





The Editor’s Preface

The author was known to me through his nephew—his

- younger brother’s son, T. Sivasankara Mudaliar, who was

=  afterwards an assistant auditcr of Baroda State Railway.
2 The latter was my classmate from the year 1894 j.e. in
~ the Primary Department of Peddunaickspetta Middle School
where we studied. Our Tamil Pandit asked my friend how
his father (the uncle was so called) never gave him his beok.
Thereupon he brought a copy of a Tamil book the next day
and presented it to the Tamil Pandit. My curiosity was
aroused and I was worrying my friend for another copy for
my use. He told me though that it was a Tamil Book,
it was unintelligable and besides it was very difficult to
procure from his uncle another copy for me. However,
some time later he presented me with a copy of *Viruthapas=
viyal,”” which T was so eager to take and preserve, merely
because, I was not able to get it instantaveously. Though
ab that time, it was very difficult for me to understand the
[ - book, I found in my college days that it was a valuable
I gem in the field of Tamil Prosody. Hence my study of
Viruthappavial became a hobby for me. Although the book

was small, the materials were so terse that I had to study

it over and over again to understand a few lines therein.
Ultimately, I understood that the author’'s work was an

~ Original Thesis in the unexplored region of Tamil Prosody,

e vi2., thatof Virutham Literature. As the author says, the
Virutham Literature forms no unimportant part of Tamil,
I and it was a matter of great regret that for hundreds of
yvears we have not had in our grammar a orystalised version -
of Virutham prosody. Henee the author felt it as a duty
to make a research, both in Sanskrit and in the Dravidian,
languages and evolve various formulae for enunciating the
principles of Viruthams which are in vogue in Modern
Tamil Literature. I mean Modern Tamil Literature,
that which began with Kamban and his contemporaties, and
we may say that Viruthams had their perfection with hlm
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i‘ﬁiﬁzzge@gf&:days which preceded Kamban, Viruthams

were only ih an experimental stage, and so much so, that
the Viruthams in many of our religious Literature eannot
now be called Viruthams at all. Hence the ' author
confines himself in his Viruthappavial (or the Prosody of
Viruthams) to such as are sanctioned by the usage from
Kamban and his suceessors up to date. This, the author does
not specifically state in his introduction, though he
did in a personal conversation with me in 1907. He then
poured forth to me his voluminous original ideas in Tamil

- Language and Literature which surprised me with great awe.

BEverything that he talked about our language or our
Literature seemed original, or new, or one glowing in an
entirely new light. He was a scholar, not merely wide,
but deep in Dravidian Languages and Sanskrit, and was
able to make a comparative study, wonderfully in new lines.
He had features similar to Shakespeare, with similar
curly hair. Any Tamil student conversing with him for a
few minutes will be charmed with his scholarship, study
and eruditon. Before he could be understood by Tamil
world he passed away like Robert Browning’s Grammarian,
in 1910, or thereabouts.

It is necessary for me to place before my readers that
they shall not apply the canons contained in Viruthappavial,
to test the Viruthams in Devaram, and other Medieval
Religious Literature. = His book was intended only to
guide modern contemporary poets, to prevent them
from piling any number of Sirs or feet in their
wonted symmetry, and call them Viruthams, but, to
follow only the accepted forms of Tamil Viruthams,
ag set oub in this book. For example in e@%iés 9060 6
<& flw o %550, or, the non sanitha hepta metrie Virutham
Verse, there is only one class, viz. that covered by the
formula Brevajer@pwwr and no more. And, even in it,
only one permutation is sanctioned by usage as detailed
by the author. You can find in our religious literature
of middle ages, ¥ @7 or the hepta metric Virutham in
many . }r[ﬁﬁ;«weBu&b _we are not allowed to compose such

W

Name atb the present day, without violating the usage
bgy which anur poets 511::1% adhered to, -all along.
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aisaBLar LTEGC# % waGH » puUGC S
arer g emE Cure Cus s v pass wi® wrGp’ .

Waterfalls have their rhythm and music. This is ‘compared
with the voice of a child

e emitsar o@alsErer wwivip /50 "
) v @) L0 %V © srapauri & %t QU (Lp@ T &/6u0T 6ot wnQ@w?’
and you find in nature, sounds which are fit to be the accom-
paniments of musie (vide “QGua appe5lr’—Sambandar)
Even the thunders from the Tropic clouds have their musical
rythm. Hence our ancient music was a €opy of the music
of nature. Yet it was not allowed to be wild, or uncouth,
but was systematised in such a way, as to harmonise with
the Lord of the Universe,
CCLigoT eIty LG TP, LIS PENFESSUl er@ll b,
o wresflarp @gri samayb, epsrorsQsrel Laajw,
LT exILh, e ey, o W@ LD, @I &ITDIIEE & LI APEIT DI
& e e, @ppsTE @i & Podly WCu’
: ' —Sambandar.

Thus the Tamil prosody was guided by the ancient
Tamil Pan, or music. Hence the first six elements of poetry
mentioned in the first Sutram seem to be the leading ele-
ments (viz. o7 g Ser, aws s, Y&, Fi, g, wriy). This
appears to be the intention of Tolgappiyanar when he mentions
the twenty-six vital elements of poetry, as the six ahead * of
twenty. (Perasiriyar is silent on this point). For, in expressing
the number twenty-six, six follows twenty and does not come
heading twenty; and when the six are examined, they are
olearly the most important of the twenty-six, v:z, the measure
of time particles. alphabetical symbols, syllables, feet, lines
of poetry, and their poetic structure. The other twenty,
though essential for Tamil poetry. do not possess, in all cases,
parallels in other languages. Thus, out of the thirty-four
elements of Tamil poetry, six are the chief and indispensable,
and are found as such in other languages as well.

So Tolgappianar’s treatment of Tamil prosody was quite
cosmopolitan. - Although he gave rules in his chapter on

*The expression, ‘%2 s%lC . Yser%s 5"
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Teaving aside the authorship of this piece, and even if we
take it as the production of Ilangovadigal, we find it as
one of the perfect types of Aruseerkalinedilasiriyavirutham
(Y &iss 05 arfdlu o ssw) which is formulated in
Viruthappiyal as “@e@or sl evswgdsri QevaGw
wpesp wenrwesEw”, and the reader will be surprised te
notie that in a work, which is almost of the Sangam Age, a virut-
tham of this type cropped up. We find also other specimens
in Silappadikaram in imperfect stages. We have irregular
four line verses which developed into the Arusir (o 2&r)
obeying the rule “wp 5@ grarwr@l JSeararas wr Gswr
ard alerm@u” in Kanalvars and Vettuvavars. This irregula-
rity is mended in singing, and is backed up by Tolgappianar’s
rule. :

¢« garQuenL ZjenFE %y LTs gy aps5Cs”
o ppor QUL e 26 par Gl - (329)

The origin of Viruttams thus begins in the days of Tol-
gappiyanar himself. He never made the four species of Pah
or poetry, into water-light compartments, but as classes which
overlap oneanother— '

«uradf wee&%Td Uy p s Q@ sr @S er
2@ fAlur Qasesr Qe eor @p

srufa ural gy orLm@ Gweru’ —(419)
«y@fu s 5C5 ae®, Cuiar ‘
Qawmur sl 585 safQuar Quwryflu’ —(419)

Even Venba and Asiriyappa sometimes have the common
factor in the linking of seer, or feet; and so excepting the
assignment of themes, we have not very many rigid rules for
determining the class of poetry of irregular metre. It may be
mentioned here that during the controversy between the late
Arumuga Navalar and Ramalinga Swamigal in the matter of
the latter calling his poems as Arutpa(<@L-ur), the former
would choose to title them as Marutpa (0@ ur) with &
double meaning. Besides the meaning which is almost a
slander of Sri Swamigal’s work, it had also a technical mean-
ing which may not be far from correot in characterising it in
the language of prosody. Tolgappiyanar after narrating the
different Osai (@) of the four classes of Pahs, says,
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gLl ur Caler ger Tevev sl
srat & Cadrgub saff 2o i9arGp 7.

Thus even the irregular metre of Ramalinga Swamigal
could not be shut out from the provinee of poetry, and it is
not impossible to formulate rules of prosody for each of his
poems.

Unfortunately what was known as the Age of the Last
Sangam (whether Sangam was a reality, or myth as some
would have it) was an age of Dictatorship in Tamil Literature.
On or about the end of B. C., there seems to have been a
congregation of Tamil Poets in Madura patronised in a way
by the Pandians of Madura who themselves took keen interest
in our language. It appears also to be a fact that most of
them had fairly lucrative oceupations, and so they never sacri-
ficed their independence of thought or expression for the sake
of any expected bounty of the King. There are traditions which
indicate that they openly disagreed with the Pandian Rulers
in literary matters and firmly asserted that he was ingorrect,
and that their opinion was correct. Further they seem to
have had a united view in all matters of literary tone or taste
and thus they formed a body of censors of their contempor
ary literature, as is evident from somse of the traditions
believed even by scholars, as early as Saint Appar. Thus be-
sides their constructive work, they had also destructive propa-
ganda, which like the action of the French Academy
retarded the free growth of poetry in our language for some
time. Thus, from the time of Silappadikaram to the Age of
Saivaite Saints, we have praectically a gap in our literature.
Whatever might have been the real cause of this gap, our
poetic field was lying fullow for the better cultivation of our
poetry by our leaders of religion.

When we come to the age of Sambandar, we find him
giving prominencs to musie, ¢.¢. our indigenous Tamil Musie,
and singing poetry accordingly. We may even compare his
each chapter, or poem with theseven fundamental notes of
music controlling the seven strings of Vena, and Sengottu
Yazh which were in vogue in his days.* It was a presumption
in his days that every poem can be sung in Yazh (W),
and it is alleged that in order to overthrow this popular
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view, Saint Sambandar sing his poem Yazhmuri (“U”sbﬁ’z"”q)
in the shrine of Darmapuram. - Now, it can be sung ip Vena,
and its prosody may be formulated as follows, imitating the
method of Viruthappaviyal ;— '
aperer 5 walor@uw - gy ger - Narer & s1lg 2%
wenl_ - we - gefl - Aeor 5O efl p Quir @b 5
Yararaa sulln@s Y@ Fisepn & afero
s afors UGS Gl af sy revor QLo Cay
Q&rerarma Broamswr wwa &L Carars
Qerem so @y waa Quirgalersd yerflor
@ arar g1 wir papfuenr Gewrer @hTerFWb LIk G6oTL -
sGw safl sev WY safQwarts usGr

This is not the only sustained inimitable meter of Sam-
baundar. If you peruse ‘(Q@“ﬁ@w“m'@@ﬁﬁﬂmé‘&@'umi
Jwr s @ Se5#) another poem beginning with ‘U655 ST
@@ SLLre” it was a blending of two forms of 6555095
siemp which were not imitated by any of his sucecessors,
Sambandar made several experiments in musie, for all of
which, rules of prosody can be formulated, but many of them
could not be followed, or imitated by later poets and hence
those forms became obsolete, and could not now be revived
by the ordinary poetic genius.

Albhough we can trace the seeds of indigenous Tamll
Viruttam in Silappadikaram, the specimens available in it
are too few to furnish any strong data. We can only infer
from them that the popular poets of Chola and Chera King-
doms did not care to give any paramount authority to the
poets of the Pandian Capital. This tendency in the Chola
territories maintained ifs existence for ceenturies, as their
poets beleived that their King was superior to Pandiyan.
When we come to the poet of Shiyali, we find a thorough
independence in his convictions that his poetry satisfied all
the standards of Muththamil (2?3542 a5 he expresses in
some of his eleventh stanzas of his poems) On close investi-
gation, his poems do really satisfy the canons-of the three
aspects of Tamil poetry (Iyal, Isai, and Natakam).

Let us now examine the various classes of Viruttams in
our poetic literature, and see how far they can be allied with.
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and when we closely examine his Viruttams, many are close
imitations of Sambandar’s chapters (Padigams). The first

poem of Sundarar, the Padigam on Tiruvennai Nallur, has its
model in ten chapters of Sambandar sung on ten differert
shrines, and the first chapter in (vaw@pea»») begins with
@er i@y oiflewaluwr® S Auwreiens wursw”,  Though the.
‘musical indication of Pan in Sambandar and Sundarar are
not the same, the terra firma of Prosody is the same, though
the hearsay musie that govern them is apparently different.
The formulas of the prosody of Sambandar’s poems sometime
slip out of his mouth in a very pleasant, appropriate and un-~
detectable form. Take the Stanza ‘‘ Csuwrmsefl s@aer
Qsrer a)8QsrwGLr® Eawrio. This indicates that he began
his poem with a Cswrmserf] and two Kanicheers, and a Ma.
As one long vowel has the same maftirai or sound note of
two short vowels. he uses in the later verses, Temangans
(Cswrmsefl) and Pulimangani (Heflwrmserfl) indifferently.
But an expert musician like Sambandar did not, of course,
need the measure of mattirai in the light of the rules in Viru-
thappaviyal, and with his divine (QurH@perw) Talam instru-
ment, he was able to retain perfect measure of Time particles.
He was able to manipulate this single simple instrument in
his hand to produce innumerable notes of measure, to pervade
everywhere like the Ether in the Universe (vide the stanza
“uewr ey ug Cuepw' where “ Talam sound *’ has its anti-
thesis in “Ether”).

In Silapadikaram Vettuvavari(Cai@aa/r), some stanzas
all in Nirayasai (derwes) fcrm a part of the big poem of
that chapter. Sambandar’s Devaram has six chapters where-
~-in this metre is followed and slightly deviated (in 8@ alrrsw
wewr-aflwr & @ M@sd). He shows his capacity to sing in not
merely tetra metrie, but also in hexametric viruttams, which
can also be scanned as tetra metric of three syllables. There
are four such chapters (beginning with §@é4wew-5 -
rnsw ver-slLure ¢ Sepwuerl L iFea ete.”’) in
his Devaram. ‘

In Sa.mb:_anda,r, you find Kali Viruttams bearing a Kattalai
{Criv5QearCp, devr uafloram@L) popularised in Kachi-
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and he would style it in Sanskrit name, the stanza seems to
be of indigenous Tamil origin, wherein Sambandar uses
yaflwor or #-aflerw for the first seer, as the perfection of the
music is not interfered with by this variation. However later
poets seem to have stuck up only to the model given in
Viruttappaviyal and given up the rest.

Many of Sambandar’s models were not followed by his
successors. It was not due to the want of rhythm. The first
five chapters of Sambandar’s second Tirumurai is one of such.
It is Tema (Cswr) followed by four Koovilam (-afarwo).

But there is a single model of the tenth species of
Sanda Kalithurai (of Viruttappaviyal) which was considerably
developed by the later poets, in Sambandar’s Devaram. (It is
BwpeFsse-uen-@)6 gorw).  So also, the first type of
ordinary kalithurai finds only a single model in Sambandar
(8w 5Csa)i-uem-s165170), There are four chapters (be-
ginning with B s 5@ 5 5-5o ) 116 w-ueswr- 5L I1&0) in
which in the hexametric ¢@@WT &MLEEI@ILLSS”

 Sambandar used long vilam for Kas throughout and there are
many models in which the readers will find in the Devaram,
‘experiments of Sambandar, which in later ages became, after
some modifications, standard forms of Viruttams.

When we come to Appar, we find one complete
Tirumurai (s.. 2nd Tirumurai) Volume to be the Tirukkurun-
dogai (9@ 250 s57@5) a kind of Kattalai Kali Viruttam
already referred to. The last Tirumurai is Tiruththandagam,
purely octa metric verse. The last part of his first Tirumurai
which form 34 chapters is named Tiruviruttam. The expres-.
sion means simply ‘‘the Viruttam”, as it was evidently the
first Viruttam introduced into our literature. The same
name is given to the Kattalar Kalithurass sung by Nammal-
war. If we examine its structure, we find the linking of
seers to be the same as Venba, but there is the fifth seer to
be Vilangai (@96””375”"1’) observing the Kattalai or rule that
if the first syllable be a Nerasaz, (Cere»<) the number of
vowels in the line must be sixteen and if it he niraiasai
(8erwe»s), the number of vowels in the line must be
seventeen only. Thus the Tiruviruttam is a clearly a develop-.
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ment of Venba structure, and became very popular with
modern poets.

; Preceding :the said Appar’s Tiruviruttams, you have

the first type of hexametric viruttams in fifty - eight
chapters (styled as §@Crrmsliuer) and they form the
major portion of Appar’s first Tirumurai. This model is very
pithy to handle, and any novice can compose poems easily in
this metre. There is one chapter (“‘HalaraCurans)
that is the eight seer Sanda Viruttam, with which Viruttapa-
viyal winds up the Sandam chapters. When we peruse the
poems of the Vishnavite Saints (the Alwars of Nalayiram), we
* find them also making experiments for constructing the various
types of Viruttams. The Tiruchanda Viruttams of Tiruma-
zhisai Alwar has the same metre of Sivavakkiyar in being a
hepta metric Sandam. Perhaps this is the first Sanda Virut-
tam in our literature as the name indicates. Further, remove
the first foot, you get a kind of hexametric Sanda Viruttam
which is the first type mentioned by Viruttappaviyal. Cut one
more foot (the second foot), you will have the first type of
Sanda Kalithurai named as Sens, and cut the third foot also
you will have, the 2nd type of Sandakali Viruttam. Thus the
development from one form tc another is clear, and it is thus
the poems of the early Saivite and Vaishnavite Tamil Saints
furnished several models of Viruttams, some of which
were taken by Kamban and his contemporaries, and were per-
fected in such a way that they became standard forms for
later authors.

Tamil students are likely to ask the question why these
saints of the middle ages who were no ordinary scholars of
our literature should indulge in the construction of new
models of poetry, without taking up the models of classical
pahs or forms of poetry. The reasons appear to be many
Leaving aside irregular forms prevalent during the time of
Sangams, even of the four regular species, Kalippa
and Vunjippa were 8o unweildy and cowplex in structure
that the simple poetic nature of our raints could find in them
no vehicle suitable for their ecstacy and rapid rush of
enthusiasm. In Sambandar, you find only one Asiriyappa
and none in Appar or Sundarar. In Nalayiram there are
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very few of Asiriyappahs. In Tiruvasagam, even the num-
ber of Venbas are very few. Thus the standard forms of
Tamil classical poetry did not find much favour with our
‘Saints of middle ages. Whereas Viruttam metre in any form,
was short and sweet and hence their preference. For instance
the author of Nalavenba made his art perfect with Venbas
only; but Naidatham, in spite of its defect, found greater popu- :
larity and exhibits various levels in music, whereas Puga-
zhendi from the musical point of view is only monotonous.
None but a pedant now-a-days attempts to compose a Kalippa
or-a Vanjippa, and the Virutham in some form or other is
within the easy reach of any modern poet. Therefore it is
now inecumbeut on any modern poet to know what are the
forms of Viruttams that are sanetioned by usage in modern
Tamil. Like Ramalinga Swamigal, we cannot discard the
rules of prosody and sing poems which will be pl'easant in
the musicil aspect of Tamil, and expose ourselves to the
criticism of contemporary literary critics for carelessness in
prosody.

The students of our literature may again ask why all the
" models given by our Saivaite and Vaishnavite saints were not
all copied by their successors in the poetic art. For instance
we have the Pan known as Sikamaram (£&7wrw uewr) which
cannot be reduced to any definite formula of Tamil prosody®-
FEven in the matter of other Pans, the musical formulas
which were plainly known even to ordinary people in the
days of our saints were forgotten by lapse of time and want
.of proper records. So much so, that when we come to the
period of Nambiyandar Nambigal. the compiler of Saivaite
seriptures, it was a great problem to find out the Pan of each
poem, and the marking of Pan, depended upon the hearsay of
a practically illiterate woman. Thus, only such of the poems
whose prosody was easily evident on their face, were adopted
by the people of the days of Nambiyandar Nambigal and
thereafter.

Hence we find Kambar and his contemporaries, whoss
works belong to the succeeding period, confining themselves
only to a limited number of models, and Kamban’s Sandams

+ There are two chapters in this Pas in Appar's Devaram.
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though profoundly conversant with Viruttams is with some
liable to err. Even poets have occasionally made slight
deviations from the theory which have, however, to be pro-

vided for and reconciled under rules in the exceptional
chapter.

Viruttams are here divided into two classes, the first com-
prising those that are peculiar to Tamil and the second those
that are common to Tamil and Sanskrit. The first class calls
for no remarks except that they are not very numerous
but are in perfect harmony with the elementary principles
of Tamil Prosody. But the syllables and feet of Tamil Prosody
cannot adequately deseribe the Chandha metre which is solely
based upon distinctions not recognised in the elements of
Tamil Prosody. Syllables and feet ending in gshort vowels
are not distinguished from those ending in long vowels bub
have simply a common name to designate them both. But
these distinetions are of the utmost importance in describing
the chandha verses. Although, therefore, a new set of
syllables and fest would be very convenient in describing the
gecond class, yet it has been thought prudent to adhere to
the old formulae though at the sacrifice of much convenience
and conciseness.

Tt would be a very interesting question to decide whether
the chandha stanzas obtaining in Tamil have been borrowed
from Sanskrit, or are of an indigenous growth though coin-
oiding with Sanskrit Prosody. Arguments are not wanting to
gupport either view of the question. But whatever may be
the truth or the conclusions which may be arrived at, on a
perusal and compartison of the different kinds of chandhas
here described, no serious objection, it is believed, will be
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