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PREFACE

I have recorded in this book the
results of some decades devoted to the
study of the excellent charateristics of the
Tawil Nad and the Tamil People and
the Tamil Language and Literature and
the Tamil Philosophy and Religion.
The Tamil people form an important and
integral action of the Indian’s as a whole.
I shall feel glad if the book is studied by
the Indians in general and the Tamils
in particular, I send the book into the

wide, wideworld.

K S. RAMASWAMY SASTRY
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BOOK 1

Tamil Nad, Tamil People and
Tamil Language

TAMIL NAD (Tamilaham)

—

There has been much learned discussion and
specalation about the idertity or non-identity of ‘Tamil’
and ‘ Dravida’. The ancient Tamil literature describes
the Tamil people (Thamizhar) and the Tamil larguage
(Tamizh) and calls the land of the Tamils (Tamil Nad)
as Thamizhagam. It is very likely that the inhabitants
of North India called the Tamils as Dramilas or
Dramidas and their land as Dramila or Dramida, as
they had no sound like zha (i) in their languages
Such changes are not unknown elsewhere. Vanga:
became Bangala and Gurjara became Guzerat Even
in Tamil Nad zha (1p) is pronounced in some places and
by some persons as la (sw). The attempt to find
Sanskrit roots in Dravida and to say that the word may
be a compound of two roots (dra, to run and vid, a
piece of land) and may mean a place to which one runs
as a place of retreat and refuge, being the extreme south
of the peninsula, can only raise a smile. The word
Dravida occurs in Ramayana and Mahabarata and
Sri Ramanuja refers in his Sri Bhashya on the Brabma
Sutras to ar earlier teacher named Dramidacharya.
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It is worthy of note that though Valmiki does not
expressly refer to Dravida or Dramida or Tamizha, he
says that King Dasaratha convened a council of kings
to seek their approval to his nominating Rama as
Yuva-raja or heir-apparant to the throne. He says that
among those Kings were Kings in South India
(dakshinatyamscha bhoomipan) such as the Kings of
Chola and Pandya and Kerala. Canto 41 of the
Kishkindha Karda refers to the Chera and Chola and
Pand,a countries, the Kaveri and Tamraparni rivers,
the Mahendra hill and the hill of Agastya It refers also
to Kavata of the Pandyas. The Mahabharata says that
Sri Krishna conquered Kavata of the Pandyas (VII
11-398: VII. 23, 1016). Mr.P. T. Srinivasa Iyengar
who was a profound and able scholar in Tamil seems to
think that Kavata means *° gate >’ and does not refer to
Kavatapura which was the capital of the )Pandyan

Kingdom (see page 89 foot-note in his History
of the Tamils). But this is a forced and unnaturaj

interpretation. Sri Govindaraja, the learned commen-
tator on Valmiki Ramayana, says that Kavata is the
Pandian capital Kavatapura.

We must also remember that the Mahabharata
says that Pandya and Chola and Kerala Kings were
present at the Swayamvara of Droupadi (I, 189, 7020)
It shows also that before the Rajasuya sacrifice was
celebrated by Dharmaraja, his brother Sahadeva
vanquished the Chola and Pandya and Chera kings as
well as the Andhra kings. These Kings attended the
Rajasuya sacrifies (Sec, II; 31, 1173; I, 34, 1988; II, 52,
1£93). The Mahabharata shows also that Sri Krishna
conquered the Pandyas (VII, 11, 3v8; VII, 23, 1016) and
also the Cholas (VIL, 11 3 '1). At the great battle in
Kurukshetra the Pandya and Chola and Chera kings
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went to the aid of the Pandavas (V, 19, 576; VI, 5, 2084;
VII, 22, 455 and 1893). The Pandya king fought with
Drona and was slain by Aswathama (VI, 23, 1019;
VIII, 21, 81). Later on Arjuna went on a theertha
yatra (pilgrimage) and married Uloopi who was a Naga
princess (II, 214, 7810) The Nagas were aboriginal
communities living in the Deccan and other tracts.
Arjunamarried also Chitrangadha who was the daughter
of Chitravahana who was the king of Manipur (VII, 11,
3986; VII, 1, 215 and 1826). Instead of Manipur we
find Manalur in the South Indian versions of the epic.
Manalur is a purely Tamil name. In the Adi Parva of the
Kumbakonam edition of the epic (VI, 1, 64), we find
the princess called a Pandya princess.

The limits of the Tamil Nad (Country) are stated
in Tamil literature to be Tirupati and Cape Comorin,
In the panegyric Verses in Tolkappiam Panamparanar
says :

ou GordsL b Ggargwfl wrior g

SBIp Fmmub BedsPYVELD
(The good land where the Tamil language is spoken lies
between the northern Venkatam i.e, Tirupati and the
southern Kumari i.e, Cape Comorin). The Silappathi-
karam says :

“GpyCurar garpaps @ srgCursr

Quearsuqyp i
sBp WbUDSS FHTUITED
(VIIIL, 1,2)
(The cool well-watered Tamil Nad surrounded by the
hill of Vishnu and the sea of Kumari).

“CaumsLn @il Soysrd Qustau@wsr

Dpprer Qsidv sfps wpsls’
(Sikandiar)
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“aégh OFHEH GLEGH @owT &G
Coudism gl Fibysr H QuareuGioeT
Dipreor Gaddn wswlp £ 55
Brog yopGuw eursdHar elritidsr

(Kakaipadiniyar}

(Tamil Nad is bounded by Tirupati in the North and
Cape Comorin (Kumari) on the South and the Ocean
in the East and the West). The commentary on
Sutra 395 in Solladikgram in Tholkappiam says that
the homeland of the Tamils was the territory bounded
by the river Vaigai on the south and the river Marudam
on the north and by Karuvoor on the west and by
Maruvoor on the east,

A peculiar fact found in ancient Tamil literature is
that is divides the Tamil Nad into five tracts : , Viz,

1. Mullai — the forest tract whose divinity is
Mayon (God Vishnu) ;

2. Kurinji — the hilly tract whose divinity is
Murugan (God Subrahmanya) ;

3. Marutham — plains and valleys who divinity
is Indra.

4. Neythal — the maritime tract whose divinity
is Varuna ;

and 5. Palai — the desert and sandy tract whose
divinity is Korravai (Durga).

It has been stated in Tamil literature that Palai is
really a non-descript mixture or medley of Mullai and
Kurinji tracts rather than a mere sandy tract.

Curdnd@ Bollaremuwdear preflon 6TaTd

vl g,

(Perasiriar in Tiruchirrambalakkovai)
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“apst &rymr @ B dupd o pawdH B 5 st

Kot sbwsd LB BERBHN ©® HSSHIO

urZo QuetuG sri Lyeuh Garsiremd
(Silappadikaram)

't must be also remembered that as there is no
desert in South India as in North India the Tamil
writers specially stress four tinais or types of lands. The
Tinai concept shows that the Tamil culture is a synthesis
of the cultures that grow up in different types of land.
We must remember also that the Rig Veda refers to
Pancha Kshitayah (five tracts) and that there is also
a reference in Sanskrit literature to four types of forts
(Giridurgam, Vanadurgam, Jaladurgam, and Maru-
durgam) <A similar idea is found in Tirukkural (742):

wswar] £ 106357 swmy 10 wssaf) Bip H

(B aps»L_W BT 68T
On the whole the tinais are found in all countries and
are not a special feature of Tamil Nad

Tamil People

There are diverse and mutually destructive theories
about the origins and the racial composition of the
Tamils.  Anthropometric tests are defective and
deceptive. Professor Cox says that the cephalic index
separates races closely allied and is almost identical
for races widely apart and ‘‘in almost every nation we
find every cephalic index™. Professor Ridgeways says
that * these osteological differences are but foundations
of sand” Professor Sergi is of the view that the
method of the indices (nasal and cephalic indices) **is
a method only in appearance and can produce no
satisfactory resuits”. Dr. Maclean thinks that * they
(the Dravidians) from, in fact with the other members
of the group, a separate and distinct family which is
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of the dolicocephalic class, and which comes near the
Indo-European or Aryan type™. All that can be said
with certainty is that as the people of India as a whole
seem to have been autochthonous, there being no
undeniable proof of their having been immigrants into
India, even so the Tamils also seem to have been
autochthbonous in South India Sri John Evans says that
s South India was the probable cradle of the human
race ”’. Dr. Grierson says * The Dravidian race is
commonly considered to be the aboriginals of India
or at least of Southern India, and we have no infor-
mation that they are not the aboriginal inbabitants
of the South .  Dr. Fergusson says: * Their (the
Dravidian) settlement in India extends to such
pre-historic times that we cannot feel sure that
we regard them as immigrants, or at least, as either
conquerors or colonists on a large scale, but rather as
aboriginal in the sense in which this term is usually
understood. The hypothesis that would represent what
we know of their history most correctly is that which
places their original seat in the extreme south of India,
somewhere prcbably not far from Madura and then
spreading fan-like towards the North. They have no
traditions which point to any seat of their race outside
India or of their having migrated from any country
with whose inhabitants they can claim kindered. So far
as we know they are indigenous and aboriginal in South
India. The late Professor P T. Srinivasa Iyengar,
great Tamil scholar and researcher, was of the same
opinion,

I may refer here to a few other theories. Some
scholars say that the Tamils may have come from
Australia into India. But this is a mere guess, Other
scholars think that the Tamils might have entered India
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from the north-west and driven the aboriginal into
the hills and were themselves after-wards overcome by
Aryar immigrants. Yet others think that they might
bave come into India from central Asia through Assam
and Burma. Some other scholars are of the view that
they might have come from of the southern submerged
continent, Lemuria or Atlantis in the Indian ocean. The
theory is that Lemuria extended from Madagascar to
Malaya and connected India with Africa and Australia.
There is a Ceylonese tradition preserved in the
Buddhist chronicle Rajavali that there was an erosion
by the sea between 205 B. C. and 61 B C. in the
reign of Tissa who reigned at Kalyani and who was
conquered by the Tamil King Elalan and paid tribute
to him. T(Bcre is also a tradition preserved in Tamit
literature (as stated in Silappadikaram and in Kalittogai)
that the seca swallowed up the Pahruli river and the
Kumari river to its north. * wsbmiaflur®m sr
usTiWbEsS 51é GLAECsTHE Qs usL
Qzrerar.”

(Silappadikaram) (Kadukankathai, 18 to 20)

Adiyarkkunallar says in his commentary on the
above said passage that 49 countries covering 700 Kadams
(about 100 miles) south of the Pahruli river were
swallowed up by the sea. The great Tamil scholar
Mahamahopadyaya Swaminatha lyer points in his work
Sc}nga Tamil and Latter Tamil that it is said that the
Pandya king made up for the territory lost by the erosion
of the sea by taking the Muthoor tract from the Chola
King and the Kuntoor tract from the Chera King and
that hence the territory lost by erosion was only a
small tract. Kalittogai 8 lines 1 and 2, also refers
to such an erosion and says that because of it the
Pandyan capital had to be shifted from scuth Madurai
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to Vada Madurai (the modern city of Madurai). But
such a eradition camnot support the theory of any
imaginary contiment — of Atlantis or Lemuria
extending from Africa to India, These diverse theories
are not only destructive of one another but are all of
them totally unproved.

Another theory of that there were two branchaes
of the Dravidans viz the Kolarians who came from
the north-east and occupied the northern portion
of the Vindhyan region and (2) the Dravidians who
came from the north-west and then trekked into
South India. This is a mere guess and has no real
basis.

Mr. Kanakasabhai propounds in his Tamils
Eighteen Hundred years Ago a curious and novel theory
of his own. He says that the Villavas and Meenavas
were the aborigines of India; that the Nagas of
Central Asia inmigrated into India and conquered
them that these were overthrown by a Mungolian race
called the Tamra - titles (Tamils who emigrated from
Tibet and came into India in four successive waves and
founded the four ancient Tamil Kingdoms of Pandva
and Chola and Chera and Kongu. According to him
these immigrants adopted the aboriginal language and
refined it into the Tamil language as we find it today.
These are all improved guesses and nothing more.
Mr. Kanakasabhai goes to the length of saying that
the Nagari alphabet was learnt by the Aryans from
the Nagars. Nggari means an urban language i. e.
used in Aryan towans and cities. His view that because
the Tamil language possesses the letter ip (Zha) which
is not possessed by the Telugu and Malayalam and
Canarese languages, the Tamralittis must bave adopted
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the language of the aboriginies is not supported by any
valid reasons and over not lead to any tenable conclu-
sions. Even supposing that the sound represented by
the letter 1p (Zha) is fourd in the Tibetan languages
and that the sounds g5 and &wr occur in the Burmese
and Chinese languages, conclusion can be rested on
those facts Here is no real affiaity of any sort
between the Tamil and the Tibetan languages.
Sir Herbert Risley points out also that the colour
of the Tamils is black which is quite like the yellow
colour of the Mongols.

I may also refer to a theory adumbrated for
sometime that the excavations at Harappa and Mohanjo-
Daro show that a Pre-Aryan civilisation existed in the
Indus area and that it was connected with the
Sumerian >civilisation, and that it was the civilisation
of the Dravidians who retreated to South India be-
cause of the pressure of the Aryans in India. Here
again we are in the region of guesses and conjectures.
* Dr. Hall thinks that the Tamils may have gone from
South India to the mouths of the Indus and ewn
up to the Valley of the Euphrates and Tigris in
Mesopotamia. 1 may point out also that F ather Heras
said at Pudukotah some time ago that the Mohenjo-
Dero relics belonged to the Upanishadic age and that
civilisation was shown by inscriptions in Hyderabad
and Jaipur and Pudukotah to have spread throughout
India (vide the Hindu dated 27-€6-1943). Avinas Chandra
Das thinks it likely that the Sumerian culture was a
mixture of Aryan and Dravidian cultures (Rig-Vedic
India, 1927, page 215). It is not unlikely that the
South Indian (Dravidian) cultuze and the North Indian
(Aryan; culture met at the Indus and that such a mixed
culture overflowed into Assyria, Chalcaea, Babylonia
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etc We find Dasaratha and other names there Tae
cotton used by the Babylonians was called Sindu or
Sindam. There are no facts to support the theory
that the Mohenjo-Daro civilisation was Sumerian in
origin and that the people there were forced to
move by the onrush of the Aryans and retreated to
South India. Ths Rig Vedic as well as the Indus
Valley civilisation were entirely Indian in origin and
were not exotic at all. Their faiths have evolved into
the living Hinduism of today. Sir John Marshall says
in his Mohenjo-Daro and Indian civilisation. < But
taken as a whole, their religion is so characteristically
Jndian as hardly to be distinguished from still living
Hinduism . He says also that the Mohenjo-Daro
civilisation was a child of the soil and the tivers. It is
thus more likely that the Sumerian civilisation was a
child of the Aryan civilisation and of the earlier Indus
Valley Dravidian civilisation rather than that they were
Sumerian in origin. Dr Hall says: “It is to the
Dravidian ethnic type of India that the Sumerians bear

most resemblance: He was very like a Southern Hindu
of the Deccan ”’,

The Indus Valley civilisation seems to have been
a refined civilisation, as we can gather from the
existing vestiges. The people who lived there then

were worshippers of God Shiva and the Mother
Goddess. :

A yet another theory is that the Tamils came
into India from Assyria and Asia Minor. But
Mr Kannedy has shown that there is no proof that any
maritime trade existed between Babylon and India
before the seventh century B. C. Another theory is
that the Dravidians are a branzh of the mediterracian
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race But, there is no reliable proof in support of such
a theory. Dr. Hall says that they must have gone into
Sind and thence into South India before 3000 B. C.
But this theory is not proved by any undeviable facts.

It is thus clear that the Tamils were the ancient
aboriginal autochthoneres people of the extreme south of
india and were not an immigrant population at ali
A fact that clinches the discussion and shows that the
Tamils were the aboriginal population of South India is
that the names of hills and rivers and villages and towns
seldom change and are in the Tamil language. If the
Tamils came into India from outside India, they must
bave had a language of their own If it was Tamil,
what language prevailed in the extreme south of India
before ten ?  If it was some other language and they
adopted the indigenous Tamil language, how did they

happed to give up their own language Conquerors
seldom give up their language.

Thus the Tamils were autochthonous in south
India, just as the Aryan were autochthonous in north
India. The Aryan scriptures speak of the Himalayas as
the Uttara Giri ithe northern mountain) and so they were
always a people who lived south of the Himalayas.
The Vedas do not contain any hint of any Aryan
immigration into India from outside India. Eventually
the Aryans and the Dravidians became a united people

~and owed a common religion. The entire country was
called Bhirata Varsha. Even in Tamil literawre the
name of the entire country is stated to be Bharatam.
Very possibly the name was given to the land from
Jada Bbarata the famous sage (as stated in
the Bhagavatha VI 5,3), or the Emperor
Bharata who was the son of Rishaba or the Emperor
Bharata who was son of Dushyania and Sakuntala.
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Tt is however worthy of note that in his famous drama
Shakuntala, Xalidasa says that Shakuntala’s son
Bharata was cal'ed so as he was the feeder and
protector of all (bharata iti lokasya bharanath).
Very likely India was called Bharata Varsha as she
was a very fertile country watered by great rivers and
possessing rich arabic land and could feed her children
as also others This is why Rabindranath Tagore
says in a famous poem about India.

“O thou who art the world’s delight
Motherland of our ancestors

Whose lands with solar rays are bright !
Thy feet the blue sea waters lave,

Thy verdant robes the breezes wave

Thy brow Himalaya mount

Crowned with the snows of purest white
The day first drawns witkin thy skies,
The Vedic hymns first here took rise,
Poesy, wisdom, stories, creeds

In thy woodlands first saw the light.
Everlasting is thy renown

Who feed’st the world and feed’st thy own ”.

It is thus clear that the Tamils overflowed into
North India time and again. Silappadikaram says that
a Chola King named Karikalvalavan went without
meeting any resistance to the Himalayas and left the
mark of the tiger (the Chola emblam) on the mountain
and that the Chera King Senguttuvan led his victorious
army to the Himalays and overthrew many Aryan
Kings. That is probably why the speech of the
Brahuis in Baluchisten is similar to the Tamil language
in its grammatical suucture as some Tamil migrants
or colomists may have settled there. We cannot infer
from such similarity that the Tamils came into India
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from Western Asia, after leaving a colony in
Baluchistan  Grierson thinks that the Brahuis are
anthropologically Iranians.

Similarly the Aryans overflowed into South India
and Ceylon of the Tamils went northwards. Why could
not the Aryans come south ? The earliest Tamil litera-
ture refers to Anthanars (Brahmins!, Ui marai vedas.

VELVI OR SACRIFICS. I have shown eisewhere
how the story that the Dasyus were the descendants of
Viswamitra’s sons who went away to the antas (ends)
of the country under his curse indicates the overflow
of North Indians into South India. Itis likely that
the Kingdoms of Kishkindha and Lanka were
Aryanised. "The Aitareya Brahmana calls a prince
named Bhima as Vaidarbha i.e. the king of Vidarbha or
Berar. The Vishadba, Dasarma, Dakshina, Kosala,
Chedi etc. were aryanised Kingdoms near the Vindhyas.
Valmiki’s Ramayana shows that the heritages of
any one rishi (sages) including Agastya existed in
South India Agastya is said to have subdued the
Vindhyas (the Aryan borderland) and went to Pothia
hili in South India and gave a Tamil grammar to the
Tamils, It is said that God Siva taught the basic
sutras to Panini who composed the Sanskrit grammar
and taught the Tamil sutras to Agastya who composed
the Tamil grammar. Agastya’s disciple Tolkappiar
says that his work Tolkappiam was bassed on Panini’s
Indra school of grammar. (pEHyn Popsbs
G grsdsTLnIwer ).

It is necessary to remember that there is no ethnic
or racial separateness between ‘Aryans and Dravidians.

They lived in North India and South India respectively
and spoke different languages. - Sanskrit belongs to the
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inflectual group of languages where Tamil etc. belong
to the agglutinative group of languages But they had
the same outlonk in life, the same social ideals, and the
same culture. They were not immigrants from any
where ovutside India. There were migrations from
North India to South India and vice verse in the course
of millenia and there was naturally a fusion of both
the cultures. FEven in the Ramayana period the North
Indian culture went to South India and Ceylon-way,
into Indonesia and South-east Asia. The cuiltural
tides flowed from South India to North India later on
in the times of Sankara and Ramanuja and Madtava

and Meikandar. It is also worthy of note that the
groups (Brahmans, and Kshatriyas and Vaisyas and

Sudras) stated in North Indian literature ~re specified
as Anthanar and Arasar and Vanigar or Varthagar, and
Velalar or the Tholilalar in Tamil literature. .

The Tamils got pearls and corals in their seacoast
and had also gold and diamond mines. The Vindhyas
were no barrier of the commercial contacts of South
India and North India The contacts were by means
of land routes through Vidarbha (Berar) and by means
of sea-routs to the mouth of the Indus.

The Tamils had contacts far and wide with other
peoples as well. They had trade Babylonia, Egypt.
East Africa, China, South-east Asia and Indonesia.
The Indian teak is found in the ruins of Ur which
was the capital of the Sumerian Kings about 4000 B. C.
and the word Sindhu or Sindam for muslin is found
in the ancient Babylonian list of Clothing. (See
Professor Sayce: Hibbert Lectures pages 136 to 138.
The Tamil traders took the special products of Tamil
Nad such as agil, spices, pearls, diamond, gold,
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muslins) all over the then known world. Their foreign
trade flowed through wealthy seaport towns like
Kaverippattinam of the Chola country which is described
in Silappadikaram as a seat of great affluence and
magnificence, Korkai of the Pandya country, Musiri
and Tondi of the Chera country etc Ptolemy said in
70 A. D. that the flow of Roman gold into India was
to the tune of nearly 55,000,000 sesterses (about
Rs. 750,000,000.

As stated above rhe Tamil literary sources say that
God Siva revealed the Sanskrit sounds and alphabet
to Panini and the Tamil sounds and alphabet to the
sage Agastiyar. Villiputhurar says in his Bharatam.
D& S HUGT Lw b g QFch@FT sory mr iz, There is a
tradition that Agastiyar asked God Siva how he
could go south and live there as commanded by him
without knowing the Tamil language which was
prevalent there and that thereupon God Siva taught
bim the Tamil language and that Agastiyar then went
to the Pothia hill in Tamil Nad and composed and
taught the Tamil grammar. Nachinarkkiniar says that
Agastiyar went to South India and turned the forest
(kadu) indo habitable land (nadu) When tradition says
that God Siva gave Tamil to Agastiyar and that Agastiar
gave the Tamil grammar to South India, it means that
under divine command and inspiration Agastiyar settled
.the shape of the grammar relating to the language
which was already prevalent in Tamil Nad and saved
the language from debasements and defilements. This
Agastya is the patron-saint of Tamil Nad and Tamil
grammar and Tamil literature and civilisation.

Sanskrit prevailed in North India and the Indian
languages now prevalent in India other than Tamil and
its sisters (Telugu and canarese and Malayalam) are
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descendants of Sanskrit. The Tamil works refer often
to Aryan and Tamizhan and to the Vadamozhi northern
language) The Tamil word Arisi (rice) became one of
the Greek words and in the Hebrew language the Tamil
word Thugai (thogai or peacock), agil etc. are from.
Very possibly the Sanskrit word Muktha was derived
from Tamil word (@5t (Muthu).

The Tamlls excelled as much in war as in peace.
They had infantry and cavalry and elephant corps and
chariot corps. The country had many forts with
trenches all around. Their wars were inspired by the
highest ethical ideals while being inspired by the highest
heroism. Non-combatants and especially woman and old
man and cultivators and cattle were never molested in
war. They conducted only Ara-por or Dharmapudha
and never resorted to unrighteous and savage warfare.
Panini in a poem describes a campaign whetein the
hero killed at least 1000 elephant. From Padirru
pathu, Purananooru, Kalithogai and other Tamil
Sangam classics, we learn that the Tamil people showed
the highest honour to the brave men who fell in battle.
Memorial stones called Veerakkals were planted
to commemorate tbeir death. The Tamils were the first
Indian people to colonise Ceylon which was called
Izham by them. They spread to the South-east Asia
and Indonesia In Ancient Tamil poems Java is referred
to as Chavakam. Tamil Art suread to Ceylon and
Indonesia. There is an image of Agastya in Java
and themmozhi (southern language) and they venerate
‘both the languages. The Thevaram says :

¢ g flwer s Lmdl & Aypsar sswremi’

‘,%E;j‘.gtﬂ@gpr L.trrﬂm'gnéf

¢ allpQernd e Qergp grewfiypy pCer’

‘The Tiruvoimozhi says:
‘Qasit pilany e Qurifisow ’
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But the two languages became blended from very early
times and a single culture has fil'ed the entire land from
time immemorial There is a story that during the
Mahabharata war the Chera king Udiyancheraladar fed
the rival armies on the battlefield of Kurukshetra. The
second stanza in the Tamil sangam classic Purananooru
which is  attributed to the poet Muranjiyur
Mudiunagarayar and stanzas 65, 168 and 233 of the
Tamil sangam age classic Ahananooru may be referred
to in this connection.

2 FueyCGayst GupehCarm Qar Bds ehTs snp,
{Ahananooru)
GlumesQer D pb@usb usywr & CarBS 7 g
{Purananooru)
GumehCorm Lw s Hm b5 Couppdws
(Silappadikaram XXII, line 55

CurPp QuegesCar gy Cur Hhm &1 srerel g 5
Cayer. (Do, XXIX, oarssh eudl)

Thus the Tamil Kings were great rulers in very ancient
times and were also exponents of a great culiure for
thousands of years. They maintained their indepencence
even in the times of Mauryan expansion in India.
Asoka sent ambassadors to them treating them as
equals His edicts refer to them. Katyayana (seventh
century B C.) refers to them.

Some scholars seek to derive the word Tamil from.
Tamil roots. Mr. Damodaram Pillai says that Tamil
is derived from the root Thani - that which is above
and that thus the word means the language which is
above i.e. peerlessin its beauly. Another theory is
propounded by Mr. Kanakasabbai Pillai. He says
that it is derived from Tamya-lirti. But these theories
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are only guesses. A more likely explanation is that
the word Tamil means ‘sweet’. The Pingalandaiar says :

Pollmwuyd Biemwy b $BH6G parvrGd.

(Tamil means sweetness)
I may refer here to Paripadal which says:

SBID oUW G &1 WTU LT D,

In Chintamani woman are de:cribed as being of the
nature of Tamil ie sweetness.

«« £:81p sPuw Frwsvsui
Kamtan describes Sita as speakirg in a manner sweeter
han even Tamil.

« & W sprBafiw Qawsbsomeir
In the Tamil Naidatha (Naishadha) Athiveerarama-
pandian describes Damayanthi in an identi%al manner.

sBPanlafw QFepGler D e pusorsr
It seems to me that this is the appropriate and correct
explanation. Tamil literature says that the gods are
fond of Tamil and delight to hear it.

“ urgsehfaud sl usbsfp Couerg s urmar
nT STy QST poud ' [ ssTurp
sou b SIBH0 19s5TQ gt p LEFMFO
usn@srasre G,

Literaturc precedes grammar in all countries.
This truth is clearly stated in the Tamil grammar
Nannool (Gové A s gh Awdsswr Hwbued).
The Tamil tradition is that god Siva taught the Tamil
grammar to Agastiyar and the Sanskrit grammar to
Panini.

B Guwriféazn ST amsort apsHSTUT
Villiputhoorar says :

e g Huer uw bg QFchAFT OTFETHG.
Tolkappiam refers to Indra’s grammar. It refers in its
Uttarakanda to Navavyakaranal nine works on
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grammar, Indra’s grammar being one of them and
says that Hanuman was an expert in all of them. The
Indra’s grammar above said is not extant

A memorable feature of the Tamil language is that
it alone, among the South Indian languages, has kept
intact a large number of its ancient and indigenous
words and has accepted only a comparatively small
number of Sanskrit words, unlike the Telugu and
Canarese and Malayalam languages. The North Indian

languages are all descendants and derivatives of
Sanskrit. Thus Tamil is the only language which has
preserved its heritage and its individuality and has
produced, a great and eminent literature from very
ancient times. The Tamil have largely preserved home-
born terms pertaining to the naming of the months
and the week days, family relationships, agriculture,
economics, politics, medicine, weights and measures etc.
Almost all the words in frequent and daily use in Tamil
Nad are of Tamil origin. Words borrowed from Sanskrit
have undergone much transformation in Tamil. The
Tamil has only two numbers while Sanskrit has three,
All the nouns denoting inanimate objects and animals
are of the neuter gender (y.%fH%wr) while those
denoting beings endowed with reason (viz. Gods and
man) are of the higher gender (2w £%wr). There is
‘no much distinction in Sanskrit. Tamil has only three
tenses ard three moods while Sanskrit has six tenses
and four moods Tamil has no relative pronouns.
In Sanskrit adjectives are declined like nouns in gender
and number and case, and have also degrees of
comparison. But Tamil has none of these traits, In
Tamil there are no prepositions and conjunctions except
um (2_ib) which is only a contacting particle.
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Tamil and her sisters

Tamil, Telugu Canarese and Malayalam belong
to the agglutinative type of language whereas Sanskrit
is of the inflectional type. The word-building processes
in all of them are similar and many roots and words
are common to them all, But Telugu and Malayalam
and Canerese have come under the influence of Sanskrit
in a large measure unlike Tamil, very possibly because
their literature had only a late existence, whereas Tamil
which has an ancient powerful and beautiful
literature had fixed forms which resisted over-sanskriti-
sation though the influence of Sanskrit over Tamil is
** dominant in the values of philosophy and Egligion ”,
The later Manipravalam style - a mitture of Sanskrit
and Tamil - spoiled the purity of Tamil style but was
introduced by the Jains and perfected by the Vaishnavas
for the sake of clear and accurate expositions of
philosophy

In ancient Tamil literature the Telugus are called
Vadagas (probably meaning the northerners), just as
even today the Telugus call the Tamils as southerners
(dakshinae-Vadlu). Ahangnooru says that the Telugu
country is north of Tirupati. The Telugus call the
Tamil language as Aravam Aravam is said to mean
soundless but such an explanation is far-fetched.
Pandit M. Ragbava Iyengar says that the Tamil land-
adjoining Andra Desa was called Arava and that the
word came in course of time to be applied to all Tamils
This is a likely explanation because the word Hindu
(a Variant of Sindu i e. Indus) came to be applied not
only to Panjabis but to all the inhabitants of Bharat
(India).

Evidently Kannada (Karpataka) became a separate
language later on. Jayankondar (11th century A.D.) says
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that it is a mixture of Tamil and Telugu. The Hale
Kannada (old Canarese) is largely akin to Tamil. The
sound sa was generally substituted in Canarese for the
Tarmil sound pa (halu, palu for milk etc.).

The Malayalam language was evidently an even
later off-shoot of Tamil. The great Tamil poet Kamban
when he wrote oL &dv Qas5TadY MEHG Hs5THTL D
G apsr urmLwr Ggre Bepudgnd does not refer to
Malayalam at ail. In his time Malayalam was so
akin to Tamil that it was not regarded as a separale
language. In ancient Tamil literature Chera (Kerala)
is described as a Tamil ccuntry. In some poems twelve
tracts are said to be the home of Kodum Tamizh (im
pure Tamif). The Tolkappiam refers to seven such
tracts viz Vinadu, Puzhinadu, Karkanadu, Seethanadu,
Kuutanadu, Kudanadu and Malayalamnadu. In later
Tamil literature Malabar and Travancore and Coch'n
are called Malainadu. The Tamil work Ainkurunecoru
is belived to be the work of five Kerala poets. The
great Tamil classic Silappadikaram was the work of the
great Chera King Sesiguttuvan’s younger brother Ifango
Adigal. Later yet, Aiyanaritanar, King Cheraman
Perumal and King Kulasckhara Perumal wrote Tamil
poems. The King Kulasekhara Perumal wrote Sanskrit
poems also. The Saiva and Vaishnava saints have sung
Tamil bymns about shrines in Keiala also  The
Malayalam language contains many Tamil words. The
word Padignara west; is the Tamil compound word
Pcdi-gnaiyar (setting sun)  Kizhakku and Therkku and
Vadakku (east and south and ncrth) are pure Tamil
words. The place names Tirupanitura, Irunjalakoda etc.
are pure and ancient Tamil words. The Malayalam
words Namboodri and Nambi probably come from the
Tamil word Nambi (trust-worthy} and Nambikkai
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(trustfulness as also trustworthiness). Later on the
Malayalam language had an ever increasing influx of
Sanskrit words. Strangely enough a foreigner named
Dr Gundert wrote the first Malayalam grammar,

Thus the Tamil grammar and prosody maintained
their powerful iudividuality intact as against Sanskrit
influence, though Telugu and Kannada and Malayalam
showed less resisting power.

TAMIL SCRIPT

In regard to the Tamil alphabet western savants
do not seem to be satisfied unless they trace all the
Indian alphabets to a Phoericean source. The ancient
Tamil Vattezhuthu was very likely an indigenous script,
The principle of placing a dot over ccnsonants is a
peculiarity of the Tamil script and is not found in the
other South Indian alphabets After Buddhism
came into South India, the Brahmi alphabet was used
by the Buddhists, because the North Indian words
in their philosophy could not be adequately expressed
by the Tamil alphabet symbols which were inadequate
in number for such purpose. The Telugu and Canarese
scripts have evidentlv besn derived from the Brahmi
script. When Saivism and Vaishnavism were firmly
established in the land, the Brahmins popularised the
Grantha script which was derived from the Brahmi
script, because the Tamil alphabet did not contain dn
adequate number of symbols. That is why in the later
inscription both the characters were used where as the
oldest inscriptions were in Vattezhuthu alone. In
Tamil Nad the grantha characters were used for printing
Sanskrit books like the Ramayana etc But now the
Nagari alphabets are used for that purpose and the
grantha alphabet is quite out of use.
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TAMIL CULTURE

In such a land and owing to the genious of such
a people, the great and unique Tamil culture came
into existence. I shall deal later on with such aspects
of it as literature and art and philosophy and polity.
I may however mention here that they excelled in
agriculture as in industry and trade and commerce.
They learnt early to dam rivers and dig canals and
construct huge reservoirs to store water. The Grand
Anicut on the Cauvery, the Kalingarayan channel and
the innumerable lakes and tanks scattered all over
Tamil Nad are remarkable in every way.

I may» refer also to the refined social life of the
Tamils. Though they lived in villages in the main,
there were important towns and cities as well. The
woman were respected and were not immured but
moved about freely and had fine clothes and ornaments.
The Tamils had a great love of flowers and floral

decorations — a trait which characterises them even
today.

Their social and economic and political life also
was refined and noble. Though the Kingship was
generally hereditary, the king was subject to the rules
of morality and was controled by his ministers and
public officials. The Villages were antonomous anp
the urban municipal admuinistration was enligtened
The taxation was mild and the land-tax was generally
one sixth of the yield from the land (Mt g
sLeni). The Kings spent money lavishly on irrigation
schemes and the encouragement of the fine arts and on
gifts to the temples There was an enlightened system
of administration of justice. A noteworthy feature of
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Kingship was that as in North India the Kings of
South India often relinquished their Kingship in the
evening of their lives and lived lives of retirement and
meditation and prayer and penance and devotion.

Tamil Nad never felt the stress of invasions as
North India did and has hence got the Indian
culture in its highest purity while being in touch with
the world at large end assimilating the most valuable
elements in the cultures outside Tamil Nad. This is
why the Tamil culture is destined to play a great part
in the future life of India and the world.
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BOOK II

The Tamil literature is one of the great literatures
of the world, though the Tamil language is spoken only
by Twenty-five millions of people. To describe it
worthily and adequately would require a big volume.
As my theme in these lectures is the presentation of the
entire range of Tamil culture, I propose io limit my
presentation of Tamil Literature in two ways: (I) By
describing only the major periods of Tamil literature
and the supreme authors in each period and (II) By
emphasising the cultural aspects of Tamil literature.
I have described, the entire range of Tamil Literature
in my book entitled. A4 Primer of Tamil Literature.
In the present work which is primarily devoted to
Tamil Culture, [ describe Tamil literature a:d eminent
authors with a slight degree of elaboration, because all
the aspects of Tamil Culture are reflected in Tamil
Literature. I shall deal with comparative brevity the
other aspects of Tamil Culture,



CHAPTER 1

Ancient Tamil Literature
(1000 B.C. to 200 A.D.)

I THE ANCIENT SANGAM AGE
(The Age of Tholkapiar)

There is a tradition that a portion of the Pandyan
kingdom - which was the southernmost portion of
Tamil Nad - was swallowed up by the sea and that
before  such erosion the Pandyan capital was
Madurai (South Madurai) which disappeared after
such erosion. It is said that the capital was then
shifted tosKavatapuram. Kavatam is described in
Valmiki’s Ramayana as being the Pandyan capital and
as shinirng with gold and pearls (Kishkindha Kanda -
Canto. 41, Verse 19). Pandya Kavatakam as a place
noted for pearls is referred to also in Kautilya’s Artha-
sastra. The final capital of the Pandyan kingdom was
the present Madurai.

The Tamil literary works speak about three
sangams (literary academies in Tamil Nad). ' This idea
was given currency in Nakkeerar’s Commentary on
Irayanar Agapporul and was confirmed by the
commentators Nachinarkiniar and Perasiriar on
Tholkappiam and Silappadikaram respectively. Tt is
said that the members of the first sangam were 549 in
number with Agastiyar as its leader and that it existed
for 4400 years at South Madurai (Koodal) and that
4449 poets submitted their poems to it and that 89
Pandyan Kings were connected with it. It is stated
further that the members of the second sangam were
59 in number and included Agasthiyar and Tholkappiar
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and that the sangam existed for 3700 years and that
2700 poets submitted their poems to it and that 59
Pandyan kings were connected with it. Southern Madurai
and Kavatapuram were according to the aforesaid
legendary tradition swallowed by the sea. None of the
works alleged to have been connected with the first two
sangams now eXist except the Tolkappiyam. A few
sutras (aphorisms) ascribed to Agasthiyar are preserved
in the commentaries on Tolkappiyam. The third sangam
is a historical fact and existed at the present city of
Madurai Itis said that it consisted of 49 members
with Nakkeerar as its president and that 449 poets
submitted their poems to it and that 49 Pandyan Kings
patronised it and that its duration was 1850 years. The
story goes that it declined when the Sangam poets
rejected the Tirukural and its supremacy was
triumphantly vindicated. Madurai was called Koodal
probably because of the gathering of the poets there.

Some scholars reject the story about the three
sangams as being unproved and improbable. But such
academies were  well-known in India  The
Brihadaranyaka Upanishad refers to such an academy of
scholars. King Vikramaditya and King Bhoja patronised
such academies. The prefatory (Phyiram) poems in
Tholkappiam refer to such an academy. T may also
point out that Konguvel who composed the poem
Perungathai about King Udayanan refers to the second
sangam and has embodied in his work some passages
from some of the works which were submitted to it.
As the works of the first two sangams are not extant, it
is likely that legends grew up in regard to them and that
there was an inflatiom in regard to the details connected
with them. The third sangam was a historical fact.
Even in .regard to it, it cannot be that 49 poets lived
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for 1850 years. The story means only that the sangam
lived on despite the death of its members from time to
time.

Proceeding now to discuss the historical third
sangam, we must remember the tradition that the
Pandya king Mudat Thirumaran inaugurated it. Later
on the Pandya king Mudu Kudumi Peruvazhuthi was
the Pandyan ruler. Some scholars are of opinion that
he was probably the same person as Malayadhwaja
Pandyan but there are no definite reasons justifying
such a view or its opposite. Malayadhwaja Pandian’s
daughter Tatithakz Devi, who is believed to be an
incarnation of Goddess Parvati, ruled over Madurai
after him. Her rule is referred to by Seleucus who was
the Greek Ambassador to the court of Chandragupta.
Hence she must have belonged to the 4th century B.C.
During the period of Pandya glory, the Chola and
Chera kings also were powerful. Auvai has stated
that the boundaries of the Pandyan territory were
Vellar on the north and the sea to the east and
Cape Comorin on the south, and that the boundaries
of the Chera territory were Palani on the north and
Shengodu on the east and the sea on the south and
Calicut (Kozhikoodu) on the west. Pugazhendi gives
the boundaries of the Chola territory as Izham on the
north and the ocean on the east and Vellar on the
south and Kottakarai on the west. The boundaries
of the Tondaimandalam which was carved out of the
Chola territory and was later on ruled by the Pallavas
are stated by Avvai to be Venkatam (Tirupati) on the
north and the sea on the east and the Pinakai river
on the south and Pavazhamalai on the west. In
Tiruvachakam, Manickavachakar hails all the three
Tamil Nad kings (Moovendar) together thus
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Ossrereuar Corpear Caresr ars s eurd.
The Pandyas had the fish emblem on their flag; the
Cheras had the bow emblem on their flag; and the
Chera kings had the tiger emblem on their flag. All
these three South Indian kings as well as the other
minor chieftains in Tamil Nad were great patrons of
the Tamil poets and some of them were eminent Tamil
poets themselves. Among such minor chieftains we
hear about seven chieftains of great munificience and
learning. They were referred to as the seven great
Vallals. They were Pari, Ori, Malayan, Ezhini, Pegan,
Ayi and Nalli. The Vallal Athiyaman was glorified
by the great poetess Avvai. Later, there were

Kumanan and other great patrons of Tamil arts and
letters.

The function of a Sangam is not merely, to bring
poets and critics into touch with one another but also to
keep up a high standard of literary achievement. The
genius of poets enables them to find and express the
beautiful in thought and clothe it in the radiant garment
of beauty of speech. It is the poets who give currency
to beautiful speech. The grammarians and aestheti-
cians and critics are also needed to settle the proprieties
of correct and standardised speech. Else the language
will grow up like a pathless forest and not like a
beautiful garden full of lovely flowers and luscious
fruits. These person settle grammar and prosody and
rhetoric to canalise the flow of correct and beautiful
speech. It is equally necessary to have many eager and
inquisitive amateurs and a learned middle class. If
Tamil is today a great and growing language entitled
to a place in international literature, she owes that
position to the Academies. In this connection we may
well recall the French Academy which was established
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in 1635 A.D.—2000 years after the Third Tamil Sangam
—and whose influence on the French language and
literature is fully and faithfully described in a famous
essay by Mathew Arnold.

B. THE SANGAM MORNING STAR
(Tholkapiar)

Agathiar

If we consider all the stories handed down about
Agathiar’s connection with Tamil Nad and Tamil
Literature dispassionately, he must (to use Tennyson’s
words) be regarded as

“ The morning star of song, who made
His music heard below”

~

Mahamahopadhyaya V. Swaminatha Iyer points out
the verse

“sBCYYr® Impbs vy wLH®OTID ateTibS

Qary”
shows that Tamil language and literature existed in
the old Madurai even before Agathiar came to Tamil
Nad, having learnt the Tamil Grammar from God
Siva. Mr. P. T. Srinivasa Iyengar says: * Numerous
poets must have flourished before the age of Agathiyanar,
for he could not have composed a grammar of literary
Tamil and its literature without having previously
studied innumerable poems” (History of the Tamils,
page 233). Those ancient works are not extant now.
Kambar refers in his Ramayana to Agathiar’s first
Sangam and makes Sugreeva say to the monkey band
sent southwards that they will sce Agathiya’s Tamil
Sangam in the Podiyil and will enjoy the sweetness
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of the Tamil language and literature and might forget
their errand to discover the place where Sita was kept
by Ravana.

“ Qs pflp BricssTGur HudpBm
wpeflsusit pllips s Card plIGr
GleveT sy weugmyen peFL_torid

(stbuga wrwewrd, proefie v e 31.)

But Agathiar’s works have been lost and the earliest
Tamil work that we have is that of his great disciple
Tolkapyar who must therefore be regarded as the

morning star shining even now in the firmament of
Tamil Literature.

Tholkdapiar

Tholkapiar was the most important> of the
twelve disciples of Agasthiyar who were Tholkapian,
Athankottasan, Duralingan, Semputchey, Vaiyapikan,
Panambaranar, Kaliarambar, Avinayan, Kakkaip-
patiniar, Natrattanar, and Vamanan. It is said that these
twelve persons wrote each a chapter on Purapporul (outer
life), the entire work being called Pannirupadalam
(twelve chapters). That work is not extant but we have
in its place Venba-nalai of Aiyanaridanar which is
said to have been based upon that work. The greai
commentator Adiyarkkunallar says that Sikhandiar was

a pupil of Agasthyar and wrote a treatise on music
known as Isainunukkam.

Tholkapyar’s work Tholkapyam is the earliest Tamil
work now extant. It means  ancient Kavya”. Itis
said by some scholars that the word Tholkapiam is
composed of three words — Thol, Kappu, Iyam - and
means a work which protects the ancient Tamil
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language. This is a fanciful explanation. Another
theory is that Tholkapiar belonged to Tholkappiakudi
(old village named Kappiakkudi). It is said that his real
name was Trinadhoomagni.

The work Tholkapyam consists of three sections
viz. I Eluttadikaram (phonetics) consisting of nine parts
and dealing with sounds and letters ; II Solladikaram
(accidence) consisting of nine parts dealing with
words ; and I1I Poruladikaram consisting of nine parts
and dealing with aham (love) and puram (ethical and
social and political and military life, figures of speech,
prosody etc). As stated above by me, the author is
called mpHrv Awphs G srevsriGuer ie learned
in the Afidra grammar. He was thus very probably a
pre-Panini author. The view that he was a Jain is
absurd as.it has no basis in his work and as Jainism
came into South India only about the 3rd century B. C.
The work contains 1276 sutras. Its commentators are
Ilampooranar ((who is called by the later commentators
as Urai-asiriyar), Nachchinarkiniyar, Peragiriyar, Sena-
varaiyar, Deivachilaiyar and Kalladanar (who was
different from Kalladar the Sangam poet and from
Kalladar the author of the poem Kalladam) Ilam-
pooranar’s commentary is available for the whole work.
Nachchinarkiniyar’s work is available for the first
two parts and a fraction of the third part. There
can be no doubt that such an elaborate grammar as
Tholkapiam presupposes and must have been founded
on an extensive pre-existing literature.

I shall deal here briefly with the third part Porul-
adikaram) because it bears directly on literature in
general. It is divided into ahathinaiyal, purathinaiyal,
Kalaviyal, karppial, méippattiyal, uvamaiiyal, seyyuliyal
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and marabial. Aham means what is internal viz., inbam
or Kama and refers to sexual love. Puram means what
is external, viz. aram (Dharma as righteousness) and
porul (Artha as wealth). The word thinai means
standard of conduct (pupéaid).

In Agattinaiyal we get some general ideas about
love. Love is classified as (1) Kaikkilai or unilaterel
love, (2) ainthinai or bilateral love in the five tracts
Kurinji etc.) and (3) Peruntinai i.e. uncontrolled and
violent love. Kaikkilai is sub-divided into love for a
maid who is not ripe for love, love hindered by
shyness, and the Asura and Rakshasa and Paisacha
forms of wedlock. Peruntinai is a kind of satyagraha
in love as well as violent union. In what is called
madal, the lover who has lost all hope of winning his
beloved and is in a state of violent passion puts on the
emblems of agonised love and remains exposed to
sun and shower in the street without food or sleep.
Tirumangai Azhvar has applied the macdal technique in
a fascinating manner to the love of God. Tholkapyar
forbids madal to women.

A more detailed discussion is needed in respect of
the five Tinais (4inthinai) to which I have referred
cursorily in the opening chapter of this work.
Mr. P. T. Srinivasa Iyengar seems to think in his
History of the Tamils that man first lived in the Kurinji
(hilly) tract and was a nomad, that then he lived in the
Palai (sandy) tract and developed, ‘* martial virtues and
predatory impulses *’, that in the Mullai (forest) tract
he reached the pastoral stage, in the Neydal (maritime)
tract he learnt to fish and to sail and that it was in the
Marudam (river valleys) that he reached the agricultural
stage. He then says, “ The passage from one culturg
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to another took long periods of time; it was chiefly
owing to migrations of men from region to region, but
each region retained its own culture when the succeeding
ones arose”  (page 65). This is an ingenious explana-
tion and has much plausibility. Nature in South
India or elsewhere has not distributed these tracts in
such a clearly defined manner as that described above
but we find much of a mix-up everywhere. Man has
certainly proceeded from the nomadic stage to the
pastoral stage and thence to the agricultural stage and
thence to the industrial stage. But that has been the
case all over the world. The abovesaid tracts exist
everywhere and there is no evidence that people migrated
from tract (o tract as they passed from stage to stage of
life from thc nomadic to the industrial stage. Mr. P T.
Srinivasa [yengar thinks that *outside India these five
regions ogcur on a vast scale’” and says that ““the migra-
tion of population from region to region and the
consequent development of higher and higher forms of
culture is more likely to have taken place in a restricted
portion of the earth’s surface where migration is easy,
than in tracts of immense extent and that it is
more likely that these cultures of ancient times sent
out off-shoots to appropriate regions outside India so
that nature might reproduce on a larger scale what she
had succeeded in achieving on a smaller scale in India,
than that are produced these cultures on a magnificent
scale outside India and then squeezed minified copies of
each stage of civilisation into Southern India was to
make it a complete anthropological museum”™ (page 14,
15 of History of Tamils). But this is only a pure guess.
It is more likely that everywhere, sooner or later,
humanity passed from the nomadic through the pastoral
to the agricultural and industrial stage. He himself

says about his view. * This is of course but speculation.
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After all it may turn out that nature produced similar
cultures independently of each other in different places
where the same geographical causes operated ”* (History
of Tamils, page 15). In each of the five tracts (tinais) .
viz. hills, forests, desert lands, etc, the tribes resident in
them developed certain peculiar traits while sharing in a
common culture. Eventually the nomadic stage was
passed and surpassed as it was brutal and barren,
through it survived in a modified form here and there.
The pastoral civilisation supplanted it and was in its
turn harmonised with an agricultural civilisation which
in its turn harmonised with an industrial and commercial
civilisation. A predominantly agricultural civilisation
evolved peaceful and well-settled and stable joint
families and tribes by superseding casual sexual life by
the institution of marriage and eventually established a
civilisation based on a continuing surplus in ‘the place
of a civilisation based on a casual surplus and a
recurrent deficit. It evolved also a monarchical state
strong and controlling democratic elements to protect
the culture and civilisation evolved in the country. The
King who was originally a Kone (the protector of cattle)
became an arasan (the protector of the kingdom).

The Tholkapiam refers to Mudarpporul, Karup-
porul and Uripporul in respect of each tract. The first of
these assigns a particular season etc. to each tract and
the second assigns a special deity, a special class of
residents etc. The six seasons are rainy season (kar),
the cold season (koodir), the early dewy season (Mun-
pani), the later dewy season (pirpani), spring (ilavenil),
and summer (muthir venil or kddai). The durations
of the day are morning (kalai), noon (nanpakal),
evening (erpadu), early night (malai), midnight (yamam),
and the later night (vaikarai). Itis said that there
atre aspects of aham (love) appropriate to each season
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of the year and to each portion of the day. Love does
not, however, seem to have been or to be or to be likely

to be an obedient slave of such rules. These are more
or less mere poetic conventions.

In regard to wripporul it is said that Punardal
(the clandestine meeting of the lovers) to the Kurinji
tract, Piridal (the temporary separation of loversi
belongs to the Palai tract, Irutthal (the patient endu-
rance of the beloved’s separation) belongs to the Mullai
tract, Irangal (the sorrow of lovers due to separation)
(belongs to the Neydal tract), and Oodal (sulking in
loneliness) belongs to the Marutham tract. Mr. P. T,
Srinivasa Iyengar says that in the Kurinji or hilly tract
man was a sgmi-nomad hunter and that ‘“the course
of love was not deterred by social conventions and
love at first sight followed by its immediate consum-
mation was the norm” and that afterwards there was
a literary convention that Kalavu (pre-nuptial love)
should be the theme of love in Kurinjit-tinai. He
then proceeds to say that in the forest tract (mullai)
the herdsman would go to tend his cattle and had to
separate himself from his beloved and that a
literary convention arose that irutthal should be the
theme of love in the mullai tract. He says further
that with neydal (maritime) tract the fishing expeditions
led to a longer separation and that here by literary
conventions arose that iramgal/ should be the theme
in the Neydal tract. He says also that in the desert
(palai) tract the predatory life of the people led to
long enforced separation between lovers and that
hence a literary convention arose that piridal should
be the theme of love in the Palai tract. He says
also that in the Marudam (the river — valley) tract
the settled life led to seductions by Aetaire (courtesans)
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followed by quarrels and later reconciliations among
lovers and that hence a literary convention arose that
Qodal should be the theme of love in the marudam tract.
There is in this view much plausibility but it is doubtfu]
if love can flourish only in such preserved channels in
actual life. The poetic descriptions of love are no doubt
transferred from life into literature but life is diversely
complex and the love too is also diversely complex. But
these literary conventions give a certain amount of appro-
priateness of setting and clarity of form to poetic
descriptions and are a unique feature of Tamil poesy,
The literary convention demanded that ¢ a poem sung
in whatever natural region, if it dealt with a particular
incident, ought to be assigned to its proper setting,
the word tinai having acquired the double meaning
of (a) a natural region, (b) a class of poems dealing
with events once naturally, now conventionally,
associated with one of the five natural regions >
(P. T. Srinivasa Iyengar's History of the Tamil, pages
69, 70). Very possibly Tholkappiar distilled the con-
ventions from pre-existing poetry which has since been
lost, as theorised by Mr. P. T. Srinivasa Iyengar.

Proceeding now to deal with Kalaviyal and Karppial
in same detail, I may say that the former describes
a man and a maid meeting in secret love. After such
love is made known by her companion (thozhi), the
parents and relations of the beloved (thalaivi) try
to control her movements. The companion of the
beloved then intimates the beloved’s condition to
the lover. He then takes her away, pursued by
her Kith and Kin. On seeing her deep love for
her lover they did not hinder their love but allow him
to marry her in his place or in theirs and to live in
lawful wedlock. Karpial is life in lawful wedlock
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from the beginning. We see the former romantic love
described in Kalidasa’s great Sanskrit drama Sakuntala.
Literature which seeks to emphasise love as the most
beautiful element in life would naturally prefer to
delincate romance in love rather than a merely prosaic
wedlock. We can infer that the Tamils preferred
romance in love leading to a marriage. Kalavu must
not be regarded as mere unrighteous secret copulation,
Ilampooranar says in his commentary in Sutra 89 :

@erar g M), @ssTisGn WBHasrid@n Curg
ardlu serafluomrs swi Qsr@uus Qsrererr g,
ssrafiweny s FiwslE@sd  SHOMF WD PSS
yewri pg GeTenin o A% euiprwer poore, )
ap@wmﬂu@i”

Kalavu is therefore not mere headstrong pairing but
is a form of marriage and is regarded as a righteous
social action as it means merely love at first sight with
a view to marriage and to be followed by marriage. The
matter becomes clear when we scrutinise carefully the
first Sutra of Tholkapiam Kalaviyal (Sutra 89). It
says :

“ @eTu (1pid Qi Hesy e GosiT B
saTQWr® Lewri 55 meup Hwr wpud p
&TDd Snl.L Bl ST SDIEIST IV

wopCurids 555 wear PowL L g’

@ pw e pewr p s g%wr CuCurfluaGu "

This shows that Kalaviyal is a sex relationship in which
Inbam bliss) comes first and Porul (wealth) comes
next and aram (Dharma) last but in which aram is
inevitably and ineradically present. Tholkapiar
expressly says that this is one of the eight forms of
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marriage to the Gandharva form of marriage. Such

Gandharva form of marriage is called in Tamil yazhor
koottam. Ilampooranar says expresely :

“@sen Csrdedug Few(Bé
sarCeusTGmal LELT D Pupssd
SIDULWMTSH LYnEH P wed an ».

Thus Kalavu is not mere sex-urge or concubinage
but is romance in love leading to marriage. Suffice it
to say that it is in India that we find the grand idea
that the affinities of pure love sublimated by marriage
are carried from birth to birth and are unaffected by
death. Tholkapiar says in Sutra 90 :

gar@mn CauGpuer Mmursad
Cener N ywips uTe HTimrud
CQerrss Hpougm S s Huys srewru
WHaGasrenusm syeusruilenGp.

Ilampooranar says in his commentary on this Sutra:

¢ @Qoauparargpn  Ipiys  Ssrpw  gerd
peieldarasCanr  Hspps ewflarg  gawruler
STEr pourp), 2 wi s e Swph Gl i wear Hapsd
e wihs utewrdpm. srw Repsdder sowr 953
ST IRTI TS S (D H0 pLEIITWITET YA WG urTT
CsdTug sB55 "

We should not forget the identity of this idea with
that stated by Kalidasa when he says in his
Raghuvamsa that Sita prayed even after her abandon-
ment by Rama that he should be her lord in her future
births, without, however, there being any pangs of
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separation. In Sutra 91, Tholkappiar gives us another
sublime idea:

Appsfou ugApps Cssitu
oA b fuTfCeu &L eorewr.

This means that the beauty of the beloved kindled in
the lover’s mind a doubt as to whether she was not a
Goddess. The element of adoration is a vital element
in a grand passion. Kalidasa suggests this when he
makes Dushyarta say about Sakuntala :

(How can such beauty be born shining on the earth
among human kind? Na prabha taralam Jyoti udati
vasudha talat. A radiance quiver with splendour never
rises from thn mere earth. In the later third sangam
poems on aham these grand ideas are developed with
great beauty and charm. In one of the poems in Narrinai
the maiden sends a parrot as a messenger to her lover
intimating that he might meet her in the field where she
watches the ripening corn. In another poem the maiden’s
companion beseeches the lover to be loyal to the maiden
even afier her charming breasts have lost their rounded
firmness and her dark tresses have become grey. (suer
pIserflgnd pHTQRTGE I psH  FOIJWTrH
wpyuyew). The sangam poems on Aham are one
of the chief glories of Tamil literature because they have
an efflorescence of the love passion and show an intimate
knowledge of the diverse and varied moods of lovers,
Thus Tamil poetry has touched very lofty heights in its
ancient love poetry wherein it reaches altitudes not
found elsewhere in Indian literature and similar to but
higher than what we find in Western romantic love
poetry. The loveliest delineations of the passion of
love centre round the story of God Muruga and Valli
Devi.
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In Karppial, Tholkapyar describes the marital union
of a man ard a woman before the holy fire, after

he receives her from her parents or guardians for living
as man and wife.

s poluar iuGaig Srewr Cor® Ljewrré
@arer » BAwri9pn Speusr Ay s Hows
@QarsnL &M wr9Gei Qsr@lus OarsrasgGeu,

The difference between Karpial and Kalaviyal is that
in the former union follows marriage, where as in the
latter marriage follows union. Union without a
following marriage would be mere concubinage and
cannot be dignified by the name Kalaviyal at all as
pointed out already.

An agricultural Society where people live together
a civilised life, unlike a nomadic hunting or pastoral
life, union could not tolerate secret, loose and casual.

After writing the alove said discussion of Kalaviyal
and Karpiyal, 1 came across the remarkable recent work
called Tamil Varalaru by Mahavidwan R. Raghava
Iyangar. In it the learned Pandit has in the chapter
entitled gflypi @aTsiensssar gone into the matter
minutely and at great length and shown that the Tamils
always exalted wedlock preceding union as being
higher than more secret love and union. He refers.at
pages 105 and 106 to a description in Aham, 112 that
the latter kind of love led to happiness shadowed by
odium (uf@ur(® euepe learuw). He refers to
Silappadikaram where Ilangovadikal says.

“ REBoywi sLeyenfl 1 el wy@srwGsd

usop Pioswr wai LG ey erGer.”
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“ opips Qearmeuaflsr aryuilar Qgsrypesw
smpB os far Hm Hwang Q570 pi
Qugys peitvawrid B Amp et Goer Gou.”

“ Hmang QTG BT QUMS BT LD
Ay wesr GwerGar.”

He points out further that Kambar describes in his
Ramayana that Rama and Sita loved at first sight and
met only after wedlock.

jsrewr 69 G pr&Heneteuen GpradeEsr
Bmeun wrfiysd su 6w SeF
gmudw ofrewGL H GuUGrrer @muleni.

He refers «lso to the story in Manimekhalai about
Dharmsdattan and Visakai loving each other and
growing old without union or wedlock and praying to
be wedded and united in the next birth because gossip
said that they loved in union.

Thus the highest form of Kalaviyal is a romantic
courtship leading to marriage. It is, in short, onlya
romantic form of Karppial, romance preceding marriage.
Nor is Karpial without its romance and charm but
these succeed and do not precede marriage.

In Purathinaiyal Tholkapiar treats of life in its
external relations. While aham can be enjoyed only
by the hearts of lovers, puram can be enjoyed by many
persons at the same time Aham consists of Inbam to
which aram and porul are contributories, where as
Puram consists of aram and porul by themselves and in
their social relationships., It treats of seven tinais
viz. Vetchi tinai, (@su & £H2%mwr) Vanji tinai (sughd s
H%uwr) Uzhimai tinai (2-fivep s Homr) Thumbai tinai
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(sivemu So%mr) Vigai tinai (erens H%ar) Kanjit
tinai (sr@pf S%wr) and Padan tinai (urcresr Hur)
The first five terms refer to various kinds of flowering
plants and their flowers. These indicate different kinds
of warfare. Vetchi relates to cattle raids, vanchi to
invasion, ulinai to siege, thumbai to war, vahai to victory,
kanchi to ethical advice and padan to panegyric in the
case of aham. Tholkappiar allots Vetchi as Puram to the
Kurinji tract, Vanji to the mullai tract, Uzhinai to the
Marudam tract, Thumbai to the Neydal tract, Vagai to
the Palai tract, Canji to Perunthinai and Pidan to
Kaikkilai. Here again Mr. P T. Srinivasa Iyengar tries
to equate the particular flower stated above with the
particular tract mentioned (pp. 67, 68) but the explana-
tion is laboured and artificial. The subtleties have not
much aesthetic value but show the Tamil litefary convern-
tions and the love of elarity and precision inherent in
the Tamil genius. Veerakkal or Nadukal is the stone
planted at the spot where the hero fell in battle. It is
planted in commenoration of his heroism and worship
is offered at it. Tholkappiir describes also the seasons
suitable for military expeditions (i.e. after the rains and
during the summer).

Tholkippiér then proceeds to describe Meippattiyal,
Uvamaiyil, Seyyuliyal and marabial. Meippattiyal
deals with the delineation of the literary expression of
the emotions ‘called rasas in Sanskrit). They. the eight
meippadus are Nagai, (azhugai) Ilivaral marutkai, acham,
Perumidham, Vehuli and Uvahai. These reserve but a
meagie treatment in Tamil works compared to the full
and remarkable treaiment in Bharata’s Natya Sastra
and other Sanskrit works. Uvamaiyal treats in a very
brief way about figures of speech especially the simile
as the basic figure of speech, Here again the treatment
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of figures of speech is but meagre in Tamil works and
follows Sanskrit works. Seyyuliyal treats of prosody.
Prosody is one of the great achievements of the Tamil
genius. Marabiyal treats of words in their settled
applications to the facts of life. But a growing and
changing language always outstrips the conventions of
particular ages and epochs and periods.

The social evolution in South India took a course
of its own though the course was parailel to the course
of social evolution in North India. The Tholkapyam
refers to Antanar, Arasar, Vanikar and Vellalar as the
social group in Tamilnad. The word sudra is not found
in it. Tt describes the duties of kings as study and
performing sacrifices and giving gifts and protection and
punishment (9860, sr5 &0, Goul L6, FH60, HowrL €
@siiged). The king who was originally a Kone (ie.
the protector of cattle in the pastoral stage) because
the arasan the protector of a kingdom. Society passed
from the nomadic stage to the pastoral stage and then to
the agricultural, industrial and commercial stage in India.
Herein we see a great similarity between Kingship in
North India and Kingship in South India. Whenever and
wherever we find a similarity it is natural but not wise
to adumbrate the theory of borrowing or imitation.
Cultures and Civilisations grow into one another by
slow processes of ideological assimllation and fusion.
Both in North India and South India Kingship was
generally hereditary but the will of the people was
recorded as the final authority in the selection and
election and acceptance of a King. Kings both in North
India and South India were warned by books as
individual and social ethics to desist from seven vices
and to lead a life of purity and usefulness and Justice.
We find also in North and South India a phenomenon
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not found elsewhere in the world viz. the voluntary
retirement and abdication of Kings in their old age.
so as to devote themselves to prayer and devotion and
meditation in the evening of their lives. We must
remember also the institutions of the popular assembly
and the cabinet of ministers and the eighteen State
departments which sprang up both in North India and
in South India. Thus. there was no royal autocracy at
any time in India. The Taxation was mild, only one
sixth of the yield going as tax to the King. The Kings
in North India and in South India devoted themselves to
the carrying out of great projects of irrigation and to
the appreciation and encouragement of arts and sciences
and philosophies. When the idea of an empire of India
because a ruling idea — Valmiki’s Ramayana shows
that idea in germ. An endeavour was made in North India
and in South India to knit together the central govern-
ment and the provincial government and the local
self-government. The idea of a Saptanga state sprang up
both in North India and in South India. Some times
the Cholas and Pandyas and Cheras went northwards
on a mission of empire. Some times the Magadhas and
Guptas and the Andhras and the Maharashtras came
southwards on a similar mission. Ttis no doubt true
that the modern federal idea was not clearly visualised

then and that the future of India depends on our
assimilaticn of it,

The Sangam Poets and Poetesses

We know next to nothing about most of the Sangam
poets belonging to the third Academy. Many of them
survive only in anthologies which were made from
time to time under royal commands. Tt is also likely
that most of them wrote only lyrics of love and war
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out of which the poems most worthy of preservation have
been collected and preserved and handed down to
posterity. But about some of the most prominent poets
of the Sangam tradition has preserved a few facts
which have no doubt been heightened and supplemented
by a myth-making imagination active through many
centuries. The most famous of them was the poet
Nakkirar. The poet Avur Mulam Kilar refers to
Nakkirar as a parpar (Brahmin), (see Agananuru,
Stanza 24). The new mood of some modern Tamil
scholars seeking to dissociate and dissever all the so
called Aryan contacts is responsible for Pandit
Venkataswami Nattar’s view in his work Nakkirar
that the poet was a Vellala. His view is based on the
description jn the commentary on Irayanar Ahapporul
that the poet’s father was Kanakkayanar. Kanakkayar
means the teacher of letters.

This is shown by the Naladiyar stanza :
“sppasre. Her Hé sawasTwi UTL §EST
Quppsrd Gusw sBuri &5 Hrw .

It was an ancient Tamil Literary technique to
have for each poet or critic or commentator a high-
sounding per name or literary name or nom-de-plume
which, after the achievement of celebrity, stuck to the
man and often displaced his name in his family and
society. By mistake a name like Kakkaippadinyar (the
crow singer; would not have been the name of the poet
before she sang about a crow. Very possibly the name of
Ilango of the author of Silappadikaram merely means the
junior prince and it became Ilango Adigal when he
became an ascetic. Quite recently the well-known
scholar and poet and dramatist V. G. Suryanarayana
Sastri called himself by a pure Tamil translation of his
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name viz. Parithimarkalaijnar, Mr. Vedachalam became
afterwards Marai Malai Adigal. Even now many
scholars have pen-names of their own or add the suffix
ar (like Tlampooranar etc. of old) eg Azhaganar,
Ilavazhaganar etc. partly because it is high-sounding and
partly because they wish to follow our ancient literary
technique. Kanakkayanar has been interpreted in the
Divakaram and elsewhere to mean - Otthuraippor
i.e. a teacher of scripture. As stated already the
Aham describes Nakkirar as Parpar ie. 2 Brahmin and
that description settles the matter. The kings celebrated
in his poems are Neduncheliyan, Karikalan. Nanmaran
Killivalavan and Cheralathan. Thave stated already that
in West Masi Street in Madurai there is a temple called
Sangatthar Koil containing Nakkirar’s imace and that
there is an image of the poet at Tirupparunkunram also.

To digress a little to deal with a connected topic,
it seems to me to be likely that the long and novel
Tamil names of Kings in Tamil Nad which occur in
Tamil literature are probably mere literary names like
the names of poets and commentators and critics. The
same may not have been the case in all cases but
probably occurred in many cases. Peria Puranam
shows how Koon Pandyan became Nedumara Nayanar.
Surely a name like Imayavaramban could not have been
the birth name of a king. Such a characteristic is
found also in names occurring in Sanskrit literature
eg. Kalidasa, Bhavabhoothi etc. Bhavabhoothi expressly
says \hat his name was Srikanta. Very possibly Kalidasa
had another name which was his own given to him by
his parents. North Indian Kings assumed the name
Vikramaditya and some times added their own names
or dropped them. A civilisation which allows a
difference between the name given by the parents and
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the name given for religious purposes, and also allow
a supercession of the old name on assuming holy
orders must be accepted as a fact; and very possibly
other extended applications of such a technique began to
abound in the country, till at the present day a uniform
practice of adopting one of the names of God has
become standardised and universally aecepted among
the Hindus all over India. Pandit Mahamahopadyaya
V. Swaminathiar, further points out in his
Sangattamizhum Pirkalat Tamizhum that some of the
Sangam poets were given names connected with their
villages (Alathur Kizhar etc.) while others were named
from their physical peculiarities (Nedunkazhuthuparanar
etc,) and others were named from their professions
(Kanakkayanar, Muthokoothanar etc.) and some others
were named from some excellent poems or stanza of
theirs (e.g. Kakkaippadiniyar etc.)

There is a beautiful story about Nakkirar. The
Pandyan King was once in his harem with his
Queen when he felt a sweet fragrance in the air and
could not find out whence it came. He referred the
matter to the Academy and tied up a bag of 1000 gold
pieces which was to be given to the poet who enlighten-
ed him about the matter. A Brahmin named Darumi
who was employed as a priest in the temple of God
Sundaresvara (Siva) in Madurai wanted to win the
prize and prayed to the Lord to enlighten him and was
taught by the Lord a few lines of poetry which stated
that the fragrance proceeded from the tresses of the
queen. Darumi repeated them in the durbar hall and
the king gave the bag of gold to him as he was satisfied
with the poem, but Nakkirar forbade Darumi to take it.
Thereupon God Siva came in the guise of a poet and
asked Nakkirar the cause of his view, Nakkirar said
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that the tresses of maidens bave no natural fragrance.
Siva asked him if it was so even in the case of divine
damsels. Nakkirar stuck to his view. Siva asked him
if he would maintain his view even in the case of tresses
of Goddess Parvathi. Nakkirar said ‘“yes”. There-
upon God Siva revealed His divine form to the poet.
The poet would not retract his view and said. “ Even
though you show your third eye, your error is an error”.
God Siva then wanted the poet to become humble and
to be initiated in divine truths and caused a burning
fever in his body. The poet prayed for grace
and was forgiven and was asked by the Lord
to go to Kailasa. On his way thither a demon carried
him off. He then prayed to God Muruga (Subrahmanya)
who rescued him. The prayer is the famous poem
Tirumurugarruppadai which is one of the classics of
Tamil literature,

Kapilar and Paranar were other great poets of the
Sangam age and were contemporaries of Nakkirar.
The Jain work Naladiyar consists of stanzas of four
lines each and is a work on ethics. The great poetess
Avvaiyar was a literary star of the same period. Her
poems are found in the anthologies Ahananooru, Purana-
nooru, and Narrinai and Kurunthogai. The popular
poems, Attichoodi and Konraivendan and Moothurai
and Nalvazhi are ascribed to her. She was the supreme
literary figure in the work of Adigamananchi and later

on in the work of his son Pokuttalini after Adigaman
died.

There is a vast wealth of poetic beauty in the poetry
of the Sangam poets I shall refer here only to a few
stanzas as indicative of their excellence. It cannot
however b said that all the pieces contain exalted and
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charming poetic ideas. Many of them are bald
panegyrics on kings and nothing more

ur o0 yefludgin uselmeflgpie

proje Caus G pf Jfldeyp

Sfurg &Hour® ywey Creawm of arwd
pH&den ) HOwGrr eugen s whesss s
An sl peueil QuEnaas wrindler

whH wpseer §pe s aflpés

@58 sheradp pEses

Sur pBsrl guwipn ur Huwnw SurarBp.
Muranjiyur Mudinagarayar - in Purananuru 2.

(Even if milk tastes sour and the Sun becomes dark
and the four Vedas cease to be righteous, may you with
your unswe.ving ministers and kith and kin shine long
like the golden peak Himalaya and the Pothiyam hill.)

The above said Muranjiyur Mudinagarayar is
stated in the urai (commentary) on the Irayanar
Ahapporul to have been a member of the first sangam.
In the above poem he praises the Chera King
Udiancheraladan as having fed the rival forces in the
Mahabharata war. He speaks of that king as a
contemporary. If that is correct, he must be regarded
the oldest Tamil poet whose work is now extant.

In the Sirupanarruppadai there are two beautiful
lines about hand-pounded rice.

Bmusr odms Smuywsp Couss
susnauiy wrew flf wwdv Qeasr Csr .

(The white cooked food prepared out of the rice
got from paddy by hand-pounding which wore away
the iron ring at the end of the black thick wooden
pestle).



53
In the Maduraikkanji the poet says about ministers:
s pE K swTLTUD st
weirTy woey Cwrifur g srgHl
ufQurP Q) ywips uriysp Pophs

QFbemw &ren p s160 ) wréser,

(Seeing what is right and wrong in the ideas of the
king and controlling what is wrong and protecting love
and righteousaess from ever coming near them and
achieving crescent fame by their acts).

The same poem shows also the high state attained
by the Tamil civilisation and refers to the cultivation of

rice and preparation of salt and sugar and making of
jewellery and so on.

It contains the golden advice of the poet to the
Pandiyan King Nedunchelian to walk in the foot steps
of his great ancesior Muthukudumi.

ST flwst Sopur s HppH 7l gl
dufl Swri e m angaunfo Geur g1,
(Showing the righteous way in such a manner that

sovereignity will not go wrong and never deviating
from the noble path of your ancestors).

A few excellent stanzas in Kalithogai may be
referred 1o here,

o @ sLa auf Jworif b Hrs s msTed wpEHSTH
QsreirL gy Car@égusra Wb Cams s
uesr (B Heeysv s & Sw hens.

(The facial appearance when asking for a loan changes
when it is returned that is the way of the world)
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Qevamvlials 505t P @u CQurmer
QEwiniri & SUGUT (e

@y ymwuyn U SWT e g Hwr 3w

(To those who amass wealth by improper means, such
wealth becomes therefore here and hereafter).

I may refer also to a few beautiful stanzas in
Innilai.

Qur st sispaurt Qur DEHL- QTR QTN
whear el par 1585 Wpup@evsiteut uri B
S weflsngpuri efpeuriSwH urewrSar grwn
Doefwpuri ST Wy

»

(Those who want wealth will not deem important the
happiness’of the body. Similarly those who seek the
grace of God will not seek mere physical pleasure.
Those who seek the love of women who have tresses
dark and charming as the night will not attain
paradise. Those who do not have love and mercy to
all living beings will not attain paradise)

Quuiwedyey C&sr &b eur prsp b
Sroaurps@
Quuiwr euefd@ Gaumpiosdort — meaw s g
‘ uw &%y eur ) uwrwirGgrar CruHrus
CQarw@lrBs sTmH BT G-

(wealth will give strength of body and influential status
and longevity and purity of life. Poverty will lead
to the sorrow of one’s kith and kin and the emaciation
of ones wife and children and also to hell after death)
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SPRGUDDSTED QDIQLITE ST 5D

dpismp preurm w"Cg - £ nifly wd

g yerrisurCr srifleesi uasrer

FuwGsr fearu elmbsy.
(Just as the blatant woman does not know the sweetness
of the offering to God, those who hold forth love
do not know its sweetness. Only the lovers who

seperate in a lovers quarrel and then meet in love can
enjoy well and long the joy of the feast of love.)

Burrd@um Aevsit Gl 3C g wyi b@ursh 1
Surr Qaurp Aeve Fusrd QuEpndurmr
Curr euppgluys Guipgy.
(Those who know well the lord who is not bound by
form and who is the supreme abode will attain eternal
salvation.) '
oo s (B uli £ 4 (5 @550 L Gw Guwedt Lirgpy
ST DI UTIR&T 1] &1 20T W &35 Ol sit LT syym
srapmy Seuer efull p) Slamrevsursny Btk peuit
STiePlesT HT BIS6wWT L suT gy,

(Tirikadugam stanzas m. n. 38). He who eats flesh
and yet says that he is merciful to living beings, he
who says that without his effort fate will do everything
for him, he who kills animals for selfish ends desired
by him these three persons see things in a wilful way
i.e. do not know things aright).

I may refer here to a recent collection of miscella-
neous poems by a poet or poets of the third Sangam,
collected by the Madurai Tamil Sangam under the name
of Mutthollayiram ie. 3x900 or 2700 stanzas in the
Venba metre. These poems are in praise of the
qualities and achievements of the three Kings of the
Tamil Nad and bear mainly on aham. Only 105 stanzas
are now extant and have been published.



II. THE LATER SANGAM AGE
(200 B, C. to 200 A. D.)

The Age of Tiruvalluvar
(2nd Century B.C.)

Tiruvalluvar’s Tirukkural is the supreme masterpiece
of the Sangam age, nay the supreme crown and glory of
Tamil Literature. 1t deals with the first three of the
four aims of life (Aram, porul, inbam, veedu correspon-
ding to Dharma, Artha. Kama, Moksha). They are
called Muppal which correspond to the Sanskrit word
Trivarga (ethics, economics and politics, crotics.)
Muppal thus included both of what are called in Tamil
Literature as A4ham or what is internal (inbam is
pleasure) and Puram or what is external (aram or
dharma i.e, righteousnessand Porul or Artha i.e. wealth).
These ideas had become current over the whole of
India. The great commentator Parimelazhagar says that
Tiruvalluvar was indebteted to the propounders of
Dandaneethi ie. Vyazhan (Brihaspathi) and Velli
(Sukracharya). The Mahabharata is a vast and precious
storehouse of such ideas. Tiruvalluvar gave a brief and
immortal form to those truths. Tiruvalluvar lived about
the Second Century B. C. at Mylapore and earned his
living by weaving. It is said that his wife Vasuki
predeceased him and that he then uttered the following
mqving elegiac stanza on her,

g sin ReflurSer wertysL wrSer

ug CFrH Daum s UFaT—wig ayFHgLl

der prédysr Qarywpss CumgsBuw Gur H3wnr
Cleuer prm 5Cwer sewr enflym.

(O giver of sweet food! O loving one ! O thou
who never transgressed any words of mine! O thou
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who pressed my feet and slept after me and woke before

me ! Have you left me ! Can my eyes sleep hereafter ?)
There is a temple to him and Vasuki in Mylapore.

Though his work relates 1o Muppal or three aima
of life (aram, porul, inbam i.e. dharma, artha, kama
i.e. duty and wealth and pleasure) and does not
expressly refer to the spiritual liberation on Moksha
which is the highest aim of life, the first ten stanzas in
his work explain and exalt Godward devotion. His
era belonged to the time when there were no fierce
controversies in Tamil Nad between Hinduism on the
one hand and Buddhism and Jainism on the other.
Some persons think that he was a Buddhist or a Jain as
he extolled ahimsa and stressed the greatness of Turavu
(asceticism). But that is not a correct viiw as ghimsa
and asceticism are the sout of Hinduism as well. He
refers to both Siva (sreérsewrgsren) and Vishnu
(srwenrd s @oer) and also to Indra, and Korravai,
(Durga) and other deities.

I shall describe the teaching of the Tirukkural in
some detail when dealing with Tamil polity, because
while dealing with Muppal (aram, porul, inbam or
ethics, socio-economic polity and erotics) it deals
elaborately with porul or social and economic and
political life.



III. THE AGE OF THE EARLY CLASSICS
(200 A.D,)

The Age of llango

Ilango Adigal’s epic Silappadikaram and Seetthalai
Sattanar’s Manimekalai which is its seqnel belonged to
the second century A. D. The five great ancient classi-
cal poems of Tamil Nad are said to be the above poems
and Jivakachintamani and Valayapathi and Kundalakesi.
Ilango was the younger brother of the Chera King
Senguttuvan. It is said that an astrologer predicted that
he would reign after his father and that thercupon he
assumed holy orders to facilitate the Kingship of his
elder brother. Senguttuvan built a temple to Kannaki,
who was the sheroine of Silappadikaram. 1lango says
that his poem, like a mirror which reflects a lofty hill,
expressed the essence of Tamil and of the supreme aims
of man’s inner and outer life ( aham and puram).
Seetthalai Sattanar was a merchant of Madurai. It is
said that he was called Seetthalai (of the suppurated
head ) as he used to strike his head with his iron stylus
when the poems submitted to him were not of a high-
class variety and thus his head became full of pus!
Manimekhalai who was the heroine of his poem was the
daughter of the dancer Madhavi who was loved by
Kovalan, the hero of Silappadikaram. She gave up the
profession of dancing and became an ascetic.

The Story of the Poem Silappadikaram.

The story of the ancient classic epic poem of
llango is a simple and moving story. In Kavirippum-
pattinam, the then Chola capital, Karikal Cholan was
the reigning king. Kovalan the son of the rich merchant
Masattuvan married Kannaki the daughter of Manaikkan,
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They lived a happy life till one day Kovalan saw the
dance of the dancing girl Madhavi and became devoted
to her leaving his wedded wife to pine in grief. One-
day the festival to God Indra was celebrated. The
poem refers also to the temples of Siva, Subrahmanya,
Baladeva and Vishnu and the performance of Homas
there. This itself shows the commingling of North
Indian and South Indian cultures. Kovalan and Madhavi
attended the Indra festivals and other festivities and went
on the next day which was a new moon day to the
sea-shore. There, Kovalan sang songs on the yazh
(veena) which were regarded by Madhavi as indicating a
transfer of his affections Then she zlso sang in her
turn and Kovalan interpreted them likewise. Thereupon
Kovalan went away in anger to his own hquse.

At this stage the poem refers to a bye-incident.
A Brahmin lady by name Malati was childless. Malati
was a purely Sanskrit name. Her husband married
another wife and had a male child by her. When the
child’s mother was absent the child began to cry. There-
upon Malati suckled it. The milk go: into the lungs
and the child grow blue in the face and died. Malati
was in great lear and went into the temple of God
Sattan. There a spirit ate up the corpse.  Thereupon
the God himself told Malati that she would find the
child alive on her way back. He himself lay on the
way in the guise of a child. She took the child. Later
on the child grew up and married Devandi. One day he
showed his divine form to her and told her to come
to his temple and disappeared. She then lived a life of
worship in that temple. Kannaki went to that temple to
worship so that her husband may return to her. Devandi
told her that her prayer will be granted. Kannaki told
her that he had a dream which caused fear to her
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and that the dream was that he and Kovalan went to
a big city and that he was falsely charged with a crime
and murdered there and that she went to the King of
the city and explained to him about the evil act and
that as the king did not heed her he died and his city
was burnt down and that she then lived with her
husband in heaven. Devandi advised her to bathe in two
tanks and worship in the temple of Kama. Here again
we find the worship of a North Indian God. Kannaki
said that such a worship was not a family custom in her
family and returned to her house when she met
Kovalan,

Kovalan told her that he had wasted all his
wealth on Madhavi and was in poverty. She told him
that he had two valuable anklets (silambu) left. He
said that e would sell them in Madurai and use the
sale proceeds fer trading and thus become rich once
more.  So they lelt for Madurai, after worshipping the
Vishnu temple and the temple of Arhat. Thus the
poet sezms to have lived at a time when Hindusim and
Jainisim were both flourishing in Tamil Nad and was
himself a devotee of Jainism though he revered the
Hindu faith and divinities.

In a garden on the way they met the female
ascetic Kavundi Adigal who followed them. Then
foilow various adventures mainly of a mythical
character. They met a Brahmin who tells them about
three routes to Madurai. A noteworthy feature is the
description of the efficiency of the Ainthezhuthu
(Panchakshari) and the Etrezhhuthu (Ashtakshari)
mantras. The travellers then rest in a Kali temple.
This is another instance of the commingling of North
{ndian and South Indian cultures. There is also the
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description of a Marava girl, Salini by name being
possessed by a goddess, and dancing, and of the
worship offered to the Goddess.

Then came a Brahmin who brought to Kovalan a
letter of repentance and affection from Madhavi and
told Kovalan that his parents were in great grief as he
went away from them. Kovalan sent him back. Then
he and his wife and Kaunthi Adigal reached Madurai.
Kaunthi cheered Kovalan by telling him about the
sorrows of Rama and Sita and of Nala and Damayanthi.
Kovalan went into Madurai city. Kavunthi left Kannaki
in charge of a shepherdess named Mathari. Mathari
asked her daughter Iyyai to wait on Kannaki. Kannaki
cooked meals for Kovalan and fed him. “He then went

out to sell one of the anklets of Kannaki in
Madurai.

He met the King’s goldsmith who had stolen the
queen’s anklets. And when he showed Kannaki’s anklet
to the goldsmith, an evil thought entered the latter’s
mind, as it resembled very much the queen’s anklets.
He wanted to denounce Kovalan as the thief who stole
the queen’s anklets. He told Kovalan: ¢ Wait here.
I shall mention about it to the king as it is worthy
only of the queen”. He went to the Pandyan King
Neduncheliyan and denounced Kovalan as the thief.
The King without enquiry ordered his men to kill the
thief and bring the anklet. The King’s police were
unwilling to harm Kovalan as he looked innocent and
noble. The goldsmith told then that thieves are not
to be trusted and are capable of great deceit. They

then cut down Kovalan and took the anklet to
the king.
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Madhari found many bad omens and arranged a
worshipful dance by her friends before God Krishna’s
shrine. Here is another proof of the mingling
of North Indian and South Indian cultures.
Madhari heard the horrible news about Kovalan
and told Kannaki about it. Kannaki was plunged
in grief and broke out in lamentation. A voice was
heard from on high. * Your husband was no thief.
This city will be destroyed by fire’” She wetted her
tresses in her husbend’s blood and fell at his feet. He
rose with a divine body to heaven.

Kannaki then went to the palace. The queen
Pandimadevi had a dreadful dream and told the King
about it. Kannaki appeared before him and told him
about his injustice and broke her other anklet and
showed how it contained rubies. The king found out
that as his wife’s anklets had pearls inside he had done
a great wrong in believing the goldsmith and killing
Kovalan. In a sudden fit of grief he died
immediately. His queen also died at once. Kannaki
wrested her left breast and threw it on the city which
burst into flames. She told the God of fire to destroy
the city and its population except Brahmins and ascetics
and cows and chaste women and old persons and
children. The city was thereupon destroyed by fire.

The goddess presiding over the city appeared before
Kannaki and said: * Your sorrows are due to certain
events in a previous birth. Your husband was a
watchman named Bharatan. He thought that a foreign
merchant was a spy and took him to the king who
ordered the merchant to be killed. The merchant's wife
Neeli cursed Bharatan to undergo a similar fate in
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another birth and committed suicide. That is why
Kovalan met with a similar fate; you will meet him
soon ”’.

Then Kannaki went westwards along the bank of
the Vaigai river and reached the Chera country full of
hills and stood under a Vengai tree on the hill Tiru-
chengunru which was near Kodungolur (Cranganore).
There a heavenly car came with Kovalan in it. She
ascended it and wert to heaven with him. Before she
did it, the Kuravas of the hill worshipped her. They then
informe? their king Senguttuvan who came there about
it. The poet Sattanar who was with the king confirmed
what they said and narrated to him the epic career of
Kovalan and Kannaki. The king decided to make
an image of Kannaki out of granite brought from the
Himalayas. He had this resolve published by beat of
tomtom. He then went to North India with a powerful
military expedition after receiving the temple blessings
and honours from the Siva and Vishnu temples. Here
is another instance of the prevalance of the worship of
Siva and Vishnu in the extreme south of India long ago.
An Aryan King Satakarni was his friend and sent word
to him that he would send a Himalavan stone and that
he need not begin an invasion of North India.
Senguttuvan replied to him that the Aryan Kings
Vijayan and Kanakan had spoken slightingly of the
powers of the Tamil Kings and that he must punish
them. He then routed the two Aryan Kings Kanakan
and Vijayan who opposed him as well as their friends and
wore a garland of Tumbai flowers. He brought a suitable
stone from the Himalayas and made the defeated kings

Kanakan and Vijayan bear it on their heads to his
capital,
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The Brabhmin Madalan then met him and told
him how Madari who had failed to protect Kannaki
fell into a lake and died and how Kavunthi adigal fasted
unto death. He told him also how he went to Puhar
(Kavirippoompattinam} and told Kovalan’s parents and
Kannaki’s parents and Mathavi about what had
happened. and how Kovalan's mother and Kannaki’s
mother died of grief and Kovalan’s father and Kannaki’s
father became ascetics and how Madhavi also became
an ascetic. Madalan then went away on a pilgrimage to
the Ganges.

Thirty two months had elapsed after the Chera
King Senguttuvan had started on his expedition. He
sent back th)e hundred Aryan royal allies and sent his
ambassadors to show the defeated Aryan Kings
Kanakan and Vijayan to the Chola King and to
the new Pandyan King Verrivercheliyan. They
blamed him for being harsh to Kanakan and Vijayan
and making them bear the stone on their heads.
He finally reached his capital Vanchimanagar.
He performed a great sacrifice. He established
Kannaki’s image fashioned out of the Himalayan
stone in a great temple erected by him and founded
festivals in her honour. Devanthi and Kannaki’s
friend and Tyai came to the temple. Kannaki
appeared there in her divine form. Devanthi told the
king that Madhavi and her daughter Manimekhalai
became ascetics. Suddenly Devanthi became possessed
by the God Sattan. Sathan asked the king to sprinkle
water from a mountain spring. The king did so and
then the three women remembered their past lives. The
Aryan kings and the king of Malava and King
Gayavahu of sea-girt Ceylon (sLev@p @eomisns
sweur Geupser ) were present, prayed to
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Kannaki to accept their worship 10 her in their
kingdoms. Kannaki agreed to do so. The poet Tlango
also was there. The Pattini goddess (i e. Kannaki) then
possessed Devanthi and announced to all how Ilango
became an ascetic and how he had become the King of
heavenly bliss instead of an earthly King. The Chera
King then sent back the captive North Indian Kings to
their land. Thus the Tamils who built a temple to the
Goddess of Chastity and worshipped her attained great
benefits and blessings on the earth. Mahamahopadhya
V. Swaminatha Iyer says that Kannaki was named also
Mangala and that a child born in Mangalore was named
after her and that there is a Kannaki temple in Kannanur
(Sangat Tamizhum Pirkala Tamizhum page 67) King
Senguttuvan built her a temple, but his brother Tlango
aking of poets built her an even more wonderful shrine
the shrine of the immortal epic Silappadikarar,

MANIMEKHALAI
Author and D:ote

The author of the great Tamil classical poem
Manimekhalai was Seettalai Sattanar who was one of
the forty-nine poets of the Third Sangam. There is no
evidence to show that either Silappadikaram or
Manimekhalai was presented to the Sangam for authori-
tative approval. Very possibly, the Sangam was
at that time diminished in authority and not
functioning with its pristine power. Manimekalai
refers to Puhar, Kanchi, Madurai and Vanji as the
chief towns of Tamil Nad, while the Silappadiharam
story is confined to Puhar and Madurai and Vanji.
Kanchi was then ruled by the Chola King’s brother
Ilam Killi, a satrap of the Chola King Mavan Killi.
Thus the work belongs to the Pre-pallava age. The
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story is that the author induced the Chera King
Senguttuvan to build a temple to Kannaki as the
Pattini-Devi. The poem refers to the Tirukkural. The
poet quotes a Kural and calls Tiruvalluvar as Poyyil
Pulavan (the ever truthful poet) :

“Qauisup QsTipr e QsTapBEHOMYyy O supeurer,
QuuiPwers Quiuiyb Gu BHwsny Cuer peus GlurdnIed
yosusit Qurpesenr Ggrrw’ (XXII, 59-61). The
Kural lines “ G:erefwrp Gmislucrs Csel”
are echoed in the poet, lines “Gaarefwrerflp Sy
Qeefisow’ Fwrsener . Indeed the poet is one of those
whose landations of the Kural are found in Tiru-
vallyvar Malai. We can thus take it that the poem is
later than the Kural age and before the age of the
Pallava rule’

Dr. S. Krishnaswami Iyengar seems to think that
the poem was probably prior to Dignaga and follows
the system of logic in a state of transition from the
logic of the Naiyayikhas to the logic of Dignaga.
But Dr. H. Jacobi thinks that cantos 27 and 29
of Manimekhalai follow Dignaga’s Nyayapravesa.
(whether this work was by him or his disciple
Sankaraswami).

Dr. Krishnaswami Iyengar bas given ample
reasons for holding the view that the poem follows
a pre-Dignaga state of logic, especially in the treatment
of the problem of the number of pramanas (sources of
knowledge) and of the problem of the number of the
avayavas (limbs) of a syllogism Any how having
regard to the slow growth of the science of
logic in many hands and the impossibility of affirming
that Sattanar copied his exposition of logic
only from Dignaga and the possibility of his having
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absorbed it from many sources, I think that this line of
chronological investigation is too thin and unreliable to
be of any value. Dr Krishnaswami Iyengar himself
rightly and acutely points out that ““we cannot exactly
label the Buddhisim contained in Book XXX (of
Manimekhalai) as of this school or that precisely ™.
He says further : ““ This gencral position to which we
have been led by our study of the philosophical
systems though at variance with the views to which
Professor Jacobi has arrived on the same material,
cannot by itself be held decisive of the age of the Tamil
classic”. (Introduction to Manimekalai in its Historic
Setting pages Xxxvii, Xxviii).

There are three decisive facts which seem to settle
the date of the composition of Manimekalai. It is
post-Kural and hence later than the 2nd Century B. C.;
it is pre-Pallava and hence earlier than the third
Century A, D ; and it is contemporaneous with
Silappadikaram  and  therefore Senguttuvan  and

Gayabahu most probably belonged to the second
century A, D.

Sattanar, the author of this great poem, was a
grain merchant of Madurai. That was why he was
known as Koola Vanikan (grain-merchant) Sattanar.
He was known also as Seettalai Sattanar. There is a
funny story that he used to feel acutely the errors in
the poems submitted to the third Sangam, that whenever
he came across such errors he used to strike his own
head with his iron stylus out of vexation, and that his
head became full of pus because he came across may
errors and he used to hit his head often and was hence
called Seettalai Sattanar (Sattanar of the suppurated
head)! It is not unlikely that he belonged to the
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village Seettalai, Perambalur Talugq, ia the Trichinopoly
District. No doubt in the Tiruvalluvamalai, Maruttuva
Damodaranar says that the Muppal ithe three milks or
essences of Dharma and Artha and Kama; as found in
the Kural cured the head pain Talaikkutthu) of Sattarar.
But that again may be only an imaginative and figurative
expression of the idea that Sattanar derived solace from
a study of that immortal work. That in its turn was
possibly the origin of the idea found in llampoo:anars
exposition of the Tolkappia Sutra (Peyar, sutra 20)
that the word Secitalai Sattan is an illustration of
Sinai-peyar (4 name annotative of a causal event). The
poet was evidently called Sittalai Sattanar or there
were other poets of that name. The Tiruvalluvamalai
refers Sattanar son of Seyirkaviriyar and Vamakkan
Sattanar.

The Story of the Poem

The Chola King Thodithot-Sembivan ordered the
festival of God Indra to be celebrated n Pubar.
Chirrapati, tiue mother of Madhavi, the dancing girl
beloved of Kovalan as described in Silappadikaram sent
word through Madhavi’s friend Vasantamala to her and
her daughter by Kovalan -~ Manimekhalai - to take
part as dancers in the festival as usual. Madhavi replied
that as Kovalan was dead she resolved to become an
ascetic and dedicate Manimekhalai also (0 a life of
austerity and to hear the teachings of the Buddhist
teacher Aravana Adigal and refused to tread the path of
pleasure. Manimekhalai wiio was weaving a garland of
flowers shed tears when she heard the story of Kovalan
and Kannaki. As the tears fell on the garland, Madhavi
asked her to bring fresh flowers. Sutamati t0ld Madhavi
that it was dangerous to send a girl of revishing beauty
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like Manimekhalai alone in the city and offered to go
with her to a garden outside the city which was sacred
and has fadeless flowers. Sutamati and Manimekhalai
went to that garden to gather flowers.

Prince Udayakumaran saw Manimekhalai and
became enamoured of her and pursued her. She was
advised by Sutamati to go into the crystal pavilion
(uefldssnm) and bolt the door from imside, Mani-
mekhalai did so. Sutamati adminished him about
the perishable nature of the body but in vain. He was
not able to enter the pavilion and departed from there.
At that time the goddess Manimekhalai came there and
took Manimekhalai in the air thirty yojanas to the south
while Suthamathi had fallen asleep, and left her in the
Island of Manipallavam. In canto IX tais Island is
said to be a small island south of Puhar.

Then the goddess appeared to Udayakumaran in a
vision and told him to give up his desire for
Manimekhalai who had taken vows of celibacy and
penance. The goddess then woke up Sutamati and

told her that she had taken Manimekhalai to
Manipallavam

Manimekhalai woke up from sleep in Manipallavam
and wandered about and finally reached the Buddha's

seat there and circumambulated it three times and
bowed before it.

There upon she recollected her previous birth.
The goddess Manimekalai came there and told her
that Rahula her husband in the previous birth had
taken birth as Udayakumaran. She taught her three
mantras, one to give her the power of flying through
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the air another to enable her to assune any form and
the third to rid her of hunger. The goddess then
disappeared.

Then one Tivae-Tilakai told Manimekalai that a
divine begging bowl called Amuda Surabhi would
soon appear from a pond there and that food put into
it would be inexhaustible. Manimekalai took the
magic-vessel and she flew through the air to Puhar and
told her mother and her companion what befell her,
Then all the three persons went to Aravana Adigal who
was a great Buddhist monk. Aravana Adigal told them
the life story of Aputra to whom the bowl formerly
belonged and asked Manimekalai to use it to relieve
the pangs of hunger.

Manimekalai then went to beg for food and desired
that the first alms should be given by a chaste woman,
Kayasandikai told her to get alms from Adirai. Adirai
then put alms into the bowl. Then Manimekalai fed
all the hungry persons out of the inexhaistible bowl.
Kayesandihai told her that she was a Vidyadhara and
was cursed by a sage to lose her power of flying through
the air and to suffer from unappeasable hunger; She
tasted food from the bowl and the curse ended and
she flew away. Manimekalai than went to the public
rest-house and gave food to countless hungry persons.

Chitrapati then told Udayakumaran where
Manimekalai was, He went to see her. Manimekalai
thereupon entered the temple of champapati, and by
reciting the mantra taught by the goddess Manimekhalai
assumed the form of Kayasandikai and came out of the
temple and went away. She then fed the prisoners
in a gaol out of the bowl. The warders of the
gaol reported the occurrence to the King. The King
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sent for her and asked her what she could do for her.
She said ; “ Destroy the gaol and build there a residence
for those that followed the path of Dharma.” She did
so accordingly.

When Manimekhalai in the guise of Kayasandihai
was distributing food to the hungry, Udayakumaran
came there. She admonished him about the imperman-
ance of beauty but in vain. He went there in the night.
Kanchana who was the husband of Kayasandihai
thought that the prince had come after his wife and cut
him in two with his sword. Manimekalai came out and
saw what had happened and was overwheclmed with
sorrow. Then a god speaking through an image there
told her that Udayakumaran was her husband in
previous births and that she should not be upset but
must rid herself of the cicle of births and deaths.

The King came to know of the happenings and
ordered the cremation of Udayakumaran’s body and
ordered Manimekhalai to be kept in prison. The
Queen got her out and subjected her to various
indignities in vain. Then Madhavi went with Aravana
Adigal to the Queen. Aravana Adigal taught spiritual
truths to the Queen. Then Manimekhalai went away
flying through the air to where Aputra was ruling in
Savaham, Then she went to Manipallavam. Later on
Aputra also went there and worshipped at Buddha’s
seat there. Then she flew to Vanji and worshipped at
Kannaki’s temple. She then assumed the form of an
old hermit and learnt the Four great Truths from
Buddhist teachers and studied all the diverse systems of
thought. she met Kovalan’s father who was then living
the life of a Buddhist mendicant at Vanji. He told her
that Madhavi and Aravana Adigal had gone to Kanchi
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t Ranchi wasin the' grip- of famine. Then '
Manimekalii flew to Kanchi and relieved the hungry 3
She got the King to construct a seat for the Buddha in
a grove, a temple for T1vat1laka1 and for the goddess
Mammekala

Aravana Adigal, Madbavi and Suthamathi who
had left Puhar after its destruction by the sea, came to
that grove in Kanchi. Manimekalai bowed before them
in her own form. Aravana Adigal then taught her the
doctrines. and disciplines of the Buddhist faith.
Manimekalai attained the highest wisdom and devoted
herself to penance to attain the supreme Nirvana. The
poem breaks off at this stage leaving us to infer that
eventually Manimekalai attained the highest perfection
by following ¢he law of Buddha.

1]
“wrGw gueny s Cur mer s GEeaT K
srww Ceugeafl wwEsE &y ewr
whssE Hb& 1 BEreaTr o&HCWeT G
BoflSg uri S0 uppy s SE seT
wusif smey gploseusr pilbs
Swhbg pogemiarn Qspp wHHGS
&wH Absen ureen sfadar
WA Y s S LLESE SIS
efl 5 5red euenEsWTaT 6T G H M mf’m:@&mg
@psirlsir wovwr wEse GwrPulsr
GHTAT S BTSN B ST L &
s s Spoyear® smus CsL @l
uaisdm wmesert uremes Gprmmearerer.’’
The Literary, historical and philesophical
~ value of the Poem

Dr. S. Krishnaswami Iyengar seems to be much
exercised in his mind as to whether the poem can be
called a Perumkavyam (Mahakavya), because a



72

Mahakavya must begin with the lineage and birth of the
heroine and deal with all the four aims of life (Dharma,
Artha, Kama, Moksha or aram, porul, inbam and Veedu
to use the Tamil equivalents). Itis well-known that
Lakshana (definition) follows the Lakshya (the
l.terary master-piece). Later writers defined the nawure
of a Mahakavya from a study of the great epics e.g.
it must contain a description of the sun, the moon,
the seasons, nature etc etc etc. This does not mean
that every one of the clements described asconstributing
to a Mahakavya must be found in every epic poem.

It is not therefore necessary to go so far as to say
that Silappadikaram and Manimekhalai must be taken
as one whols to constitute a Mahiakavya though
Maniniekhalai is the sequel of Silappadikaram.

wenl B sZuCin syenrs QuTmer (p Hw
Al srorw (ppnrb

Each epic moves on a high level of thought and
action and has an artistic completeness of its aim. We
necd not attach any importance to the description of
the work as Manimekhala-t-turavu (the Renunciation of
Manimekhalai: in the prologue and to infer therefrom
that the poem does not narrate the birth of
Manimekhalai because its object is to describe her
renunciation.  The Paradise Lost does not cease to be
an epic poem because paradise is lost in it!
Manimekhalai  deals with the great career of
Manimekhalai just as Silappadikaram deals with the
great life of Kannaki, just as Ramayana deals with
the life of Rama, as Mahabharata deals with
the Kings of the Bharata line, as the I/iad treats of the
fate of Ilium, and as the Aeneid treats of the career of
Aeneas. Adiyarkku-nallar’s  definition that a
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Perum-kaviyam must deal with all the aims of
life and that Silappadikaram deals only with
Dharma and Artha and Kama contains only a partial
truth  Silappadikaram also gives us a vision of the
destiny of the soul after death Tt is true that in lines
95 and 96 of the Prologue to Manimekhalai it is stated
that Ilango heard Sattanar’s reading of his pcem. It is
possible that Sattanar requested Ilango to compose a
poem on Kovalan and Kannakiand that thereupon
Ilango took up the composition of his poem. The
Prologue to Silappadikaram, inits turn, shows that
Ilango read his work to Sattanar. Nay. llango refers
in two places in his poem (canto. XXV // 64, 63) as
Sentamilasan (the master of sweet Tamil) and Nannool
pulavan (the. authors of a goed work. (Line 106, to
Sattanar. Nay, the poems contain striking similarities
of idea and expression.

L7 T GLouptd Guireibu el en & & EHLd
Manimekhalai (I, 44}
yorewr @i s gl Qured hsursioms
Silappatikaram(V, 153)
ufly Gewflyd sy Bird
auflyth eusT gyd &rEQERT T S S
(Manimekhalai 1-70, 71)

These identical lines occur in Silappadikaram, V, 72.
73. All these show the contemporaneity of the two
great poets and their great regard and acmiraticn for
each other. Sattanar was also a great friend of llango’s
elder brother - the Chera King Senguttuvan. Each
work is a Mahzkavya by itself.

Dr. S. Krishnaswami Iyengar asks why, when the
poets were contemporaries of Senguttuvan and described
contemporary events the miraculous element permeated
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the poems, and concludes that this is the case with all
Buddhist works. In Valmiki’s Ramayana, the poet
deals with contemporary events and yet the poem is
permeated with the miracular element. The same is the
case with the Mahabharata. The miraculous element
was brought in to heighten the appeal of the poem and
give increased emphasis and effect to the moral and
spiritual lessons taught in the works, Silappadikaram
consists of three Kandans (Puhar Kandam, Madurai
Kandam and Vanji Kandam). Very probably this
description was taken from Valmiki's literary method,
Each Kandam is divided into many Kathais i ¢ Kathais
(stories*. Ativarkhunallar, the commentator, says that
the stories are Nitaka Kavyam ie anepic poem presen-
ted in a dramatic fashion. Thus reality is heightened in
both poems into romance and presented with dramatic
vividness.

We learn from the poem that the then Chola King
was Nalan Killi and that the then Paniya King was
Sezhiyan and that the then Chera King was Sen quttuvan,
It refers to Senguttuvan’s overthrowing of the North
Indian Kings Kanakan anl Vijayan and others (canto,
XXVI line 86) and making them bear on their heads
the Himalayan stone meant for the making of the image
of Kannaki (canto. XXVI, line §89). In canto. XXV
lines 176 etc. the poem refers to the destruction of
the Chola Capital Puhar (called also as Kaviripattinam
and Kakanti) by the incursion of the sea. Uraiyur
eventually became the later Chola capital.

Two facts of geat importance relating to the social
and religious life of the age are memorable. They are
the fusion of the North Indian Sanskrit culture and thn
South [adian Tamil culture and the mutual toleratioe
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and friendliness of Hinduism and her dissident offshoots
viz. Buddhism and Jainisim — facts which have been
shown to be equally clear from the great companion
epic poem Silappadikaram. Manimekhalai begins with
the celebration of the festival in honour of God Indra
at Puhar  We find references also to God Siva, God
Vishnu, God Baladeva., God Muruga and other Hindu
Gods as also to Goddess Anthari (Durga:, Goddess
Kali, and other Hindu Goddesses. We find refercnces
also to Hindu sages like Akshapada, Agasiya,
Gautama, Jaimini, Visvamitra and Vyasa. We have got
also clear references in Manimekhalai to the Ramayana
(V, 37. XVil,9to 16° and Mabhabhurata (146 to 148).
The story of the ever-filled bowl of rice called
Amudasurabh as described in the poem was probably
taken from the story of the Akshayapatra in the
Mahabhatata. The story of Udayana is referred to in
canto XV of the poem. Equally clear are the references
to the Buddha, Buddhist gods and goddesses like
Manimeckhala, and Buddhist teachers like Aravana
Adigal. Nay, Manimeknalai is a work which exalts the
tenets) and disciplines of Buddhism which was imported
nto South India from North India but it does note
attack or criticise the doctrine and disciplines of other
faiths. It is interesting to note in the work referencer
to Champapati (Champa being the old name of Puhas
alias Kavirippoompattinam alias Kaveripattinam and
to the presiding deity of the city of Madura {Mathura-
pati). India is called ursw (Bharatam) in Tamil
literature. Madurai itself is called in Manimekhalai
Dakshina Madurai (see canto. XIII line 105 and canto.
XX 1 line 106) and is no lorger the Northern Madurai
as compared with the sea destroyed Madurai further
south but is Southern Madura as contrasted with Muttra
which is the Northern Mathura.
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Among other striking facts found in the poem in
the presence of such Sanskrit words as Poorana
Kumbham (I, 44).

Canto XXVII, XXIX and XXX of the poem show
how according to the poet, Buddhism is the correct faith
or the orthodox system. The poet refutes what according
to him are the heretical systems i.e. the philosophial
systems based on the Vedas He refers to these as the
six Vaidika systems and Saiva Vada, Brahma Vada,
Vaishnava Vada, and Veda Vada ~ the ten systems as a
whole being called Vaidika Vadas. Buddhism as taught
in Canto XXX of the poem empbhasises the grand and
sublime ethical teachings of the Buddha. The Canto begins
with a reference to Tana :giftsy and Sila (righteous
conduct), It then refers to Muthiramani (Triratna) of
Buddhism viz. the Buddha, Dharma and Sangha, It
then proceeds to describe how the Bucdha attained
wisdom under the bodhi tree and conquered Mara. It
then shows how Buddha taught the four truths, the five
skandhas, the twelve nidanas etc. The essential
teachings of the Buddha are the sorrow of life and the
attainment of Nirvana by righteousness. I shall quote
10 conclusion a few precious lines from the poem :

GpsCsrmmas Qurdw &eu
dpurmmisugy Qumw Gufe u.
(11, 64, 65)

wrydsr Cea b ofr Heb ey
SopNE aGiums ayp3sri Herary
Opidsm pweyw Quf Swrd Hsireny
sipisw CaawrLrs DgraGerdi Herany
Cuesr IpsQarfu eSppGsri) Herary
sowipis sofldgn aarGenis Herary
Sworifis s g5 QFr3wrds Hoenny
uriGlor Amps preaunrdl Rsary
Aratr swidlsr s OQ@urd B ety
erai Fuwr QurifuSurd Heiranyg.

(XI, 61 - 70)



CHAPTER II

Mediaeval Tamil Literature
(200 A. D. to 1800 A. D.)

A. TAMIL SAIVA AND VAISHNAVA
MYSTICISM

(200 A. D, to 900 A, D.)

The Age of Saiva and Vaishnava mystical hymns
{200 A.D. to 900 A.D.) is discussed by me in Book V
which relates to Tamil philosophy and religion. The
upsurge of such hymnal poetry led to the disappear-
ance of Buc’idhism and Jainism which spread over
Tamil Nad as over the rest of India for some centuries.
The holy’ works of Tamil Saivism are divided into
twelve Tirumarais (groups). The first three Tirumurais
are the poems of Sambandar. The next three Tirumurais
are the poems of Appar. The seventh group consists of
the poems of Sundarar. The eighth group consists of
the poems of Manikkavachakar. The ninth Tirumurai
consists of the poems of nine saints. The tenth
Tirumurai consists of the 3000 stanzas composed by
Tirumular who was one of the 63 Nayanmars (Tamil
saints). The eleventh Tirumurai is a collection of
various poems. The twelfth Tirumurai is Sekkilar’s
famous Periapuranam which describes the lives of the
63 Nayanmars, It is said that Appar visited 96 Siva
shrines, Sambandar visited 230 Siva shrines and
Sundarar visited 110 Siva shrines. The glory of these
shrines and of the hymns surg there shine for-ever in
the pages of Sekkilar’s immortal epic. The age of
the Vaishnava mystical poetry of the 12 Alvars ran
parallel to the age of Saiva mystical poetry and belonged
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to the same period and helped to displace Buddhisim
and Jainism in Tamil Nad.

THE LATER JAINA AGE IN
TAMIL LITERATURE

(900 A D. to 1100 A.D.)

I have already stated how the Jain and Buddhist
faiths found their way into Tamil India. A proportion
of the Sangam poets belonzed to those faitks, Some
of the Kings of Tamil Nad and a portion of the
people were converted to those faiths. The patronage
of Kings was in the ancient days the main spur to the
growth of Tamil Literature. When such roval patro-
nage divided as the result of the great Hindu
renaissance refeired to above as the result of which
most of the princes and the bulk of the converted
Tamil people were won back to Hinduism, there
remained only a small portion of the population
wedded to the Jain faith while Buddhism disappeared
totally from the land. itis probable that Jainisy
survived while Buddhism disappeared, because it did
not depart as much as Buddhism from tte Hindu
ideals and because it venerated the Hindu Gods
also and becausc of positive character of the concept
of moksha (liberation and salvation) and especially
of its living spirit of ahimsas We do not find in the later
Jain works the efflorescence of the earlier literature.
The later works are mostly translations or adaptations
or didactic works or lexicons etc. in which imaginative
vision and expression and poetic charm are at a discount-
But all the same the works are valuable as they contain
the quintessence of the Indian concepts of ethics which
are as much of the stuff of Hindu thought as of Jain
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thought. The Jains were considerably patronised by
the Pallava Kings.

Just as Buddhism and Jainism began and made
headway in North India and finally brought about
some internal changes and purifications in Hinduism
and were finally absorbed by Hinduism, a similar
happening took place in Tamil Nad also., Their
strongholds were Conjeevaram and Madurai, In South
India they lived on terms of perfect amity, with the
Saiva and Vaishnava faiths which had already won the
hearts of the people. Their strength was in their
advocacy of righteousness and non-injury and of the
monastie life, Their weakness lay in their lack of
belief in God ynd of religious emotion. Many religious
doctrines were common to them and to Hinduism
The renascent Hinduism of the later age absorbed
their strong points and combined devotion to
God and Joy in life with the love of rightecusness
and  Ahimsa and the exaltation of the life of
renunciation. The Sanpam poets had met in
amity and affection despite the fact that some of
them were Jains and Buddhists whercas the bulk of
them were Hindus. Even after the triumph of resurgent
Hinduism the same amity continued, though the
bulk of the people and the princes were won back to
Hinduism. Though Silappadiharam and Manimekhala:
preceded the Saiva and Vaishnava religious resurgence.
yet Jain and Buddhist literature continued to be
produced also during the period of the revival of
Hinduism

A work which deserves special mention is
Perunkathai by Konguvalit, It is based on Gunadhya's
Sanskrit work, Brihat-Katha, It relates the story of the
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famous King Udayana who was the sovereign of the
Vatsa country in the first century B.C. The whole of
the work is not available as yet, but even in its present
form it runs to nearly 16000 lines. The author is said
to have been a Vellala chieftain at Vijayamangalam in
Kongu Nadu. He was evidently a Jain by faith. The
principles of the Jain faith and conduct are described in
various portions in the poem. It affirms excellent
ethical principles and also gives a clear vision of the
social, economic and political life of the age.
Kundalakesi and Valayapathi are said to form along
with Silappadikaram, Manimekhalai and  Jivaka-
chintamani, the Pancha Maha Kavyams ( five great
epics) of Tamil literature, They have not been
recovered as yet in full. Kundalakesi was a Buddhistic
work whereas Valayapathi was a Jain wofk, Kundala-
kesi probably belongs to a period from the 7¢h century
‘A.D. because Buddhisim ceased to be a live-force after
the upsurge of Saivism. The story in it is to the effect
that a maid belonging to a trading family became an
expert in Buddhism having learnt it from Arkachandran,
an expert in Buddhism, and gained victories in
religious debate and converted many persons to
Buddhism, The Jains wrote the poem Nilakesi and
stated in it that Arkachandran and Kundalakesi were
defeated. 1In Valayapathi only a few stanzas are now
extant. This work also must have been prior to
Chintamani. .
Of the later Jain works, the greatest is Jivaka
Chintamani which is a long poem on the life of Jivakan
by the Jain ascetic Tiruttakka-thevar. It has got a
commentary by Nachinarkkiniar. It is in thirteen cantos
called Ilambakams and contains 3145 stanzas. It is
based on the Sanskrit Jaina Mahapuranam, the first part
of which was written by Jinasenachariar and the
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second part by Gunabhadrachariar. The life of
Jivakan is contained in the second part which was
composed during the reign of Akzlavarsha who was a
Rashtrakuta King (874 to 914 AD.). It may be that
Jivakachintamani was composed at the end of 9th
century AD. or the beginning of the 10th century AD.
Tiruttakkatevar was evidently a contemporary of Poyya-
moli Pulavar because in the Payiram (panegyric
stanzas) in Jeevaka Chintamoni we find the words
“ Qurwwr@uwrifl yspeowwy st fs Smsss el
s shsHgCeusirar . Poyyamoli is said to have
been the same as the Ganga dynasty King Satya Vahian,
who ruled in Mysore from 908 to 950 A.D. Jeevaka-
chintamani is rich in poetic sentiment and diction and
is one of thg great classic poems of Tamil literature.
There is a tradition that Sekkilar wrote the Peria
Puranam*to wean to Saivism the mind of a Chola King
who was a passionate admirer of the Jivaka Chintamani,
It is also likely that the Kavya of Tiruttakka Tevar had
a considerable influence on the mind of the great
poet Kamban Another work by him called Nari
Viruttham i.e. the story of a greedy fox. It is a didactic
poem dealing with the evanescence of life and the need
for a life of ahimsa and righteousness and penance.
The story was evidently taken from one of the stories in
the Hitopadesa which along with the Pancha Tantra
forms one of the store houses of individual, social
and political ethics in India. Nari Viruttham has thus
no pretensions to the eminent literary eharm of Jivaka
Chintamoni.  There ia a tradition that Tirutakka
-Tevar wrote Jivaka Chintamani to prove to the world
that Jain poets could write not only didactic poems but
charming poems on love.

I may refer here to what are called the five
small poems (Siru Kavyams)} viz. Nilakesi, Sulamant,
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Yasodhara Kiavyam, Nagakumara Kavyam and Udayana
Kumara Kavyam). Sulamani may have been composed
in the 10th century A. D. Its author was Sri Vardha
Tevar called also Tholamozhi Pulavar. It is in 12
cantos containing 2131 quatrains and is based on the
Mahapuranam.  Yasodhara Kavyam probably belonged
to the 11th century A. D. and was by an unknown
Jain poet, who followed the Sanskrit poem Yusodhara
Charitram. Both these poems were published some
time ago. Udayana Kumara Kavyam is in 367 stanzas
and was published in 1935 by Mahamahopadyaya Dr,
V Swaminatha Iyer, but for whose patient and prolonged
research the Tamil Nad would not have been able to
read and enjoy Silappatikaram and Manimekhalai and
other works and who has made it possible to reconstruct
the history of the Tamil culture as one of ‘the greatest of
the world-cultures. It gives us the story of Udayana
King of Vatsa Desa. Nilakesi has been recently
published by the scholarly editor Mr. A. Chakravarti.
Probuably these works and Nagakumara Kavyam belonged
to the eleventh century A. D. Nagakumara Kavyam
has not been found.

G. THE AGE OF THE SUPREME CLASSICS
(1100 to 1200 A D.)

(The Age of Kambar)

In this age, Ottakkoothar and Pugazhendi and
Kambar form the great poetic trinity. Ottakoothar
wrote Eetti Ezlupathu, Nalayira Kovai and Ulas on
three Chola kings as wellas a Pillai Tamil and an
Ula on Kulottunga Chola II. His greatest work is the
Uttara Kanda of the Ramayana. Pugazhendi wrote the
famous poem Nulavenha on Nala and Damayanthi
as well as other works. The greatest poet of the poctie
trinity was Kamban who wrote the immortal Tamil
peic poem entitled Ramayana.
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The date of this supreme poet of Tamil literature
scems to be a matter of doubt and discussion and
difference of opinion. One of the stanzes prefixed to
his work says that the poem was recited before a
learned assembly at Srirangam and approved by it.

“eoameamflu ssrss Queanr HEpifisit Gu HEen L weir
e ey

sewr enflw Cleuewr QawTis  B6L T T 5637 s3f1 G sv &OU BT L6

uer swflw efgrwsTen 5 uRiGeflass prefled

s enflw eurkisr yarGar safwriGam e Ger

There is a view that the word grdss aper Gar was
altered into (syrmsi psit3ar) and that the story
about the recitation of the poem at Srirangam is only a
legend. 807 of the Saka era is equal to 885 A.D. But it
is urged that Kambar refers to Senni and Veeran and
that Ottakkobthar also refers to Kulottunga Chola II
(1132 10°1162) and his son Rajarajan by the names
Senni and Veeran and that Prataparudran with whom
Kambar lived for some time reigned from 1162 to 1197
and hence Kambar lived in the 12th century
A.D. Thus the date of Kambar must be deemed to
be an unsettled fact as yet. But from the whole the
later date seems to be more acceptable for the
following reasons :

(1) There is a reference by Kambar in the following
terms (yef ysp Godial GCur wewst Gmear ysp
in Kishkindha Kanda, Pilaneengu Padalam verse 53
Gl pri@Cflud afysr Fursaf 3@ar @ g
Qurerefl pr® in Yuddha Kanda, Marutthu-p-Padalam
verse 3587.) The question to be considered is who ig
the king refered to by the words Senni and Veeran,
Ottakkoottar refers to Kulottungan 11 by those words
in his Ula

“Qearall Amwsar Frreyraar”
“QphesRdemwu Broeur B b s ergfra'ag(}g,rﬁm,”
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Kulottunga I reigned from 1072 A D, to 1117 A, D.
His son Vikraman reigned frem 1117 A. D, to 1134
A. D. His son Kulottungan II reigned from 1134
A. D.to 1144 A D. Hisson Rajarajan reigned from
1144 A. D. to 1163 A. D. He had no sons and so
made Vikrama’s daughier’s son’s son as his heir-
apparant, The latter ascended the throne in his fourth
year in 1165 A.D. as Rajadhirajan, He died in 1178
A D His younger brother became king as Kulottunga
II in July 1178 and reigned till 1216.

(2) Mahavidvan R Raghava Iyengar has in his
article in Vol. I Part VI of Sentamil, tried to prove
that Kambar must have composed his great work from
1178 AD.to 1185 A.D. Mr. V R. Ramachandra Diksh-
itar has in his monograph on Kulotunyan Ii1 given strung
reasons for such a view. He refers to the word
Tyagavinodan in the passage quoicd above and savs
that it refers to Kulothunga 111, Mr. C. K. Subramania
Mudaliar says in his monograph on Sekkilar at page 14
that Kambar adorned the court of ¢ Kulothunga IIL
Pandit M. Raghava Iyengar says in his monograph on
Tamils and Andhras (B wr, o bsame)  that
Ottakkoothar and Sekkilar and Kambar and Pugazhendi
lived in the reigns of Kulottunga Il and Rajarajan.

(3) But Pandit R. Raghava Iyengar seems to
disbelive the tradition that Kambar and Ottakoothar
and Puhazhendi were eontemporaries. 1 do not think
that we need reject this ancient and well-attested tradi-
tion. Ottakoothar was evidently a long lived man,
and adorned the courts of Vikrama and Kulotunga 1I
and Rajarajan. Puhazhendi was evidently a poet in
the court of Kulothunga II. Kambar was probably a
younger contemporary who eclipsed Ottakoothar and
roused the latter’s jealousy and may have lived in the
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reigns of Kulotunga II and Rajarajan and
Kulotunga 1IL

(4) The tradition that Kambar lived for some time
with Prataparudra, King of Warangal (1162 A. D. to
1197 A. D.) gives colour to the above theory.

(5) The words erewrerHCpifisrGuwsd in the
stanza referred to above seems to conflict with this view
But it is urged that the word erewemr #Gpap should
be split up as erew + m5rH@oap ie. the figure 107
which means 1107 (1000 being omitted). Saka era i.e,
1185 A. D, when according to the stanza the poem was
recited and approved at Srirangam. This interpretation
is rather far fetched but in other respects seems to fit
in with the facts

(61 'Mr. V.R. Ramachandra Dikshitar refers to
an old stanza in his work on Kulotfungan IIIL.

el Qasren_sesr gruirSs BTCOP S S,
Gseusr HmeuapbsHri HETEL(H- apou i &
ErriGEnf s ser CeumwwluTy €T,
ETFITI&ET S S56T & F.

He says that it shows that Kambar began the composi-
tion of his poem in 1100 Saka era 1178 A. D. and
finished itin 11G7 Sakaera (1185 A. D). But this
stanza is not found in some manuscripts of Kamba-
ramayanam.

(7) Mr. K. Subramania Pillai seems to think
that Kambar lived from 1120 A, D. to 1197 A D.
This is too dogmatic a view for we have no definite data
to fix the datas of the poet’s birth and death We may
thus hold that Kambar lived in the 12th Century A, D,
and his Ramayana is his best and mature work.



86

KAMBAR’S LIFE AND POEM
( Classic)

Kambar was born in Tiruvazhundur near
Mayavaram. Some say that he was the son of Adithan,
a chieftain of Kambanadu who was killed in war and
that he was born in an Ochar’s house as his mother
took refuge there and that he was called Kambar as
the chieftain of Kambanadu, Others say that he was
of the Oeha caste. Some others say that he was called
Kambar because an Oeha found him at the foot of a
pillar (Kambam;. Others think that he was called so
because he had a stick ‘kambu) in his hand when he
watched a field of Kambu (a grain), yet others say that
“Kamban” is but an abbreviation of his real name
Ekambar. All these are probably legends. That he
was the son of Athithar is referred to by himself. He was
patronised by a great patron of letters viz. Sadayappa
Mudaliar who was a rich landlord of Vennainalloor. He
has praised his patron in ten stanzas in the poem  This
fact is referred to in Cholumandala Sathakam. There
is a story that he got the grace of Goddess Kaili and
that when a horse belonging to the local chieftaiu
Kalingarayan ate up the crop of his teacher he sang a
stanza at which the horse fell down dead and that it
came to life when he sang the stanza with a slight
alteration in the last line. Kulothunga Cholan is
said to have sent for him on learning about this
miracle and made him one of the poets of his court,
Sadayappa asked Kambar to write the Ramayana
in Tamil but Kambar delayed its composition. The
King then ordered Kambar and Ottakoothar to write
the Ramayanam. Ottakoothar who was the poet-
laureate finished five Kandams in about six months but
Kambar did not even begin his poem. When qustioned
by the King, Ottakkoothar said that he had come to
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the canto when Rama saw the ocean. Kambar said
that he had come to the canto about Setubandhanam !
Then the King asked him to recite a stanza, he
recited impromptu a stanza containing the word
tumitham (a drop). Ottakkoothar objected to that
word as there was no such word at all. Kambar
praved to Saraswati for aid. Next morning when he
and Ottakkoothar and the King went along, theysaw a
shepherdess churning curds and asking her children to
move away lest Tumis (drops} of buttermilk should
fall on them. Kambar then studied Valmiki’'s poem
and other works and rapidly composed his poem.
Ottakkoother felt discomfited when Kambar’s work
was acclaimed by all and he, destroyed the first six
Kandams of his poem. Refore he could destroy
his seventh® Kandam (Uttara Kandam}, Kamban
besought him to desist from the work of destruction and
requested that it might go with his six Kandams of
the Ramayana  Otiakkoothan agreed.  Kamban
eventually got his work approved by the three thousand
learped Brahmins at Chidambaram and by the learned
Vaishnava Brahmins at Srirangam besides getting it
approved also by the Jain Pandits of Tirunarunguntram.
It is said that this took place in 1185 A. D.

There is a story that the Chola king did not treat
Kambar properly and that Kambar went away from him
scornfully saying:

“pararaugy BCwr cuerpr® eTarGaT
e sr&ruP G sr sy Cur ACerer — ersirdar
ey 3CsHms Qarererts Geupgueam G eysier G
GruGsnhmsé Qararerr s Garby .

It is said that Kambar then went to the Pandian King
and was honoured by him and that the Chola King then
besought him to return to him.
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Tt is said further that for some time he stayed with
Prataparudra, King of Waranga!, and brought him in
the guise of a servant (Adappakaran' to the Chola
King to show how, he was honoured by the King of
Warangal. It is said that Kambar has used some
Telugu words (swdl, wés, ws) etc. in his poem.
There is also a story that his son Ambikapathi loved
the Chola King’s daughter and that the King Killed
Ambikapathi by a stratagem and that Kambar was
plunged in grief on that account. It is said that he
died in a village near Karaikudi There is also a story
that the Chola King killed him with an arrow in a fit
of anger and that Kambar cursed him with the curse
that his royal line should cease to reign.

His other works are Erelupathu in which he
praises agriculture and the agriculturists (Vellalas),
Sadagopar-anthathi, Saraswati-anthathi,  Sempon-silai
-Elupathu, Chola Kuravanchi and Thirukkaivilakam are
attributed to him, but probably they are spurious.

There is a charming story which shows how he was
observant of life in all its variety. One day he had
gone to the ficlds where an agriculturist was baling out
water to feed the growing crop. The agriculturist
began to sing @pridsd &Gwsd (on the bamboo leaf)
Kambar was eager to hear the ballad in full but the
baling out stopped and the song stopped also He waited
there the whole night to hear the continuation of.the
song early next morning when he heard the agricultu-
rist begin where he left off and sing * sred@o usfl i
(the dew which sleeps therein), the poet was in rapture
at the combination of simple melody and sweet descrip-
tion in the song and wondered how the common speech

of the common man was full of poetry and music in
Tamil Nad.
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I have given above a brief sketch of the life of
Kambar, stripped of the enormous mass of legends
which have gathered about his great name. That he
was a native of Tiruvazhunthur seems to be established
by concurrent testimony. In Cholomandala Satagam,
it is said,

“AmauybsTTS SLUST DY S QFiiCsry,

wDHmbrje Caurspruyb eut pemeu & &
Gerip varL oG ”

“PreflGery BTL Q5 Hmauybsr maussar ",

—(@rrorwenr sri)s
In some editions this line contains the words fHmeuagpy
srer ewrp@eursit.  In Tamil Navalar Charithai we
find the following descriptions :

ST 15 n b SeyT—eur apiop b sri

“ wabwdflé Lrer i £rPurs sbuprier
The following lines show that Kambar was the son of
Adittan.

“errt GemA s sar Qewen owi ur . 6 &t
&TIT STS5 56T s 5 ",
“ @ oreuswreir Guosd
oy pricry eurarguenflywr £ s ssr
SWU Bric Ty ursT &6 ',
(@rrwrwuenrs sriy)
" BT g6 eusit1p b Sw Pl welld @i e e
“YBS BT | geOeusir ghTem s
SWUST CemISWON UT S8 & 55D mssarGuo .
Kambar must have been a very learned scholar
as well as a inspired poct. Succeeding scholars and
poets have expressed this fact in many ways.
“asbu lAsHrd ', “svu G SHrd ",
“ sl H Quiluf sy,
“awur o 0s sLOS5Pyh s6d Qeredgyp ',
“ el (5 & SCweiT g @uor o L el P ST ",
“aells sageut s Hé swuer ",



90

In his work on Ramayana which was styled by him
Iramavataram, he refers Valmiki as his master and
model.

“euTmIEIHID UT S BTST G G S S eureril & Gwesr L sir
Bz Qellaarrys Csaumn uBasFQedsr
@BEMGT YSpHs prieme wearugy boeaor bd
wrimsurear Gue gy hHmy e siTear wrer

Quor Puwgy H3 peir %,

— (urey &revrLb-— BT BLuL i)

It is likely also that he might have studied Kalidasa’s
work. He must have mastered also all the Sangam
work and Tirukkural and Silappatikaram and Mani-
mehalai and Teviram and Tiruvoimozhi and Jivaka
Chiniamani, etc.

The story goes that the major portion" of the poem
was composed at Tiruvennainallir and ‘the rest
at Tiruvorriyur. It is said that Kambar used to study.
Valmiki during every night and compose 700 stanzas
during the next day.

“ &6l B 6ot
flyhs Bril@map o gsir (psir wenn CoudwmL T b,
Caphs prdy oage ser weraed urguw QswaTEn”

He seems to have composed only six Kandas of
the Ramayana. 1 may briefly refer to the story about
the acceptance of the work by the Vaishnava Brahmin
scholars at Srirangam. It is said that they mentioned
various faults in the work as he had not sung about
the Alvars, and that God Ranganatha at Srirangam
said that He would approve of the poem only if the
poet sang about Satagopa (Nammalvar. and that then
Kambar composed Satagopar-anthathi on Nammalvar.
This story is found in the Payirim of the latter work.
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Tt is said that after this was done the Vaishnava
scholars of Srirangam approved of the poem and that the
image of Mettazhagiyasingar in the hall shook his head
in appreciation. It1is pointed out that his poem shows
that he must have become a Vaishnava, because while
Valmiki does not refer to Rama’s wearing a namam
{Vaishnava mark or symbol on the forehead) Kambar
refers to that fact. 1 may however point out that a
Vaishnava scholar interpreted the word swulaiata inm
Valmiki, I, i, as meaning the wearing of a nimam.
“This is of course a laboured and far felehed view.
“ peirfm projmss sraueser 56w ”
(UTVETEIT LD, SiWewr UL Vb
“Qp sLiT HersdpCmern @pHHACw @5 HHwrs

(& psravew b, #bywred euep Sl eb.)

Kambar’s poem is thus a work which is the flower
which shines on an ancient tree which has drawn
sustenance from the soil through diverse roots and
during many centuries. < Kalidasa’s life history also
was similar”. The theory of inspiration in poetry
merely means that each poet has in him a native force
and a unique originality which give a distinctive flavour
to his poetry. 3ut it does not mean that a person can
become a world-poet without learning and scholarship,
practice and effort.

Though Kambar has followed Valmiki’s poem in
the main, yet he has made his work a great original
poem and not a mere translation. While Valmiki
siressed Rama’s humaneness indicating his divinity here
and there by subtle arts, Kambar stresses Rama’s
divinity again and again. The description of the
mutual love of Rama and Sita before their marriage is
an attempt at combining the romantic concept of love
which was familiar in Tamil Nad with the Dharmic
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concept of love. The introduction of the story of
Narasimha-avatara in an appropriate way is an
clement of novelty which is not found in Valmiki’s
poem.

Thus, though in the Tarchirappu-p-payiram, Kambar
says thus about himself in a mood of humility,

w5585 sievnuisr gpes pCur Hw
O 55ws sallsl. Qarst pewri g Geuar
G55t Qersrareyn Cuen swir Qs rerareayd

us st Qerararen uateari1@uyuGer,

yet the work bears ample testimoney of its being the
composition of a supreme scholar-poet. He himself
says later on in Tarchirappu-p-payiram :

Casa urenLwaflé s 505 i saui
QUrTeTIT S WpEn 1ppHw
brefieym eoruisTug Brer plpo
uralened s $Hw uswruGrr .

He indicates therein that out of Valmiki Ramayanam,

Vasishta Ramayanam and Bodhayana Ramayanam,
be followed Valmiki's poem.

Kambar had a deep faith in the divine hero of his
poem and was a man of great devotion and spirituality.
Throughout his work, he keeps Rama and Sita on a
superhuman divine level. He affirms that a study of
Ramayana will bring to the reader affluence and wisdom

and fame and beatitude and the full grace of
Mahalaxmi.

" BTRU QUT BT & &S PLd €57 RT(PLD L& AP T LT 1D
Fywed anflugrégw Corfwm &G praew
Fyw apssiGedar Boul L fuares
Guu Hdrrvsr Gueirsusd & nCarisGs ',
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It will take a volume to describe the greatness of
Kambar’s poetic achievement. I shall refer here merely
to a few of his poetic excellences and give a few
illustrations of his poetic achievement. He has a keen
perception of the beauties of nature and links the life of
nature to human life just as Valmiki does in his
immortal epic. Though he describes Kosala, yet the
natural scenery described in his poem is that of
Tamil Nad.
pomus GHerdursd wHmS5D 5 POIWTEAU
ysveJw Qpir g peirars) Qur e m @ sorES
Que&vulsd QurmeTasQersiar Nenr sHwr mBrT D
Qs gy ms Sl H Qe gbel T Quers G pgsarGp.
sef9nbs Curis sLdmLsswps 555
QusrZvusir wen paer gy Bubumd Qur e’ ssrer s
QsreZvul QuraTGpurd s g po s
[ur b 5@ s
uELmEs FLWEHRFT & gD QurmepwGur b
{urbs58TCp.
(Balakandam, Arrupatalam)
His love poetry is full of rapture and repose. As
stated above, he has, unlike Valmiki, tried to describe
the mutual yearning of Rama and Sita prior to their
marriage in 8 manner which has enabled him to bring
in the aroma of the direct love poetry of the Sangam
age and of the mystical love poetry of the post sangam
age. ‘
VB arsd sre uararafpard
QaiGe Querf sdfwriifeGe
QsGr sifeor LG eygueur i
e iGsr gypieur (herQrr ey T,
st veig sPart QurfGar
QLewr peraurdg Quar warGur
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QFreber rap fHar smauGur iy of 5rio
sTCur Huisrib efZ%rwry L Cw.

(Balakandam, Kadimanappadalam)

yet the longing of Sita for Rama in the Ascka forest has
a poignancy and passion and perfection that melt the
heart in a subtler and sweeter way.

s0r v HACGw sHlreur ewflevCeu
Qeewr eirCea Amasr ofmGer

srveur QularGu eaflefi Hlarwr
sflebevr orZorQu gvellefl 5 HalCyr.
auryr Qsrifur Clar gy arewr shwulE) e
rrdy Gerud Liéw L Gener

Sor Qaur@mprer ewedGe eusGer

Hryr wewr Ger s&fl pr wsGer.

(Sundara Kandam, Urukkattupatalam}

Pity melts the mind to Love says Dryden. But when
love and pity combine, the emotional appeal is over-
whelming and irresistable.

It is in his descriptions of Sri Rama that the poet
rises to the greatest heights of imaginative expression.

ouCur wrssGuwr v Gur vay PaGur gplun
(Ayodhya Kandam, Gangaipadalam)

LT lp sT S QF hsTwerrWsT Geseir D SbwT
(Ayodhya Kandam, Kaikesi Soozhvinaippatalam)

But in his gallery of portraits, there are many other
wonderful pictures though his delineation of Rama is
peerless,  His descriptions of Bharata, Laxmana,
Kausalya, Kaikeyi, Hanuman and others are remarkable
cach in its own way.
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The verses in which Kambar expounds spiritual
ideas combine sublimity and beauty.

ADpEWAYSE Caugvmer sppsoOnhsfHs
B0 s pgimat yon s Gs 058 Grgr s

[ £Qurr
BrisispiNs 58Gsrflii sem 5C5s6damr@
8o b serar par Qur pur s Guw & gyeuri 1§ P gyGLT sy

(Sundara Kandam, Piniveettupatalam)

Many of Kambar’s felicitous ideas have passed into
popular and proverbial wisdom.

“ gopadw olrar @b &Gy armueyi **
“ANp s sy ph CusGaeimr GGror,
“ 9Ifelgyes &@HGwor QupiiaT QL 6T (g 6ir *’,
“ g fud uHQeorer pPur seusr 7.

o

D, THE PHILOSOPHIC AGE IN
TAMIL LITERATURE

(1200 A. D. to 1600 A.D.)

Then followed a great critical and constructive
age in Tamil Literature, when the fourteen Saiva
Siddhanta sastras were written. One of these was
Siva Jiiana Botham by Meikanda Thevar in 12 Tamil
Sutras (aphorisms'. Arulnanthi Sivachariar wrote on
them a commentary named Sivajnana Siddhiar. Marai
Jnana Sambandar was his disciple and wrote the work
Siva-dharmotharam in 12 Chapters containing 12000
stanzas. His disciple was Maraijnana Sambandhar.

I may also refer to the various Saiva Mutts in

Tamil Nad which have been functioning from the 14th
Century A D.
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THE LATER CLASSICAL POEMS AND
COMMENTARIES AND CONTROVERSIAL
WORKS IN TAMIL LITERATURE

(1600 A. D. to 1800 A. D.)

I Poewms

The famous Kalamegha Putavar was a Vaishnava
Brahmin who was a cook in the Srirangam Vishnu
Temple and became attached to Mohanangi a dancing
girl of the Jambukeswaran Siva temple. He composed
the Tiruvanaika Ula, Chitra madal and Parabrahma
vilakkam and Soraswati ula. He was an expert in
impromptu versification ' Asukavi) 1t is said that his
rival Athimathura Kavi challenged him to undergo the
Arikandam contzst i.e. a contest in which failure
meant being cut by swords worn about the neck.
Kalamegha Pulavar challenged him to undergo the
Yamakandam contest ie a contest in which failure
meant the cutting up of the body by swords and the
man being thrown into a burning caudron of oil.
Athimathura Kavi shrank from it but Kalamega
Pulavar went through the ordeal with success.

Irattaiyar is the name of the brothers, one lame
and the other blind. The lame brother used to get up on
the shoulders of the blind brother and show the way
to both. They belonged to Anbilanthurai in the
Choladesa. They were blessed with a poetic gift They
composed Tiruvamathur Kalampakam, Tillaik Kalam
pakam, Kachikalampakam and Ekambanathar Ula. They
excelled in composing Kalampakams (Kalanbakam is a
kind of medly, in verse and should have eighteen
characteristics. It is said that they were contemporaries
of Kalamega Pulavar and Villipputturar. They lived
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in the fifteenth century in the time of Parakrama
Pandya.

Tolkaappia Tevar was the author of Tirupathiri-k-
Kalambakam

Villiputhoorar was born at Saniyoor in Tirumunaip-
padinadu. He was the son of Viraraghavachariar and
was a Vaishnava Brahmin. He composed his famous
work Bharatam at the command of the Chieftain
Varapati Alkondan. He and Arunagirinadhar had a
literary controversy

Arunagirinadhar is the famous author of Tiruppugazh
which is one of the supreme glories of Tamil literature,
combining as it does in an exquisite way poetry and
music and%evction. Tts poetrv rushes like a cataract,
its muslc has haunting refrains and its devotion can
melt even stony hearts I shall give below a few poems
in it

Teevn (h @7 & Q HeaflghBr Gaaf TGQFmsd
&00lvebevr LTewllEss sLVWTBUTr—EUTROVTSE
smUyasmps Csl @Cur ararwuile of rear
Amiy sy Csl ey Qe

Smiysy ugdguat dbomsagr arGe
SBESs®Iw Huuf % year per @marrGe
Qur@iiuenr BauQurmg Geusrp wulBC S
A6 srm Hmssewllena Herp GQumorGer.
7 pwilGe N d&rurGups QurarGp
WemLear grrar@nrf Guaus QursrGmn

S meguriser eidar Fiégus QurarGmn
G pmes Causeurmd Herpys CurerGp
LTHUR GIMT ud 55 51ps GuwresrGm
asTaflepw wewrid yem r e b Sus CQurarGp
2 DIpsLTer Qurwer Fuwimer L Geuaw B

g JumeEnse wuihs QumwrGer.
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srenT GwuTRwsem s wamr Fllay Cnrwlyd
sy p Hurerd dauis suPur s
sLassL. apLwly uvalrlGo saflss
sBwer Bywrear vwés 1poyCeuCe
s@wZwr yflur Amiu Ggear e pud Caulr Qaiy
suiZowdv srai Qupp GwCrrler
sLsyul 8 rsarvafluead Qursrwrdy Qssmes
SWwp wenror i SOt weafllGarr Cer
seerdlas wrllgss saTwsn Bersasw
Fae GFes Gurs lEs Qumeurpey
sosovfla grarywss ursHy £ Qar®ss
seflyflu Geugmy O pii 55 eugBear e
MG s ur U SwwE HEpCuwe His
awflw sy srereliss wulsvelyr °
awdsw wCar s@Hp LY Hivdv Lo A5
Y@ AwGar &5 far pmGsrGear.

BT sl 5 surd sQuwr Hiv

Bouswpsr Qergur sGwr pio

&rer uery s sridd pCwr B CougGary
Broswy Gurrr 5@wr Bw

Gurs &b sf urewr pCwr mHw

Sraupswyrr 5Qwr B U@t
Bss s G 5T 57 5Qur B

£ 5 feiwr Aenflur s pGuwr pw

Br svirwelrr 5Qwr pw Afrreg
Suviiser Cgr# pGuwr s

Srw Hwue deor pGur s

CsaugGsflurar xCur pw SHET STTTUI.

His other works are Kandar Alankaram, Kandar-
Anthathi, Tiruvakuppu, and Velvruttam.



CHAPTER IH

Modern Tamil Literature

{The Age of Subramania Bharathi from 1800 A. D.)

The modern age in Tamil Literature is one of
outstanding achievement. I may mention for the sake of
brevity four great Tamil Poets Viz. Arunagirinathar, the
author of Tiruppugazh, Tayumanavar. Minakshi-
sundaram Pillai of Trichinopoly and Ramalinga
Swamigal (1823—1874) who wrote the Tiruvarutpa in
which he stressed. Arutperunjothi (the Great Light
of Grace) and Taniperunkarunai (the Peerless Infinite
Companiou) and Subramania Bharati who was, like
Kambar, a poet of world rank given to the world by
Tamil Nad and whose world I shall describe in detail
below. I may refer also to P. Sundaram Pillai’s
Tamil Play Manonmaniyam. There were also two
scholars of outstanding eminence in the modern period
by the above and Meenakshisundaram Pillai of
Trichinopoly and his great-disciple Mahamahopadhyaya
U. V. Swaminatha Iyer.

Subramania Bharati (1882-1921)

But the most remarkable and charactistic poetic
work of the period is that of C. Subramania Bharati.
He was the leader of the new Renaissance in Tamil
Literature, of which patriotic poetry of the highest order
as well as live poetry and religious poetry of a new type
form the most beautiful efflorescence. A few samples of
his wonderful patriotic poetry may be given here.
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aiCswrsrw ereTGurid — TRISST

wr P SsTew aaTE @GS QweTGurid.
wouswariis HGCweyd ~ pibled

wratég whsH% Qur T,
@pliugCsrigupd eurpGeaurd — ef fied

wpuug Gargapepenwyd of pGeaurd,

(GsFwr & sHr&er)

ur ma@er Ger BeUeU BT (H — ETHIS6T

urrsmr®.
erar 558w urGurer FAG — e wi

wrar 58w Ieirer srar 5HCe.
srars58C SupsTs fophs

selien suiGe0 wwi Br@. (Bsfu & srissT)
srlsr velsQary urfi - ywss
sTHpha vellbs ysphrHL eurfi.

(Bsfu £ snser)

@ 65 8 gy o p1Bflsir

Cpiews S peplsr B

uessdar Qerewearyry - daflGuw

urFQerssded ofrpy .

STanwd GETe QD LEHhFSMmS

sGss@pup Syt

uremw s Amba sbwr - HalGu

wplas wrsruearur. (Csfw &£ stuser)
Hraspdlre Ceauewry Aermi Gearari
Bau@mermy GsarereurGrr ? — eTsr mud
BT LD &I 6WT I & DETENFE  QaTeRTL AT H6iT afl 6D
S Neneus Q& gysgaurGrmr ? (Bgfw &£ sriser)

wrodps ywaufllGe &wbudsriGurs
suer @i Gured, , GlormGaT e» autGuir6d

yhsefled) wrassyGuw 9nhHsHdv, o armw
Qeaupb yspédl uIed&v ;

emepwurrild QFelLisarmiléd @, isermul
arpdat@m : gupeFr HEsaf T |

Crvwp Cauear@Cuals §FmEaard
sOppyésey Qs fldsss ofi ! (Csfw £ shiser)
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Qepslyp prog Curdefile - Qarud

Caar aupgurys asrHefllGeo - auser

simsuri preiarn Cuéflafile - 9m
safinigs wifaflGe - orrsar (9« 5 5B}

Cagvfopps 5EPsr® - ewi

SrQefps spsr® - OV

argoyflyn grueuwi Gurelers
seraflui@pss s0H56 (G2 55185)

aurfu QepssBp! ewrps »HoBYT!
arifu urss wsfls S 576 (@# 5.589)

many of his religious poems are equally enchanting,

Qeuer&rs srwengl Y eled@mUumsr
i % Qainy Guoreluiedmoiurer
Rarerdrllarun Goa s s
hg;ugmﬁ@drmg Smuurer
o arar srid Qumrmer Gy wewri G S
g5 Couz 55 ey e enflsir Omeflisurear
sereT N (PoflauT S6r  Fn muibd
sm&w urssSs. Qurmerrerer,
(Cars8rir urLeasir)
Same as his nature lyrics also are of true poetic charm.

agovddar s8sri ararésL e
Gleu i swfleur Bew ~ ol 1fl

SearuvelluuGasri FQeaar w@Gmeu
Qoueir swfleur Geu.

arg0) Garawe &r Qurgy wewdCgs,
s Uppsiar§ Gprég AarmGu !
wrgil ydyfar Hesssr s
weary@sil Hw Guorer Heddv ;
Gerfsan® yss5du Cs
Gararpdlerp ygipms QusrGear |
HPssmi shws pHwilGs
iy p5rd 55l QeuiGauar,
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We have rightly added Bharati himself to the great
galaxy of immortal Tamil Poets. Quite recenly, on 3rd
June 1948 a great memorial was ereeted to him in his
birth place Ettayapuram in the Tirunelvely District in
Tamil Nad, and His Excelleney C. Rajagopalachariar
the first Governor-General of Independent India,
opened it and presided on the occasion,

Bharati was himself the embodinent as well as the
harbinger of the great Tamil renaissanee of today, He
had a prophetic vision of the liberated India and sang
the famous song

G BCurGuw uer @yl urGGeurCu
QM h5 &558r veL b HLCLrQuear gy

(HBCurGu)
priflmés Br® pw

QssrusRECGsrd - @&
suiEGasyflenwvur
Quarugf5Cs5Th - @) 550
y Bl Qe 6u i &gy ehl eof)
Sy ®EFUGWTD - uf
yrew anéGs wyew
Qeurgy eurpQeurip. (H,GCurGuw)

He composed also the famous national flag song :
“srlsr vefliGsry urfr - LY
STYES veflpg ysp AL eurfi ”

He regarded India with limitless affection and
veneration and described it as Bharata Nadu long
before the Constituent Assembly gave it that name
in 1949, He said that Bharat was the best of all the
countries in the world and prayed that the Tamil Nad

and the Tamils and India as a whole should jointly
prosper and flourish.
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BHARATI = THE MAN

He had a keen zest in life and loved all beautiful
sights. He had a handsome face and a striking
appearance. He had a keen sense of funded humour.
He liked the company of people and his company also
was eagerly sought after. He had many friends and
and admirers and disciples always with him. He hasa
mastery of many ragas and was gifted with a resonant
voice, though he did not go a regular musical training.
Melody flowed from him in a continuous stream. He
loved Nature deeply and yearned to express the beauty
and message of Nawure in thrilling verse. But his
supreme passion was patriotism, He had also a high
devotion to God and was never tired of repeating his
favourite manfra Om Shakti.

o

POEMS OF BFAUTY AND LOVE

His Kuyil (Cuckoto) is a thing of beauty and a
marvel of phantasy and poesy. He says that the Kuyil’s
thrill Ku-Ku-Ku means Love Love Love (Kadal), death,
death, death (sadal, if there is no kadal; Inbam, Inbam,
Inbam (joy) or Thunbam, thunbam, thunbam (death

if there is no inbam or joy).
&r 560, &T 560, &T F&D
srged Qurid p &r g6 Gurud b
&FT H60, &I 560, & H6D.
BB ear wr Ked GeraflGuw;
gofl Guroruisr geafl GQurwrulear,
BwGer, @pGer, BmGer.
@6, @eTuh, GeTuh;
Slerug A nBar Qreodv sreanfle),

SISTUD, SISTUD, Si6Tru,

He sees a Kuyil dallying with a monkey, The
Kuyil tells him that in its previous birth it was a



104

hunter’s daughter 2nd that she agreed to marry her
mother’s brother’s son, Madan though she did not love
him ; that her parents wanted 1o give her in marriage
to one Kurangu; t*at he met a prince in the forest and
both fetl deeply in love with each other; that Madan
and Kurangan asitacked them with words ; that he cut
them down ; and that all three of them died. She was
afterwards born as a hunter’s daughter and the prince
was born as the poet. Maidan and Kurangan were
reborn and transformed her into a cuckoo and guarded
it. Oxzce the reborn prince kissed it and io, it became
his beuutiful beloved, The poet burst into a song of
woncer,

“ geryL Gear wr ayib omhGulGvE & & O\ T evor (B
ey e s g Cpradunlsr apsin @ B Bsry Qo
QarsirL gl 5500 GLar Gardewsmsa

&rewrel e &,
s @erés wriLrg il o gwir | o fiew swer |
s sLddar sl o pyssHer
CsewLr! Quanwsrer @sueiswrd s dur !
Quet Qewrm ) 5 Hwm @ Heir e Cumeusn s
@& B s e
s&5w Qawr (NésT 6 5 61 Zaar & & HQUT Y 5 G,mrra'seﬁ@sir;
epGp 5% @l bsrer. #rif @euer pen s
o pCp sllfefen &5 HBBeusir ? & S8r swf] 7 vt (Bib
%&wsﬂ@rﬁ:@w,@&mgmgé \‘7-1.@1(3611(8@ 9
Sar dfiiIed 555 seflen 5Qusbevriy
Qereefusou@Cuwr ? grwes i ®Sm 5Quriure
uelp safllsfD uriih s Heoedder wirer
sTarm wP S50 FusyGur ? ur fesr Bens
Bsit G 5T @ Wi Oary Gured G pi 5.5 wanficy
Qs ewor g flsir
Cuefl pev 5 Hémuyn @sm;u;?m«qrth &L 1g. &ruyip
Csefldaflurer Hms 5 ,@&ouﬁ?mupb
wPPUTEGF QFrd e swrGur ? gn"eufn'rgm‘g,
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The poet says that suddenly the whole dream vanisted
and that he was in his old prosaic environment in his
house and realised that he had only a glorious day-dream
of the imagination !

An equally new and charming literary genre is
Kannan pattu. The soul realises the lover-soul (Kannan)
as friend, as mother, as father, as servant, as king,
as disciple, as teacher, as child, as a playful boy. and
as the bridegroom-lover. A further strange and rich
loveliness 4s seen in Kannan passing swiftly into
Kannamma. The change of sex implying a new glory
of loveliness and a new intensity of emotion. 1 may
refer here to a few of the former set of poems.
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But the highest and most of intensity of passion is
expressed in the poems to Kannamma and specially in
the poem Kannamma en Kathali-I describing God as
the Beloved of the Soul.
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In the following poem (Kanamma en Kathali) the poet
literally jumps from peak to peak of imagery: ¢ You
are the vision, | am the eye; you are the vina, I am the
finger; you are the rain, I am the peacock ; you are the
moonlight, T am the ocean ; you are the perfume, I am
the flower ; you are the dance, I am the sound ; you are
the Vidya. I am the Veda
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POEMS OF NATURE

Bharati has not written any set poem on nature or
the seasons like Kalidasa or Thomson nor has he
written many poems like Wordsworth or Shelley
expresive of the principle of Thought for Love
enuncinating Nature and bringing peace and sclace and
love and joy to all mankind. We have shert simple
sweet poems on Morning, Evening, Love in Moonlight,
Storm, Forest, Fire, Wind, Rain, Comet, Starlight,
Ocean etc. They are full of a passion of enjoyment of
the beauty and sweetness of diverse aspec:s of Nature,
All of them are aflame with the peculiarly Indian idea
of the unity and divinity of Nature. The Sun lights
light and love and law everywhere, Rain is a lyre with
a million strings. Lightning is a flash revelation of
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divine glory. But all these are iredescent bubbles on
the impetudus flood of Shakti.
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But the most remarkable, original, wumique
and popular of his poems are undoubtedly his poems
of patriotism. In this field he is without a peer or
rival. Bankin Babu’s Bande Mataram and Tagore's
immortal patriotic songs had already shown the way
but the most quivering intensity of patriotic poetic
passion is felt only in Bharathi’s poems. He has given
in two beautiful and passionate Vande mataram poems
of his own creation besides two beautiful Tamil
translations of Bankim Babu's National anthem, Bande
Mataram  He describes her long history of hetoic
achievement. He delineates her supreme spirituality
and her glorious literature and art. He seeks to rouse
her from her long sleep that her benignant eyes
might bless the world. T have already quoted some of
his poems on Bharata Varsha and Tamil Nad.

[ shall give below here a few other stirring poems
by him. Tuey have been well cailed the Desa
Upanishad.
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His poem Natippu Sudesikal (false patriots) lashes
Jalse patriots with a whip of Scorpions:
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His Gokhale Samiar Padal, Mehta Tilakaruku
Solwathu, Nidana Kakshiar Theesiathai pazhittal etc.
refer to recent times and extol the heroism of the
Congress as againsi the weakness of the Moderate Party.
The poems on Chatrapati Sivaji, Lala Lalpatrai.
Dadabhai Naoroji. Bhupendranath Basuand Lokamanya
Tilak are futl of patriotic fire. But Maharma Gandhi
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Parchakam is the best of all this group of patriotic
poems.
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Other Similar poems are the poems on
Abhedananda, the Hindu Women in Fiji, the bow of
Mazzini, on Belgium, and on New Russia. It isin his
poems that for the first time in the history of Tamil
Nad, India stands up and fearlessly surveys the whole
world The best fusion of heroism and love of freedom
and love of the mother land is in such poems as
Suthanthira perumai, Suthanthira thakam, Suthanthird
deviyin thuthi, Suthanthirappallu etc.
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Freedom shall be for all - None shall starve - coms
free India - are the battle cries of the famous poems
Viduthalai, Bharata Samudayam, Bl.arata Janangalin
farkala nilamai: Nigazhgira Hindustanamnm, Varuginra
Hindustanamumn Pengal Viduthalaik Kummi éte:
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In the poen, Thozhil he shows that we can make
India free and prospercis aad happy only by simul-
taneous and equal progress in agriculture and industry
and in literature and art and in righteousness and
spirituality. In a jolly poem called Puthia Konangi (the
new fortune teller) he tells the happy fortunes of New
India.
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He pleaded passionately for the liberation of women
from subjection, for their equality with man, and for
giving them as high an education to men. His reverence
for womanhood was rooted in his view of them as
incarnations of Shakiti.
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Bharathi’s poems of fearlessness and liberation are

full of an intense glow of emotion.
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In his Puthia Athichoodi and Pappa Patty hs
taught moods of fearlessness and courage and strength
and patriotism to children
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In Bharathi Arupaththaru, he displays the workings
of his free and fearless and patriotic mind in regard to
the problems of modern life. I may quote here a
few verses from his poems as Mahomahopadyaya

V. Swamin atha Tyer and other great contemporanes
of the poet:— .
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OTHER MODERN POETS

Suddhananda Bharatiyar was born on 11th May 1897
at Sivaganga. In his ninth year he met a guru and
received upadesa from him. He refused to marry He
was a teacher for some time He then joined the
Congress and took part in Mahatma Gandhi’s non-
cooperation moment. He then went to Pondicherry
and is living a life of Yoga Sadana there., His luminous
and voluminous works were published by Anbu Nilayam,
Ramachandrapuram and now by Puduyuga Nilayam-at
Pondicherry in over 100 volumes. He has published
also his monumental patriotic poem Bharata Shakti. His
poems show remarkable range and reveal his equal
matery in the values of religion and scholarship and
his remarkable gifts of poesy and song. His poems
and songs have been published in the books entitled
Anburuthi, Tirukatchi, Kuzhandai Inbam, Bharata
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Sakti, Inbamalai, Munaooru Padalgal, Yogasidhi, Tamil
Kanal, Perinbam, Dhyana-malai, Bhaktiparavasam etc.
Pudumaiyam Pazhamaiyam and Anbin Asbandam are
dramas written by him. Mullayinmanam is at one
acts lyrical drama. Sri Ramadatan is a play posed
on Kamban’s Ramayanam. His prose works are
Paintamilsolai, Ramalinga Vijayam, Bharati Vilakkam,
Tirumantira Vilakkam, Kamban Kavi Inbam, Gita
Yogam, Dharmasadanam, Poduneri Tirunok, Intrue
manithanum Inivarumanithanums, Kalai Kadir, Sadasiva
Brahmin, Tirkkuaralinbam, Varakasi Tagore, Arutselvam,
Buddharkarunai, Paramabhamsa  Leclai, Ramana
Vijayam, Tamish Matchi, Arutsudar Vallalar, Anbin
Asbandam, Vasanta Soundari, Anbunilayam, Nataka-
kalai. Bharata Sakti,Aravinda Prakasam, Daivajeevanam,
Mahakavi Kalidasan, Mahakavi Dante, Maharshi
Tayumanavar, Kathai Virunthu, Silambu Selvam,
Pudukkavi Whitman, Muthuthandavar etc. He has
written also English poems and various works in
English such as Alwar Saints, Mahatma Ramalingam,
The Yoga of Sri Aurobindo, The Revelations of Saint
Meikandar etc. The Secrets of Sadhana, Sri Sadasiva
Brahmam etc. I shall give here a few illustrations
showing the remarkable gifts and graces of his art
and style.
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Desikavinayakam Pillai has written about Namakkal
Ramalingam Pillai
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Ramalingam Pillai is another great Tamil poet of
today. The Madras Government has appointed him
as the Poet Laureate of Tamil Nad. He was born in
Octoher 1888 in a middle-class family in Namakkal in
Salem District. His father Venkatarama Pillai was a
bead constable in the Mtoanur Village thana. He took
early to the art of painting. When he was in the
S. P. G. College, Tiruchirapalli, in the Intermediate
Classes he became partially deaf, despite an operation
for car trouble by Dr. T. M. Nair. He became a
Taluk Office Clerk and then a teacher but he did not
like such work and became a professional painter.
It was when Mahatma Gandhi began his Satyagraha
movement that Ramalingam Pillai’s poetic genius felt
a great inner urge and burst into flame. His famous
poem

“egAdarh v 5 far B ys 50 Geirmieme s

ss5dusher RsHusen s BoLyd wr@mn GFmeld
was composed at the time. Since then, there has been
a ceaseless flow of poetry from his lips. When Rajaji
launched the Salt Satyagraha in 1930 and marched to
Vedaraniam. Ramalingam Pillai sang the song of non-
violent non-co-operation and thousands of youths res-
ponded to his call. The song is even now a favourite
martial song of the soldiers of non-violence in Tamil
Nad. His other works are Thamizhan Ithayam, Sango'li,
Gandhi Anjali, Avalum-Avanum, Prarthanai, etc are of
great beauty. He has written also a novel called Malai-k-
Kallan, a drama called Aravanai Sundaram, and many
volumes of prose. These are Kathai, Ilakia Inbam,
Kavignan Kural, Parpanar Soozhchia, Aryardvathu-
Dravidaravathu, Kappalottia Thamizhan, Adu Sirithathu
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etc. In Kappalottia Thamizhan he gives a graphic
description of the patriot V. O Chidambaram Pillai.
We found in it two very fine poems on the latter.

“Svearsss AsburiGui Ger&rwreur i
Qsuiflméaw SsswHn Grame O Tsirensd
oo Adisgd e df ABFGss o eriéd Qurmiigd
e_arerQuedewrd Qps@ GpéaTi e mEwsrGa.
o W& uw Qarifld Qg e ampiBuirGréderd
e wrayb e L efg.er i o mBsur iy
u s Hls gsreaflumaésd srsord
vetydsrp of aor mECET &Emser | ereir gy
s BAs Qsriflorari Quisd & ®
S pprafled Asvureni el ssrid
g uew LG Guph Lrwril@) s g
QeucuGawy Ro&rasenL_sr elerissd arewGurp”.
“ Apbugd Fardr Qusry Quuir Qerdrea-HuGs
S5h5r Srd BHew & @
dsue Gary gisTu L by eitb- it s
AP 520888y, opéss HbsmGo.
Sy dvtemns GueeTid S D156 & Buyib - B
Do QsTrRESGD Sausr #1145 HrGuw.
Gsr@amwun s8éE@n Gord e wmGw- Hrib
Csrmpw &5 5Arsem 5 wenr hHBGeurib.
5Cs58s siudelilL goflars srer-ofe
siSTUL U 5855 el wer & T
G55 Curs Queerd o agn-@iGs
rasbsrims pliagni.
BT et &555rGw GHUTE- w5
BTy 2 GG Qeu Burs
UTL B HLEGULMD Qb b Hiumy-Glal s e
aurp Aswursdar Qumnw Quurrk”.

Maay of his patriotic poems and poems on India‘s
leaders  of today are very charming and gave
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impetus to the movement for the independence of
India.

@sreder iy s Qurinurenin
S gt Y mCi Quodiur g
TOOTUIYSAD (E)em ey b6 G
w18 n sllypearyed Qe e gy,
s ALy s558r0  (shysr @) swip)
STyl r 55 &5 Arn " (555 ArbwurgyT)
“ &r p Hdsir Bflayeny srpHdsr &0 gHrib
shpr vPéETGs” (a1 5ACw &1 5 4)
‘o eTerid & (hG S SeTeTLD &S S
2. S50 srpfeow N sg L,
gaisear 2 WG wraumb FwEwers-
Qeumsule) arigw srHur,
(e-fpusr ar 55
" sBpmEGE SwH%wr 6r st sl e
sridsr ureled 55585
AW sCurss srph wridsw
sBys 5 Her Qs edaunrid (sr 5 SwBsremeay)
" SyepFQeveT g Guorf Qarenri g Qe sy G
SJSTLHITLD 1063 &T Qo 1615 6iT KauanirGe
(govaniers) Gpm)
" arp Ay GmG s ereirgy
magdi e nersd Grami " ,
(s grami)
“orsrsrd urgHuri! Hlrereuts GurpH
wparwsd) SBPErLLrT aurgpss Carean Gib
(urrHur’ @)
" Bretsr@ss Qumenw uei Consgssp
Cprer Sy 55 0P ssaud) srideyseir
(o Gau. srflpr silwi)
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“ giflpQarsr m QereeLr
S% BllF p g Heveorm ™ (sllypsrur’ ®)

“ oy BrrGL sparm@rri G
ST W1 ey &WaT@ErTLGL - Gafl#
swrrRu & bs6 6T YerrLGL .
(SBrriGL)

“ Aoy aLy@Curd - Qgia s 585Cwrfés”
frsled Hew peurer
s pr® aurps !
i 56em 585@ 260 peurear
S8 pri eurps !
@& s8ar gilwrurfl, s8p pr® arps !
B9 BSGU uellur g sl pr@ wrps !

I may specially refer here to his spiritual poems

which are of great beauty.

“ Syt b5 GBEST a5
soy3865S o erorGu
SJEHF) BEHFD IjEHFGV T
DEEIGD P G C&F T 6T er &7 60
STLflES g aur peled
CaruisAmbs eTarwar
Geraw oG SPsAée
Gurs ppPleit Gz
(ymsar url®)
“eprer prwsr! B mST & 5
Qs b o Bleyid ey 9 Hm g
Gusirew b 19 niure) Csig.e0m er v eur b

Sy oW YHAUGBSESTHauT erar Her
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Guow FAdsr Garear wap Qsr® s 5,
Gerpib gienflyd C5PuGsrar@n
&b I pellder Qarsrens Qusir Her f
Sereler o556 Symer eA%rwriigsir
sorelwed Curarp smiwrdear Qumad sir
o_srelilar 5C 5y o awi p A CaarGp
QUST(IPLD TRISST UT P HTL. ST&EH
wussrd ury LAPEHL S SHauT
TEGH Grécw aifigimLs Cerd "



BOOK III
TAMIL FINE ARTS



CHAPTER 1

The Fine Arts in Tamil Nad

Certain very ancient Tamil words sum up Tamil
culture admirably. Aham and Puram refer to the internal
emotional life and external social and economic and
political life of man. The words Aram porul inbam
Veedu (corresponding to Dharma Artha Kama moksha)
describe the fundamental aspirations of man. Ava and
Anbu describe the hunger and thirst of the human soul
for God. Similarly in the realm of aesthetic life the
word Muthamizh (Three aspects of Tamil) describes Iyal
and Isai and Matakam (Poetry and music and Drama).
Tholkapiam refers to Muthamizh, Silappadikaram.
shows Muthamizh in all its glory. The Arangetrukadai
in it describes in great elaboration the arts of music and
dance.

IYAL (Poetry)

Rhetoric and Aesthetics are a comparitively late
arrival in Tamil literature. They receive only a meagre
and elementary treatment in Tholkapiam. Dandi
Alambaram (11th centuriy A.D.) and Aranool and
Veerasoliyam follow Dandi’s Sanskrit work on Aes-
thetics. Prosody also gets only a meagre treatment in
Tholkapiam. In the early classics only simple metres
were used. It was only later that long and complicated
metres called Viruthams (Sanskrit vritta) were used.
The Tamil metres use the charming devices of allite-
ration and assurance. End-rhymes are rare. The Tamil
works on prosody (yappu) are yapparunkalam, yap-
pilakanam etc.
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ISAY (Music)

Tamil Isai (music) is a highly developed indigeneous
system of vocal and instrumental music. The literature
of the Sangam age of music such as Isainunukam,
Panchamarapu, Indrakalyan etc. have been lost. The
commentator on Silappadikaram (Contd. IIT) says that
Isai is called so because it harmonises the poets’ ideas
and the actor’s expression of them. Adiyarku-nallar
says there that Isai unites melody with poesy and that
Pan(melody) is called so because itis made by eight
sounds issuing from eight portions in the body. The
musicians were called Panar. The Nighantus

(dictionaries) like Divaharam and Pingalandai give the
names of 103 Pans.

There were four varieties of Pans according to the
various tracts viz. Mullai, Kurinji, Marutham Neydal
and Palai. Twelve pans are said to be daytime tunes,
nine pans are said to be night-time tunes, ‘and five pans
are said to be common to day and night. The suddha
musical scale of the Tamils was the Hari Kambhoji
scale. Pan corresponds to the Melakarta Raga and
tiran 10 Janyaraga to use the modern musical phraseo-
logy. Pan corresponds to the fulll or Sampoorna
(heptatonic) scale tiran to the pentatonic scale and
tiratiran to the scale with four notes. The Tamil of the
seven notes were Kural, thutham, Kaikilai, uzhal vilari
and tharam. The three octaves were called manda,
sama and Val. The Tamil words for Vadi, Saavadi,
Anivadi and vivadi were Isai, Kilai, Natpu and Pagai.
The Tamil literature terms with references to various
types of musical composition such as ammanai, unthiar,
empavai, Kanalvari, Kilipattu, kuyil, kurathi, sangu,
sazhal, talattu, tellenam, pallandu, pallu etc. We havealso
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siddhar songs, nondi chindu, kummi, kolattam, pallu,
kurawanji etc. Great modern composers like Arunachala
Kavirayar, Muthu thandavar, Kavikunjara Bharathi
and Gopalakrishna Bharathi have followed the great
Tamil Isai traditions of the past.

The chief muscial instruments are referred to in
Perumpanatrupadai, Sirupanatrupadai. Porunaratru
padai cte. They were the Yazh, the Kuzhal (flute)
and the drum (mirudangam). The Yazh resembled
the harp and had no frets. Manickavachagar refers
both to Yazh and Veena (@Feraflans ofSowrwi
wrifleri g mursd). There were various types of Yazh
viz., Periyazh with 21 strings, Makara Yazh with
17 strings, Sakoteyazh with 14 strings and Siriyazh
with 7 strings. A beautiful verse in Silappadikaram
gives the place of honour to the flute (kuzhal) which
is to be accompanied by the Yazh and the drum.

It is said that Ravana sang in Vilaripan to
propitiate God Siva. The Thevaram and the
Tiruvaimozhi refer to the Pans in which they were sung.
The Saiva Thevaram melody — moulds would remain
largely yet but the Vaishnava Prabhandam or Tiruvoi-
mozhi pans have been lost and the ragas which came
into vogue in the time of Nathamunigal and are now
used have Sanskrit names. Sempalaipan is the same as
Sankarabbarna Raga ; Tiran Sadari is the same as
Nilambari Raga; Mullaipan is the same as Mohana
Raga; Puraneermai is the same as Bhoopala Raga
and Takkesi is the same as Kambhoji Raga.

NATAKAM (Drama)

In the arts of dance and dance-drama, Tamil Nad
rose to great heights, The anciant works of the
Sangam period are said to be Sayantham, Muruval,
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Seyittriyam, Gunarool, Bharata Senapateeyam. Most of
these have been lost except for the few sutras from
Seyittriyam and a few stanjas from Gunanool and
Sayantham quoted, by Adiyarkunallar and other
commentators. Dancers were called Koothars or
Porunars or Kodiyars. The Commentators on
Silappadikaram describe in great detail the construction
of the hall of dance. The finger-poses or gestures
(mudras)are said to be 33 in number. The
Tholkappidm describes such dances as Vallikoothu,
Kazhanilaikoothu, Velan Veriyadal etc. Silappadikaram
shows how religious dances centred round the
worship of Murugan (God Subramanya) and Mayan
(God Vishnu) and Kotravai (Goddess Durga).
Bharata Natyam which has attained high excellance
in Tamil Nad and is very popular there has been
maintained in a high state of perfection.

The old drama such as Rajarajanatakam on Raja
Raja Chola are not now extant. Later dance dramas
were Arunachala Kavirayar’s Rama Natakam, Kumara-
gurupara’s Minakshi Amman Kurram and Thiru-
kootarasappa Kavirayar’s Kutrala Kuravanji, The
works called Pallus are also dance dramas. On the whole
the Tamil achievement in the realm of drama is not of
considerable volume or merit. Of late many Tamil

dramas have been written by P. Sambanda Mudaliar
and others,

OTHER ARTS

The Tamils specially excelled in architecture and
sculpture. The Gopurams (frontal towers) of the South
Indian temples are deservedly famous. They are massive
yet beautiful and for surpass the temples in the rest of
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India. The sculptures in the famous temples at
Chidambaram and Madurai and Rameswaram as well
as the comparatively unknown temples at Dadikinlu
and Kailasapuram are very remarkable. The sculpture
of Nataraja in many temples in Tamil Nad is one of
the marvels of the world. The rural paintings at
Sittanna Vasal and Tanjore and in Travancore are of
great beauty but on the whole the excellence achieved
by Tamils in painting is not of as high order as in the
other fine arts.



CHAPTER 11

The Development of Fine Arts in
Madras City

- (By Dewan Bahadur K. S. Ramaswami Sastry)

INTRODUCTORY

The rise and consolidation of a set of detached
villages on the eastern seaboard of India into the great
metropolitan city of Madras form one of the romances
of modern times. An endeavour will be made here to
describe and evaluate the growth of Art in the city of
Madras during the last three hundred yzars. AsJ. J.
Wheeler says in his interesting work * Madras in the
olden Time > (1640—1748) published in 1869 ¢ Old
Madras! What a multitude of associations are called
up by the simple words! What curious pictures of the
past flash before our eyes ...... Members of council rode
about in bullock bandies and the guards of the President
were armed with bows and arrows, swords and shields...
gentlemen wore large house, preposterous breaches and
hats with conical crowns and bunches of feathers...... ”
Let us try to lift the curtain of the past and have a

peep into the many-sided artistic changes in Madras
since its humble birth.

The humble and lowly origin of this proud city
may be guaged by the want of knowledge even about
the origin of its name Madras. The Tamil name
Chennapatnam came from the petty chieftain Chennappa
Naick whose son gave the grant of the site of Fort St.
George. The grant was to open “a factory in or near
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b4

Madraspatam.” Madraspatam was probably a little to
the north of the granted site Chennapatanam. It is so
shown in Dr. Fryers’s plan which was published in 1698
after his visit here in 1673. Both names applied to the
proud city today, and of the two names, the more
famous is Madras. One unproved theory derives the
name Madras from the Christian fisherman Madrasan
by name who was the headman of 1he fisherman’s kuppam
(hamlet) where the factory was built afterwards. Messers-
Yule and Burnell derive the name Madras from the
Hindustani word Madrasa (a college). But Col. Love
rejects this explanation because it is improbable that such
a structure with such a name could have arisen under
Vijayanagar rule. The derivation from Nanda Rajya
(benighted kingdom) belongs as Mr. Love says to the
category of ,post hoc non propter hoc etymologies. The
derivation from Madre De Deus (Mother-God) is
equally forcible, because there is no proof of the
founding of a church at Madras before 1640 by the
Portugese of San Thome. Col. Love guesses that the
name may have come from some local ruler named
Mada Razu. Another theory is that the name came
from that of the rich portugese merchant named Madra.
Thus the matter is involved in mystery but it is pleasant
to guess that after all in some way or other, the word
might be connected with 2ncient and lovely word which
is common to all languages and which means * Mother.’

GENERAL OBSERVATIONS ON INDIAN ART

If we wish to understand and evaluate the trends in
Art during the last three centuries in Madras, we can do
so aright only if we understand the fundamental
principles of Indian Art in general. Of all the basic
Indian ideas on Art, perhaps the most basic idea is the
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unity of God and Man and Nature. Laurence Binyan
says, ** An opposition between Man and Nature has
been ingrained in western thought. It is the achieve-
ments, the desires, the glory and suffering of Man that
have held the central place in Western Art ...... But in
China and Japan, as in India, we find no barrier set up
between the life of man and the life of the rest of God's
creatures ... not the glory of the naked human forms, to
western Artis the noblest and most expressive of symbols;
not the proud and conscious assertion of human
personality ; but instead of these, all thoughts that lead
us out from ourselves into the universal life, hints of the
infinite, whispers from secret sources-mountains, waters,
mists, flowering trees, whatever tells of flowers and
presences mightier than ourselves; these are the themes
dwelt upon cherished and preferred. Art is due to a
desire to utter and express passionate emotion which is
evoked by beauty. Itisnot a mere mimicry or a mere
photograph. It is a creative representation of natuare or
a creative transcendence of Nature. Itis creation as
well as recreation. Its aim is joy and not mere

pleasure. It ““ makes straight in the desert a highway
for our God.”

Other great traits of Indian Art are its spirituality
and its preference of creativeness to mere imitation.
The Artist should not and could not even if he would,
compete with Nature. Nature has the widest canvas
possible and has a wonderful proportion of perspec-
tives and a peerless variety of colours. Artists who
paint on a few square feet of cloth stretched on an easel
and who have only a limited repertory of tints and have
to resort to futile tricks to give an impression of back-
ground and foreground and a visualisation: of solidity
and depth can never hope to attain even a petty fraction
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of Nature’'s boundless and veriegated achievements.
What the soul of man craves from an artist is to paint
the soul and its interpretations of life and its imagina-
tions of super life. It does not want a mere imitative
representation of nature. If that is the desideratum
colour photography would be a supreme art and a
photograph would be the best picture. The true artist
is a maker of things and not a mere imitative producer
of accurate pictures of things.  The world of reality is
not the mere world of fact, the mere phenomenal world
which we see and hear and smell and touch and taste.
We pine for “that fair Beauty which no eye can see
and that sweet music which no ear can measure . Art

must have her feet on the FEarth but her head in
Heaven.

Madras in common with the rest of India and
India in common with the rest of the world have not
escaped the vulgarisation of Art owing to the increasing
worship of mammon and the increasing admiration of
science. Shelley said on one occasion: ¢ Poetry and
the principle of self are God and Mammon of this
world”  Benjamin Kidd has pointed out in his Secial
Evolution that the fund of altruism in a community is
the surest guarantee of its culture and civilisation. Any
one who reads the signs of the times in Madras can
easily see there Mammon counts more than God in an
increasing measure and how the fund of altruism is
steadily getting less and less.

Science in its own way has contributed to the same
untoward result. The new born wonder at the mechani-
cal laws governing things have killed themselves.
Lawrence Binyan says in his excellent work on Painting
in the Far East * Setting out to conquer the material
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world, to master its secrets and harness its energies to
our uses, we have given our devotion to science ; but in
the end Science has humbled us?®. It has killed our

reverence and has not sustained our hope in the destiny
of Man or of the Universe.

Further, in a commercial and irreligious age, the
higher and rarer forms of Act seem bound to suffer. The
art imitative of nature is preferred today to the higher
imaginative and mystical and spiritual art which is
prophetic in its voice and which brings to us the message
of God. The fact is that true beauty is a product of
health holiness and is an elusive quality which vanishes
if it is avidly and grimly pursued.

Equally disastrous has been the effect of
Democracy on Art, whatever have been its beneficial
effects on social and economic and political life by way
of setting right ancient wrongs. There is increasing
vulgarisation of Art because of tite combinations of low
aims and wide publicity. The patronage of princes and
nobles has gone and the patronage of the public has
come. Beauty is becoming increasingly that which hits
the uninformed and fluctuating popular taste.
Indusrtialisation and mechanisation have overflowed the
boundaties of industry and have entered the precincts
of the industrial arts and of the useful arts and of the

decorative arts and have invaded even the sanctum
sanctorum of the fine arts.

There have teen other deadly and destructive influ-
ences in operation here as in the west. In art as in life
there is all over the world a revolt against the tradition
and a proneness to chaotic and uncontrolled
individualism and license. Tradition is the jewel-casket
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containing the jewels of past artistic experiences., We
must assimilate and then surpass them. But the
tendency today is to ignore or break them, a break
away from them aliogether. Mr. C. M. Villiers says
well, “To understand and appreciate any phase of
Eastern art, its underlying symbolism must be always
kept in view .

THE ART OF TOWN-PLANNING

The Art of town-planning is the mother art and
without it the arts including fine arts and useful arts,
cannot thrive and attain perfection. The ancient Indian
cities grew around great temples and were better
planned than modern cities about which Professor
Radha Kamdl Mookherjee says well: A planless
muddle of factories, warehouses, railways and slums has
led to terrible congestion”. He says with equal
justice and clarity of perception, ‘¢ The value of Indian
domestic and communal ideas and traditions, which
have found their expression in our architecture and city
development is seen at their best in South India .

The ancient cities of India were not only temple
cities but were also garden cities. The modern sight of
rows of constructions of brick and mortar, interspersed
with crowded and insanitary slum dwellings in thatch,
was unknown before,  India must not lose her love of
gardens and avenues, especially because she is a tropica)
country. The planting of gardens and avenues has
always been considered a pious and meritorious act in
India. It is a matter for congratulation that Madras,
unlike Bombay and Calcutta, has grown up as a garden
city, though this was due more to historic accidents than

to conscious planning.
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Another note-worthy fact is that a fine combination
of utility and beauty was achieved in rural and urban
town-planning in South India, though even there the
Malabar ideal of garden houses is finer than the East
coast ideal of street houses. Every street has its avenue
trees which provide shade and flowers and fruits. Every
house has a flower-garden. It has got also a vegetable
garden which receives and renders innocuous the sewer-
age of the house. Every town and every village had to
construct board streets for the sake of the car procession.
The temple is the centre of the village or of the town
suburb and influenced the life of each house so as to

make it a small temple. There was no lack of public
tanks and flower-gardens,

But Madras, on the whole, is luckier than Bombay
and Calcutta. The Imperial Gazeteer of India
(Provincial Series, Madras) says: In Madras, if we
except the sea on the East, there are none of the natural
obstacles as are in Calcutta and Bombay”’. The sea,
instead of being a gaoler, is a gentle guardian angel.
The city isa cluster of villages which have been drawn
towards the central scene of Fort. St. George so as to
form a solar system. Professor Geddes says in his work
on Cities In Evolution there is no need to convert
Madras from a poleo-technic city into a Neo-technic
city. It has evolved from a military station into a
neo-technic city by a stroke of luck. The newest suburb
viz. Thyagarayanagar has sprung up on the site on the
old Mylapore lake. The city is capable of considerable
expansion westwards and to a less extent northwards
and southwards and is a vigorous tree throwing out new
branches crowned with new and lovely flowers and fruits.
On the whole it is a garden city and its future industria-
lisation will not murder its character of a garden city.
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But the people must be properly imbued with a sense of
the beautiful if the city is to maintain its individuality
and beauty. As F.S. Marvin says well. “ Garden
cities would quickly turn to slums again if the people
living in them had not the desire to keep them beautiful
and the knowledge of how to do it”, Already slums
have showed their heads in many places in our beautiful
city. Some of them are industrial slums but most of
them are mere social slums which are due to poverty
and ignorance and which can be mended by the help of
the educated and the well-to-do classes. The clearing
of the slums has been taken up of late by private effort
as well as by the activity of the Madras Corporation,
because the civic sense is growing keener day by day.
The Government has been most keen and eager and
sympathetig in this direction. There is thus a fair
prospect of Madras being rid of her slums in the near
future.

The history of Madras and its suburbs is dealt with
by others in this Volume. It may, however, be stated
here that the villages of Mylapore and Triplicane and
Tiruvottiyur were of hoary antiquity and were well-
known before the Rajah of Chandragiri ceded the
territory on which Fort. St. George was to arise to the
East India Company. Mylapore was famous before the
birth of Christ and was the nalli-arpha of Ptolemy. It
is said that the ancient Mylapore was washed away buy
the sea. It used tobe called Malliapore. It was the
birth-place of the famous saint Tiruvalluvar who was
the author of the world-renowned Tirukural. It is said
that the apostle St. Thomas hid himself in a Mylapore
to save himself from persecution and that he was found
out and fled to St. Thomas Mount, where he was killed,
His followers existed in South India from the fifth
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century A. D. The Portugese built churches on both
places. The original designation of fortified Portugese
settlement was San Thome de Meliapor. Triplicane
became in course of time the favourite suburb and many
substantial residences bordered the Mount Road near
the Government House. It was Nawab Neknam Khan
who rented Triplicane to the English Captain for fifty
pagodas per annum. In 1676 the king of Golcanda
confirmed the grant. It was Governor George Morton
Pitt who in 1730 sent for spinners and weavers from
Salem and Worriapaliam and induced them to settle at
Madras as he wanted to develop the supply and export
of calico. Adiappa Narayan who was the Governor’s
Dubash established the weaving village Chintadripettah.
Muthialpettah (meaning pearl town) grew up as a suburb
and is ncluded in George Town. Near to it was the
Pagadalpettah (coral town) the remnant of which is the
Coral Merchant Street. These suburbs were so called
as pearl merchants and coral merchants lived therein.
Pedda Naik Pettah was called also Comerpettah
(Kummar Pettah i.e., Potter’s Pettai), Peddu Naik was
the chief of the local Police. Peddu Naik Pettas
contained many guarded houses. The other suburbs such
as Teynampet. Royapettah, Kilpauk, Vepery, Purasa-
wakam, Washermanpet, Tondiarpet, Royapuram, and
Nungambakam, Egmore, Tiruvottiyaur with its suburb
Kaladipettah (Colletpettah after Governor Joseph Collet
who settled many weavers there) and quite recently
Thyagarayanagar have gradually come into the urban
Picture of Madras. The Governor Elihy Yule (1687,
1702) got a renewal of the original lease from Nawab
Zulfikar Khan along with Egmore, Purasawalkam and
Royapuram, Nungambakam and Elunur (Egmore) are
stated in a copper plate grant of the 11th century A. D.
The famous temple at Tiruvottiyur is earlier than the
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8th Century A. D. The famous saint Pattinathar
attained salvation there and it contains a temple dedica-
ted to him near the seashore.

THE ART OF ARCHITECTURE

The founding of the Fort St. George by Francis
Day in 1639 though it may not have legendary associa-
tions like the founding of Rome reads like a chapter in
a romance. Our main source of information is quite
naturally H. D. Love's Vestiges of Madras (1640-1800)
in four volumes In 1699 Thomas Salmon described
thus the fort which was built in 1640 and completd in
1643 by Francis Day and Andrew Cogan. ‘¢ The fort
is a regular sqare, about a hundred yards wide on each
side, with four bastions, built with what they call iron
stone (laterite), being of the colour of unwrought iron
and very rough on the outside like honeycomb. There
is no ditch about the fort, and the walls are arched and
hollow within, so that I question if they are cannon
proof . The Europeans lived in what was called the
white Town which adjoined the Fort It had three
streets of the north and three streets of the south. The
buildings therein were of brick, and several of them
were two storeys high. The white Town was walled
round and had several bastions and bulwarks to defend
its walls. The sea and the river fortified two of its
sides. On the north side of the Fort stood the Portugese
Church, and to the Southward stood the English Church
which is described by Thomas Salmon in 1699 as “a
pretty elegant building and moderately large.” To the
northward and adjoining the White Town was the Black
Town (happily christened as George town in 1906 on
the occasion of the visit of His Majesty King Emperor
George V when he was the Prince of Wales). In 1699
Thomas Salmon refers to the Fort St. George ‘it was
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built in the form of a square and is better than a mile
and a half in circumference being surrounded with a
brick wall 17 feet thick, with bastions at proper distances”
and that ‘““ it has also a river on the West and the sea on
the East.” Governor Thomas Pitt took up the fortifi-
cation of Black Town in 1700 and completed it in seven
years. Black Town stood on the area now occupied by
the outer glacis of the Fort and the Law College and
High Court Parks. The French destroyed it in 1746.
When the English got back Madras in 1749 under the
treaty of Aix-La-Chapelle, the Indians shifted to the
New Black Town consisting of Muthialpettah which lay
to the north of the old Black Town and of Peddanaiken-
pettah which lay to the West of the old Black Towan.
The new Black Town was also walled but the walls were
pulled down in the middle of the 19th century, though
portions of them still exist near the Royapuram Medical
School {now Stanley Medical College) and north of old
jail

Thomas Pitt’s plan of Madras displays the Fort and
the White Town with its southern portion containing
Charles Street and Church Street and St. Thomas Street
and its northern portion containing Choultry Street and
Middle Gate Street and James Street and also the Town
Hall, the Portugese Church, the Barracks, the Hospital
the Mint, and the Carpenter’s yard. In the Black Town
were the English Burial Ground, the American Church,
the Great Pagoda, and the Mosque. It may be men-
tioned also that in India Office there is a series of six
views of Eastern Forts painted by Lambert and Scott
about 1732, These comprise Fort St. George, Fort
William, Bombay Castle, Tellicherry, Cape of Good
Hope, and St. Helena. Neither Artist visited India.
The East India Company bought them at 15 guineas per
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picture. The picture of Fort St. George shows ships in
front and houses and the fort at the back. In 1735
John Bowles made a print of the paintings. In 1736
Gerard Vandergucht engraved the paintings.

It would seem that much of the luck of Madras in
being a garden city is due to the hobby of some of the
early Governors of Madras in that direction. Governor
Fitt wrote to his friend Samuel Onglay London on
23—1-1702 “My leisure time I generalls spend in
gardening and planting ” He took steps to embarks
drain, and plant the hitherto marshy island. He made
the fine double avenue known as the ** Great Walk "
across the Island so as to form a vista for the Company’s
Garden House on the north bank of the Elambore (now
called Egmore) River (North River) which flows into
the Coound river. Though the rivers running through
Madras have little beauty and less sanctity, yet Madras
must be thankful to them for some amenities. Even the
*“Silvery Cooum ™ as it is called probably by way of
raillery at its unsilveriness - fills a place of its own in
the amenities of Madras. It is called also the Poona-
malle river and the Triplicane river, and probably
Cooum is a contraction of Komalam or Koemaleswaran.
H. D Love’s Vestiges of Madras gives us much infor-
mation about the many garden houses in Madras. For
instance he refers to Niccolao Manucci’s Garden House,
and ‘Elephant Garden” or Maria Bis’s Garden, which
was north of it was taken on lease by the Company in
1675. The road running West from it was called Elephant
Street, a name still preserved towards its Western end
as Elephant Gate Road. Other Gardens and garden
houses were the Inner Garden which contained the
burial ground, the Outer Garden the Company’s old
garden, the New Garden called also Garden House in
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Peddanaikpettah (destroyed by the French in 1746),
The Guava garden, Joshua Pereira’s Garden, The Three
Brothers Garden, the garden houses of Henry Brooke
and Marriette’s Garden near Amir Mahal near
Royapettah (the residence of Prince of Arcot), two
Mackay’s gardens in Nungambakam (one of which was
on the north side of the Mount Road near the
Thousand Lights and the other further northwest of the
Nungambakam Road) George Strattons garden house
near the above, the Admiralty House in St. Thome,
Ameer Bagh, (now Elphinston Hotel), Brodie Castle.
Dunmore House, Luz House, Old Cottage etc. In 1699
the ancient residence in Charles Street on the river
front, known as the Jearsey House, was purchased for
the Company’s use as a Calico * Beating Godown’® and
Granary. It was near the site of the present office of
the Accountant-General and belongesd to Henry
Greenhill and passed to Jearsey and then to Elihu Yale
and others from whom the Government bought it for
1,400 pagodas  The Company’s warehouses were
mostly in the southern half of the white Town.

It may be mentioned here that Mr. George Morton
Pitt who was the Governor of Madras erected the South
Sea gate colonnade, an avenue of four rows of pillars
covered with terraced roof, which formed a sheltered
approach from the Sea Gate to the Fort Square. The
Sea was very near the walls of Fort St. George then and
the eastern gate of the Fort - the sea gate - opened
directly into the sea. The colonnade consisted of
thirtytwo columns of black Pallavaram greiss, The
French carried it off in 1746 to adorn Pondicherry.
After the fall of Pondicherry, the English brought them
back and reerected in their original position. In the
19th century the colonnade was converted into a
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covered building by walling up the spaces between the
pillars.  Later on the building was used for the
Government Press and Record Room. In 1910 it was
dismantled to make room for the new Legislative
Council Chamber in the construction of which the best
preserved of the columns were incorporated

I may refer here to the construction of the
Government House. It is said that the first Govern-
ment House which was originally the Governor’s official
residence, was a citadel within an inner retrenchment
and had a dome roof. H. D Love says in his List of
Pictures in Government House: It probably covered
part of the area occupied by the present Secretariat .
The garden of the old Garden House which was
occupied by the Governors after the earliest Garden
House in thg old Black Town was abandoned, was
where the Medical College now stands and the Garden
House itself was where the General Hospital exists
to-day. After it was destroyed by the French in 1746
to 1749 a new Garden House called the Company’s
Garden House was bought in 1753 from Mrs. Luis de
Madeiros and has been the gubernatorial residence at
Madras. In 1758 Lally occupied it during the Freach
attack on Madras. It was damaged then. It was
rebuilt in 1762 and had a park of 70 acres. A third
storey was constructed in 1860. Its architecture is that
of a Greek temple of the Doric variety of structure,
The Banqueting Hall is one of the buildings in Madras
and was built by Goloingham in 1803 at an outlay of
74,000 pagodas as a memorial of Plassey and Seringa-
patam during the governorship of Lord Clive who was
the son of the famous Lord Clive.

Reference may be made to a few other public build-
ings which have grown up in Madras. The earliest
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Hospital was kept on Cogan’s house in 1664 to treat
sick soldiers. In 1688 a double-storeyed house near the
Church was used for that purpose, and later yet a hired
house in James Street was so used. There was a garden
in the place where the Medical College and the General
Hospital are now situated. A special mention should be
made of the Chepauk Palace. The Nawab Muhammad
Ali, Wallajah wanted to build a palace in Madras and
wrote to Mr. Palk who was then the Governor of Fort
St. George. *““Besides the Fort of Madras, in such times
I knew no other place of security.” A site 18,000 square
yards in area was thereupon granted to him. The
Chepauk (Chepauk means a lonely village) was built by
him in two blocks—the southern called Kalasa Mahal
consisting of two floors and the northern building which
consisted of one floor and consisted of Humayaun Mahal
and Dewankbana. These stately and spacious buildings
were in the Saracenic style and have got small and big
domes peculiar to that style of architecture. On the
death of the last Nawab in 1855 the buildings were
acquired by the Government. The Southern Building
housed the P. W. D. Secretariat as well as the College of
Engineering till the College was recently shifted to
Guindy. The Northern building is usad as the office of
the Board of Revenue. The Marina which is itself one
of the charms of Madras and has no parallel in India and
which is said to have been made after the model of the
Marina in Palarmo in Cicily-has got also other beautiful
public buildings such as the Presidency College, the
Aquarium, Queen Mary’s College etc. Among these
must be mentioned prominently the new and spacious
and beautiful University Buildings and the University
Examination Hall, The former houses the University
Library, the University Research Department and the
University Office and was built at a cost of 11 lakhs of
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rupees. The building contains also the Government
Oriental Manuscripts Library. Other prominent public
buildings in Madras are the Accountant General’s Office,
the Government Secretariat Buildings, the Victory
Memorial, the High Court with the Light House in it
and the Law College and the Imperial Bank and other
Banks and the General Post Office and the Customs House
and the Museum along with the theatre and the Conne-
mara Public Library (which formed the old Pantheon)
and the Victoria Technical Institute and the Old College
(which was used as the college of Junior Civil servants
who bhad to study the local laws and languagesand where
the office of the Director of Public Instruction is now
located), the Central Station (M.S. M. Rly.), and the
General Hospjtal and Moore Market and the Victoria
Public HaKk and the Ripon Buildings and the Egmore
Railway Station, The Accountant General’s Office was
formerly the office of the Board of Revenue and was
originally the Admiralty House which was the Gover-
nor’s Town Residence and was used during Lord Clive’s
time and later for the celebration of State functions till
the present Banqueting Hall was built in 1803, The
Admiral used to have his suburban residence in San
Thome and that building also is known as the Admiralty
House and is the property of the Maharajah of
Vizianagaram.

Styles of Dravidian Architecture are represented by
the gopuras of city temples, Elements of this architecture
combined with the Indo-Saracenic style are noticeable
in the new University Buildings on the Marina. One of
these has its distinctive characteristics and has itself been
undergoing a silent evolution in the course of the
centuries In Mad:as City we have examples of many
of these styles. The Dravidian style contains a small
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interior sanctuary with a storeyed pyramidal tower,
preceded by an enclosed porch, and accompanied by
pillared halls and gopuras or elaborate pyramidal
gateways to the enclosures, the gopuras being full of rich
sculptured ornament. The Indo-Saracenic style consists
of the pointed horseshoe or keel-shaped arch, and
bulbous dome, and arcades, and ornament in arabesque.
The Muslim design is noteworthy for its felling for pure
outline as distinguished from the Hindu plastic treat-
ment of surfaces. The pointed arch of Saracen builders
was taken from the Indians and was adopted because it
was the architectural symbol of hands joined in prayer
and showed that all things converged towards one. The

Gothic spire of Christian Churches also was symbolical
of such aspiration,

Turning to the sacred buildings in Madras, I have
referred to the famous temples at Mylapore and Tripli-
cane and Tiruvottiyur. The old Kapaleeswara temple at
Mylapore belonged to the first century A. D and seems
to have been near the Mylapore beach and 10 have been
overwhelmed by the sea or to have become dilapidated.
The present temple which is further inland is a compara-
tively modern construction. There is a temple dedicated
to Tiruvalluvar in Mylapore. The Triplicane temple
belongs to the 8th century A.D. and belongs to the
Pallava period and contains a Pallava inscription as well
as fragments of Chola and Pandya records and a few
Vijayanagar inscriptions. Mr. Love says in his Vestiges
of Madras that there was in the site of the present High
Court a temple which was built in Black Town and was
dedicated to Chenna Kesava Perumal and which was
demolished in 1757 owing to military exigencies. Two
temples were built in Peddanaickpettah-one dedicated
to Chenna Kesava Perumal and the other to Mallike-
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swarar. There are also the Mallikeswara temple at the
northern end of Muthialpettah as well as the Ekambare-
swara Temple built by Alangitha Pillai who was the
chief merchant of the company and died in 1695, Permal
temple in Peddanaickanpet, Karaneswarar temple etc,
There are also many mosques in Madras, the most
famous of which is the Big Mosque in Triplicane. At
one time the Government managed the temples out of
revenues got from endowment of land and from a tax on
imports and exports paid voluntarily along with the cus-
toms dues. The custom had long prevailed in Madras of
levying duties on merchandise for the maintenance of the
Black Town Temple and Mosque. Under this system the
Hindu and Muslim communities each contributed towards
the upkeep of ¢he other’s principal places of worship.
If this spirit of fellowship and good-will were to prevail,
there would be no Hindu-Muslim problem at all. In
1707, however, Moghul and Patan merchants refused to
pay monies to the temple. Governor Pitt ordered the
same to be paid because such a spirit of non-coopera-
tion might eventually result in non-payment of the
Company’s customs dues. He said: *‘Give them an
inch and they take an ell” In 1712, there was
objection raised again, and Patan merchants deserted
Fort St. George for San Thome 1In 1716 the Govern-
ment gave way and consented to the duty of 259 cash
per pagoda being donated by them to the mosque. A
few years later, in Governor Collett’s time some Patan
merchants from Bengal agreed to settle in Madras, if
they were exempted from duty to Pagoda or mosque,
and they got a deed to that effect.

Among the Churches mention may be made of the
Luz Church whose inscribed foundation stone built into
its southern wall bears 1516 as its date; St. Thomas
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Cathedral in which lie the remains of the apostle St.
Thomas and which contains a series of memorials or
Portugese pioneers beginning with 1557, though the new
cathedral now in existence was consecrated only on
10th May 1896, two other churches in San Thome one
of which bears 1635 as the date of its construction and
St. Mary’s Church in the Fort which is the oldest
Protestant Church in India and was consecrated in 1680.
The Armenian Church at the end of the Armenian
Street belongs to the seventeenth century. The
Anglican Street, George’s Cathedral in Mount Road,
and St. Andrew’s Kirk in Egmore may also be
mentioned here.

It is not possible to go here into. details about
other buildings in Madras. But it may be stated that
Madras has specialised in a style of building which
combines elegance and comfort. What is called
““Madras Terrace” is well-known. It is only now
that fero-concrete work is superseding it. Madras
plastering also is famous. Mrs. Kindersley said in
1777, ** What gives the greatest elegance to the houses
(in Madras) is a material peculiar to the place: it is a
cement or plaster called chunnam made of the shells of
a very large species of oysters found on thig coast ;
these shells when burnt, pounded and mixed with water,
form the strongest cement imaginable ; if it is to be
used as a plaster, they mix it with whites of eggs, milk,
and some other ingredients ; when dry it is as hard and
very near as beautiful as marble ”’,

But it must be said that of late there has been
much deterioration in the artistic construction of public
as well as private buildings in Madras, judging from the
point of view of the beautiful art of architecture.



149

Dudley Harbron says in Amphion about the west in the
nineteenth century  ““ The repetition of a cheap house
in a dingy street side by side for miles was a variety of
torture invented by the inhabitants”. He says further
“The philosophy of civilisation has aimed at stability
at the expense of originality ”, But now even stability
seems to be bidding us adieu. We have got to-day an
amorphous mixture of styles. Nay, the latest
architectural craze is to make a building look like a
large number of deal wood boxes placed one by another
and one upon another! The old skill in carving
ornamental stone pillars culminating in floral designs
seems 10 be no longer wanted. Curves seem to be
taboo. We have oceans of straight lines unrelieved by
an iota of curvature or ornamentation. The race of
the old master builders (Sthapathis) is almost extinct.
The Manai Sastras (Silpasastras are almost forgotten.
The ubiquitous Maistre is an expert in the art of
construction of cheap and ugly buildings constructed in
an odd medley of styles!

It is here that the public has to be in a state of
perpetual vigilance. William Ellis says well in his work
on The Pleasure of Architecture, ‘* Translated into terms
of civics and the humane arts, the underemployment of
the good and the over-employment of the bad means
that we, the unfortunate public, are going to endure yet
a fresh crop of ugly and ridiculous buildings, not to
speak of functionally disastrous towns”. What John
Summerson says of London is equally true of other
towns. * London is being rebuilt but not as we are all
painfully aware, in the interest of order or magnificence .
Mr. E. B. Havell has rightly protested against making
architecture a bye-study in mechanical engineering and
urged that it is not a mere profession or a business or
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an amusement or a fashion but is or must be a living
and noble art He says *‘It is really the modern
Anglo-Indian buildings designed according to the
archaelogical rules of the paper architect-often ignoring
conditions of climate, site, local materials and local
eraftmanship - which are deadly in their monotony and
lack all the essentials of real architecture.

The only silver lining in the cloud is that even
to-day the architects and masons who take part in
temple construction are loyal to the eminent traditions
and motifs to a considerable extent. But there is a
danger to-day of a dilution of styles here also. The
desire for ampler room-space and better ventilation is
commendable but there can be no excuse for odd
mixture of styles whether the old type of materials or a
new type of materials be used. It is to be hpped that a
renaissance movement in the art of Architecture will
right our many defects and deficiencies today.

I may refer here to a few other interesting architec-
tural features of Madras. Among the bridges in
Madras may be stated the Armenian Gate Bridge which
was noted in Pitts’ map and was the oldest bridge in
Madras, having come into existence prior to 1677, the
Egmore Bridge (now called St. Mary's Bridge) which
came into existence soon after 1703, the Island Bridge
which was built in 1705 to connect the Fort and the
Island, Triplicane Bridge which joined the Island with
Triplicane and whose side is now occupied by St.
George’s Bridge (Government House, Bridge), Anderson
or College Bridge, Hamilton Bridge (now known as
Barber’s Bridge), Beofield’s Bridge, Commander-in-
Chief’s Bridge, Elphinston Bridge in Adyar, Garden
House Bridge joining the Island with Peddanaickpettah,
Haris Bridge, etc.
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Mention may also be made about the fountains in
Madras. There is a fountain south of the Victoria
Hall. Another is at the junction of the Police
Commissioner’s Road and the Pantheon Road. A third
is at the south west approach of the Government House
Bridge on the Mount Road. A fourth is at the junction
of the Beach Road and Edward Elliot Road. It is this
last fountain that has been charmingly lit up by coloured
electric lights for a few months past. But Madras is far
behind Mysore in the matter of public fountains.

THE ART OF SCULPTURE AND PAINTING

Sculpture is an art which requires the power of
responsiveness to form in three dimensions. That is
why it is mora difficult than the arts which require the
power of responsiveness to form in two dimensions.
A sculptor has to use form in its spatical fulness and
must fashion the sculpture in his mind before he can
fashion it out of his matrerial He has got a difficult
medium of expression. His material is generally of a
hard and untraceable character. But there is a great
difference between soft clay and hard rock as sculptural
media. Carved sculpture has been got also from wood,
stone, plaster, concrete and metals. Out of the sculp-
tor’s media is more difficult to get subtle nuances of
subject and spirit in granite than in aby other material.
Clay can be handled easily and moulds can be cast in
plaster or in bronze which could reproduce every nuance
of the sculptor’s touch “‘As Kineton Parke says: It is
the artist’s privilege that he can turn all the dictations
of material and place into advantages . The sculptor
generally prefers marble, because its durability is an
enticemeht and its hardress is a challenge. Out of his
various instruments the hammer and the mallet are the
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most important and contrive to be the primitive instry-
ments which they were before. The modern western
sculptor uses also steel chisel and the electric drill.

Indian sculpture has been one of the glories of
India and its achievements are found all over the land
from the most ancient to the most modern times. The
Indan artist does not aim at the perfect beauty of the
human body as the Greek artist did. He has always
aimed at seeking to express the divine in and through
the human, by means of his moulding and plastic touch.
In western art the attempt is to hew out a form out of a
shapless block of stone etc. In India it looks as if
marble or wood were kneaded and moulded into form
in response to the artist’s inner vision. To give a
graded relief the artist uses chiselled jewellery which
clings to the body and yet stands out against the body.
The Indian artist does not emphasise any single part of
the sculpture over and above the rest.

The ancient skill in iconography was handed down
from father to son. Though it is not utterly lost, it is
ebbing away because of scantiness of encouragement.
As the religious spirit becomes less and less and the
passion for worship of images becomes thinner and
thinner, the danger to art will be more and more.

Portrait sculpture also was an ancient art in our
country, though Sukraniti (IV, 4, 76) discourages the
making of the likenesses of mortals. In many of our
temples we have the sculptured figures of kings. These
figures are mostly effigies and reproduce the contem-
porary costume but as representations of the originals
they are types rather than clearly individualised figures,
We find also the figures of those who gave endowments
to temples, and the heroes who lost their lives in battle
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to save their country and the satis (virtuous women)
who gave up their life in the excess of their love for
their husbands.

The various statues in Madras are, by themselves, a
special study. We may mention the bronze statue of
Queen Victoria (1887) in Chepauk Park, near the Senate
House, the statue of the King-Empror Edward VII in
front of the Government House, the statue of King-
Emperor George V 1914 at the Pachayappa Corner, the
statue of Lord Cornwallis in marble in the Connemara
Library, the statue of Brigadier-General Neill (1860)
which was in the Mount Road before and has as the
result of popular demand been shifted to the Museum,
the equestrian statue of the noble and beloved Governor
Sir Thomas, Munro in the Mount Road, the white marble
statue in the Presideney College of E.B. Powell (the
first Principal of the Presidency Cellege and Director of
Public Instruction) and of Dr. William Miller (1901)
at Esplanade. The statues of Sir T. Muthuswamy Iyer
and Sir V. Bbashyam Iyengar in the High Court, the
statues of Mr. Gokhale and Sir S. Subramania Iyer and
Mr. V. Krishnaswamy Iyer (1911) and Sir Lakshmana-
swami Mudaliar in the Senate House are other interest-
ing relics.

MADRAS AND THE ART OF PAINTING

Indian painting, like other Indian Arts, has had its
own ideals and objectives and methods. The European
painter gets his effects by juxtapositions of light and
shade and colour but the Indian painter does so by the
significance of deflnite lines. The former has specially
excelled in landscape painting. India is taking to it now
more than before. It is not appropriate to go here into
the schools of Indian Painting or into the ideals of the
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painter’s art in India. Suffice it to say that painting is
an ancient Art in India and that many varieties of the
Art had been known and practised in India. Vatsyayana
states the six limbs of painting to be Rupabheda (the
knowledge of the diversity of forms', Pramanam (correct
measure), Bhava (aesthetic feeling), Lavanya Yojanam
(brightness and grace), Sadrisyam (likeuness), and
Varnika bhagya (artistic use of tints). In the field of
painting, the two modern schools in the Madras
Presidency are the Ravi Varma School in Trivandrum
and the Rama Rao School in Rajahmundry. Ravi
Varma was indebted to the western school of oil paintin g
and learnt his first lessons from the English artist
Theodore Johnson who went to Trivandrum to paint the
portraits of the Maharajah and the members of his
family. He excelled in portraits as well as puranic
pictures and won Lord Hobert’s Gold Medal at the
Madras Fine Arts Exhibition in 1874, Assisted by his
brother he painted Sir Arthur Havelock and that

painting is now in the Banquetting Hall (now called
Rajaji Hall).

Portrait painting and landscape painting are new
fields in which Indian painting must work here after.
A portrait depends for its success upon its similarity to
the sitter. It accuracy is thus as important an element
as its attractivemess. It must be a satisfactory and
realistic likeness of the person painted. In the case of
landscape painting also, there must be a loving study of
nature and a realistic representation of her many-sided
loveliness. Indian Painting had achieved great things in
North India in other directions but there are yet new
victories awaiting the painter’s art.

H. D. Love’s book List of Portraits in Government
House gives us interesting information about the many
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excellent portraits in the former gubernatorial residence.
The oldest portraits there are those of King George ITI
and Queen Charlotte. It is strange to learn that in the
letter sent on 6—2—1708 by King George III when
sending some pictures to the Nawab, the king is descri-
bed as *“ George I1I, by the Grace of God, King of
Great Britain, France and Ireland.”” Most of the
portraits are full-length and life-size and are 8 feet by
4 feet, while some are three quarter length and life-size
and are 4 feet by 3 feet. The pictures are those of
sevaral former Governors and Viceroys and Comman-
ders-in-chief. We find among the pictures there the
pictures of Major Lawrence and Nawab Wallajah as
well as the emblazoned mouldings of the royal arms
and the emblenss of the East India Company. A special
interest attaches to the excellent painting of the Duke
of Buckingham and Chandos in 1880. It was painted
by the famous Travancore artist Ravi Varma and the
expenses of the painting were met by public subscrip-
tions. Though it is comparatively a recent art,
photograpby in Madras has become very popular and is
associated with almost every function. Photography
and oil painting have become the fashion in modern
Madras.

MADRAS AND THE ARTS OF LITERATURE
' AND DRAMA

Among the ancient achievements of Madras in the
field of literature must be mentioned the works that
came into existence in Mylapore which was a civilised
and distinguished town long ago. It was the birth-place
of Tirukural which is one of the classics of the world.
It is said also that Mylainathar wrote there a great
commentary on the famous Tamil Grammar Nannool.
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The renowned Mohamedan Scholar and poet Masthan
Sahib wrote his poems there.

A passing mention may be made of the high
achievements of English journalism in the Madras City.
The growth of unity and modernity and patriotism in
the province is due in the main to the radiation of news
and views from the city through the Hindu, the Madras
Mail and the Indian Express among the Dailies and
through various weeklies and fortnightlies and month-
lies, like Wealth and Welfare, by magazines like Indian
Review, Vedanta Kesari etc. The Hindu has achieved
a high and admirable level of excellence in all directions
and commands the respect of the Government and the
people and has been the effect as well ag the cause of
the new surge of patriotism in the land. Among purely
literary works in English should be mentioned
Mr. K. S. Venkataramani’s excellent essays and novels
which describe various aspects of Madras rural and
urban life in a most attractive style and the humorous
short stories and essays by Mr S.V.V, (8.V. Vijiaragha-

vachariar) who is a master of bright and playful humour
and satire.

The most noteworthy of features in the development
of literature and drama in the local languages in Madras
in recent times are the rise of journalistic prose and the
rise of dramas and novels and short stories. The role
played by Swadesamitran (a Tamil daily) for six decades
and by Dinamani and Dinathanthi and various other
Tamil dailies and by monthlies the Ramakrishna
Vijayam, Jagan Mohini etc. and by the Andhra Patrika
:a Telugu daily) and Andhra Prabha (a Telugu daily)
and by various other Telugu dailies and other papers is
noteworthy. The Ananda Vikatan, a bright Tamil
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weekly, has recaptured the note of humour and brought
it into the field of journalism and has slowly perfected
the short story as a literary form. The Kalaimagal bas
brought in the note of combined ancient and modern
knowledge and scholarship, Kumudam and Amudasurabhi.

But the most outstanding fact in the realm of
literary work in Madras is the peerless work done by
Mahamahopadhyaya V. Swaminatha Iyer He has
spent a long life time in the service of the ancient
Tamil Muse and has published the great Tamil classics
which till his time were sealed books to the world at
large Prominent and special mention should be made
also of the wonderful songs of patriotism and Swaraj
written by the late poets and patriots Subramania
Bharati and Desika Vinayakam Pillai and by the poets
Rama]ingam’Pillai, Bharatidasan and others.

A special mention must be made here of the great
work done by the Suguna Vilasa Sabha in the city of
Madras by way of uplift and purification of the stage
during the last forty years. Rao Bahadur P. Sambanda
Mudaliar is a land-mark in South Indian dramaturgy
and has done work of high quality both as an author
and as an actor. The Telugu stage also has achieved
many notable triumphs in Madras. Vaduvur Duraisami
Iyengar, V. M. Kothanayaki Ammal, Guhapriyai
Ammal, Anuttoma Lakshmi and others have done
much admirable work in the field of Tamil fiction.
The well-known editor of Ananda Vikatan (the late
Mr. R Krishnamurti who wrote under the literary
name Kalki) gave a new turn to both the short story
and the novel proper by linking it to artistic skill and
patriotic fervour,

The cinema and the radio have come like conquer-
ing heroes in recent times and have taken the public
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mind by storm. It remains to be seen whether they
will steamroller and mecadamise art, or will, in their
turn, submit to the enchantments of the enchantress,
To-day the Cinema artists are wildly exploring all life -
Puranic, historical, social -to provide stunts and thrills.
The plethora of songs which harmed the Tamil stage
seems to persist in the Tamil Cinema also. Impossible
and outlandish love scenes abound and almost rival the
impossible and outlandish scenes of stunt fights. The
Radio appeals only to the ear and has to charm by
varicty—a shower of many-coloured sparks—and is
hence vitiated by a restless and often futile hunt after
variety. What will happen when television arrives
no one can foresee.

The Art of Music and Dancing

The greatness of the Carnatic system of music lies
in its purity of type, in its excellence in Alapana (musical
improvisation) and gamahas ( graces), and in its vital
touch with devotion Hindus have always been a musical
people and South India has been specially devoted to
music, The Veena and the Thamburg have been specially
prized in India. Melody is the soul of Indian music
and though harmony can be introduced within strict
limits in India, it can and must never displace melody
and it cannot be of the western type at any time. The
great modern masters of South Indian music—Thyaga-
raja and Muthuswami Dikshitar—and Shyama Sastri—
Paidala Gurumurti Sastri who lived in the 18th century
and Veena Kuppier who lived in Madras in the 19th
century —were outstanding figures in the realm of South
Indian Music The Temple Music always continued

unbroken through the ages, especially through the
Nagaswaram.,
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Madras city has done signal service to the cause of
South Indian Music by its discerning patronage of the
great masters of Carnatic music through the medium of
many musical sabhas including the Music Academy, the
Fine Arts Society etc. The musicians also are begianing
to organise themselves and the Vainika Gayaka Maha-
samajam, and the Thyagaraja Vidwath Samajam are
pioneer organisations in that direction.

A special mention should be made of the splendid
pioneering work of Krishna Bhagavathar in the field of
the Harikatha in Tamil. The Harikatha is a wonderful
blend of scholarship and dramatic parrative and high
class music and combines the finest and most powerful
objectives of the literary art (love and humour and
pathos and dewotion). It was discovered and refined as
an artistic® instrument in Maharashtra but Kiishna
Bhagavathar and following him the late Panchapakesa
Bhagavathar of Tiruppayanam and the late Chidambara
Bhagavathar of Mangudi and others refined it still
further and filled its rifts with ore till it became most
popular and most educative. Many ladies have taken
to it of late and among them the name of Gayanapatu
Keerthanapatu Sangeetha Ratnam C. S Saraswati Bai
stands unique because of her marvellous music and

excellent exposition.

. The Indian Art of Dance was not mere wonderful
footwork or poetry of graceful and rhythmic movement.
It added to the above the elements of interpretative
eyes and eyebrows and interpretative head and neck
movements and finger gestures. The intellectual and
emotional elements in dance have had a special develop-
ment, and the art was kept from degenerating into a
sensuous or voluptuous appeal by its being linked to
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religion. The themes of Sri Krishna and Sri
Subramania and Sri Nataraja were introduced to
brighten and purify the art

The art of Dance (Bharata Natyam) has had a
chequered career in India. It was idealised and idolised
in that great scripture of Aesthetics— Bharata’s Natya
Sastra—as the pastime of the gods and as the remover
of all sorrows and the giver of all happiness. No festivity
or festival was deemed complete without it, and it was
as much at home in the place as in the temple and as
popular in the village as in the town. During the last
few centuries it went into the exclusive keeping of
courtesans and the social reform momements of the 19th
century began to ban it. The result was that the art
suffered while there was not much resultant elevation of
public morality, Of late, a new movement has come in
which bids fair to improve the morale of the community
which had devoted itself to the art of dance, and at the
same time an artistic surge has brought the art of
Bharata Natyam into favour once again. Nay, the
swing of the pendulum is in the direction of teaching
the art of dance to girls in the schools, and respsctable
women look upon the art with favour, while some of
them and especially Srimathi Rukmani Devi have even
taken to the practice of the art and achieved signal
and even superb success init, She has established at
Adyar a great art centre called Kalakshetra, The credit
of achieving such elevation of the art is solely due to
the City of Madras in recent years.

THE DECORATIVE AND INDUSTRIAL ARTS

From time immemorial the rich productions of
India had been eagerly desired by the civilised world.
India’s cottons, spices, perfumes and jewels were
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welcome everywhere. Even more than the rare natural
products of India were the production of India's skiil
in industrial art. There was hardly any production of
nature which was not subjected to the deft moulding
and trasforming skill of the Indian fingers. It is not
possible to deal here in detail with the achievements of
Indian decorative and industrial art but an indication
can be given of its beauty and its many-sidedness.

We must keep separately in our minds the industries
of Madras and the industrial arts of Madras. The
industries of a country look only to the economic side
of things and aim at the self-enrichment of a nation
through the inevitable and calculated impoverishment
of others. Madras being the most important centre of
commerce 'between South India and Europe, grew
perforce into an industrial city, though lacking coal
and iron in it or mear it and though it had no natural
harbour. Human ingeouity bas created an artificial
harbour by constructing two walls of concrete projecting
into the sea and also established iron and steel-rolling
mills in the Presidency. A department of Industries is
now actively at work. There are many tanneries, textile
mills, printing presses, railway workshops etc. in
Madras The Indian Aluminium industry was begun in
Madras in 1898. There is a pencil factory at
Washermanpet and match factories in Tondiarpet and
Tiruvottiyar. We have got a glass factory at
Tondiarpet, enamel works at Chetpet and a cycle
factory at Ambathur, Mr Rajah D. Mawney has
started a drug factory. Amoag the other industries
must be mentioned the manufacture of brass and copper
and german silver and eversilver vessels, of gold and
silver ornaments, of jewellery, of galvanized buckets
and tin cans, of iron safes and locks and steel trunks,
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and of furniture and rattan work and kus kus and
bamboo thattis and cane baskets and artificial flowers.
There are also rice mills and beedi manufacturing firms.
Wehave got also button manufacture, soap manufacture,
manufacture of scented sticks, ink manufacture, paper
manufacture, pottery manufacture etc. But in every
industry there is much need of up to-date methods and
better marketing facilities and elimination of middlemen
if the industries are to attain real improvement and
prosperity.

Industry passes into Industrial art only when utility
is supplemented and sublimated by beauty. A sword
can cut equally well whether it has a plain handle or an
artistic handle. A cloth can hide nudity whether it is
plain or embroidered. The Indian skill added beauty
to utility. Sir George Birdwood says “Indian steel
has been celebrated from the earliest antiquity and even
the blades of Damascus, which maintained their pre-
eminence even after the blades of Toledo became
cclebrated, were, in fact, of Indian steel”. Around
such utility was woven a fine texture of beauty. Swords
and shields and helmets and armours were made
beautiful by art. We find many examples of these in
the Madras Museum. But the art which beautified
arms and armour has died with the latter which now
Tepose in museums as antiques or curiosities or are
carried about in imposing processions. Among other
achievements of Indian industrial art should be
mentioned brass ware with silver encrustations,
encrusting gold and silver wire on the surface of iron or
bronze, the encrusting of precious stones on jade, the
weaving of kincobs with gold or silver thread, etc. One
of the finest examples of such artistic skill is to be
found in Indian rugs and carpets. Sir Geerge Birdwood
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says, * The simplicity and felicity shown in putting the
right amount of colour, the exact force of a pattern,
suited to the position given them are wonderful and
quite unapproachable in any European carpets of any
time or country .

Thus the Indian has excelled as much in the
decorative arts and in the useful and industrial arts as
in the fine arts. Even today arts and handicrafts occupy
a larger place in the economic life of India than
factories do. I have referred above to metal work,
jewellery, wood work, ivory work, weaving of cotton
and silk fabrics, embroidery, chintz, calico, shawl,
carpet, lacquerware, pithwork, pottery, mat making,
lapidary work,jinlaid work etc. Two excellent examples
of pith work are found in the Madras Museum. One
of them is a wonderful representation of the Brihadees-
wara temple at Tanjore. The pith work was done at
Trichinopoly. I found also in the Madras Musuem
some excellent and elaborate pieces of wood carving
such as door pieces, pillars, ceiling pieces eic., brought
from the house which was occupied by Count de Lally
during the siege of Madras in 1758. In the School of
Arts at Madras is to be found a collection of rare
images in various metals, specimens of paintings with
gold leaf work, tapestry work, etc, gathered from
various portions of the Presidency.

Thus, on the whole, the growth of Art in Madras
during the last three centuries has been unregulated and
sporadic just like the growth of the city itself. The
essential ideals of Indian Art have not been kept in
mind and there has been an odd medley of styles in
every direction. Art must come into its own in
education bcfore it can come into its own in life,
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A ministry of Fine Arts and University Diplomas and
Degrees in Fine Arts and public Art Gallery are
indispensable if the future achievements of Art in our
City are to be better than the past achievements. In
these days of hurry and worry, Art alone can help us
to preserve the sweetness of our souls. As R.G.
cooliagwood says well, “Art is the Community’s
medicine for the worst disease of the mind, the
corruption of consciousness ',

— (The Principles of Art)



BOOK IV
TAMIL POLITY



CHAPTER 1

Tamil Polity in Tirukural

I shall attempt here only a brief exposition of the
great ideas in this immortal work which is one of the
supreme world books for all time.

The first portion of the work deals with Aram or
Dharma. The first ten verses teach the need of devotion
to God and form really a manual of philosophy and
religion though the work is primarily devoted to
Muppal i.e.%aram (dharmam), porul (Artha), and
Inbam (Kama).

S&r s Gays Qsserwrs

usaer wsH8D YW,

spps@eow vuGardr Qared arefSe

2@ Gurpr o pefidr,

swagamw Bewrgrar marQstpart swred
verisad vrpp ofg.

Speil QuedsL. af fgai Lisr
- Aempeaary Cspr sri.

from the description of God and His grace the poet
passes on to the description of rain asthe primary
tangible grace of God to all beings as it is the
main source of the substance of life.

araflary wasn apid agsern
@wordps Qudrg ey Hurpg,
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If there is not the divine grace of rain there will be no
divine worship or gift or presence in the world.

EpiQur® yolar Qederg aurarnd
« néECusd) wrG@misg &eaw@.

grarp sulyen@Bp shar dugmwspd
arerd ayprsr G seflar.

The work then naturally proceeds to glorify the
devotees of God (& sri QU ew).

Spser@rarGur gpQart wHLpe eyudf&Ees
@F psaTmw Yaw L rpavrer,

After such a prefatory brief exposition of the
highest spiritual truths in 30 stanzas, the poet takes up
Aram (dharma;. Chapters 5 to 24 deal with the life
of the householder but the introductory chapter
(chapter 4) deals with the general nature of ethics
(aram). Dharma will bring us wealth and joy and
beatitude ; and adharma is the worst degradation.

Apulgiesy Qeaauyn Sawpsd @re
sréis GQualw odiés.

SpsHre i arisy Bddv wsler
wpssd gruddd Gs@.

Spssrer amauGs Aaru wHOpodwry
ynss ysy de.

Chapters 5 to 24 condense all the duties of a
householders life in a brief and clear and vivid manner.
The householder is the protector of the Brahmachari
and the Vanaprastha and the sanyasi and is the real
belper and friend of the de:erted and the destitute and
the dead.
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Boarpar Qardrur efludymLw wpauidgb
powrpp efldrp gwr.

SphETiEcs Saars aiie Appsrise
foar)y arQearar ureir gy Zewr,

The centre and first of the household is the housewife.
vi2rprif daerdr safldorddr arpsms
Quimuwrlfs srigy .

Qi p OsTprISr QETpHOBY s
QuiiQueard Guiny we .

visew Queruy viwwrlfl vHDS

owrsrsed parvsst. Gup.

The children’ born of a pure and pious wife are the
essence of domestic bliss.

Gypdafig wrfal @sdrufr sibwdsdr
wypdos Qerp Gsorrgeai,
The householder must have love and kindness for all
beings and must be specially kind and attentive
t0 guests.
Syt Ser Qrder s swigflu rerymLur
@rery gpfluf Sprés.
Sy saToi b5 Qriur eEopYYSs Tl S
podmp Carivy arrafled,
The poet then proceeds to praise sweetness of speech,
gratefulness, same sightedness, selfcontrol, purity of

conduct, patience, absence of Jealousy, non-covetousness,
non-abusiveness, fear of sin, generosity, munificence,

and fame.
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Chapters 25 to 33 deal with the life of anchorites
(sipouptp). The first duty of ascetics is love of all
beings.

SBLOsd gy Qrdasgy Qrdanw Qurml

Qrda
gfwrs sewrgmy qper.

Spwrlsifs Qpfl@i A% IwmarGsips

dedrem ewsd yasd,

S@efldvrié saqesfiaodw Qurg dlderis
Laqes Board wrig.

The other duties are complete abstention from flesh
food, austerity, chastity, non-possesiveness, truth,

freedom from anger, freedom from harm. (i.e. non-
impury ) etc.

ueLQsrarLri Qpgiew Curararprésr Qsrerp
SILOSMA WRTL TF AT LD,

Qsrerdr yord wyssTdré masm il
Quewr aqdms @srapd.

sLESL@L QurarCGur Qurafld( s gIeTuEH
sLéaL Cprpdp uaisg,

aoor daigw dassdw eTarQmiagl
Quriwr dlaréGs dlaré,.

Chapters 34 to 37 relate to the light of knowledge
which is at the in human beings by the course of ethical
conduct described above. The good man becomes the
godly by man and realises the immortality of the soul
and attains its highest auspiciousness. Thus the poet
recurs to the idea with which he begins his poem i.c.,
the attainment of God-realisation through self reahsa
tion by a pure and disciplined life.
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oLriumu sefls@sr Pul yluphspHGp
yei Cur@ifen:.. ply

e pugas Qurgiessriar Gpmd

ffiug Gurgnn Epliy

wroarer Gsaraes Crgsé spiurer arGeid
GUiIHS QSL LG

Qurmer e e Hem ot Qur m@er eir gy ewr

W er e wrel Iniy

TUQurmer s saTorws sTlaywl Qurmer
Quuwil Qur@mer srerusNey

dpudusirgns Cuems evfusé Apl Quergsy
Q&b QumpsT &1ewrusHa),

From this wonderful exposition of individual and
this (from) the poet proceeds to an equally wonderful
exposition of social ethics as expressed in social and
economic political life in 70 chapters (39 to 108).
He first describes the seven limbs of sovereignity
(Saptanga as described in Arthasastras in Sanskrit)
i.e. King and army and territory and treasury and
ministry and allies and ports as well as the qualities
of Kingship.

UML Gl S pniés& BLUF DL
gpoLrurar rem Gormy

seseremw Toms ufarés B prarg
Qugisrerw Gapspdudy,

The poet then proceeds to describe certain traits which
should be to Kings and subjects and then the traits of
Kings and ministers and state officiates and then other
matters connected with the welfare of the State, Of
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the common traits the mostvital is education including
what is read (Kelvi) and what is heard (Kelvi)

spss sFLpé spuma sppld

ofins wugpHsss

warQerdruy Cadr Ques@sary dadrew @
samblarany ary pdtig

Cayd diys Qrdanad dQuraa e
LILA® e puma,

We must give up defects and Vices and seek the
company of great men and give up the compsny of
petty and evil men. We must weigh the consequences
of our actions. We must know our strength and the

strength of our apponents and the right time and place
for action.

A King must scrutinise the worth of persons and
place them in suitable positions. He must be loving
to his Kith and Kin. He must never forget himself in
his position or pleasures. He must rule righteously.

wrCw sdairy weo Qsdwr werarasr
CarC® &8 ary wigy

Qeop srign eaw sQuawr walr
Yop srég plré Qrdsr

AOWP ulLr pms gssamet p TG
Qoed agmp $C5u i ueL
@®pCary veraradr Qriigy mpGary

Curewr gy ararnd Quued,

He must be kind and courteous, and knew all the
affairs of his Kingdom through spies. He must- have
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the enthusiasm and energy and industry and must never
feel overwhelmed by ill luck or grief.

The poet then describes the limbs of the State.
He first deals with the qualities which should be
possessed by ministers and State officiates. (Chapters 64
to 73). He then describes what is a desirable territory.
A country should bhave good agriculturists and Jearned
men and wealthy men. It must be free from hunger
and disease and enemity.

sarerrelsr yhss sTomp STpelars
QFidamey Ceiaugs Brl.

e pufy GurerinTemilyey Qrguem swey
G&ﬂr;ﬁmcgeug Br.

The poet then describes forts, wealth, army, desirable
allies etc. A King should not incur the anger of
strong enemies and should not be under femirine influence
and should not indulge in drink and gambling. The
poet then deals with miscellaneous topics in chapters
96 to 108. He describes therein the qualities of noble
individuals and families and the supreme value of
agriculture.

s gsar® arparGr arparivh Qpodwrs
Qprypgew® darGsd uved,

The third and the last section of the work deals with
Inbam or Kamam (love) in 25 chapters (109 to 133).
He describes both the aspects of love already discussed
above with reference to Tholkapiam viz., Kalavu
and Karpu. He deals with love in more than five
chapters and love in separation in fifteen chapters
The poet was delinsated in a marvellous manner the
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subtle moods and joys of love. The lover doubts of
his beloved is a divine being or a peacock or a human
being and says that wine maddens by taste but love
maddens by gift.

SemiE Qarwrd wld@srilor sarigemy
wr i QErewry Qwarlergys.

samLri semde G pmEsTLD Gurp
sawLri wdpOsis e gy.

The lover says that when he looks at her she looks at
the ground and when he does not look her, he looks

and laughs a little and says that when eyes meet
eyes words are of no avail,

wrGwégn st AuCess Gprésrasrp
®wC@wéd Cuaw pau.

s QGem® &evr ewf) dear GpréQarsdsr arwEQer ps
Qererar uugy fw.

The lover feels that the embrace of the belowed is
sweeter than paradise.

sroddpari QuarGul Gudallafig Gsr
BLDFE saTED) RIOE.

A wounderful simile says that each new enjoyment
in the value of love makes the previous enjoyment pale
and non existent just as in the value of knowledge each

new experience makes the previous knowledge a
superseded ignorance.

ABCsrp Purew sevrL pmi srwes
Qs Carpey Cordamy wri@.
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The longing of lovers in separation is thus beautifully
described.

srvwumpind us@eodarnw Gurgrd
wré&u wemlar Gpr.

In love unlike wine even mere thoughts bring happiness
while sight brings bliss !

o drerd sofl G peum srewr wpsguns
aarenadle) srwsdH GaT@H.

O — e,



CHAPTER II

Later Tamil Polity

TAMIL CONTACTS WITH NORTH INDIA
AND BEYOND

Tamil polity must be studied as an aspect of the
Indian polity as a whole. From the very earliest times
Tamil Nad was well known to North India and North
India was equally well known to Tamil Nad. Valmiki’s
Ramayana refers to the sage Agastya and to the Kerala
and Chola and Pandya Kkingdoms. Tt refers to
Kavala of the Pandyas and the Ccmmentator
Govindaraja says that Kavata is the Pandyan Capitaj
Kavatapura. The Mahabharata says that the Pandya
and Kerala and Chola Kings were present at
Droupadi’s Swayamvara.  They attended the Rajasuya
sacrifice  of Dharmaraja.  The Tamil classic
Puranancoru says that during the Mahabharata war
the Chera King Udiyancheraladan fed the rival armies
on tbe battlefield of Kurukshetra. Arjuna married the
Naga princess Ulupi and Chitrangada who was the
daughter of Chitravahana who was the King of
Manipur. Instead of Manipur we find Manalur in the
South Indian recensions of the Mahabharata and the
princess is callld a Pandava princess. Manalur
is a purely Tamil name. Thus the names Chera, Chola
and Pandya were ancient names, Even in the times of
Mauryan power they retained their independence
Asoka sent ambassadors to them treating them as
equals. His edicts refer to them. Katyayana of the 19th
century B C. refers to them.
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Thus the Vindya mountains did not form a barrier
gven in the past to commercial and cultural contacts
between South Indians and North Indians. The pearl
(Muthu) which South India alone produced as well as
the gold and diamonds produced in South India were
exported to North India, The contacts were by means
of land routes through vidarbha (berar) and by means
of sea-routes to the mouth of the Indus.

Tre Tamils had contact with other peoples as well.
They had a long sea board and explored the other
regions of the world not only by land-routes but aslo
by sea-routes. They had trade with Babylonia, Egypt,
Fast Africa, China, South-east Asia and Indonesia. The
Indian teak was found in the ruins of Ur which was the
capital of ths Sumerian kings about 4000 B. C., and
the word “Sindha for muslin is found in an ancient
Babilonian list of clothing (See Professor Layce's
Albert Lectures pp 136 to 138) The Tamil traders
took their special products (agil, spices, pearls, diamonds,
gold, muslins) all over the then Known world. Their
foreign trade passed through wealthy seaport towns
like Kavatapuram of the Cholacountry etc. Ptolemny
said in 70 A. D. that the drain of Roman gold to
India was to the tune of nearly 55,000,000 sesterces
(about Rs 75,000,000. The Tamil word Arisi (rice)
became on¢ of the Greck words, and in the Hebrew
language the Tamil word (Thogai) or pci.icock, agil etc.
are found. Very possibly the §anskr1t word Mukta
(pearl) was derived from the Tamil word (Muthu),

TAMIL POLITY AS AN ASPECT OF
INDIAN POLITY

The Indian polity as a whole can be gathered from
the Ramayana the Brahabharata, Dharma Sastra, the
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Artha Sastras etc. Kautilya’s well-known Arthasastra
is a specially noteworthy and valuable source. The
Indian polity included central administration as well as
local administration. We get much information also
from Megasthenes and others. The Indian polity refers
to Raja Dbarma and Praja Dharma. The word
Danda Niti means the science and art and mechanism of
government. The aim of government is the peace and
progress and welfare of society (Lokayatra). Kingship
was found necessary to prev:nt mutual hostility and
destruction (Matsyanayasa — the swallowing of the
small fist by the big fish) among the people at
large. The government secures the attainment of three
of the four aims of life (Trivarga) (Dharma - Artha -
Kama i e Aram, porul, inbam) by the people.

The social organisation was based on group or
caste life. It includes both duties (swadharma) and
Vritti (careers or means of livilihood). The group system
went along with the asrama system (brahmachari or
student, grihasta or householder, Vanaprasta or
meditator in forests and sanyas. or ascetic). The
Hindu social system aimed at unity in diversity and the
harmony of individual and social and spiritual life,

The Indian concept of the state as saptanga (seven
limbed) is worthy of notice. The seven limbs are the
king (swami) amatya (minister), sukrit (ally), kosa
(treasury), rastra (territory), durga (fort) and vala
(army) Sukracharya says that the State is a tree of
which the king is the root, the minister is the trunk, the
offices are the branches, the armies are the leaves and
flowers, the people are the fruits, and the territory is the
seed. The theory of kingship is the theory of a contract
between the king and the people that they by abhiseka
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(consecration) elect him as king to protect them and the
country in all ways. There were also popiular assemblies
on an elective basis though not of the modern type.
The sources of revenue were clearly defined. The
taxation was reasonable and just and mild. In the
mahabharata Bhishma advises Yudhishtra to gather taxes
like the gardener who gathers flowers in season without
injury to the life and growth of the plant. The land
tax was only one-sixth of the yield. The fiscal adminis-
tration and the judicial administration were of an
enlightened character. The military organisation was
efficient in every way. The villages were allowed full
freedom to manage their affairs and were real village
republics.

The abowe said traits of the Indian polity as a
whole are found in full in Tamil polity also.

THE DEVELOPMENT OF TAMIL POLITY
IN WAR

The Tamils excelled also in the art of war. That
wars were Dharma Yuddhas inspired by high ideals of
ethics as well as heroism. The Tamil kings were
solicitors about the welfare of their enemies who were
wounded in battle and became disabled. The great
Sangam poet Nakkeerar describes how King
Nedunchelian went in the night with attendants, holding
lighted torches to learn about their wounds and
sufferings and give aid to them. Wars were carried on
only during the daytime and not during the night time,
The armies had four sections. (chaturanga): viz
chariot core, elephant core, Cavalry and infantry
(Ratha gaja turaga padathi). Besides the armies there
were navies aiso. The commissariat also were well
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organised. The intelligence department also was in an
efficient condition. The Sangam works show that the
Tamil people showed the highest honour to the brave
men who fell in battle. Memorial stones called virakals
were planted to commemorate their heroic deaths.

The Tamils excelled also in agricultural and
economic life. They learnt early to dam rivers and
construct huge reservoirs to store water. The grand
anicut on the Cauvery, the Kalingarayan chanel and the
innumerable lakes and tanks in Tamil Nad are
remarkable in every way. The agriculture was in a
high state of efficienzy and yield, and they developed
all the industries needed for a civilised life, They

excelled also in the fine arts as they excelled in the
industrial arts,

I may refer finally to the Tamil colonial enterprise.
They were the first Indian people to colonise Ceylon
which was called Izham by them. They spread in
South - east Asia and also in Indonesia. In the ancient
Tamil poems Java is referred to as Chavakam.

Tamil Art spread to Ceylon and Indonesia. There is
an image of Agastya in Java.



BOOK V

TAMIL PHILOSOPHY
AND RELIGIOUS MYSTICISM



CHAPTER 1

Saivism in Tamil Nad

Veda and Vedanta and Saiva Vaishnava and
Siddhantas are in essence one Just as the root and the tree
and the branches are one. There are different Vedanta
Systems which differ from one another in same respects.
Similarly and in same ways Saiva and Vaishnava
Siddhantas differ from one another and from the Vedanta
and have developed in the course of the many centuries.
But a student of truth and harmony is more concerned
with the points of agreement than with the points of
difference. He naturally seeks to discover such
points, as he js convinced that essential Hinduism is a
unitary faith, Justas Buddhism is one faith despite the
variation of Mahayana and Hinayana and Vajrayana
Buddhism and Just as Christianity is one faith despite
the existence of catholicism and Protestantism and
Methodism etc. and Just as Islam is one faith despite the
Sunni and Shiah sects. The period when Saiva
Mysticism and Vaishnava Mysticism flourished was from
the second century A. D to the ninth century A, D.

Saiva Siddhanta which is called also Shuddha
Advaita claims that it includes and transcends the
truths as revealed in the other systems of philosophic
and religious thought while the sankhya system
postulates only the well known twenty-four categories
in the universe as also purshhas individual souls). The
yoga system accepts the same and adds to them Isvara
(god) but calls him only as a Purusha viseshas special
person and as a teacher but not as the creator and
preserver and destroyer of the universe. But the
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Saiva Siddhanta accepts their truth as far as they
go and transcends them and proclaims 36 categories
viz the five Siva tattvas viz. i.e. Siva, Shakti, Sadasiva
Isvara Shidda Vidya belonging to the region of
Shuddha Maya the seven Vidya tattvas viz., kala, kata
Niyati Raga vidya Purusha and prakriti which belong
to the region of Misra Maya and the 24 Atma tattwas
(Gunas, Buddhi Ahankara Manas, the five organs of
cognition, the five organs of action, the five subtle
elements and the five gross elements) which belong
to the region of Prakriti Maya. It claims to have
been revealed by God Siva and to be superior to
the Hiranyagarbha Agama revealed by God Brahma
and the Vaikhanasa and Pancharatra Agamas revealed
by Ged vishmu It claims also that the Agamas and
the vedas are of equal authority as having been
revealed by God Siva and that the Agamas supplement
the Vedas. It issaid that there are 28 Saiva Agamas
and 207 Upa Agamas. The Shakta Agamas are said
to be 64 in nomber. The 12 Tirumurajs in Tamil
(a collection of 18000 and odd hymns) and 14
Siddantha Sastras in  Tamil are other equally
high authorities. The four great Acharyas are Appar
and  Sambandhar Sundarar and Manikavachagar.
I have discussed their dates elaborately in my work
on the four Santhana Acharyas and hold that
Manickavactagar belonged to the 4ih or 5th century
A. D. where as Appar belonged to the later half
of the sixth century A. D  Sambandar belonged to
the same period and Sundarar belonged to the 9th
century A. D Their songs are among the sweetest
and sublimest in the whole of the world’s literature
and have a purity and intensity of spiritual passion
which cannot be found any where else. The language
of the songs is very simple and can be easily
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understood by all. These songs are regarded as
being authoritative like the Vedas and the Agamas
and all of them tcgether culmniated finally in the
Siva Siddanta systam propounded by the Santana
Acharyas. Thus in the Tamil Saivism as in Tamil
Vaishnavism the Tamil songs are as great authorities
as the Sanskrit spiritual literature.

Saiva Siddhanta is based on the twelve sutras
which belong to the 13th century A D. and which
constitute the Sivagnana Bodha of Meikanda Siva.
The Sanskrit source and prototype of the Sutras is
found in the Pasavimochana portion of the Rawrava
Agama. WHile the Advaita system of philosophy
attributes our inability to perceive our real nature to
Moolavidya (causal nescience), the Saiva Siddhanta
attributes it to Anava Mala. The cause being positive
and not mere absence of knowledge, mere knowledge
cannot remove it. Hence the Saiva Siddhanta stresses
the need of Diksha which brings grace to us. Arulnandi
Siva Charyar explained the sutras of Meikandar in his
Sivagnana  Siddiar. Umapathi Siva Charya’s eight
works including Sivaprakasam are other important
works explaining the Saiva Siddhanta. Much earlier
than it and the Sutras is Tirumular’s Tirumanthiram
which belongs, according to modern bistorical criticism,
to a period between the third and sixth centuries A.D.
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The following table shows the Saiva Siddhanta
view about the origin and evolution of the universe,

Siva
Shalkthi
Meltya
I
Shudc'la Maya Ashudcliha Maya
Nalda !—__IT—_*I
Billldll Killa Ni,yati Kzlla
Sadak'hya }
Mahc!wari Vi[lya i L
Shudc'ia Vidya R:'iga }

| I
Chitta Buddhi

I
P Ahankara
l

| l
Tarjasa  Vaikrita Bhutas

l l
Gnanendriyas Karmendriyas Tanmatras

l | E
Sound Touch Colour Taste Smeli

| l l | |
Ether Air Fire Water Earth
Both in the Saiva Siddhanta and the Shakta Siddhanta
the total number of categories (tattvas) is thirty-six,

As the Saiva Siddhanta affirms three padarthas or
categories Pati Pasu Pasa (Viz. God, soul and the
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bondage) and 36 tatuwas (principles) it is midway
between advaitic monism and dvaitic pluralism,
God is pure, omniscient, ommnipotent, ommnipresent
ever - gracious, ever - compassionate towards all
souls and eternally free from bonds. He is nirguna
i.e., above all attributes and yet has got eight auspicious
qualities, Heis both the efficient and the material
cause of the universe. Through his Shakthi he is the
material cause and in His ewn nature He is the efficient
cause. In reality He the Shakta and His Shakthi
are in reality one just like substance and attribute. He
is called Ashta ~ Moortha (of eight forms) as the five
elements and the sun and the moon and the
individual souls are his forms. In Saiva Siddhanta
Maya Shakti is primordial matter without name and
form. Itisthe universein its subtlest form. Just as
the potter uses clay as the material for his pot and uses
also the wheel etc., even as the lord uses His Maya
Shakthi as the material cause and His Chit Shakthi as
the instrumental cause. Maya is not an illusion but a
reality though a changing reality. Thus the efficient
cause (nimitta Karana) is God ; the material cause
(upadana Karana) is Maya or Subtlest matter: and
the instrumental auxiliary cause (Sahakairi Karana)
is His Shakti or will to create. Thus God and
His Shaktis are just as the Sun and i's light and heat
are one. He creates Thanu - Karana - bhuvana -
bhoga (body, senses, objects and enjoyments) with the
help of Maya Shakthi, so that by doing Karmas
we may lessen the grip of anava mala and finally
remove its grip over the soul, =

God (Pati) is beyond and name and form but He is
also God Nataraja who by his eternal cosmic dance
of bliss. (Ananda Tandava) brings the universe into
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existence. He creates the universe out of compassion
for Souls (pasus) to enable them to get bodies and
work out by Karmas the force of znava mala and
attain Moksha (liberation). His essential nature
(swaroopa lakshana) is Sat-chid-ananda. Hijs activity
as Creator and Preserver and Destroyer is Hig
Tatastha Lakshana.  The Saiva Siddhanta postulates
Pancha Kritiyas i.e. not only creation and preservation
and dissolution (srishiti sthithi samhara) but also
Tiriodhana and Anugraha (Obscuration and gracious
illumination). Chidambaram which means not only
the city but the ether in the heart is the place, where
the dancer’s eternal dance takes place in the Chit -
Sabha or Kanaha Sabha (tbe golden hall). The five
steps leading to the Sabha represent the holy five-
syllabled mantra (Panchakshara). The, pillars in the
Sabha represent the four Vedas, the 18 Puranas, and
the 28 Agames. By the side of the steps are windows
with 96 holes (which are said to represent the 96
categories or tattwas which represent the 36 tattwas
with their subdivisons). Lord Nataraja who dances
in the Chit Sabha has a damaruka (drum) in His
uplifted upper right hand symbolises Nada (sound)
which is the sutlest of the evolutes and is the quality
of ether. He carries in the uplifted left hand a flame
which symbolises the total destruction of the uniwerse.
He blesses all with His lower right hand and shows
with His lower right hand His left foot lifted up in
dance as the means of salvation for all humanity,
His right foot presses down the Asura or force of evil,

The Siva-Linga represents God Siva because it is
both without form and with form and God also is
without form and yet has form. In front of it is the
Nandi (the bull) on which Siva sits with Umadevi when
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he goes to give darsan to His worshippers. Behind the
. bull is the Bali-peetha i.e. the place were the offerings
to the Lord are given. In front of the Bali-peetha is
the Dvajasthambha (flagstaff). In Siva temples holy
ashes are given to worshippers to be worn on the
forehead. The ashes suggest to us that all that we
prize on earth will one day be burnt and reduced to
ashes and that hence we must give up our passionate
attachments and live a life of dJetachment and
dispassion. The ashes symbolise also that Mala
should be burnt and reduced to ashes by the fire of
Jnana (Janagni). Itis said also that the sandal paste
mark between the eye-brows marks the spot of the
third wisdom eye (jnana-chakshu).

The Saiva Siddhanta says that the sadhanas (means)
of Moksha (liberation) are Charya, Kriya, Yoga and
Jnana. In the Charya path which was followed by
Saint Appar the soul behaves towards God as a servant
(dasa marga) towards a master and chants the Lord’s
sacred names and worships in temples, In the
Kriya Marga followed by Saint Sambandhar who
worships Him, the relationship of God and the
soul is that of she father and the son (sat
putra marga) and the soul learns and utters the
Panchakshara (five syllabled holy mantra) and offers
worship to God in his own house. Inthe Yoga marga
the sou’ meditates on God in the heart or between the
eye-brows. This path was followed by Saint Sundarar
and is called the Sakha Marga or the relationship of a
friend to a friend. The last mentioned pat‘d‘" is the
Sanmarga or Jnana Marga which was followed by
Saint Manikavachagar and wherein the oul merges in
God in a state of ecstatic consciouspess. Itis said
also that the Charya Marga gives the beatitude of
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Salokya i.e. being in Paradise, Kriya Marga gives the
beatitude of Samerpya i.e. being near God in paradise,
Yoga Marga gives the beatitude of Saroopya (having
the same form of God, and Jnana Marga gives the
beatitude of Sa@yujya (cmplete union with God.) It is
further aid that when we follow the Charya and Kriya
Margas, Gurus come to help us and that when we
follow the Yoga Marga a perfect yogi helps us and
that when we follow the Jnana Marga a great gnani or
God Siva Himself comes to our help and removes
Anava Mala and gives us God’s grace (sakthinipatam),

Saivism has two main aspects viz., the Kashmiri or
Pratyabhijna system and the South Indian Saiva
Siddhanta System. Both claim to be advaita but while
the Pratyabhijna school proclaims the merger of the
souls in God the special feature of what the Saiva
Siddhanta calls as advaita is tkat God and Soul are two
but are not dual. The released souls do not merge in
God but continue to existassouls for if they de not
exist as souls who is (0 enjoy moksha (Liberation and
salvation)?. The soul is one with God (Pati) in essence
and natare but is separate from God as a tathuva or
category. The souls (Pasus) are infinite in number.
They are now in bondage through Pasa or Mala in its
triple forms Anava and Mayika and Karmiga, The
Lord out of compassion creates the universe and gives
bodies to the souls to work out the malas shrough
Karma The souls are attached to Pasa till they know
about God (Pati) and become attached to Him. The
releasea souls are separate from God and are yet in
inseparable (advaita, union with God. The Chin-mudra
of God Dakshnamurthi signifies this state. In it the
forefinger {the soul; touches the thumb (God) in perma-
nent union but does not become one with the thumb,
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It is separated from the three other fingers (which
represent Anava and Karmika and Mayika Malas)
through it was connected with them and disconnected
with the thumb before. It is said also that the Anava
Mala is represented by the middle finger which is the
tallest of all the fingers and symbolises selfishness and
self-esteem (the Capital I). The ring finger is said to
represent the Karmiha Mala or Karma Mala which
pushes us into action. Mayika Mala or Maya Mala is
represented by the little finger. These are symbolised
by Surapadma and Sinhamuhka and Taraka who are
the three asuras described in the Skanda Purana as
defeated and destroyed by God Skanda. We must
conquer and overcome and subdue and destroy these
malas. The souls who have got the mala or Anava Mala
alone and areyin the place of shuddha Maya and have
risen above Maya Mala and Karma Mala are called
Vijnanakalas. They do not comeback into creation.
The soul who have got the Anava Mala and Karma
Mala alone at the time of Pralaya or cosmic dissolution
are called Pralayakalas. These souly will have the Maya
Mala alone when creation takes place. The soul who
have got the Anava and Karma and Maya Malas are
called Sakalas. These are tied to all the 36 tathtuva or
categories and are governed by all the threc Malas. The
souls arise from the Kevala stage when they are in total
bondage and go to the Sakala Avastha (stage) in wiich
they have Iccha and Jnana and Kriya Shakthis and
have Tanu-Karana Bhuvana-Bhoga and struggle for
spiritual light fall they rise to the state of spiritual
liberation (the Shuddba or Jivanmukta state).

Thus while the Kashmiri Saiva or Pratyabhigna
system and Saiva Siddbanta recognise three categories
viz Pati and Pasu and Pasa, Saiva Siddhanta affirms
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all of them to be ultimate realities (though not
equally indepsndent) and the Pratyabhijua system
proclaims Pati as the sole reality which manifests
the universe or itself as a screen and divides itself
into inter-related Subjects and objects.  The
Pratyabhijna school declares God to be both the
efficient cause and the material cause (abhinnanimito-
padanakarana) of the universe while the Saiva
Siddhanta affirms that God is the efficient cause
(nimittopadana) of the universe by His svaropa-
sakthi whereas He by His parigrahasakthi or creative
potency manifests the universe and makes it function
in dependaence on Him. In Mukti or release the soul
realises itself as being and with God according to the
Pratyabhijna school, whereas the soul realises itself as
being dependent on God =zccording .to the Saiva
Siddhanta school. The Pratyabhigna schdol teaches
the non-dualism of soul and God in substance while
the Saiva Siddanta School teaches their non-dualism
in essence. Bondage is according to the Pratyabhijna
school due to the soul own shakti while according

to the Saiva Siddhanta school it is due to the Anava
Mala,



CHAPTER 1I
Vaishnavism in Tamil Nad

Vaishnava mysticisim also was in the ascendant
in Tamil Nad during the centuries when Saiva
mysticism was in the ascendant. The twelve Vaishnava
Alwars correspond to the Sixty-three Saiva Nayanmars,
The word Azhvar means one immersed in meditation
and divine bliss. The traditional dates in regard to
to them are not reliable and have to be revised
in the light of data accumulated by comparatively
recent scholarship. The verses composed by them
total 4000 and are called Naldyiradivyaprabandham
(4000 divine poems),

The first three Alwars were Poygai Alwar
Bootbathalwar and Peyalwar. The Guruparamparavai-
bhavam which gives an account of the lives of the
Alwars says that they belonged to the Dwaparayuga.
This would make them contemporaries of Sri Krishna!
Poygai Alwar was born in Kancheepuram, Boothathal
war in Kadamallai (Mahabalipuram) and Peyalwar in
Mylapore. Thus all of them belonged to Tondai-
mandalam. There is a story that one night when it
was raining heavily the three Alwars sought shelter
one after another in a house at Tirukoilur. They felt
{hat some stranger was pressing upon them. As it was
dense darkness they would not se¢ whose was
the pressure. They realised that the prcimc was
God’s pressure and that God would be seeit not with
an earthly lamp but only with the heavenly lamp
of devotion. Poygai Alwar sang a stanza beginning
with words oeuw g geafwrd.  The stanza  says
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that the earth is the lamp and the seven seas form
the ghee in it and the sun is the flame in the lamp.
Bhoothathalwar then sang a stanza beginning with the
word sTGu gsaflurdl.  The stanza says that
devotion is the lamp and the yearning for God is
the ghee in the lamp and the mind is the wick,
Peyalwar sang a stanza beginning with the words
SméserGLar, The stanza says “I have seen Tiru
(Mahalaxkshmi). T have seen her golden form. Ihave
seen the glory of the rising sun, I have seen the
shining discus and conch. I have seen all these in the
form of the ocean - hued God Vishou”. The first
three Alwars belonged to an early period when God
Siva and God Vishnu were regarded as being essentially
one God and were equally revered, Poygai Alwar
says in a famous line about Hara (Sivaj and Naranan
(Vishnu) with the bull and garuda as their vehicles,

ST @) T QTOWT T len L) LjsiT ter i &)

Peyalwar says that the deity at Tirupati
(Tiruvenkatam) had the appearance of both Siva
and Vishnu as he has mattedtress and diadem and

bears fire and discuss in his hands and wears a serpent
and a go'd ornament,

Brpeamiyt By yGwr sr WY&y E) & & & (1p 65
BT &) I 0T uT Lb LD T 63T sflen L e eam i 5

=D

Thirumazhisai Alwar was born at Tirumazhisai.
His name¢ was Bhaktikara. Though the guruparmpara-
prabbavam says that he was a con-temporary of the first
three Alwars, there can be no doubt that he was later than

them: The tendency to exalt Vishnu over Siva
began in him.
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(Narayana created Brahma and Brahma created
Siva). Furthermore, he controverted the Buddhists
and the jains. He probably belonged to the Sth
century A D. when Manickavachagar also had
controversies with the Buddhists.

Nammalwar was the greatest of the Alwars and
belonged to the Sth or 6th century A. D., though the
Guruparampara Vaibhawam says that he was born of a
vellala family at Kurugur (Alwar Tirunagari) in the
Tinnevelly District in the thirty-third year of the
Kalivuga. I have given many reasons for this view in
my book A Primer of Tamil Literature. ~Nammalwar
speaks often wwith equal reverence about Siva and
Vishnu but quite as often exalts Vishnu over Siva.

ot du @i sHeou (26-1)
(Hari who was all the Trimurthies)
pasSyrar wr Ger (41-81)
(I am the three-eyed Siva)
wpolGu Br&T P& Gar (1pé & s s LUST (100-1)
(O sage! O Brahma! O three-eyed Siva)

The later Alwars generally exalt Visknu over Siva and
even deny Siva. Nammalwar’s poems are full of lofty
mystical thought expressed in a most moving and
charmifg style. He expounded the spiritual teachings
of the vedas in Tamil and is called Vedam Tamizh
Seyda Maran Satagopan (who expressed the Yedas m
Tamil) :

Madhurakavi Alwar was a contemporary of
Nammalwar. His hymns are only 11 stanzas and are in
praise of Nammalwar.
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Thirumangai Alwar was born in a Kalla family at
Tiruvali  Tirunagaram near Shiyali in the Tanjore
District. ~ His name was Kaliyan. He married
Kumudavalli. He resorted to robbery to feed
Vaishnavas. One day he met a Brahman couple and
robbed them of their wealth and tied-it in a boundle. He
could not lift the bundle and there upon he asked the
Brahman: ¢ This is a trick. What is your mantram?”
The Brahman uttered in his ear the sacred eight
syllabled mantra (the Ashtakshara Om Namo
Narayanaya). Kaliyan felt a new supreme bliss and
saw God Vishnu and Goddess Lakshmi on the Garuda.
He composed 1253 hymns. He disliked the Saiva faith.
He taught that God Vishnu created Brahma and Siva.
His hymns are Peria Thirumozhi, Thirukuruthandakam,
Thiruneduthandakam, Elukoorrikai Siriathirumadal

and Periathirumadal. He belonged to the period from
660 to 744 A. D.

Thondaradippodi Alwar was known also as
Vipranarayana and Bhaktapadarenu. He wasa Brahman
of Tirumandangudi. He loved and lived with a dancing
girl named Devadasi. A gold plate was given to her by
a man who posed as his servant. Next morning it was
found to be a plate belonging to God Ranganatha’s
shrine. God told him in a dream that he used
Vipranarayana's servant to redeem him from sin. He
was a contemporary of Tirumangai Alwar and
belonged to the 7th Centurty A. D. His hymns
brzathe a spirit of hatred agains Buddhism and
Jainisit, His poems are Tirumalai in 45 verses and
Tiruppaltli-ezhuchi in 10 verses.

Tiruppanajwar was born in Urayur in an out caste
group. He was a Panar (singer) and used to sing on
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the southern bank of the Cauvery river. His life
says that God Ranganatha of Srirangam ordered
Lokasarangamuni who was a Brahmin priest of God
Ranganatha‘’s Temple to bring him on his shoulder§.
Lokasarangamuni did so. That is why Tiruppanalwar
is called Muni-Vahana ‘one with a saint as a vehicle)
It is said that on being taken into the shrine he
disapreared into God Ranganatha after singing the
hymns beginning with Amalanadipiran (The pure-
primaeval God). He was a contemporary of Thonda-
radipodi Alwar.

Kulasekhara Alwar was a Chera King and a great
devotee of Sri Rama. One day, when he heard that
Ramz had to fight single handed 14000 rakshasas
(demons) he ordered the mobilisation of his army to go
to Rama’s aid. On learning about Rama’s victory he
felt a great happiness. He was a contemporary of
Thondaradipodi Alwar and belonged to the 7th century
A. D. His Tamil hymns are 105 stanzas and are called
Perumal Tirumozhi. His Sanskrit poem Mukunda
Mala is a perfect hymn of devotion.

Perialwar was a Brahmin of Srivillipputhur, He
was named also Vishnu Chittar and Battarpiran. He
converted a Pandya King to Vaishnavism. His hymns
consist of 473 stanzas. He belonged to the 8th

century A. D.

The last and twelfth Alwar is Godai or Andal.
Periyalwar found a divine child in the garden of e
temple in Srivilliputtur and brought her up. gg'used
to weave garlands for the Lord’s worship, OnéMay he
saw a hair in it. Andal used to put the garlands round
her neck to see if her beauty would be, worthy of a
bride of God. Periyalvar chided her and took a fresh



194

garland for the Lord’s worship. But the Lord refused
it and ordered him to bring the garland worn by Andal.
From that day Peryalwar did so. One day Andal
zesolved to become the bride of God Ranganatha of
Srirangam. She was taken in a bridal procession to
Srirangam and disappeared there into Godhead. Her
poems overflow with the ecstacy of divine love and
are amongst the most beautiful poems in the world’s
literature. She belonged to the 8th century A. I). Her
Tiruppavai tefers to the simultaneous rise of Velli
(Venus) and Vyazhan (Jupiter). This took place in
18th December 731 A. D,

The Divya Prapandham consists of 4000 hymns
out of which the so called 1000 hymns (1296 to

be exact; called Tiruvaimozhi were composed by
Nammalvar.

The hymns are as follows :

Poygai Alwar 100
Bhoothalwar 100
Peryalwar 216
Tirumazhisaialwar 100
Nammalwar 1296
Madurakavialwar 11
Tirumangaialwar 1253
Thodaradipodialwar 55
Tiruppanalwar L8
Kulasekharalwar 105
Perialwar 473
*Sri Andal 173
- Tiruvarangathandar 108

4000



195

The compilation was done by Nathamuni about
the middle of the ninth century A.D,

The word Azhwar means one who is immersed in
God  The Prabandham Verses typify all the nine
aspects of devotion described in the Srimad Bhaga-
wata Purana (Sravanam or hearing, Keerthanam) or
uttering, Smaranam  (remembering), Padasevanam
(serving God’s feet), archanam (worshipping), Vantanam
(prostrating before God), daisyam (service), Sakhyam
(comradeship) and Atmanivedanam (self-surrender
unto God. They typify also the five planes of devo-
tional ecstasy (Santha or perfect peace), dasya
(service), sakhyam (comradeship), Vatsalyam (parental
protective affection) and Madhurya (ecstasy of conjugal
love). Vaishpava Mysticism (Bhakthi) yearns for
union with God and its way is the way of surrender
(Prapatthi) and its language is the language of symbolism
and its experience i$ the experience of ever flowing
over flowing rapture in communion and union with
God. The Vaishnava doctrine of the five aspects of God
Viz. Para Vasudeva in the paradise Vaikunta, Vyuha
(Vasudeva, Sankarshana, Pradyumna and Anniruddha)
Vibhava (i.e.) the ten incarnations (including Narasimha
and Rama apd Krishna', antaryami (immanent God
head in the hearts of all beings) and archa {images)
conveys another great mystic truth. The concept of God
as Traggcendent and Immanent and the concept of the
universe and the souls (Jivas) being the body of God
(the relationship being called Sarira Sareeri Bhayg)
(the relationship of body and soul; were perfectzG™0y the
great spiritual teacher Sri Ramanuja and his Swecessors
Vedanta Desikar and Manavalamamuni who came
after the Alwars and summed up and.synthesised the
teachings of the Vedas and the doctrines of the
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Prabandham which is appropriately called by Sri
Vedanta Desika as Dramidspanishad (Tamil Upanishad)
and also as Sarvochita Upanishad (Upanishad suited to
all persons). The combination of the Vedas and the

Prabandham is appropriately called Ubhaya Vedanta
(two fold Vedanta)

The essence of the Vaishnava mystical hymns, as
of the Saiva mystical hymns) is what may be called
God ward Passion or Hunger and Thirst After Divige
‘Grace. The Tamil words 4va and Anbu are frequently
used by Nammalwar to express such a spiritual emotion
(which is expressed in Sanskrit by the words bhakthi
and prapatti and Trishna). The hymns of the Alwars
are as full of personal humility as of devotion to God.
They frequently call themselves Adiyen (the dweller at
the feet of all). They call God as Azhaﬁa» (Supreme
Beauty) and say that He is full of Arul (grace and love)
and is the parent of all beings and the creator of the
universe. Devotion to God will give us spigitual
liberation (Mukti or Moksha) here and hereafter -
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