam, another
number variety with sixteen stanzas, is given by Veélayutap
pulavar’s Pucaviti cGtacam. Similarly, tacakam, with ten stanzas
has an example in Velayuta mutaliyar’s Miitta pillaiyar carana
tacakam. Similar to already known Pafica ratnam, with five
poems, Navarattinam with nine and Tacarattinam with ten poems
are available in the 19*c. Karuppaiyya pavalar and Allimaraikkayar
are the contributors respectively.

Influence of folk-lore is seen in Ecal, Elappattu,

Errappattu, Oppari, Kummi, Cintu, etc and musical mode in Patam,
1ali, lavani and Javali.

EC&], denoting quarrel and rebuke, gives the conversation
between two, scolding and chiding one another regarding mostly
religious matter. Ahmed labbai’s Taymakal &cal is a dialogue
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between mother and daughter on Mohammed the prophet.
Viracami cettiyar’s Kalyana €cal, Appavu mutaliyar’s Tecika
narayana camiecal are also heard of.

Elappattu, boat song attains literary standard through
Parttacarati perumal €lappattu, Iramayana elappattu etc.

The Song that accompanies the drawing of water from
the well, called Errappattu has examples in Vetanayaka castiriyar’s
Nina errappattu, Iramaccantira kurucamitacar’s Kucela carittira
errappattu. etc.

Oppari, the lament, quite different from the elegy, is
represented by Antaricup pillai’s Annai alunkal oppari, Piratapa
oppari and others.

Kummi, a dance song accompanied by clapping of
hands, is used by the poets either to narrate stories or to present
facts on morals, religion, etc. Vetanayaka castiriyar’s Nanak
kummi, Iramacamik kavirayar’s Makaparatak kummi and others
are available.

Cintu, a metrical form, used abundantly in folk
literature, because of its simple structure and musical mode has
acquired literary status. It is used for narration as in Satagopa
aiyankar’s Irimayanac cintu; and describing the places traversed
as in Velayuta pulavar’s Kappar pirayana cintu, on a voyage.
Kavatic cintu and Valinataic cintu are its common sub varieties.
The former, is sung by those who bear the Kavati as found in
Annamalai rettiyar’s Kavatic cintu, and the latter by the travellers,
to overcome monotony and fatigue.

Patam, a musical mode is a praise in general, and can
also come in any content. Many patams are composed in such a
way as to be presented in dances. Alakiya cokkanatar patam
portrays the Nayaka nayaki bhava. Mock varieties, have come up
on such content as snuff powder, mosquito and the drunkard.
Krishnayyar and Subbaramayyar are two famous composers of
patam.
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Lali, an auspicious, song variety, takes the form of a
lullaby in ‘Srikrishna Lali’, while in ‘Nutanak kaliyanappattu it
is used to jokingly mock the bride and groom. In most other cases,
like Cenkalvarayar’s Ganapati lali, it is an invocation or praise of
God.

Lavani a song variety of Maharashtra origin, has as its
theme, the burning of the love-god Manmata by Siva. It comes in
the form of conversation and debate, to be presented on the stage.
The anonymous Manmata lavani, a folk creation is widely
famous.

Javali, similarly of Urudu origin is found in Kannada
and Telugu besides Tamil. Love and devotion are its theme as in
Canmuka javali, and Ramasami aiyankar’s Caraca raficita javali.

Entering into the 20" c, the Tamil literary flow does not
add to itself many new and hitherto unknown genres. But there is
a rapid flourish in novel, short-story, drama, bio-autobiography,
travelogue, essay, epistle, etc. Juvenile literature and orations can
be considered as new additions in one sense. Journalism has further
helped the development of other modern mediums. Free verse,
introduced by Barathi, imitation of sonnet and haikku in the
eighties, experimental attempts at stream of consciousness,
existentialism, surrealism, etc., have given much modern colour
to the creations of this day.

Modern prose varieties are common to most of the well
developed languages of the world. Poetic types like epic, lyric
might also be seen in many languages. Of the Prabandha varieties
found in Tamil literature, a deeper survey may reveal the
individuality of Tamil literary genres.

TYPOLOGY

Of the many genres discussed by Pattiyals and provided
by literature, some are very popular. There are still others which
are frequently and largely used. Some are common to Tamil and
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one or more other languages. A few may be original to Tamil and
quite unique in nature. Well known and famous types come under
each; Some of these may be mentioned here for a fuller
understanding of their place and part in the historical development
of literary genres in Tamil.

POPULAR

Thinking of genres, brings to mind certain types like
Antati, Arruppatai, Ula, Kovai, Kalampakam, Pillaittamil, Parani
etc, as representatives in the Tamil field. These are well known,
and have clearly defined characteristics as found in treatises and
portrayed through literature. These have enough examples and
established norms, that help to overcome any ambiguity regarding
from and content. Even then there is no stagnation or stereotype,
due to the creative capability of each and every poet.

Popularity of a genre need not depend on the mere
abundance of productions under it; Even one work, or the first of
a genre, or a few prominent creations could make a genre popular.
There are nearly one thousand compositions in Antati genre,
including many of its sub varieties, showing it to be a largely
used genre. Comparatively Arruppatai has less than fifty
examples, but is quite popular, being available from the earliest
period and also frequenting then the Cankam poems.
Kalampakam, though has nearly seventy works under it, had
become popular by the very first composition, viz, Nantik
kalampakam (19%c). It is the same under Parani, with
Ceyankontar’s Kalinkattupparani also. Differing from
this,through a popular creation, or a famous contribution, certain
genres have become very popular. Manikkavacakar’s
Tirukkovaiyar under kovai, though not the first work of the genre,
stands fore-most in creativity and popularity. Thinking of Ula or
Pillaittami] brings to mind not one but many prominent works
and authors , which seems quite interesting in itself. Tirukkailaya
nana ula, the three ulas on the Cola kings Vikraman, Kul6ttunkan
and Iracaracan, Tirukkurrala natar ula, Maturaic cokkanata ula,



70 Studies in Tamil Prosody and Poetics

Néana uld, Ciletai ula are outstanding ulas. Similarly,
Kulottunkacolan pillait tamil, Muttukkumaracami pillait tamil,
Cenkalunir vipayakar pillait tamil, Cekkilar pillait tamil, etc are
well known and outstanding, in a list of one hundred and above
pillai tamil works.

All these popular genres are also indigeneous varieties
and unique to Tamil. They do not seem to have any commonness
with the existing genres of other neighbouring or foreign
languages known.

COMMON

There is a long list of literary genres that are common to
Tamil and one or the other knowit languages. As already stated
this might or might not be due to mutual influence. The similarities
may vary from slight commonness to quite relevant and deep
impact. Even then they never become identical or even very similar.

Many genres are comparable with those of other
languages. In the modern genres, most or rather all are to be
considered, like, Drama, Novel, Novelette, Short-story, Story,
Biography, Auto-biography, Epistle, Essay, Travelogue, Diary,
Oration and Juvenile literature. In the medieval varieties also, those
like Epic, Lyric, Stray verse, Proverb, Riddle, Ballad, Satire,
Lullaby, Pun, Elegy and Lament find a prominent place in very
many languages. Influence of Sanskrit is clearly seen in the
naming and nature of types like Puranam, Upakyanam, Catakam,
Slesa (Ciletai), Yamaha (Matakku), Paficakam, Satkam, Astakam,
Patatikecam, Kecatipatam, Lilai, Lahari, Kiritai, Namavali and
certain varieties of picture-verses. It is also to be noted that
Kavacam has its counterpart in Paficaram, MeykKirtti in
Prabhavam, Tiruppalliyelucci in ‘Suprabatham’, and Ecal in
Samvatam. Musical varieties like Lali, Kirttanai, Lavani, Patam
and Javali are the outcome of the influence of other Indian
language genres. Besides these, Tutu is comparable with the
Sandesakavyas of many Indian languages. Only the concept of
sending a messenger or ambassador is common here; the other
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features and characteristics vary. Similarly Kuravanci, Kuram and
Kuluva natakam of Tamil are usually kept aside the Yaksaganas
in Telugu and Kannada. Here also the deviations are too many
and marked, to be considered as identical varieties. The boat song,
Otappattu, is known in Malayalam through Vaficippattu or
Vallankalip pattu; Similarly Kaikottik kalip pattu of Malayalam
might be equated with Kummi of Tamil to certain extent. Varnana
of Malayalam and Varnippu of tamil have some commonness.
Swing song as ucal and ufical pattu are respectively found in Tamil
and Malayalam and are also comparable.

A deep and detailed comparative study of these types
could further help in knowing the exact contribution of,, and part
played by Tamil, in either the innovation or the adaption of these
class of ‘common genres’.

ORIGINAL

Unique typologies, indigenous to Tamil are quite large in
number. These original creations have come up in different
~ periods, through various authors, in highly varied circumstances.
From the very begmnmg of the history of Tamil literature, unique
types have frequented in abundance. The reason behind the genres
of the varieties, and the motivated power that resulted in the
creation, when known, may explain the origin of the genres, and
the purpose, aim and drive behind the innovations.

Typical naming, and assigning characteristic which are
quite native, make these genres indigenous in form and content.
Genres that fall under the different classes, already discussed,
like content, form, pattern, number, alphabet, metre, etc., show
aspects of originality.

All prosodical varieties are typical of Tamil, as the
deciding factor, viz, the metre itself, is indigenous to Tamil.
Besides Antati, Akaval, Kanni, Kural, Cintu, Tantakam, Talicai,
Pakrotai, Paripatal, Viruttam and Venpa are a few varieties



72 Studies in Tamil Prosody and Poetics

mentionable. Manikka vacakar’s Kirttittiruvakaval, Tayumanavar’s
Painkilik kanni; Avvaiyar’s 1\~Iér_1ak kura]; anonymous Tankaccintu,
Murukarcintu, Tampaccaricintu, etc; Appar’s Tiruttantakam;
Manikka vacaka cami’s Tirunanattalicai; Umapati’s Porrippakrotai,
Cankam anthology, Paripatal, Tiruttakkat tévar’s Nariviruttam,
Aiyatika]’s Ksettirat tiru venpa are a few examples to be cited in
the above varieties.

The various types under the ‘malai’ group also seem to be
highly individual. Number and metre combination varieties under
this, as, Irattaimanimalai, Mummanimalai, Nanmanimalai,
Paficaratna malai, Navamanimalai, Ekataca malai and Catamani
malai are prominent ones. Appar’s Ahkamalai, Icura murti’s Akarati
malai, Abdul kapoor’s Cittirakkavai malai, anonymous
Tiruvénkata varukka malai are still other available malai varieties
with content, alphabetisation and picture verse as the distinctive
factors.

There are many number varieties that are unique in all
sense. Number-metre combinations like Orupa orupatu, Irupa
irupatu, number-nature combinations as Pafcaratnam,
Navaratnam; number-content variety like Mummanikkovai; and
mere number types as, Pattu, Patikam, Nuru, Patirruppattu,
Tollayiram and Ayiram are all indigenous contributions.

Similarly, letter/alphabetic typologies, viz., Atticati, Uyir
varukkac ceyyul, Varukkak kovai, etc are original. Folk genres,
without equivalents in other areas and languages, could be taken
as individual innovations under Tamil. Ammanai, Unti, Erram,
Calal and Villuppattu are a few notable varieties. A deeper look
my reveal many independent varieties under content classification
like Utal, Katal, Tacankam, Nonti, Pallu, Pavai, Matal, Maram,
etc.

It is not very easy to stress and confirm that these are
really indigenous, until and unless a full study is done on all world
literatures. As a beginning, these may be taken as probable
indigenous genres.



“LETTER”

Treatises on Tamil grammar, especially those dealing with
prosody, discuss about the various categories of letters that partake
in the formation of the different metres of Tamil versification.

The letters of the alphabet of a language are basic in both
its speech and verse forms. In the former, when the letters or
phones effect meaning difference they are given phonemic status.
In the latter, in isolation and in combination, they are given metric-
syllabic status and certain values.

Though letters of a language are same for speech and
verse, the concept and classification of them vary in these.

VARIANCE

Tolkappiyam, the earliest extant grammar of Tamil
discusses phonology in its first chapter (Eluttatikaram); while in
the third chapter (Porulatikaram) in the eighth section viz.
Ceyyuliyal, it details theories of Tamil prosody.

Here, it begins with a list of the prosodical elements as,

‘Mattirai eluttiyal acaivakai enaa...” (Cey. 1)
(= Mora, nature of letter, metric syllable types and...)

In this, “the letter” comes as the second of a total of 34 elements
of prosody.

In the next aphorism, without defining or explaining the
(first two) elements, Tolkappiyam just mentions that, ‘mora and
letter are as already given’, (ie., in the chapter on phonology,
Eluttatikaram):

‘Mattirai vakaiyum eluttiyal vakaiyum
Merkilantanave enmanar pulavar’ (Cey. 2)
(Types of morae and types of letter

Are as said afore, the learned say)

From this it appears as if there is no difference of concept in the
letter, when it comes either in phonology or in prosody.
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But, this is questionable, as a comparative view of the
rules and facts of these two fields, show variations and deviations.
Earlier observations also have revealed this fact.'

CATEGORIES

In the chapter on phonology, Tolkappiyam classifies the
letters into two categories as ‘the 30 from a ton’ and ‘the dependent
three’, viz. shortened u, shortened i1 and aytam, which are “letter
like”. This or such a classification is not seen in prosody.
Tolkappiyam - phonology continues with 1) short, 2) long,
3) lengthened (vowel) letters; Then, 4) vowel, 5) consonant,
6) vowel-consonant (cv), 7) shortened m, 8) surd, nasel and lateral,
9) lengthened consonant; and again 10) shortened aytam,
1) shortened ai and 12) shortened au.

This grouping can be shown as follows

ELUTTU (LETTER)
=== B e ]
aton the dependent/ |
— 30 _ the letter - like
R fop gl it s e |
short long:  lengthened a
horty (ne;ﬁ) %gfapﬁr):e | sho l}ened shoryia,ned aytam :
L__| |
T I
vowel Consonant
(uyir) (mey) |
12 18 |
— — — — PR
éurd_ nals—el ;{eral l
(val) (mel) (Itai) _
ORI SR TRl Attt i
vowel  shortened lengthened  S. ;{rtam S!:i S.au
consonant  ‘m’ consonant (aytam (aik)  (auk)
(uyir mey) (orralapu) akkal)

As alrejady §tated, Tolkappiyam does not separately provide the
above lists }n the section on prosody. But from it’s discussions
of the metrical syllable, the f oot, and the line, and the element

I.

TRSMSL u«"')_@“‘ aTamen Queb 58lpss R wmawTSaD, QaieT Jwg
. @‘“’G"“"@ AUMZWASYD, LT YW sTed: HHszHsssn CaGDin
UMSLTEYIL JemobgieTarer. Fenss 50 e1psz Hemew Caumy. #Cau.
&L:L.ﬂr{wmmm' WTly-eTss, s Qsras, Cayer LLEMEINSGS
BIEPHHOD USIpw wiewait Wb, Boasbs o, 1974, Us. 25.
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vannam (tonic pattern) certain letter categories are f ound
mentioned.

In the discussion of syllable, (1) short, (2) long,
(3) consonant, (4) the two types of u (s.u and ordinary/full u), )
the short i, (6) the lengthened (vowel) and (7) the lengthened
consonant are given.

A comparison of this list with the above reveals some
‘dropouts’. Vowel, vowel-consonant, aytam, all shortened letter
types except s.i and s.u, the three classes of surd, nasel and lateral
are those left out.

Coming to the discussion of line, a typical grouping of
letters as ‘alive and life-less’ or rather ‘vowel and non-vowel’ is
seen, which is quite unique; and unseen unheard and unmentioned
in phonology or else where.

The categories like aytam, surd, nasel and lateral, left
out in the discussion of metric syllable, is seen present in the
classifcation of vannam, which is yet another element of
versification.

The metric syllable being the basic element of
versification, thus seems in need of only a shorter list of
categories, compared to that of phonology.

THE COMMENTATORS AND LATER GRAMMARIANS?

The commentators of Tolkappiyam Ceyyuliyal and the

- authors of the later prosodies try to give certain lists of letters to

be considered in versification. These range from thirteen to sixteen

categories of letters. In the shorter list, shortened au, shortened m

and lengthened consonant are those left out, when compared to
the longer list.

When the larger list is compared to the letters mentioned
by Tolkappiyam in its metric syllable discussion, there are many
additions, which bring the list nearer to the classification found
in phonology, rather than prosody. Except shortened aytam, the
commentator Péraciriyar gives the 16 different groups of letters
mentioned by Tolkappiyam in Eluttatikaram.

2. sec chart : Category of lctters
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From these different lists, only a minimum of seven letter
categories seem important in the discussion of the letter, as an
element of prosody, and as constituent of the metric syllable. These
are L. short, 2. long, 3. consonant, 4. shortened u (and full u),
5. shortened i 6. lengthened (vowel) letter and 7. lengthened
consonent.

All the other categories become included under one or
other of these; as they are not speicifically important in the
formation of metric syllabic types. For example all vowels and
vowel consonants without any difference seem to be considered
as either short or long; and the unmentioned shortened letters do
not specifically influence any metric syllabic formation.

VALUE

Letters become the component of metric syllables. All
letters are not given either same or similar value in the formation
of this syllable.

Vowels have a different and higher value when compared
to consonants. The occurrence or the absence of a consonant(s)
does not vary the value of the syllable of which it forms a
constituent part. But a vowel is very important, being the nucleus.

In assessing the length of a line and in similarly fixing
the length of a particular cir, the vowels alone are counted and all
other letters are left out. Here all non-vowels, viz. the consonants
and other shortened letters, aytam, etc. are not counted may be
because they are not causing variation in the status of the metric
unit of which they form a part.

The consonants are distinctive phonemes in phonology;
counter to this status of recognition they are uncounted in the
metric line of Tamil prosody, as portrayed by Tolkappiyam.

Uyiril leluttum ennap pataa
Uyirttiram iyakkam inmaiyana (Cey. 42)
(= The letters other than the vowel

Are counted not,
As they are not having life like nature)
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The variation in the value of vowel and consonant are
justifiable in one sense. Because in Tamil, the vowels are named
as uyir, meaning ‘life’, and are said to have independent movement
and independent existance; while the consonants, named ‘mey’,
meaning body or physique, have no independent existence, but
are dependent on the vowels.

In a language like Tamil, there are two categories of
vowels as short and long. Each short and long is a separate
phonome, and so will have individual value in phonology. But in
the syllabic scanning in prosody, distribution of a short or long
does not always change the value of the metric syllable.

For example either a short or a long can form the syllable
ner; and either two shorts or a short and a long can make the syllable
nirai, both with or without consonants following:

(Sor L + C=ner*; SS or SL + C = nirai*¥)
(S=short; L-long; C=consonant; +=with; -=without)

Similarly, the shortened letters (kurukkam) and the
lengthened letters (alapu) generally are not full phonemes, but
mostly allophones and so have a different value considered with
their counter parts. But all the letters of their category do not
have the same or identical value.

Tolkappiyam considers the shortened i as equal to a
consonant and so is not to be scanned (Cey. 7); u, either ordinary
(full) or shortened when comes in the middle, as per the situation
necessitates, forms the tail part of a (nérpu or niraipu) syllable or
becomes an individual one or the front part of the next syllable
(Cey. 4,8). The lengthened letter, either vowel or consonant is either
scanned as a syllable or left unscanned as null (Cey 16, 17). The
rhythm and cesura decide the scanning and so no particular or
permanent value is assigned to the letters in the above categories
but let to be decided by the situations. Rather, the value of the
same letter changes as per the necessity of the situation.

*  Examples for ncr
3 QU & SN, IV, W, &N, FTe, e, GaTanid, Silb.
** Examples for nirai

3B, LT, &), ST, LT, 2LAT, S, SLMD, SLTIHYLD, LO(hH&HTLD
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CONCLUSION

The concept of letter, its classification and value assigned,
are not the same for language and versification. They are not
similar either, but very deviant.

The use of letter in speech and in verse is diversified. In
the former, it is of a semantic value and use; while in prosody it
is of euphonic value and rhythmic utility.

This aspect found in Tamil may be quite unique and
individual. If found to be present in Dravidian or elsewhere, the
possibility of impact may also be considered. If not, the reason
for the same must be further probed into.

CHART : CATEGORY OF LETTERS*

Tolkappiyam
Eluttatikaram Ceyyuliyal Karikai Peraciriyam
l.  Kurriyalikaram (Shortened 1) 5 4 8
2. Kurriyalukaram (Shortened u) 4 5 9
3. Aytam 14 7 10
4. Kurreluttu (Short) 1 1 1 -
5. Netteluttu (Long) 2 2 2
6. Alapu (Lengthened) 6 13 12
7. Uyir (Vowel) aImn 3 2
8. Mey/Pulli (consonant) - 3 8 4
9. Uyirmey (Vowel consonant, CV) - 12 Il
10. Makarak kurukkam (Shortened m) - - 16
1l. Val (Surd) 1 9 5
12. Mel (Nasel) mz2 10 6
13. Itai (Lateral) nm3 1 7
14. Orralapu (Lengthened Consonant) 7 - 15
15. Aytam akkal (Shortened aytam) - - -
16. Ai kurukkam (Shortened ai) - 6 13
17. Au kurukkam (Shortened au) -- - 14
18. IT 2. Uyirille - -
luttu
(non-vowel)

Note :

¥ Karikai - Yapparunkalak karikai, 10th c- A Prosodical treatisc.

¥ Péraciriyam - A commentary on Tolkappiyam, Ceyyuliyal, 13th c.

» Number denotces the order of occurrence

: Roman numbers denote separate sections.

Name differences are not given.



THE IMPACT OF SANSKRIT ON
TAMIL PROSODY

The word prosody refers to the study of versification.
The term is derived from the Latin ‘prosodia’, which stands for
the accent of a syllable. It goes back to the Greek ‘prosodia’, which
meant, ‘song adapted to music’, ‘variation in the pitch of voice’
and pronunciation.

Prosody has been defined as that part of grammar which
deals with metre and versification. i.e., the forms used in
constructing verse and the laws regulating their structure and
governing their use in composing poetry.

TAMIL PROSODY

The history of Tamil prosody starts with Tolkappiyam.
Tolkappiyam is the earliest extant treatise on Tamil language and
literature. It is dated back to I#-3 ¢ BC. References in it show
that it follows the even earlier-ancient traditions in framing the
rules of grammar and theories of poetics and prosody. Though
writings, especially literature, earlier to Tolkappiyam are not
available, the Cankam poems (I* ¢ BC - I* ¢ AD) that followed
later in time provide many nuances which show deviation and
development in prosodical theories. Novelty in metrical form and
structure endeavoured a large production of new prosodical
treatises in the later centuries. Many of these had disappeared in
the surf of time, leaving behind only their names and a few quoted
lines, here and there. From 10" ¢ AD onwards, nearly 30 different
treatises both on prosodical theories and literary genres had come
which are available even to this day. This large production reveals
the interest of the Tamils on this subject.

The prosodical treatises can be grouped into three broad
categories. Tolkappiyam itself forms an individual group, while
Yapparunkalam (10" ¢ AD), Yapparunkalak karikai (10" ¢ AD),
and similar works form the second, and the Pattiyal treatises from
Pannirupattiyal (11" ¢ AD) onwards form the third group.
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Tolkappiyam is indigenous, with least influence of foreign
models, theories and nomenclature. Terminologies, names, ideas
and concepts reveal more influence in the treatises that fall under

-the other two groups. Widening of learning, or an attempt to bridge
the gap would have resulted in these.

TOLKAPPIYAM

Tolkappiyam lists 34 elements that form the metrical
structure. There are structural elements like cir (foot) and ati (line);
rhythmic elements like totai (rhyme) and tikku (note); content
elements like porul (theme) and turai (sub-theme); and expressive
elements like meyppatu (physio-sentiments). The first element
mattirai, the sound measure of letter, ie., mora, is the same as
matra of Sanskrit. Another element vannam, based on the nature
of letters, is equivalent to varna in name atleast.

As per Tolkappiyam, the metrical line (ati) is formed on
two different principles. One, on the number of feet in a verse
line; and another on the number of letters (syllables?) in a four-
foot line. The latter may be compared with the vedic metre, where,
‘the number of letters of a line is the only criterion of determining
the metre’ (S. Subramaniyam, The commonness in the metre of
the Dravidian Languages, Dravidian Linguistic Association,
Trivandrum, 1977, p. 38).

DEVIATION

The ‘letter-line’ concept of Tolkappiyam is not followed
as such by the later prosodical treatises. All of them stipulate the
‘foot-line’ method. But in the medieaval times, certain verse types
like kattalaik kalitturai and kattalaik kalippa have particular
numbered letter-lines.

Kattalaik kalitturai is a stanza of four lines, each line
made up of five feet; and, if the line starts in a nér acai, the
number of letters per line will be sixteen and if in nirai acai, it

will be seventeen. This verse is also known as karikai, from ‘karika’
of Sanskrit.
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In kattalaik kalippa, all the four lines have eight feet each,
and each half line of four feet will have either eleven or twelve
letters, if it starts with ner or nirai respectively.

Acai is an element somewhat equivalent to the syllable.
Basically, it has two types, ner and nirai; a single short or long
vowel, with or without following consonants make ner; two short
or one short and one long vowel, with or without following
consonants make nirai. This is different from Sanskrit laghu and
guru. ‘In Sanskrit, a short vowel alone is a laghu. A long vowel
alone or a short or long vowel followed by a consonant or cluster
or anuswara or visarga is a guru’ (ibid, p. 43).

An extension or an elongation of this ‘letter-line’ impact
is clearly relevant in the cantam and tantakam stanzas also. These
are real imitations of chandas and dandaka, with slight variation.
‘The metre of the vedic line is called chandas, based on the number
of syllable per line of the sloka’; ‘The metres are divided into
twenty-six according to the number of syllable per line. From
ukti to utkriti, that is from one to twenty-six syllables or letters
per metric line, twenty six metres are classified. If a metric line is
of more than twenty-six syllables it is termed as dandaka’ (Ibid,
p.40, 44). The Tamil lexicon defines cantam/cantappaftu as ‘stanza
of four lines with four to twentysix syllable to a line’and Tantakam
as ‘a stanza each line of which consists of more than 26 syllables’
(The Tamil lexicon, University of Madras, 1982, pp. 1263, 1824).
These verse structures had come into vogue only in Yapparunkala
virutti, the commentary of Yapparunkalam.

Though borrowings, these are accultured into the system,
and many ‘cantacceyyul’ and ‘vannac ceyyul’ came in the language.
Tevaram (7"c AD) abounds in cantam verses, while Tiruppukal
(15®c AD) profusely uses the vannam type. Verse rhythm and
musical rhythm are respectively important in these creations. In
these, rather than the number of letters, or syllables, the consequent
scheme of rhythm is more important. This might be a method of
nativisation. The bounching rhythm of a ball game is thus
engraved in the verse structure itself. An example can be taken
from Cilappatikaram (2"c AD).
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Ponnilanku punkoti polanceykotai villita

Minnilanku mékalaika larppa varppa venkanum
Tennan valka valka venru cenru pantatittume

Tevarara marpan valka venru pantatittume (29.20)

(Tr. O girl shining like a golden creeper! with golden necklaces
glittering and in harmony with the repeated tinkling of our
lightning-like girdles, let us run in all directions and strike the
rebounding ball saying: ‘Longlive the Pantiyan, long live he’. Let
us strike the ball saying, ‘Long live he who wears Indira’s garland
on his chest’- V.R. Ramachandra Dikshitar, The Cilappatikaram,
Kalakam, 1978, p.390). '

One of saint I:Iér_lacampantar’s poems on Tiruvaiyaru
contains the rhythm of the dancing steps in the verse structure,
which is a good example of cantacceyul.

Pulanaintum porikalanki nerimayanki
yarivalintit taimelunti
Alamanta potaka varcélen
raru] ceyva namarun koyil
Valamvanta matavarka natamata
mulavatira malaiyen rafici
Cilamanti yalamantu marameri
mukil parkkum tiruvaiyare

(Meaning : When all five senses, lose balance - lay confused,
devoid of wisdom - are troubled, He says ‘Do not panic’, and
gives comfort. In this temple of Tiruvaiyaru, worshipping women,
£o around dancing to drum beat; Fearing (it to be the sound of
thundering) rain, certain monkeys, troubled, climb trees and look
at the clouds.)

The Tiruppukal verses of Arunakirinatar are also highly
rhythmic and the different verses have their own individual
rhythmic pattern. One line of a verse can be cited.

Imakiri mattir puyanka vempani
kayiratu currit taranka venkatal
Imayavar parrik katainta anrelu - naficupolé
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(Meaning : like the poison that swelled up on that day when the
Devas churned the wavey white sea, with snow mount Himalaya
as the churning rod and the cruel snake entwined as rope......)

The pattern is
Tanatana tattat tanamta tantana x 3 + tantatana

In all these verses and such others, the stanzas are all four
equal lined, but the feet in each line may vary from four, six,
eight, to twelve or even more. The common name by which these
are known is ‘viruttam’.

This viruttam maybe a term coined on ‘vrtta’. But sama
vrtta, ardha-sama vrtta or visama vrtta are not known here.
Kaliviruttam and aciriya viruttam are largely used in Tamil.

Kaliviruttam has four equal lines of four feet, while
aciriyaviruttam has four equal lines of six to any number of feet.
Saint Ramalingar (19th c. AD) has even 192 feet-line in one of his
verses in Tiruvarutpa. ‘Vrttas are not completely different from
the chandas, but they are developed from the chandas by the
prastara or permutations and combinations within the frame work
of the chandas’ (The commonness in the metre of the Dravidian
Languages, op. cit. p. 43).

The Pattiyal Tradition

The pattiyal treatises took up the special mission of
introducing concord, augury in poetry, to see that the first word
that begins a verse/poem is auspicious. Most of the pattiyals also
define and list the literary genres in the Tamil language, as the
name pattiyal itself means ‘nature of verse’ (pattu=song, poem,
Verse).

One of the concord (poruttam) viz., ‘kanapporuttam’
reveals a very clear and strong impact of Sanskrit.

Cir, foot, is renamed as kanam, from the Sanskrit gana.
Not all cir types, but only the trisyllabic foot (muvacaic cir) eight
in number are taken up for consideration here. In Sanskrit, ‘The
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syllables of long and short are grouped into ganas of three syllables
each and trisyllabic gana is called a trike. Thus eight types of
ganas are formed and they are termed as Ma, Ya, Ra, Sa, Ta, Ja,
Bha and Na ganas.

Ma - - - Sarva guru

Bha - u u Adhi guru

Ja u - u Madhya guru

Sa u - Antya guru

Na u u u Sarva laghu

Ya u - - Adhi laghu

Ra - u - Madhya laghu

Ta - - u Antya laghu (ibid).

In Tamil, certain pattiyal treatises, assign gods, elements,
stars, besides giving letter-names as above to the trisyllabic feet.

Trisyllablic foot God/element Star Letter-name
Ner Ner Ner Yama/Swarga/ Bharani Na
Indira
Nirai Ner Ner Moon Mahayiram  Pa
Nirai Nirai Nirai Earth Kettai Ma
Ner Nirai Nirai Water Satayam Ya
Ner Nirai Ner’ Sun Punarpicam Ta
Nirai Nirai Nér Sky Pucam Va
Nirai Nér Nirai Fire Karthikai Ra
Ner Nér Nirai Wind Choti Ca

(see : Ilakkanattokai Yappu Pattiyal, p. 364)

These seem to be exactly modelled on the pattern seen in
Sanskrit prosody, referred above, with slight name change, etc.

Another concord, an augury in verse, called varunam
(varna) also shows foreign influence. The concept of the origin
of mankind from Brahma and the birth of the four castes, the
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varna classification, had inspired the grouping of letters as per
castes in varunapporuttam. ‘There must be unison, concord,
between the caste of the hero and the first letter that commences
an eulogy on him’, says the pattiyal. For this purpose, (1) The 12
vowels, k, 1, ¢, i, t and n are called as ‘Brahmin’ (Antana cati) (2)
t,n, p, m, y and r are classed as ‘king’/Kshatriya (Mannavar cati),
(3) 1, v, r and n as ‘merchant’/Vaishya (Vanika cati) and (4) 1 and
1as Sudras/ agriculturists (Cuttirar/velalar). The indigenous letters
of Tamil, viz., 1, ], 1, n, etc., falling under the latter groups reveal
the status ascribed to a language in another garb. The negative
impact of a foreign culture is revealed here. Stratification of
people penetrating even the literary creation of a culture group is
portrayed in these.

VARIATION

Pattiyal treatises list literary genres also. The common,
collective name for genres, viz., ‘pirapantam’ is an adaptation of
the word ‘prabandha’. Though the name is similar, the meaning
varies.

When the theme, subject matter of poetry, is completly/
contained in a single stanza it is called muttakam and if it runs on
to two or more stanzas, then that is known as kulakam, as per
certain Tamil prosodical treatises. This naming and approach is
not native; This poetic aspect is the impact of Sanskrit. The contact
of the Sanskrit language and its poetic theories would have
influenced the Tamil prosodians to this type of approach.

In Viruttappaviyal (19th cAD), while discussing about
kaliviruttam in detail, many definitions of cantak kaliviruttam
with names like Manorama, Champaka mala, Vidhyunmala,
Mayura, Swagatham, Rathotham, Madhanartha, Manimala,
Siragvini, etc., occur. Only a detailed study can reveal if the impact
is only in name or in the whole structure itself.

GENRES

Listing of genres in pattiyal treatise is unique to Tamil,
as such an attempt is not heard in any other language, either
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Sanskrit or otherwise. Though the number of genres, pirapantam,
is given as ninety-six, from the different pattiyal works we come
across nearly 200 types of literary varieties, and from the literary
creations, we come to know of nearly 400 types.

Naming and framing of certain of these genres shows
Sanskrit influence, though most are native and indigenous.

Pillaittamil, Orupoku, Kalampakam, Ula, Parani, Matal,
Maram, Inai mani malai, Irattaimani malai, Nanmani malai,
Mummanikkovai, Kaikkilai, Arruppatai, Kovai, Ulattippattu,
Kurattipattu, Orupa orupatu, Irupa irupatu, Kaiyarunilai and such
seem “self-made”, without any colour of Sanskrit. But, names
like Catakam (Jathaka), Attamankalam (Asta Mangalam),
Patatikecam (Padadikesa), Kecatipatam (Kesadipada), Tacankam
(Dasanga), Alankarapanicakam (Alangarapanchaka),
Anurakamalai (Anuragamala), Catakam (Sataka), etc., reveal
Sanskrit impact. A systematic and detailed study of comparative
aspects of these two language genres will reveal common grounds,
impacts and indigenous factors.

Early Tamil Prosody is native and indigenous. But, by
10th ¢ AD. foreign models had played their part in Tamil
grammatical tradition, and thus also in prosodical aspects. Cultural
concepts along with language and literary frames had modelled
and moulded the metrical structure in name and form. These show
that in a particular period these two languages and culture had
very close relationship.



NEW TRENDS IN
PIRAPANTAT TIRATTU

Pirapantattirattu', which can be dated back to the latter
half of the 18th c or the first half of the 19th c, is a new addition
in the field of Tamil pattiyal. According to the general nature of
pattiyal treatises, dealing with the different literary genres and
augury in verse’, Pirapantattirattu allots a few chapters to these
discussions. But it does not stop with this, and includes many
other matters which are not generally discussed in such other
treatises.

The words pattu and pirapantam (pra-banda, meaning a
literary composition, in Sanskrit)® denote the literary genres, and
the treatises on such genres are mostly known by the names pattiyal
and pirapanta (iyal)*. From the first pattiyal, viz, Panniru paftiyal
of the 10th ¢, onwards only rules relating to the different genres
and aspects about augury in verse find a mentionable treatment
in pattiyal. But from Venpap pattiyal of the 12th c., there is an
addition of a general section (Potuviyal) that deals with matters
like the nature and qualities of the poet, types of poets, types of
literary artists; four types of poems; attributing caste, land, colour,
star, signs of the zodiac, planets, etc, to the four metrical varieties;
the three types of audience; the attributes of the four different
castes; explanation of the ‘treatise’ (niil), the two types of prefaces;
the auspicious time for composition, the worship of Saraswathi,
and the good and bad effects of a poem. The influence of this
section is seen in the laterworks which almost give all such matters.

l. Pirapantattirattu (U.V.S. Library Manuscript) publishcd by the International Institute
of Tamil Studics, 1980.

[$9)

Dr. A.C. Chettiyar, uscs this term to denote ‘poruttam’ in his Advanced Studics in
Tamil Prosody, 1947.

3. A Sanskrit English Dictionary, Oxford, 1974, p. 683.

4. Pirapantamarapiyal, Pirapanta tipikai, Pirapantatipam arc such.
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Navanitap pattiyal of the 14" ¢, adds a few more elements
to the above list, through its discussions on similes, presentation
of the new work of art before the hero and audience and the
respects done to the poet by the hero.

Some such additions are found in other treatises also.
Tonnul vilakkam of the 17* ¢, discusses the four types of
compositions, while Ilakkanavilakkam of the same century, adds
the different facts found in Tolkappiyam marapiyal.
Cuvaminatam of the 19" ¢, adds the two modes of writing, viz;,
vaitaruppam and kautam, which are generally discussed by
aniyilakkanam.

From the above facts we come to know that pattiyal
treatises do not stop with just discussing genres and augury but
also give some other connected matters regarding verse and
composition. We find a continuation of this system in Pirapantat
tirattu also. But the difference is that it gives a larger treatment to
similar facts and includes more such new ones and thus paves the
way for many new trends in Pattiyal.

Pirapantat tirattu is made up of an invocatory verse and
ten chapters, with 526 verses in total and a few additional stanzas
as appendices. The first three chapters, in venpa metre (Tirattiyal-
75; Puranataiyiyal-17; Karupporuliyal-16), discuss the ninety-six
literary genres; The fourth chapter (Poruttaviyal-54) discusses the
ten traditional concords or augury in verse; The fifth one
(Uvamaruta viyappu carviyal -54) lists the similes apt for the
different organs of the body and other connected aspects. The
sixth chapter (Vicetavani viyappu carvoriyal-79) discusses the
different attributes like land, river, wife , sons, vehicle, food,
etc., of each God from Civan to Manmatan and other heavenly
beings; The seventh chapter (Catimarapu Carvoriyal-18), discusses
the nature and conduct of the four different castes. The eighth
one (Kulanila viyappuc carvoriyal-76) deals with the discussion
on the five lands and the ninety-six different sub-castes and
classes; The nineth chapter (Olipiyal-107), as its name suggests is
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on exceptions, remainders and additions, to the other chapters;
The tenth (Kotaiyiyal-29) talks about munificence on the part of
the benefactor. All these last seven chapters are in viruttam metre.
The additional six stanzas and two prose passages, list the ninety-
six genres, explain the auspicious and inauspicious directions,and
the sixty four branches of knowledge. These seem to be a-later
addition.

The feeling that all these facts help the composition of
prabandhas would have made the author to include such matters
in this treatise.

The first four iyal have some precedents in the earlier
pattiyal works. The fifth one, on similes, etc, has followed the
tradition seen in works like Uvamana cankirakam and
Irattinac curukkam. From the sixth iyal onwards, we find some
similarities in nikantu, which are collections of vocabularies.
Parallel ideas are also found in other grammatical sections on
phoneme (Eluttu ilakkanam), content (Poru] ilakkanam), etc.

Prabandhas : A historical study of the different pattiyal treatises
gives us about two-hundred literary genres.’ A similar study of
literatures gives even a larger number of genres.® But in Tamil,
there is a tradition that there are in total, ninety-six prabandhas.
We get the first reference to this concept in the treatise Pirapanta
marapiyal of the 16" c. But the first person to give the complete
list of all the ninety-six varieties, with a short explanation to each,
is Rev. Beschi, and he does this in his Caturakarati. There are
different concepts regarding the list of genres, i.e., which are the
ninety-six. Some lists begin with Catakam and end with Kappiyam
(Caturakarati) while others, start in Pi]laittamil, and end in
Puranam (Pirapanta marapiyal). In the Pirapantat tirattu also the

5. Pirapanta tipam, Tamil Patippakam, 1980, pp. 79-83.

6. Cirrilakkiyankalin térramum valarcciyum, Muttuppatippakam, 1979, pp. 95-110,
119-138
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discussion on prabandhas begins with Catakam and ends in
Kappiyam. But in this list many traditional varieities are left out,’
while more than fifty new varieties get included.® Other than
these, the ninth chapter adds about ten more new varieties may be
as an after thought.

All these new genres cannot be considered as additions
from actual literatures in vogue. Because, literatures are not
available for most of the new additions. So we may consider
them to be blue-prints for future compositions (M. Arunachalam).

The new genres can be classed under four heads according
to their nature. (1) Those which differ in name, but have some
similarities towards genres discussed in earlier pattiyal treatises.
Kuriyaricintu is such a type, which can be equated with Kuravafici,
a folk-genre on the life and actions of the kuravan. (2) Those
which are not discussed in earlier pattiyals but are available in
literature. Nonti is one such. Till Pirapantat tirattu no pattiyal
talks of this variety. But in the 18" ¢ and 19* ¢ folk-lore we come
across many nontinatakam. (3) Those which are not discussed in
the pattiyal treatises but the content of which are seen as a part in
the early literature. Cuyamvaram, that describes the princess
choosing her groom from a multitude of eligible monarchs and
Pattapitekam that narrates the coronation of a king are such new
varieties. We find much new genres in the earlier times also.
Though literatures like uld, titu, kovai, parani and pi]laittamil
came into vogue only in a later age, we find its seed and origin in
some carlier works and even Tolkappiyam. (4) Those which seem

7. To cite a few as examples : Meykkirtti, Namamalai, Nalikaik kavi, Kaikkilai,
Attamankalam, Orupa orupatu, Irupa Irupatu, Mankala vellai, Cerukkala vaiici, Tanai

malai, Vanci malai, Anurakamalai, Ulamatal, Catakam, Patikam.

8. Tocite a few as examples : Tuni Vicittiram, Latcumivildcam, Kitan malai, Kulotaya
malai, Atamani, Paruvamalai, Tataka cinkaram, Catananam, Racanka malai, Tamarai
nonpu, Vatatamalai, Kanakapitekam, Muran vaiici, Matirakkattu, Matana vicayam,
Kamaraca malai, Cakattirinki, Cintumdkini, Kataluttiyapanam, Matana
cinkaram,Kaliyana cuntaram, Taruma vicétam, Tala cinkdram, Vicaya vittaram,
Manatavam.
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to have a Sanskrit origin and influence. Vacciranki, that portrays
the fight between Lord Indira and the king for the sake of
possessing the apsaras, is one such.

Other than the many new genres, in the traditional ones
also Pirapantat tirattu gives concept changes and opinion
differences. To cite an example, Tutu, that deals with sending a
messenger human or non human to the heroine, is said to have
ten different varieties by this treatise, which is quite novel. The
author is also quite firm that only these ten messengers should be
sent as ambassadors and none else. But available literatures show
a variety of such messengers.

Concord : Pirapantattirattu gives all the ten concords discussed
by the preceding pattiyal treatises. But it has its own views
regarding concords and so deviates from tradition.

In the classification of letters according to the castes
(varunap poruttam) the traditional views of the earlier paftiyals
differ from what is found here. In them all the twelve vowels
and the first six consonants are classed as Antanar, while here,
the first four short vowels and four long vowels are considered
as Antanar and the first four consonants as king and the next
four as traders, etc. We many say that the authors’ individuality
and an inclination for novelty has brought such new trends.

Similar opinion differences are also seen in the concept
of poison-letters. Long a considered poisonous in the earlier works
is taken as good in Pirapantattirattu. We see many such breakings
of tradition in this treatise.

SIMILES

Pattiyal treatises never had chapters on similes. A couple
of stanzas dealing with such content is very rarely seen in Panniru
pattiyal and Navanitap pattiyal. In the former, it follows the
definition of Pillaittamil genre, and lists the proper similes for
the hero and heroine (114-115). In the latter it is given in the last
section (85-86) with no such connection as the above.
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The very inclusion of a chapter on similes in a pattiyal
treatise is novel. It is found as a section of aniyilakkanam (poetics)
in works like Aruvakaiyilakkanam (p. 95-99), of the 19* c. With
the intention of helping the composer and reader of genres, these
similes would have been included in a pattiyal treatise also. More
importance is given to the figuretive description of the lady’s
organs, actions and love feeling than to the man’s nature. The
medieval age literatures giving more representation to woman and
the hero’s affairs with the lady would have constituted such an
imbalanced treatment.

Listing of flowers and ornaments worn by women, spices
chewed and materials used remind us of similar sections in
nikantu.

Tolkappiyam in it’s Meyppattiyal deals with the different
emotion and their expressions. The emotional expressions of a
love lorn lady alone get analysed in this section of
Pirapantattirattu.

Akam : Generally pattiyal treatises do not deal with matters
regarding akapporul, its three sections of mutal, karu and uri,
denoting space and time; god, animal, flora and fauna, etc,
attributed to each region and the five emotional sections. But, the
eighth iyal of Pirapantattirattu, when attributing the different sub-
classes to each region, also gives due treatment to mutal, karu
and uri.

Though it follows the tradition laid by Tolkappiyam in

its Akattinaiyiyal and Nampiyakapporul, it has its own deviations
also.

In mutarporul, land is generally divided into only five
parts, viz kurinci, mullai, marutam, neytal and palai. But
Pirapantat tirattu divides each of these into talai, itai and katai
(main, middle and last) and considers the overlapping of each
region with the other four and so comes to a total number of
thirty five regions. In yet another place, the five regions and their
suburbs are taken to form a total of ten.
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Tolkappiyam lists only eight attributes to each region, as,
god, food, animal, bird, tree, drum, lute and work (964) while
Nampiyakapporu] brings it to fourteen by adding head men,
common people, flower, abode, water and tune. Pirapantat tirattu
denotes the number of karu as fifteen. It also gives a vast treatment
to each of these karu. Rhinoceros being included in the list of
animals and wheat being included in the list of food show a
deviation from tradition.

When discussing uri also, Pirapantattirattu shows a slight
variation. Generally the emotion and its cause (nimittam) are
together taken as a single unit, but here they are taken separately,
and the total number of uri is laid to be ten.

Nikantu : From the very first separate prosodical treatise,
Yapparunkalam onwards, we see the influence of nikantu.
Nikantu, which were classified collections of vocabularies are
available to us only from the 9 ¢, with Tivakaram as the earliest.
As, pioneers of the lexicons and dictionaries, these nikantu are
considered to have developed from the Uriyiyal and such other
sections of Tolkappiyam and so are brought into the field of
‘Language’.

Though, after Yapparunkalam the prosodical treatises did
not much include nikantu matters, the pattiyal treatises, in their
sections on general facts added some of the nikantu material.
According to this tradition, Pirapantattirattu also includes
discussions on subjects like, the four types of poets, the four types
of intellects, the caste classifications of Tamil metres; and so on
and so forth. But Pirapantattirattu does not stop with this alone,
but adds many more ideas, not generally found in pattiyal treatises.

The sixth iyal on the attribute of Gods and other heavenly
beings, the seventh on the four castes and the eighth, on the
different sub-classes are new to a pattiyal treatise. Though not
all, some of these matters are found to be discussed in nikantu to
some extent. So following the tradition of including nikantu
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material, Pirapantattirattu adds more such matters, may be with a
view of helping the student and composer of prabandhas.

Gods and people become the hero or such other characters
or find some other prominent place in the different prabandhas.
So such discussions can be considered apt and well placed in such
a treatise.

Nikantu, like Pinkalam in their sections on Gods (vanavar
vakai) deal with the many names and vehicle, flag, weapon etc,
of the different Gods. Pirapantattirattu elaborates such available
material with the help of the eighteen puranas, as the author
himself has stated else where.

Discussions on the four castes found in Pirapantattirattu,
has precedents in the sections on humans (Atavar vakai or Makkat
peyart tokuti) of nikantu and Marapiyal of Tolkappiyam. Under
the discussions on kings, just as the nikantu, Pirapantat tirattu
discusses the three Tamil monarchs and the kings of Gurukulam;
(Pantavar and Kauravar). But nikantu gives a detailed treatment
compared to that found here.

The different sub-classes, kin-ship terms, eight types of
marriage and organs of the body, dealt with in the eighth iyal, are
all followed from the nikantu, and not found in any earlier pattiyal
treatise. Nikantu discusses all these matters with a different point
of view, which alone makes the difference.

Grammar : Pirapantat tirattu gives room for certain grammatical
ideas also. Generally we find the treatment of Tamil alphabets in
chapters on Eluttu and not in Pattiyal treatises. Similarly the
preface sections of grammatical treatises alone discuss the two
types of preface, viz. special (Cirappup payiram) and general
(Potuppayiram). Only in Venpappattiyal, Navanitap pattiyal and
llakkana vilakkam, we see a reference to these payiram in Pattiyal.

Pirapantattirattu in its olipiyal gives a few ideas on
payiram. The two types of prefaces and all ideas given by Nannil,
of the 13th century, in its preface are noted here.
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Generally pattiyal works refer to the Tamil alphabets, only
when they discuss the letter-concords (Eluttup poruttam). Even
then no importance is given to the written form of the letter.
Grammatical treatises dealing with the letters, also do not give
importance to the written form of all alphabets. Only in Aruvakai
ilakkanam, Tantapani cuvamikal, allots some stanzas to such a
discussion.

According to Pirapantatirattu, the letter of the Godly
language (Tevapatai) was written in clock-wise direction, while
the language of the un-godly was written in anti-clockwise
direction. Tamil, which was formed by Akattiyar, as against the
script of Gods also has its scripts written in the clockwise direction.
Only five letters (L 1 1o w 1p) evade this pattern. Such a thought
about the mode of writing the script is novel to Tamil grammar.

Examples : Providing examples for what is discussed in a
grammatical treatise generally rests with the commentators.
Generally no treatise, provides examples to what it says or
discusses. Of the prosodical treatises, Yapparunkalakkarikai is
the first one to cite examples, and according to its commentator
this is the tradition followed from another prosodical treatise,
Mayéccurar yappu, lost to us now. Of the different pattiyal
treatises, Pirapantat tirattu seems to be the first work to provide
such citations.

To explain the greatness of the learned the author quotes
the stories of Nakutan, Kantaman, etc,. Similarly in the discussions
on Tutu and its messengers, he quotes ten different stories from
the puranas. Such an approach is generally found only in literature
or ethical works like Tirukkura], where Valluvar refers to lord
Intiran to project the greatness of the sages (25).

TRADITION AND CHANGE

Old thoughts giving place to new is quite common in all
studies. Some concepts are static while others undergo changes,
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which is considered to be a mark of growth. This general nature
is seen in Pirapantat tirattu also. Though it follows tradition in
many aspects, it also gives room for new thoughts. It’s novelty is
not only due to it’s including the already prevalent ideas from
other fields of Tamil language and criticism; but also because of
its inventing new genres.



NEW GENRES IN PIRAPANTAT TIRATTU

Literary genres are discussed in Tamil grammatical
treatises from Tolkappiyam onwards. But the place given to the
study of genres in the Ceyyuliyal section of Tolkappiyam is
comparatively less than what is discussed in the pattiyal treatises
of the later days, i.e. from 10th century onwards. A historical study
of all the pattiyal treatises, shows a steady growth in the number
of genres. As the treatises are based on the literatures that precede
them, the flourishing of new genres give room for this inclusion
in the treatises that follow. No new genre is accepted immediately
after it sprouts up, but only after it has an abounding practice.

Pirapantattirattu, a pattiyal treatise which can be dated
back to the latter half of the 18" c. or the beginning of the 19" c.
has a few chapters on literary genres. But it is surprising to find
that many of the literary types discussed by it are neither found
in the traditional treatises nor are literary pieces of such names
available in Tamil. There are only two possibilities by which we
may account for such a situation. One is that, literatures of such
name and nature had fluorished in that time, or the preceding
periods, but were lost to us; another one is that, instead of framing
rules for what was available, the author, with his forethought
gives a blueprint of what may be written in future. This he could
have done with his own constructive intelligence and creative
capability; or else he could have adapted and developed them from
folk-lore, or literatures of a neighbouring or foreign language,
with which he is quite familiar.

Though a treatise on prabandhas, Pirapantattirattu allots
only a few of its chapters to the direct study of literary genres.
Of the ten chapters (iyal), the first Tirattiyal, the second
Puranataiyiyal, the third Karupporuliyal, and a portion of the ninth
chapter Olipiyal are allotted to the various discussions on
prabandhas.

According to the invocation that precedes the first iyal,
ninety-six genres are discussed in the treatise. As we know, there
is a tradition in Tamil, that there are altogether ninetysix different
genres. Of the many pattiyal treatises, we get the first reference
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to this number in Pirapanta marapiyal of the sixteenth century.
But, Rev. Father Beschi is the first person to give the list with a
short explanation of all the ninety-six genres, in his Caturakarati.

Though there is such a tradition, fixing the number of
genres, we do not find an identical list in all pattiyals. The
individuality of the author is revealed through these differences.
There are two opinions about the list of these ninety-six genres;
one begins with Pillaittamil and ends in Puranam, while the other
starts with Catakam and ends in Kappiyam.

Pirapantattirattu also gives the list of genres, with
Catakam at its beginning and Kappiyam at its end. But many
names that come in between the two are not found in the preceding
pattiyal treatises. Other than these ninety-six; about ten new genres
find place in the ninth chapter; viz; Olipiyal. So, altogether, more

than sixty new varieties are discussed in the whole of Pirapantat
tirattu.

We may classify these new genres under different heads.
(1) Those which differ in name but have some similarities with
the already existing genres discussed in Pattiyal treatise, (2) Those
which are not discussed in any Pattiyal treatises, but have some
similarities with a few available literatures, (3) Those genres, the
content of which have some practice in earlier literatures, (4) Those
which are available in the earlier Tamil works, but not as separate
genres, (5) Those which show a Sanskritic influence in name and
may be in content also.

(1) Kuriyari cintu and Pannai vicittiram, fall under the
first group. Though such names are not found in the earlier pattiyal
treatises and literatures, these show some similarities towards
Kuravarici and Pallu respectively. Caturakarati and some
additional verses of Navanitap pattiyal explain Pallu and

Kuravarci genres under the captions Kurattippattu and
Ulattippattu.

Though the explanation of Kuriyaricintu in Pirapantat
tirattu comes somewhat near to the definition of Kuravarci,
Pirapantat tirattu considers the variety to be identical with Kuluva
natakam. Though a few literary pieces are available on different
Kuluva natakam we do not find it included as a litera,y variety in
any of the pattiyal treatises.
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(2) Catananam, Nonti, Antakocam and Cittira kavip pattu
fall under the second group. Of these, the first two are also known
by the name Canmukappa and Ekankiri respectively.

Catananam denotes that literary variety, made up of six
verses. Literatures available with the name Catkam and Arumani
malai have an identical form and structure, as they are also made
up of six verses.

In the I18th-19th century literatures, we come across many
Nonti natakam. They are in the form of a mono-act and the play
gets the characteristic name of the main character, a lame man.
This genre seems to have a folk-lore origin, rather than a literary
one. It relates the story of a man, who, because of his affairs
with the concubine, loses all wealth and takes to stealing and is
caught and punished by amputating his leg and hand; as he realises
his sin, by the grace of a local temple deity, he regains his lost
limbs.

Antakocam though listed as a genre seems to be rather a
treatise on the universe, its structure, and space. A work by the
name Antakolavilacam, dated to the 19" ¢ has been brought out in
print by the Oriental Manuscripts Library, Madras.

One or two varieties of Cittirakavi are recognized as
genres in treatises like Muttuviriyam. Ekapatam, Eluktrrirukkai,
Malaimarru, etc., are somewhat profoundly used by the medieval
Tamil poets. But a separate genre with many types of such picture-
poems was not thought of till Pirpantat tirattu. A twentieth century
poet has written two works entitled Cittirakavimalai, solely made
up of such poems.

(3) As we have already stated, the subject matter, found
as an element or part in an earlier literature, later gave room for
the growth of a separate genre in that name. Many themes (Tinai)
and theme-phases (turai) of Tolkdppiyam and the Cankam
anthologies have later developed into Kovai, Ula, Matal, Tatu,
etc. and various Malai varieties. Such a possibility would have
made the author of Pirapantat tirattu to include some similar
varieties based on earlier literary pieces.

Of the new genres, many fall under this category.
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#Wﬁ“ﬂ, that talks about the union and separation
of Tovers, seems to be the development of sulking in marutam.

Tamarai nonpu shows some connections towards cevvani, where
the heroine sends her lady-friend bedecked in red to the concubine’s
abode where the hero stays, as an indication of his expected return.
Matirakkattu of Pirapantat tiratfu has the veriyattu of kurinci as
the basis, in which the priest of Lord Murukan performs a ritual
dance to reason out the heroine’s sickness. The patient waiting of
the wife, portrayed in mullai, leads to the content of Pirivucuram
and Camacankiramam. In the former, the separated heroine’s
emotions find place, while in the latter, the hero’s fight at the war
front and the wife’s patient waiting at home, combine to form
the content. Kalavu kanni and Iravitaiyitu have some parallel in
the conduct of kurifici, where the hero goes at night to meet his
love, and the heroine frets about what may befall the hero on his
way, respectively.

Just like these few which fall under akam, there are others
which may be associated with puram. Kulotayamalai, has the
family history of the king as its content. Racanka malai praises
the different titles and attributes of the monarch. Puranattucceykai
has twin contents; the first one being the message got through the
spies about the neighbouring countries and the second one deals
with the tributes paid to the king by other petty kings. Muran
vanci describes the victorious battle of the king in his own words.
Tiruppeyarppori talks of the victorious king engraving his name
and hoisting his flag on the great mountain. This seems to be a
development from a similar act of Céran ceiikuttuvan pictured in
Cilappatikaram.

Some epic-elements also have developed into separate
genres in Pirapantat tirattu. Cuyamvaram, which deals with the
princess’ selecting her groom from the multitude of kings;
Pattapisekam, dealing with the coronation of the new king are
such. Winning the hand of the bride by excelling her in an art,
found in Civaka cintamani where Civakan wins Kantaruvatattai
in the musical contest, finds a parallel in the genre Cittira vupaya
ceyam. Tataka cinkaram, where the lover addresses natural objects
and laments his lost love, has an echo in Kamparamayanam where
Raman laments on Citai’s separation.
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The epic Perunkatai, has a unique structure, where the
sub-sections are linked by the metrical-connection, called antati.
This aspect is given prominence in the new variety Tamil cori
cintamani, which narrates a story with stanzas linked by antati.

The prabandhas of the medieval period also have given
room for the development of new genres. The emotions, play and
action of the seven stages of womanhood, which form an integral
part of ula, enables the author of Pirapantattiratfu to form a new
genre viz; Paruvamalai. The love-lorn lady rebuking the moon,
etc, acts of magic, witch craft and conjuring found as a section
of the genre Parani has grown into a separate genre in Intiracalam.

Ethical works that abounded in the post cankam age, had
many new additions in the later days also. Catakam genre had
ethics as one of its subject matters. The influence of such works
are found in Taruma vicetam which has the thirty-two ethical
codes as its content.

Love, which forms the core of life, finds only a concealed
treatment in the earlier literatures of the Tamils. In the later period,
it gets a more open treatment in works like Vilacam, Katal and
Vannam. These would have led the way for the creation of a new
genre, viz., Kamaraca Malai, where sexual union gets a wider
treatment.

(4) In the fourth category comes a few varieties like
Poymoliyalankaram, Meymoliyalankaram and Ciléta cakaram.
These are varieities which have two meanings, the peripheral
meaning, ie., what it says, and the suggestive meaning or deep
meaning, ie., what it wants to say. Treatises on Ani, poetics, deal
with varieties like Marupatu pukalnilai (rebuking like praising),
Pukalap pukalcci (praising like chiding) and Cilétai (pun), which
seem to be the origin of the above varieties. Though single and
stray verses with the above expressions are found in the medieval
anthologies like Tanippatal tirattu, they were not formed into
separate genres before Pirapantat tirattu.

(5) The fifth category is also quite a large one with about
twenty five types in it*. Genres like Latcumi Vilacam,
Kanakapitékam, Matana vicayam, Vacciranki, Cakattiranki, etc.,
show a Sanskrit influence in the names.
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It is interesting to note that some of the varieties in this
category have a mythical shade. Vacciranki, describes the war
between the king and Lord Intiran because of the apsaras; Latcumi
vilacam portrays the appearance of Lord Tirumal with gold to
marry the lady.

Some others are related to the king and his life. Hunting
gets an important place in types like Talacinkaram and
Kanavéttam, while war finds an integral part in those viz., Atamani
and Vicaya vittaram.

Some new genres deviate from tradition. Kutanmalai
relates the heroine taking the first step in love; Vatatamalai portrays
the lady doing penance to attain the desired man; Matanacinkaram
deals with the lady praising Matan, the God of Love, and then
expressing her love for the hero; Vetar vinotam talks of the hero
disguising himself and then finding grace in the eyes of the
heroine; Kannimayakkam narrates the hero doing penance to attain
the beautiful figure of the love-God and then marries the heroine.

Such and other aspects of these new genres because of
their name and content show a foreign influence. Pirapantattirattu
shows a Sanskrit influence in its other sections also.

CONCLUSION

Other than these novel varieties, there are also concept
differences, content additions and deletions, and other opinion
differences regarding the genres followed from the earlier treatises
and literatures.

From all the above facts, we can consider Pirapantattirattu
as a worthy addition in the field of pattiyal studies.

*  The new types of Pocms:

1. Latcumi Vilacam. 2. Katan malai 3. Atamani

4. Teyvak kaiyurai 5. Vatata malai 6. Kanaka pitckam
7. Matana vicaiyam 8. Vacciranki 9. Cakattiranki

10. Cintumokini 1l. Kataluttiyapanam 12. Matanacinkaram
13. Kaliyana cuntaram 14. Talacinkaram 15. Vicaya vittaram
16. Mana tavam 17. Kana véttam I8. Vetar vinotam
19. Kanni mayakkam 20.Vacana campiratdyam 21. Kataimali marru
22. Karpanai vildcam 23. Nati Vicctam

24. Vatana CantirGtayam 25, Tcvanka Varaiyu]



STUDIES IN PROSODY AND ANI
(1944-1994)

Research leading to University degrees has become a
common endeavour in these past fifty years. Creation of
departments of Tamil research and Tamil studies in different
Universities in India and abroad in this period has initiated and
encouraged the proliferation of these theses/dissertations/research
monographs. Studies on ancient texts and tradition, with an
awareness about indigenous culture, had become important and
impressive to those who had taken up the effort to understand the
many facts of the language and its literature. An intention to know
the theories thereof had put forth many useful findings which
could be considered as pace setters.

Prosody and Ani are two very important fields that help
in the understanding of the traditional theories of literature of a
great people. As in Tamil, the earliest extant work, the Tolkappiyam
itself is a great dissertation on the literary theories of the Tamil
people, the study of the two spheres, i.e., Prosody and Ani start
with it, i.e. Tolkappiyam. Of the two fields, research studies in
the field of prosody seems earlier attempted compared with those
done on ani.

PROSODY

Research on Tamil prosody, like any other study can be
either vertical or horizontal; historical or cross sectional;
chronological or individualistic; comparative or contrastive.

Basically there can be three wings. 1) Based on treatises
on Tamil Prosody (wrtifevdagent mmevsem, 2) Formed on poetic
literary creations, 3) A combined base on these two.

In the former, along with grammatical treatises of old,
the commentaries on these works (2 engaem), the present day prose
works on prosody (2 engmenL_ HTev&em), catachisms on it (aflerr-
aflem_) and treatises of example verses (smeirlevg&wib) can also
be included for study.
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The cross sectional study could analyse the prosodical
theories of a work, period or school. The horizontal may form a
deep study if done on any or many factors/elements, through the
centuries.

The concept of prosody in Tamil had in the course of
time included two faces. (1) the study of verse structure
(Qainyeflwev) and (2) the study of literary genres (Ui tgwiev).
The latter had branched further to deal with the ten elements of
concord (Qurmsso) of which, the first on the ‘auspicious
beginning of verse’ (wriusevid) further falls into a separate group.

Works called the Six-grammars and seventh grammar
(9Imeuens @levdgHenTid, JPmb (@evdsentid) that had come up
in the 19" ¢, and those like Vannattiyalpu (euetoremrg@wisvr)) and
Viruttap paviyal @gssiiumaiwev) on individualistic type of
verses, have further elaborated the area of the corpus.

Intrinsic/deep study or extrinsic/peripheral study could
also be attempted regarding prosody. The content part of
prosodical treatises will be dealt with in the former, while the
structure of a treatise, its author and period, and edition with
textual criticism could be included under the latter. The history of
prosodical treatises and the history of their edition is a separate
study in itself. Many prosodical treatises known only by name
but not yet found should be searched and made available in
editions and provided as corpus for research.

The extrinsic study is mostly historical while the instrinsic
does critical, comparative and theory studies. The prosodical
terminologies, explained and to be explained, can also be taken
up as a subject for study. Comparative study of the prosodical
theories and the practical metrical structures of two different
languages can also be an interesting field of study.

DISSERTATIONS ON PROSODY*

The first dissertation on Tamil prosody had come up in
1942 a couple of years before the lower limit of our Golden Jubilee
period, i.e. 1944. Prof. A.C. Chettiar’s Studies in Tamil Prosodical
theories prepared for the Annamalai University’s Ph.D. Degree,

* Sec Appendix for list.
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was published in 1943 as ‘Advanced Studies in Tamil Prosody’. It
covers a period of 10 centuries in the history of Tamil prosodical
theories. It is the first dissertation on Tamil and also the first
dissertation published. It is the first attempt to bring in English
the prosodical theories of the Tamils. The letter, syllable, foot,
line, rhyme, verses, supplemental metres and augury in verse are
dealt with in detail. The next dissertation on prosody covering the
twenty centuries is 7amil/ Prosody through the Ages (1974) by
Annie Mrithulakumari Thomas. In both these dissertations, not
only the prosodical treatises, but the different literary works of
the corresponding period had also been taken for a comparative
and comprehensive study. Along with the study of metre, a survey
of the genres are done in the latter.

Different from these dissertations which cover a large
corpus of 10 or 20 cs, A. Sankaranarayanan’s M. Litt. dissertation
‘The Concept and Strucwure of Poetry in Tolkappiyam’ (1962)
deals with that treatise alone. Both the theories of ani and prosody
are dealt with in this dissertation.

The M.A. dissertation of Simon (1975) (Ggmevsmiiilwib
Qainyeflwey - g Hmermiia)) restricts its corpus to one section
of Tolkappiyam, viz, Ceyyuliyal, that deals with prosody. It is a
critical summary of the field.

The only dissertation on comparative study is C.
Meykantan’s that attempts a comparison of Tolkappiyam
Ceyyuliyal and Yapparunkalak karikai (Qgmévsmiwe
Oaiyeflwgud wrdingphiseasd stilansud f guiumiey). The
smaller texts of grammar (@plevdsent prevsen) which may
include both ani and prosodical works have formed the corpus in
Arulmani’s dissertation on these.

An M.Phil. study on the commentary of
Yapparunkalakkarikai by Kunasakarar is by one C.R. Narayana
samy (1980, wriuGhsssTilons - GewaTarT 26y - oI
3} iiay).

Study of technical terms of prosody and genres are seen
in two M. Phil. dissertations (Cgeugma, B. wrlifwe semevd
Qemeveaynd), OFsrenar; QITSTH(HayesIET, &, LML 1g W6
semevg OQamphser - ?, CaeTenar).
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Comparative study of Tolkappiyam and ‘Leelathilakam’
taken up by Vasanthi seems to be the only study between the
treatises of two languages.

K. Raja’s study on Tolkappiyam and the development of
Tamil genres (1987) is unique in itself.

Treatises on the study of genres are not as many as those
on theories of versification. But the earlier dissertations on
prosody by A.C. Chettiyar and others have touched upon genre
theories also. Aranka Nalankilli’s Pattiyal, or oppayvu has been
proposed from Madras University based on pattiyal treatises.

Literatures forming the corpus of prosodical study is seen
in a few dissertations.

Dr. A. Pitchai - giis writiy  (1980), Cankam Prosody;

Dr. N.V. Jayaraman - Seotiu@amy wmisentod) (1977)
Versification in Cilappatikaram;

Dr. K.V. Dakshayani - The metres in Kambaramayanam
(1976).

These clearly reveal the innovations of the authors/period,
or deviations from the existing theories. But such novelties are
rarely recorded by the prosodical treatises that have followed them
in time.

Barathi’s prosody is individually dealt with in an M.Phil
dissertation. There are many more literary fields on which studies
are yet to come up.

Bringing out standard editions of prosodical treatises may
be a very new field. R. Shanmugam’s thesis on Yapparunkala
virutti, with critical edition and study, of the recent past (1991),
seems an unique attempt. Besides dissertations there are many
articles and books that deal with the study of prosody.
‘Commonness in the metres of the Dravidian Languages’ by
Dr. S. Subrahmanyan has come out from DLA, and is an important
land mark in comparative study of prosody.

FUTURE PROSPECTS

These may all stand to tell the past glories of this particular
field of study. Not only dissertation aiming at degrees, but also
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many research papers, books and book-lets have variously dealt
with the subject-prosody in different dimensions. So only after a
thorough survery of all related endeavours, the exact contribution
to the sphere could be deciphered. In this context, the Tamil
University publication of Prof. S.N. Kandaswamy’s Historic
Survey of Tamil Prosody is worth mentioning.

But still there are many avenues to be explored, crossed
and cleared in the field of Tamil prosody. As already stated a
search for many of the heard/known/but unavailable treatises
should be attempted at. For those already available, good/perfect
editions with textual variations should be prepared and brought
forth. Then only, the corpus of research will be made perfect.

In Tolkappiyam, itself there are many aspects in
Ceyyuliyal, that have to be explained properly to the best level of
comprehension.

The eight ‘prosody based aesthetic aspects’ viz., vanappu
that start with ammai, their very terminologies and concepts have
to be fully explained. The two schools of thought in forming the
verse line on the basis of letter and foot have to be delved into.
Many other terminologies like yappu, uraivakai natai, nokku,
eccam, munnam, corcir, katturai are still to be properly defined.
Verse forms like paripatal, koccakakkali, koccaka orupoku, etc.,
must also be detailed more clearly. The number of rhyme
structures, arrived at by permutation and combination has to be
explained for proper understanding (Tol. Cey. 101). The three
commentaries on Tolkippiyam Ceyyuliyal could be studied
individually; Comparative and contrastive study, bringing out the
new schools of thought of the commentators, their deviations
from the original author, should be proceeded with. This will lead
to the bridging of the gap of ten centuries or more between
Tolkappiyam and the next available prosodical treatises, viz.
Yapparunkalam and Yapparunkalak karikai. Interpolations could
be detected and pointed out by such detailed studies.

Each one of the prosodical treatises that have come down
the centuries could be individually compared with Tolkappiyam
to evolve the reason for the deviations, and know the influence
of other languages and culture, if any. Yapparunkalam,
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Viracoliyam and Tonnulvilakkam could reveal turning points.
Foreign models could be detected, as already shown by T.P.M.

The pattiyal field is yet to be fully tapped. There are many
resourceful areas like mankalam and other types of concord. These
might be approached with a sociological perspective as caste and
such certain other aspects have influenced the theories.

The treatises on genres may be peculiar to Tamil. The
definition of each genre found in one or many pattiya: works
could be compared with the available literatures on the field and
deviations spotted. This will lead to the truth, if such treatises
give the essence of available variations, or provide blue print for
further creations.

A study of the works of example verses are yet a need.
Similarly identifying the aspects common between the other four
wings of grammar could evolve overlappings or theories merging
into one another. The connection between verse form and music
or musical rhythm should also be thought of. The evolution and
evaluation of the different verse types and genres has become a
must. -

The different stanza structures, the interesting connection
between metre and content, the many new types of rhyme structure
and lastly free verse, open new avenues for study.

Just as Tamil prosodical treatises, the literary exposures
of the 20 cs. are very important in knowing the historical
development. Each literature will help in tracing the growth and
development in a certain period. Innovations by an author or in a
time, popular metres of a period or genre could be assessed. The
subtle changes in each element and aspect can be brought out
clearly only by a deep and detailed study.

ANI

As already noted, the study of ani treatises/ani theories

as an endeavour to gain research degrees has come later compared
to those on prosody.

Study of .grammatical sections on ani in Tolkappiyam
and Tantiyalankaram or other ani treatises could give room to
one group of writings. Evolving the ani theories from each literary
creations in chronological order can form the second. An indepth
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study of the theories in ani treatises and the application of the
same as seen in literatures might show the third. The comparison
of Tamil ani theories with those of Sanskrit, etc., might still form
a further fourth group.

DISSERTATIONS

Some work is done in the past and much is to be done in
the future in the study of ani. The earliest study, was by A.
Sankaranarayanan (1962) that jointly deals with prosody and ani
theories of Tolkappiyam. A critical study of Tolkappiyam with
translation by Ilakkuvanar (1963) can also be thought of here as it
does a critical survey of both prosody and uvamaiani along with
other aspects and sections.

First Ph.D. dissertation on the literary theories expressed
by Tolkappiyam is by Indiramanuel, 1985; It gives a full and
detailed study of the various facts of the ani/simile theories of
Tolkappiyam. What was included as uvamam in Tolkappiyam
had later widened to embrance ani, with the two branches, collani
and porulani.

The evolution and growth of ani theories were attempted
in two dissertations (gjemfluilevgaemr auemTdER, Sm. FmeflFTae,
wgleny sTogTsT; Sl yesflllossamsssar GCzrbmpld
auenTERuyb, @eomwesntl sUywesfiwest, urty&graer). Collani,
(figures of sound/word - rhetoric) alone had formed the corpus
in Lalitha Kumari’s M.A. dissertation (1965), while porulani
(figures of sense/Sense-rhetoric) had formed the basis in Selvaraj’s
Ph.D. dissertation (gyemfl Qevsgents Cam_um@ser, GaeTena).
Such detailed discussions seem unique in themselves.

A comparative study of Tolkappiyam uvamaviyal and
Tantiyalankaram uvamai ani by Nataraja Sarma (1963, Kerala) is
a pioneer work on comparison of ani theories. A Comparative
study of Tamil and Hindi poetics by N.V. Rajagopalan (1967) of
Agra University must be worth while in the field of ani also.
Dictionary of ani had also been attempted (Aniyiyal akarati,
Dhanalakshmi, Madras) rarely.

Literatures forming the corpus for the applied study of
ani theories seems quite common. Comparatively, this is more in
number than those dealing with ani-treatises alone.
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Similes, archetechtonics, literary theories, suggestive elements and
other figures of speech are dealt with separately or along with
others in these dissertations. Comparing the theories in
Tolkappiyam with those existing in Cankam literature seems to
be the subject of a time. A few of the above studies, being on
epics, help one in understanding the place of ani in epic structure.

These help to find the missing links in the development of ani
theories.

' The theory of meaningful expression, viz. porulkd] is an
interesting feature that needs detailed study. Maruthur
Arangarasan’s M.Phil. dissertation on this subject is unique.

FUTURE PROSPECTS
Minor grammars (®hplevssemmiser) and Dhandapani

Swamigal’s Aruvakai ilakkanam allot certain sections to the
detailed handling of ani theories and these are rarely handled in



Studies in Prosody and Ani 111

research studies. Maranalankaram, Cantiralokam,
Kuvalayanantam have some what good editions, but more deep
and detailed studies are a must. Picture verses-cittirak kavi - which
had flourished in the medieval period should be seen in both native
approach and influence of Sanskritisation. As the prominent
influence of Sanskrit is seen in ani terminologies, a study of these
seem to be a must. This would help in identifying the native
elements. Though many papers and monographers have come on
Ullurai and Iraicci* a more deep and detailed study is sought for.
As seen under prosody, in ani also there are lost treatises which
could be searched for.

Aspects like porulko], niralnirai, which are found to be
dealt with in both prosodical and ani treatises could be thought
separately. Similarly, epic theories being given both in ani treatises
and pattiyal treatises, can be taken up together for study. The 10
meritorious characteristics to be considered and 10 defects to be
avoided in poetry, though discussed by Tolkappiyam in its last
section, marapiyal, are handled by some ani and pattiyal treatises
also. These and the 32 techniques (utti) need a detailed study, in
the two different approaches of prosody and ani.

Many of the uvamam theories explained in Tolkappiyam
could be traced in the cankam poems and later literatures. Those
newly found in the traditional poems would have been theorised
in the later ani treatises. So a thorough inter-disciplinary study
can reveal the trends that are native in the literatures of each time.
This will reveal each mile stone in the progressive path and each
step in the developmental course of prosody and ani.

CONCLUSION

Separate and interlinked studies of prosody and ani have
yet to come up. Many prospective fields are to be explored in the
future. Knowledge about many world languages and theories
existing in them would open new avenues of comparative and
contrastive analysis.

* & wagismd, GarasTifusSe GBIUUL QUNmHET, LTTSSTFET LILEMNVESLPSLD,
Seitemid Geuefuf(), 1994.
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APPENDIX
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ULLURAI

The word ullurai means, ‘set inside’, ‘inset’ (ul = in/inside;
urai = set/embed)

Ullurai is a literary technique employed in akam poetry.

It deals with the inner meaning of the expression in the
speech of akam characters and can be explained as implied
meaning and equated with suggestion. In suggestion, ‘beyond the
sense and the sound of words, the ideas, feeling, impulses that
they evoke are considered by the artist who seeks to choose and to
use words - with an eye also to their effects in combination - so
that they will be enriched beyond their meaning with whatever
may serve his purpose’ (Joseph T. Shipley (ed.), Dictionary of
world literary terms, George Allen & Unwin Ltd., London, 1970,
p. 318). A similar expression of suggestion in puram poetry is
differently known as ‘kurippup porul’.

Akam poetry is mostly in the form of dramatic
monologues, and the characters like hero (kilavan), heroine
(kilatti), lady-companion (toli), foster-mother (cevili) and such
others are shown to speak in different contexts and situations.
Besides what is said explicitly, the expressions, intentionally -
but indirectly try to say something more - something else, which
might initiate / instigate the hearer towards some aspired/
anticipated action or reaction. What is left unsaid or restricted
because of decorum, propriety or etiqutte, is set deeply, concealed
and hidden, behind/below the surface of flowery words, giving a
beautiful description of nature or such other scenes. A direct word
may wound the feeling of the hearer; but even an advice, a rebuke,
a caustic remark or criticism could be inlaid in this ullurai, as a
sugar coated pill. Decent, refined, polite and respectful way of
dealing with language in personal/private conversation is upheld
in this literary theory. The outward, light, superficial, surface level
meaning of a speech, a poem, is thus increased, deepened,
‘intens:fied by the application of ullurai.

As ullurai enriches the speech of akam personae it is well
considered as the soul of Akam poetry. It makes the poetic content
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more meaningful and charming. It becomes an aesthetic element
in literary appreciation. Through this poetic convention, an under
current is found formed in the force of words. For the poet, it
becomes handy, as a subtle way of expression. Through it, the
characters give vent to their feelings - of pain and pleasure - ina
most dignified way; The reader is thrilled, his imagination kindled,
his emotion stirred, and gets aesthetic bliss! The outward - explict
meaning, thus becomes secondary as the ultimate object is to stress
the suggested sense.

The following cankam poem can be quoted as an example.

O! Chieftain,

Of the great land of waters,
Where the lotus
Flourishing in the sugar cane fields,
Appeases the hunger of the bees -

Don’t embrace me -

I've given birth to a child -

It'l] spoil your appearance. (Ainkurunuru, 65)

From the description of the landscape, the feelings of the speaker
is understood. ‘The heroine (lotus) honours and entertains the
guests (bees) in a home (field) unfit for her presence, as it is
thronged by the ‘other women’ (sugar cane) of the hero’ - this is
the suggested content in the words of the heroine, in the context
where she refuses the feigned love of the hero, on his return from
the concubine, as he hears the birth of his son.

Another example from the cankam anthology, Kuruntokai:

O! Sea, who afflicted you?
Your voice is heard, even at mid-night -
Waves dashing against the white flowered screwpine

In the big grove on the beautiful shore
Where the fish eating cranes

Resemble a herd of white sheep of the Paliyar.
(Kuruntokai, 163)
This is an interior monologue. Here the nature imagery contains

the sut.nle meaning. The heroine finds a parallel of her emotional
mood in the ocean scene; the gossip of the old women about her
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love (cranes eating fish) pains her heart. Like the sea, she is restless
and sleepless even during midnight, being separated from her
lover. Though it seems that she is talking to herself about
something else, she is suggestively revealing her own pathetic
condition.

The cankam poems abound in similar examples. The
principles of ullurai are detailed in Tolkappiyam itself. The
commentators as well as modern critics help further understanding
through their interpretations. Though ullurai is unique to Tamil,
especially to Tamil akam poetry, its universality is assertained by
comparing and contrasting it with the theory of ‘dhvani’ and of
‘objective correlative’. '

Dhvani is ‘that type of literature where there is an implied
sense, clearly suggested and where this implied sense is
predominant. The implied sense may be a fact, a figure of speech
or an emotional factor. The suggested meaning depends on
contextual factors and there is no one to one correspondence
between an expression and the possible suggested meanings’.
(Encyclopaedia of Indian Literature, Sahitya Akademi, New Delhi,
1988, Vol. 2, p. 1013. ff).

Objective correlative of T.S. Eliot is given as below. ‘The
only way of expressing emotion in art is by finding an “objective
correlative”, in other words, a set of objects, a situation, a chain
of events which shall be the formula of that particular emotion,
such that when the external facts, which must terminate in sensory
experience are given, the emotion is immediately evoked’ (T.S.
Eliot, Hamlet, 1919 in Selected Essays, 1932).

Tolkappiyam discusses about ullurai at three different
places in three sections of Porulatikaram (= the book of meaning/
matter), which is the chapter on poetics. Akattinaiyiyal, the section
on akam details ullurai uvamam (in verse 49-52); Poruliyal, the
section on content discusses about ullurai (in verse 46-49); and

Uvamaviyal, the section on similes tells of uvamappoli (in verse
23-33).

The different aspects of the complex theory of ullurai,
the modes of indepth meaning are detailed in these. The following
diagram puts them in a nutshell.
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Ullurai

Uvamap poli / | \\ Uvamalm

Utanurai juvamam ] cuttu nakai cirappu

enai
uvamam

Ullurai uvamam

/ N

kilatti vinai
Toli payan
kurru kilavon uruppu tanmai
enor uru
cevili pirappu

From this, it is seen that ullurai is of five kinds, and the second
one, is ullurai uvamam; It is a variety of uvamam (simile) and is
equated with uvamap péli (pseudo-simile); It is used in the
utterances (kurru) of hero, heroine, lady friend, foster mother and
others. The parallelism of the overt and covert meanings lay in
the spheres of action, use or result, form, colour and origin.

A detailed description of these, with examples from
cankam poems follows:

. Ullurai uvamam

Akattinaiyiyal (49) says that there are two types of
uvamam, viz., ‘ullurai uvamanm’, the implied simile and ‘€nai
uvamamn’, the other simile. It further defines the f ormer, as, ‘u]]urai
uvamam is to inscribe the matter in such a way that the implied
meaning is understood only through comparison’ (51) and that,
‘in the other uvamam, the meaning is explicit’ (52). The corpus
with which ullurai originates is given as follows (50).

Ullurai will have all the karupporuls except
God as the place of origin -

So say the scholars well versed in Science of Literature
(tr. S. Ilakkuvanar)
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Elsewhere (20), Tolkappiyam explains karupporul, ‘the
kernal theme’. Besides God or deity (teyvam), it includes the flora
and fauna of the land; it lists una (food), ma (animal), maram
(tree), pul (bird), parai (drum), ceyti (occupation), yal (lyre/musical
note), etc., the description of which will be the crest that covers
the core of ullurai; the corpus - the skeletal structure that internally
contains the suggested sense.

In akam poetry, the five uripporul (intrinsic themes), viz.,
union (punartal), separation (pirital), awaiting (iruttal), lamenting
(irankal), petty quarrel or sulking (utal) and their causes (nimittam)
correspond to the five landed regions (tinai) of kurifici (mountain),
palai (desert), mullai (forest), neytal (sea-shore) and marutam
(fertile fields), respectively. So, the nature back-drop - the
landscape, the scenic description containing ullurai should go in
unison with the intrinsic theme so as to match the tinai content
and identify the region.

2. Ullurai

Poruliyal lists the five types of ullurai, viz., utanurai,
uvamam, cuttu, nakai and cirappu (46):

Contiguity, similitude, pointing, laughter and excellence -
These five are ullurai according to an unbreakable tradition.

(tr. K. Chellappan)

It is further noted that the aim of ullurai is to impart
endless pleasure (47); It may also contain auspicious words of
praise, rebuke or reviling befitting to the context (48).

Of the five types of ullurai, Akattinaiyiyal had detailed
the second variety, viz., uvamam, ie., ullurai uvamam, explained
above. The other four types are neither detailed nor defined here
or elsewhere in Tolkappiyam. Only the commentaries of
Ilampuranar (Cir. AD 13th ¢) and Naccinarkkiniyar (Cir. AD 14thc)
and other modern critics help in understanding these varieties.

(1) Utanurai

. Utanurai means ‘set with’ -coexistent (utan = with / along
)mth). Ilampuranar equates it with Iraicci, explained elsewhere in
lolkappiyam. But Naccinarkkiniyar and contemporary critics
explain it as a typical variety.
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The implied meaning, when set along with the nature
imagery, noted earlier, it forms this utanurai ullurai.

It is also an additional suggested meaning that is set beside
the imagery. In an example verse (Narrinai, 172), the lady
companion’s words to the hero, contains this.

‘In the white sand

While playing with companions

I left burried the seed and forgot-

It sprouted, grew;

I nurtured, pouring sweet milk mixed with ghee;

It is excellent than you;

Your elder sister’

- Thus told mother

Of the greatness of this punnai tree;

So we feel shy of enjoyment here.

O! chief of the haven of shining waters,
Where the white conch resounds
Like the music of the bards,

If you favour,

There are yet other shadey spots.

Here, the lady companion, refusing enjoyment under a particular
punnai tree, on the reason that it is like an elder sister to the heroine,
suggests an option of yet other shadey spots in the nearby areas.
By this, she conveys the message that if he continues his usual
meetings, the mother, who may come after to see the punnai she
had nurtured, may unwittingly come across the truth, and so to
avoid such a situation he could look for other rendezvous. By this
she also suggestively tells him to end such meetings and take
steps towards a speedy marriage. The ulterior motive is inset
through the link between the heroine and the punnai tree.

(i1) Uvamam

In Uvamanm, i.e. u]lurai uvamam, there will be one to one
correspondence between the simile and the suggested content; there
is correlation in the tenor and vehicle, in each and every element.
A full parallelism is the distinctive feature. In an example from
Akananuru (46), the hero’s conduct is set on a buffalo.
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The red eyed buffalo
Detesting its stay in the muddy place,
During the evening, when the village sleeps,
Breaks the strong rope,
Removes the sharp thorney fence with the horns -
Plunges
into the watery field, the fish to flee
twisting the water-creepers
And
Eats the cool flower, thronged by bees.

Here, in the words of the lady-companion, a caustic remark on
the base behaviour and mean conduct of the hero lays hidden.
The buffalo stands for the hero; breaking the rope is overcoming
shame, destroying prestige; removing the thorney hedge is breaking
family honour; horn stands for the bard who acts as an agent for
such acts; flower - the courtesan; field - her abode: fish - her
attendants; bee - others who are already with her, etc. The latent
meaning goes in concordance with the intrinsic theme of marutam.

(iii)  Cuttu

Cuttu is denotative. By pointing to one thing, if some
other sense is hinted at, it forms this variety of ullurai.

This is different from the earlier two varieties, as this is
not co-existent like utanurai or parallel like uvamam,; it also varies
from the two later types, related to amusement (nakai) and
embellishment (cirappu).

In an example from Akananuru (188), the lady-companion,
to be over-heared by the hero, asks the thundering cloud if it will

merely rumble or pour rain to nurture the millet field of the
mountain girl.

The multi layered cloud,

Sucked the ocean,

Darkened, rose, encircled the high sky,

Thundered like the war-drum,

Glittered as the swords drawn by the valourous soldiers
who fought in the war-field

of the kings, righteous and just;
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Bless ye,

O! rain cloud,

Do you rumble in vain,

Or will you nurture
the millet field
guarded by the kuramakal, sounding the instruments,
with her group of friends,
Wearing garlands of the golden blossom of Venkai
and leafey dress of ceyalai.

Though an open apostrophe to the cloud, it is covertly addressed
to the hero, within earshot, asking him to clarify whether he will
merely keep on meeting the heroine secretly, resulting in
unnecessary gossip, as the rumble, or decide, about taking her
hand in marriage, as a rain nurtured fertile field.

(iv)  Nakai

Nakai means, smile or laughter. Amusingly suggesting
some idea; a message disguised in wit, humour, mock or satire;
serious matter’s manifestation as a joke is to be considered here.
What is not specified is suggested by the humorous tone, setting
a serious connotation behind, beyond a light jovial statement. In
an example verse from Akananuru (56), the heroine tells her lady
friend, ironically, that she is amused whenever she remembers a
recent happening and narrates a short episode - an event.

O! friend, I was amused....
The bard, on a mission to bring in a new woman
in marriage to him, the lord of the cool waters,
was frightened by a charging cow,
the mother of a new-born calf-
Threw down his lyre, ran
And sought refuge in my house.
Concealing my laughter
I went before him and told
“This is not the one
That is your house’
Bewildered he looked at me and himself
And stood confused bowing to me.
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Here, the hero going after other women, with the bard helping as
an agent, mediator, is suggestively mocked at, concealing the
painful truth of his unfaithful act. Though literally, the heroine
shows herself amused, the reader never stops with this expressed
sense, as the implied sense is predominant. In another example
from Kalittokai (96), the heroine pretends to believe the words of
the hero that the marks / wounds on his body resulted from an
encounter with a horse, but her teasing words resonate with the
inlaid truth that it was because of his frolic with the harlot. It is a

sarcastic way of expressing the truth.
(v) Cirappu

Cirappu is the fifth field of u]lurai where specially given
superlative, magnified, exaggerated expressions inset a deeper
meaning of excellence and embellishment. The speaker motivated
by anger, ignorance, jealously or want (poverty?) pours forth such
expressions, says Tolkappiyam (Porul. 49). Over and above this
expressed sense lays the ulterior intention.

In a poem from Kuruntokai (3), the lovers union is neither
described nor talked about, but enacted by the inset scene of the
bees making rich honey from the rare flowers of the kurifici.

Bigger than earth, certainly,
higher than the sky,
more unfathomable than the waters
is the love for this man
of the mountain slopes
where bees make rich honey
from the flowers of the Kurifici
that has such black stalks. (tr. A.K. Ramanujan)

Kurinici is a rare plant, which starts to flower only after nearly
twelve years of planting, and flowers only once in twelve years,
and so is a special source of excellent honey.

' In an Ainkuruntru poem (203), the left-over water in the
way .51de water-hole, muddied by the animals, is described by the
herom.e as ‘sweeter than milk mixed with honey of her garden’
revealing the great pleasure she had experienced in her marrieci
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life. In yet another Ainkurunuru poem (24), an exaggerated scene
of crabs born on the death of the mother crab, co existing with
the crocodiles that eat their young is given to codify the infidelity
of the unfaithful hero.

In his country

spotted crabs

born in their mothers death

grow up with crocodiles

that devour their young. (tr. A.K. Ramanujan)

Passion- pain and pleasure seem to cause such exaggerated
expressions, which in an implied form convey the suggested sense.

A Uvamap poli

Uvamaviyal (24), while on a discussion about uvamai
(simile) handles another terminology, viz., uvamappdli, meaning
‘imitation simile’, ‘pseudo-simile’ (poli=like, similar, imitate). This
is equated with ullurai uvamam by the commentators and critics.
There is also a different opinion that uvamappoli is uruvakam,
ie., metaphor. Uvamappoli (i¢) is defined as below (23) :

Without having any other sense

when interpreted by means of the sources

in accordance with the ancient usage,

it can be understood by those

who have the capacity of understanding

such use of comparison (tr. S. llakkuvanar)

Through a portrayal, something similar to a comparision, if some
thing else is understood, it is this pseudo simile. It is considered
to have five types, based on the factors of similitude, or agents
of comparison, as, vinai (action), payam (result/use), uruppu
(form), uru (colour) and pirappu (origin/birth) (25). Elsewhere
(1), when discussing about uvamai, Tolkappiyam had already
given the first four of the above five. These are the principle
elements of relationship between the signifier and the signified.

The red eyed buffalo and the hero relate to each other
because of action (Akananiru 46); The rain cloud and the hero
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are analogous on the ground of result/effect (Akananuru I83);
The lotus and the heroine have form as the common connotation
(Ainkuruntiru 65). The cranes resembling a herd of white sheep
come close in colour to the white haired old women who gossip
of the heroine’s love (Kuruntokai 163); The punnai tree and the
heroine, born and nurtured similarly, come close to each other
due to their origin/birth (Narrinai 172).

Few more factors are discussed by Tolkappiyam regarding
uvamap poli. How should a character employ this; where should
it be pronounced; and whence does this originate?

If the heroine tells, she will mention what she knows (26)
For the lady-companion it will not go beyond the territory (27)
To the hero, with fortitude will it be uttered (28)

To all others the territory is not restricted (29)

Expressions of both pleasure and sorrow

Will appear in this mode of uvamam (30)

The heroine may use this in two contexts (31)

For the hero, there is no reservation of place/context (32)
The lady companion and the foster mother

Have the right to utter, in the proper place, befittingly (33)

While in happiness and when in sorrow, the heroine handles
suggestion; she can bring in only the flora and fauna that she
knows of. As for the hero, he can say or stress for sure any thing;
there is no territorial restriction and he can refer to the landscape
of other landed regions also; he can talk any time, anywhere. The
lady-companion’s choice of imagery is bound by the territory;
and only in fitting circumstances she can mention it. For the foster
mother also, the right of handling this technique comes only in
the proper context. To all others, there is no limitation of area.

' Elsewhere Tolkappiyam (Ceyyuliyal, 181, 182) provides
the lists of speakers, and from them ‘the others’ could he known.

In ka_la.vu (pre-marital love), the other speakers are parppan
(brahmm_?) and pankan (he-friend). In karpu (marital love) pénar-l
(bard), kuttan (dancer), virali (dancing damsel), parattai (harlc.)t)—
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arivar (the wise) and kantor (the on lookers) along with those in
kalavu are given as speakers. So these eight may come under énoar,

the ‘others’.

To sum up:

(1) Ullurai is inset, the implied meaning;

(2) It occurs in the utterances of the characters
in akam poetry;

(3) It roots in the description of karupporul
except teyvam,;

(4) It has five varieties, viz., utanurai, uvamam,
cuttu, nakai and cirappu;

(5) Uvamam, ie., ullurai uvamam is different
from the ‘other uvamam?;

(6) Ullurai uvamam is implicit, intrinsic while
the other uvamam is plain, open and clear;

(7) Uvamappoli is another name for ullurai
uvamanm;

(8) The five elements of correlation between the
imagery and implied meaning are vinai,
payam, uruppu, uru and pirappu;

(9) The context, content and handling of ullurai

uvamam is confined, restricted in the case
of certain akam characters.



IRAICCI

Iraicci, a traditional poetic theory, is the suggestive -
extended sense, conveyed through the reference to the fauna in
akam poetry.

According to the Tamil Lexicon (vol.l, p. 366), iraicci has
the meanings : (1) flesh, (2) that which is agreable, pleasing,
(3) distinctive features of each of the aintinai relating to the five
tracts of land and (4) suggestive meaning conveyed indirectly by
reference to the distinctive features of the tract of land.

The word iraicci is made up of the root irai and-the verbal
noun suffix -c-ci; irai as noun, has ‘eminence’ as one of its
meanings; as verb it means, abide, stay, scatter, draw or extract,
etc. (Ibid. p. 365). So, as an eminent figure of speech, trope, it is
‘the meaning drawn, derived, extracted from a poem, based on
the description of objects of nature - the flora and fauna, which
abide or lay scattered in the poem’. It is the total, collective
meaning, which gives a wholistic, complex approach.

As an illustration, a verse from Kuruntokai (208), a
Cankam anthology, can be cited; In it the heroine gives the
description of the flora and fauna of the hero’s country, as below:

........ that man, from the land

where venkai trees have broken trunks

because roaring elephants knocked them down;
but the trees still bloom

so kuravar girls can pick the flowers

standing on the ground

to adorn their hair

(tr. M. Shanmugam Pillai, David E. Ludden)

Being the utterance of the heroine to her lady-companion, during
the absence of the hero, who is away on a mission, the description
evokes an understanding of the emotional state of her. The scene
of a broken tree reflects her broken heart; she is torn between the
love for her people at home and the hero on the other side.Still,
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she tries to be normal as the venkai tree in bloom; now she has
become a target for the gossipping women who easily pick on
her.

Iraicci is discussed by Tolkappiyam. It is first mentioned
in Collatikaram (the chapter on words), while discussing about
nouns, in the section on names/nouns, viz. Peyariyal (42). There
it is used as a common word for fauna:

In poetry, even if common names denoting iraicci
matter occur, they will not be taken as high-gender
nouns, as they come in accordance with the region.

Only in Porulatikaram (the chapter on content), the multi
dimensions of iraicci are known of. The role and context of iraicci
and its occurrence in the utterances of akam characters, the
definition of iraicci, the aim, purpose and use of iraicci, the general
nature of iraicci, etc., are given in crisp aphorisms. Karpiyal and
Poruliyal provide the context.

Karpiyal, the section on marital life, refers to iraicci in
the utterances of the heroine (7), and the young attendants (29).
These help one to understand iraicci as karupporul, the kernal
theme, ie., the portrayal of the flora and fauna of a region (tinai).

The heroine, who had once eloped with the hero, now
at home, talks lovingly, pointing to the events and
iraicci of the mid-wilderness (through which they
once traversed); which reveals her fear about the
mission (now taken in the same tract) by the hero.

The young-attendants’ utterance contain - the nature
of the route, the result of the endeavour, the outcome
of the mission, questions and answers, the things and

iraicci seen enroute and such other matters
noteworthy.

In both these iraicci stands for the specific reference to the fauna

seen enroute a trip, taken by the hero, while eloping with the
heroine, or going on a mission.
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An example verse from Kuruntokai (37) gives a short
description of an elephant and its mate seen on the path, taken by
the hero.

O! friend!
in the way he traversed
The big trunked elephant
to appease the hunger of the she-elephant
lovingly peels the tender branches of the yam tree.

If this is just a description, there is not much flavour added to the
poem. There is an unheared echo in the scene presented, which
cherishes the love of the hero for the heroine. The action and
nature of the pair of animals exhibiting familial love is considered
to evoke in the onlooker, the hero, thoughts about his wife at
home, which will speed up the mission and ensure quick return.

This echoing effect is actually iraicci according to its
definition in Poruliyal, the section on content (33-35). The use
and handling of the description of objects of nature, if serves to
bring about certain intrinsic implications or connotations by its
properties, then it is taken as iraicci. The result is a different,
deviating but extended meaning. Through the fauna, etc., the
happy and sad emotional feelings of the lovers, the hero and
heroine are expressed. The description of the action and
characteristic qualities of the animals and birds, when lined with

a true tone to reflect the remote thoughts of the hero and the
heroine, forms this iraicci.

Poruliyal briefly defines iraicci as, ‘iraicci tané urip
purattatuve’ (33). It means, ‘iraicci is that (meaning) which rests
outside uri (the intrinsic theme)’. In another reading, ‘porul’ replaces
‘ur?’, by which the definition will slightly change as ‘iraicci is
that (meaning) which rests outside the content’. Taking porul, not

as content, but as karupporu], the kernel theme, it has been
translated as follows:

iraicci is one which appears besides
fauna and flora of the land. (tr. S. Tlakkuvanar)
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iracci has meaning only extrinsic to (or outside) the
image of the kernel theme. (tr. K. Chellappan)

In an example verse from Kuruntokai (92), ‘the feeling of
loneliness of the heroine on the approach of evening’, which comes
as a sub theme (turai) under the uri-intrinsic theme - of Neytal
tinai, is expressed through iraicci. The iraicci scene replaces and
functions as uri:

Pitiable

are these curved - winged birds;

During sun-set, in the wide sky

they quickly fly, carrying prey

to be fed into the mouths of their fledglings,
living in the tall mara tree, by the way side.

The bird returns in time to its nest; but not the hero. The imagery
overtly correlates the heroine’s grief. This is the ‘further meaning’
looked to in iraicci. The following aphorism in Tolkappiyam puts
down this theory (34):

There is yet other meaning
born out of iraicci

perceived (only) by those
capable of knowing its nature.

This aspect of looking for meaning beyond meaning adds depth
to the emotional portrayal, and through it, to the poem, so that it
becomes more enjoyable to the reader.

Then, is iraicci just for the reader? When does it play a
role in akam poetry? Tolkappiyam says (35):
While in distress

indicating lovable matter in iraicci
will function as assurance.

An explanative translation goes as follows :

When the wife suffers (on account of his absence)
making reference (by others) to things loved by him
among the fauna and flora, is equal to vanpurai, i.e.
compelling her to be patient assuring his immediate
return. " (tr. S. llakkuvanar)
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Here, the need for iraicci, its role in the portrayal of the life of
the hero and heroine in poetry is given explicity. Words of comfort
are indirectly blended into and moulded as imagery portraying
the amicable love life of the natural beings. Even in formidable
circumstances animals showing love to each other indirectly
exhibits the soft corner of the hero’s heart, who seems hard hearted
because of his separation from the heroine, being away on some
important duty. A verse from kalittokai (1I) pictures a scene enroute:

That the forest is terrible
unbearable due to fire like heat
even to step on;

But they also said
that in that forest
the elephant first feeds its mate
with the little water muddied by the calf
and then only has a sip.....

The quoted lines act as a balm soothing the distressed heart and
creates an optimism about the hero’s speedy return. A poem from
Narrinai (21) shows a pheasant in the hero’s words on his home
ward journey:

O chArioteer ....sssssssnses

Behold the fowl, the handsome denizen

Of the greening meadows, with its strident call

That quite resembles the sound that’s made

By drops of milk on melting butter;

It spots on its skin minute dots

many in number, a showy bird;

Behold this forest fowl that digs

The earth made soft by the recent rains

To find the worm which it can offer

Lovingly to its waiting mate,

A sight that raises our spirits aloft!

Spur on the horses, let us homewards hurry! .
(Tr. A.V. Subramanian)
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The sight, quickens the trip home.

From these, and other examples from cankam poems, one
can know that iraicci comes to exemplify the character and
qualities of the hero; it is used by the lady companion to comfort
the heroine and to make the hero put off or postpone his trip; it is
handled by the heroine to express her grief; and by the hero to
exhibit his eagerness to meet the heroine waiting at home (see R.
Thamilarast).

One more point about iraicci needs mention here. As iraicci
has a suggestive meaning based on nature imagery, it is not always
treated as a separate entity, but equated with ullurai, especially,
utanurai, a variety of it. But, from the days of the commentators
to the modern critics there are attempts to differentiate the two.
Giving certain distinctive features, K. Chellappan distinguishes
these, which may be quoted here (‘Ullurai’ and ‘Iraicci’):

‘The essence of ullurai is that it is a meaning embedded
in or intrinsic to the image and the meaning of the passage can be
completed only by the image and its implical meaning.’

‘Iraicci has its meaning ‘outside’ the image, that is, itis a
meaning beyond the word, or beyond the setting’.

‘If the setting has only explicit symbolism, it is ullurai,
but if it evokes a deeper emotional meaning beyond that, it
becomes iraicci’.

‘If the meaning of one is embedded in the words
themselves, it is ullurai, but if the inner meaning is not transparent,
but something that transcends the words it is iraicci.’

‘Ullurai points to a meaning immanent in the images

whereas iraicci is something which the image radiates or points
to beyond itself”.

‘Iniraicci the bare situation becames the meaning whereas
ullurai consciously imparts human meaning into nature. It lays
bare the meaning of the situation or taps as it were the meaning

of the situation and the total meaning is more than the sum of its
parts’.
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