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A STUDY OF THE CULTURE AND HISTORY-
OF THE.KARKATTAR

Thiru M. ARUNACHALAM, M.A.

1. INTRODUCTION

The origins of any community of people in India with a
historic past are shrouded in myths and lost in the mists of pre-
history. This is not peculiar to India alone. The Greeks, the
Romans, the Scandinavians, the Anglo-Saxons, the French and even
the Persians trace their origin to some myth. The stories connected
with Zeus and Jupiter, Thor and Odin, King Arthur and bis Round
Table, Charlemagne, and Sohrab and Rustum are legion. No
wonder the origin of the Karkattdr community amidst us in Tamij-
nad is also shrouded in myth and legend.

The Karkattdr community now is generally a middle class
agricultural community which clustered certain areas in the Cho}a-~
nad; the members of that community occupy whole areas in
Tanjavir district in the Sirkali, Mayaram, Kumbaksgam and
Nannilam taluks; large areas in Karaikkil, in Nagappat{inam and
Papandsam taluks; whole areas in the Chidambaram an&'—*“ﬁ-iddha-
chalam taluks of South Arcot district; large areas in Udayér-
palayam, Tiruchi, and Lalgudi taluks in the Tiruchirappaili district;
they occupy larée pockets in the Tirunelvéli, Tenkisi and Ambé-
samudram taluks of Tirunelvali district; Madurai and Nilak-
kottai taluks of Madurai district and Sattur, Srivilliputtir and
Aruppukksttai taluks of Ramandthapuram district. The first world
war had dislodged them from their pinnacles and sent them job-
hunting and settled them in, urban areas like Madras, Tanjavor
and Tiruchirippalli. The second world war and the series of new
land laws which were ushered in the wake of that war and of
Jindian Independence have snatched away all the jand from them
and left themn one of the most economically backward classes;
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No chronicle of the history or evolution of the Xarkattar
had ever been written. The present account is only an attempt
to present legendary accounts, popular traditions, available histori-
cal referznces and literary material in the form of a connected
narrative. If history were to depend only on fully recorded and
documented evidence, then no history of any South Indian Com-
munity is possible. Our elders, at all levels of society considered
matters of the spirit and of culture as the only important factors
in society. They attached scant importance to recorded history.
Hence we have no history and have therefore to reconstruct history
afresh, to embrace all the available sources of the past and all
the institutions of the present, consistent with factual veracity and

‘cultural urity .and development. The following is such a recons-
tructed account. ’

This account applies to the condition of the Kiarksattir up to
the first guarter of the twentieth century, that is, upto the end of
.the first world war; the war ushered in many major revolutions

in the life and outloock of the people at all levels and the
Karkattair were no exception.

2. SOME LEGENDS AND TERMINOLOGY

The Velilar in general

At the outset one thing has to be clearly borne in mind.
The so called Aryan-Dravidian unification happened in Tamilnadu
in pre-historic times. We would be wrong if we think of the
Velalar in terms of Aryan or Dravidian; we would be equally
wrong if we try to apply the standards of Varga in the Aryan
culture to the Vejalar we know today. Very brave attempts have
been made in Tamilnadu in the past firstly to equate the Vé&lalar
with the third Varpa and call them the Bhiivaidya (the other two
being the Govaidya and Dhanavaisya). According to these attempts,
a Dhanavaisya is the real Vaifya, a trader; Govaisya has been
called the cowhe d; the Bhuvaidya is the agriculturist. This theory
‘gained grand from among those who accepted the Aryan Varga
theory but did not like to accept that the Vé&lajar were Sfidras.

Another attempt was made by very learned $aiva writers to
accept the Velajar as Spdras and then make a division among
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them as Sat-Sidras (the elite) and the Asat-Sidras (the masses).
On the face of it, this classification seems to be quite absurd.
The Karkattar with whom we are concerned here had been the
most enlightened, cultured and aristocratic group in the land and
to call them Sadras is ridiculous. The only logical way out is
not to apply the Varpa theory to them at all. This is actually
also the correct factual position. The caste system of the Aryans
does not apply to these people. They were outside the pale of that
classification. We do not wish to be drawn into any controversy.
here regarding race or language, or Varpa. The term Vé&lalar
has nothing to do with the Varpa classification.

One learned scholar Mr. M- Raghava Aiyangarihas written
a book on this subject entitled Véfir Varalapu. --According to the
legend that Valalar are Vaidyas, he has tried to prove that the
V&lir mentioned in the Sangham literature are a princely clan
of Yidhavas who came into Tamilnidu from Dvaraka along with
Krigpa. This may appear quite plausible as an academic discus=
sion, but faced with the communities as they exist today, it will
be seen that the Yadhavas are different and that they cannot be

equated with the Ve&lalar.

Leaving apart these discussions, we shall just refer to the
mention of the Vsalalar in some books of the first millznaia
after” Christ. Magimskhalai has been quoted below: The word
Vélapmai which we take to mean as agriculture, was interpreted
as benevolence, helping others, in the early period. The Kura}
says that the househoider’s business in life is to feed the guests
and help others. Another book says, “He is a Vglila who
would not take his food, keeping a guest hungry outside . This

has -been praised as the real characteristic of the Velalar in all

subsequent literature.

The early lexical work, Divakaram equates K&arilar and

Valalar with Sadra, in accordance with the belief of those times.
On the same basis, it defines the duty of the Veélalar as six;
tilling the soil, tending the cattle, trade, music, weaving and
service to the twice-born. Though the twice-born, the Brahmin,
was held in great esteern, the status mentiond- for the Velalax
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was not a reality but was only a reflection of Védic concept of
Varpa ; this was far from the reality. The same Nighantu (lexicon)
says in another place that the nature of the Ve&ldlar may be de-
fined as the ten ; carrying out the command of the king, supporting
the fallen, working with the arms for discharging their duties to
the State, having sympathy and mercy in the heart for the weak-
ness and the suffering of the others, supporting kith and kin,
ceaseless industry, paying the taxes, good neighbourliness, feeding
the newcomers and upright conduct. Surely these are the codes of
conduct for the nobility in any land, not for the slaves or the
Sadras. Thus we realize that there was a confusion caused by the
attempt to apply the Varpa Dharma to the indigenous Vz]alar’s life
and culture. The confusion has been recognized by the later
cuddamanpi Nighapfu (16th century) which drops the Sadra concept
and merely says that the Valalar are those that give. We also
learn that Ve] is not the same as Ve&lalar, but that it was a title
conferred on the Velalar by the king.

During the later years, many different classes began calling
themselves Velalar. The Karkattar, who were the only Velalar in
the pre-historic past, gave rise to many divisions which were
Veilalar and yet called themselves by different names. Some of
these have been commented upon elsewhere. But in the recent past,
very many communities have begun calling themselves V&lalar, so
much so, that one unacquainted with their history cannot know if
one was a Vé&lalar at all. The surname has now become so popular
that when one is particular to call himself a Velalar, we have to
presume that he is not a V&lalar. The new aspirants to the title
had become so many, that a natural indication seems to have been
adopted in the last century. These aspirants call themselves Vé&lalar
and name the others as the criginal or orthodox Vé&jalar, or $aiva
Velalar. This term will be explained later.

‘ The Velalar are called the children of the Ganga; . probably
this refers to the remote past, when the Tamilians held sway over
the whole of the Bharata-kanda and had brought the Gangetic
plains also wunder cultivation. With the passage of time, they
happened to be confined to the south, but yet the memory of the



Thiru M. ARUNACHALAM 3

past is preserved in the legend that they are the Ganga-putra ; this
does not mean that they migrated from the Gangetic valley, but
only means that their area. of occupation included those areas also.

The term Karilar

Karalar is the term used to denote the Karkattar community
from very early times. Manimékhalai, one of the five great Epics
in the Tamil language, makes use of the term twice in the phrase,.
Karalar Sapbai meaning the city Stkiali of the Karkéttar. Sagpbai
is one of the 12 names of Sikali made immortal by Saint JAiana-
sambanda in his song sung before the Pandiya prince of Madurai,
saying that he haijed from S1kali the holy place with twelve names.
It was called Sapbai because of the wild growth of the elephant
grass, sambankorai in the place. Sikali was then a seat of the
Karkattar and so was called Karalar Sapbai in the epic. The
history of Tamil literature and the history of the $aiva religion tell
us that the city was the headquarters or the capital city of the
Sajva religion from very early times upto the fifteenth century A.D,

The term Kardlar means, those engaged in agriculture; it has
had the same connotation through the centuries even upto the
present day. Kdar meant the steel blade of the plough, or plough-
share ; kar-apmai meant the utilization of the ploughshare, i.e.,
agriculture ; and kar-alar meant those who were masters of the
ploughshare and they were naturally the Karkatear. * Later Nighagtu
or lexicographical works defined Karalar as Bhavaifyar, when they
sought to bring the Karkattar under the Vaifya vargpa of the Aryan
four varpa classification, making it into three as Bhuvai§ya, Go-
yaiéya and Dhanavaisya. Here we would just state that Karalar
is Karkattar. Even tcday we find members of the community
styling themselves as Karalar in the transfer of property documents
registered before a government registrat of assuraances ; the phrasing
invariably is: so-and-so, son of so-and-so, Kairalar, Sivamatam,
mirisu (although they have been stripped of all mirasu by the
post-war land tenure laws). No other community calls itself Kara-
jar. These practices indicate that all the literary references to
Ksralar are to the Karkattar.
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The title Karaik-kattar

The Karkattir are widely known by the two titles Karaik-kattar
and Karkattar ; the second occasionally extended as Karaik-kattar.
However, even informed persons are not sure today which is the
correct title. They believe that Karaikattar is merely a corrupted
form of the title Karkattar which is literary and pure. But we
shall here show that both the terms are correct litergry forms and
that they represent two distinct pre-historic legends pertaining to
the origin of these people.

In the very distant past, Siva and Parvati indulged in a sport
for the benefit of mankind, partic'ularly the people of Tamilnadu.
Parvati coming behind Siva closed His eyes with her two palms.
As His eyes are the Sun and the Moon, this closure resuited in
the shutting off of all light from the Sun and the Moon and
consequently the whole -universe was enveloped in darkness. All
activity stopped and there was a temporary panic. As Parvati
removed her hands, again there was light and, activity was resumed.
Siva rebuked Parvati saying, My dear, you have caused a tem-
porary panic and misery to the universe by your prank. This is
not proper. You have to make amends.” With a feeling of remorse
She replied, “ What shall I do?”. He ordered: ““ The only amends
is to worship us. You go to the earth and perform due worship
for us there. Of the 1008 sacred places on earth, Ka$i and Kagei
are equally holy. Go to Kanci. There you will find us seated
in litiga form under the single-fruited mango tree. Worship us

there. In due time, we shall appear before you and take you
back to Kailad ™.

So Parvati came to Kanci with Her maids and began a
ritualistic worship of Ekambara-murti, ie., the form of Siva
enshrined under the mango tree on the banks of the river Kampa.
Her maids raised a flower garden for Her there and supplied Her
with all the accessories for the piija. Paja did not mean mere
worship of the image; it also implied the: practising of the
traditional 32 charities or duties. In prhctising these she was
assisted by many families of WV2lilar who were servants under
Her. Those families lived in Kaiaraikkadu, an area closg to
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Bkambam where Parvati’s pija was being performed. It was. so
called because it was overgrown with the sharp spined scrub,
‘k8rai (canthium; kadu-jungle). This place was also a separate
$iva temple where Siva is named Satya Vrata Karaikattar and
His consort is Kamiksi. It has been sanctified in the hymns of
Saint Thirujaianasambanda. The puranas of Kanci mention this
shrine called Tiruk-kaccineri Karaikkadu, as next in importance
to Bkambaramm. These Véldlar living in Karaikkddu and assisting
Parvati in Her pija were naturally called Karaikkajiar, °the
people of Kairaikkadu,” (Dr. U. V. Swaminatha Aiyar has men-
tioned this derivation in many places in bis writings).

Parvati’s pija continued for some time and :the day: came
when ' She was “due to return to Kailad. She ' ther received two
measures of paddy seeds from Siva. She gave it to the:e servants
of Hers and told them: ¢ My children, use this paddy to produce
agricultural wealth from the soil in order that the traditional 32
duties may be continued by you on earth.” From that day the
Karaikkatiar has been tilling the soil and rearing the paddy
with the seeds given by Parvati and fostering dharma on earth.

Karaikkadu seems to have had considerable importance not
only in Deévaram but also in other literature. The Virutti,
commentary on Yapparuhgalam, (both by eminent Jain writers
of the 1ith century) cites a a verse in praise of Giva at Kacci.
nerik-karaikkadu. This is obviously taken from a larger wor.l'c;
the original is not extent now. The verse ends with the words

‘nilaladaindir tammai - nerikkd@rai kk&{{dn ’
meaning that Siva of Karaikkadu will not direct those who go
to His feet, along the hard path of thorns. The full verse is
in madakku, a kind of pun where the end part of each line
is repeated in the next; it is a fine- piece of lyric.

The surname Pillai

The Karkattar living in all the areas in Tamijnadu are
known as Pillai. There is considerable significance in their wuse
of this term as a surname. Pijlai means son; because the Karaik-
kattar inherited the duty of performing all the thirty two dharmas



8 CULTURE AND HISTORY OF KARKATTAR

on earth from Sakti Parvati the Supreme Mother, they stand in
the retationship of a son to Her. “Grammar will tell us that Pijjai
is the term applicable to the young ones of the humans and some
other species in God’s creation, the animal and the vegetable king-
dom included. The term Pijlai not only signifies this idea of
succession like a son, but is also meaningful in other ways.

We know Gapsfa is the Mitta-Pillaiyar (tbe elder son, yar
‘being merely an honorific suffix) and Muruga is the Ijaya Pitlaiyar
(the younger son). The term- Pillaiyar used without any attribute
means Gap&da. We have again another valuable literary tradition ;
Tiru Jianasambanda, who drank deep of the milk of Grace from
Piarvati is always called as Pillaiyar, Tiru Jiidnasambandap-
pillaiyair by Sékkilar in his Peripa purdpam; another term is
Aludaiya Pillaiygr, the son who was taken as a servent by God,
and who takes us all as his servants. Sambanda is the first
spiritual preceptor of the followers of Siva. Again the legend re_
lating to Capgdésa is well known. Born as a Brahmin child, he
was worshipping a lidga in sand on the banks of the river, bathing
it in the milk obtained from the cows le}‘t to his care, when his father
kicked the milk pot, thinking that the boy was wasting the milk,
Capdéda saw this obstruction to his worship and with a stick lying
nearby, chopped his father’s leg into two. For this act of dedicated
service, today, Capdefa ‘has a umique place of honour in the Siva
temple where it is ordained that, only a worship of Capdeda will
complete Siva worship. The story of Capdésa is the 26th in the
Periya pur@pam of Sekkilar. Here he refers to the young Brahmin-
devotee the Szyfialurp-pijlaiyar. (Ssyfialar is his village). The term
Piuaiylr"iere, as in the case of Sambanda, is not only a term
of endearment, but also one of adoption, as he says in the pext

verse (1269) that the young boy became the son of Hara even
with this physical body.

It is quite evident that the Saivas who were great lovers of
the Periya purdpam and who never failed to read it in their daily
pdja and prayers, were moved by this term and adopted it as thejr
surname. We find Tiruggijrambalamudaiyan Peruman Nambi, who
wes a trusied commander of King Rajaraja II (1146-63) being
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called Peruman Nambippillai. The story of this commander is
given later. The term has remained and from that day to this;
Pillai had come to mean a Karkattar.

The term Pillai had then acquired such a great repute that
we find in the Vaispava tradition many Acaryas calling themselves
Pi}lai-Nampillai, Pen‘yavic_:qﬁnpillai, Tappulpillai (Vedanta Dé&sdika),
Naduvil Tiruvidhip-pi}lai, Vadakkut Tiruvidhip-pillai. Pi]lai Loks-
carya, Vilancolaip-pi}lai, Tiruvaymo}ip-pillai and so on. This indi-
cates the great esteem which the ferm had come to acquire in
society.

The honorific suffix *@r® as in Mudaliyar amig ‘Chettiyar is
not added to the word Pillai; the 1mphcat10n is that the mere
word Pillai is sufficiently significant and respectable; ar is added
only when the word is required to denote the sons of Siva, as
Pillaiyar or Ilaya Pillaiyvar. When at a later date, an honorific
suffix was sought to be added to the word, the word aiyan was
added to Pi}lai to sound like “‘Pillaiyan”; this was the surname
by which Vedamalaiyappa of the 17th century was referred.

The esteem that was attached to the term Pijlai is also seen
from another example. In an account of the Topdaimandalam
Vajajar, we find that they are invariably referred@ to as Mudalip~
pillai. The Tondamandalam people are generally known as
Sajiva Mudalivar; but here we see that the term Mudalip-pillai
was thought to be more significant in connotation. '

Of course in the later centuries, the term had becggne chesp
and any one who had no traditional or community background
began to call himself a Pillai. New converts to Christianity called
themselves Pillai, just as priests among them called themselves
Aiyars. This only points to the veneration that had attached itself
to the term Pillai.

A further note may be added here. The Kairksttar are always
known by the title or surname Pillai. It so happened that a few
generations back, a few Karkattdir went out to several places
ougside their usual settlements and ¢ook to tyade. In consonance

B-2
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with the general nomenclature of the traders everywhere, they also
were called Chettiyar. Large groups of them are found in
Kumbakognam. They are ali really Karkattar, preserving the
gotra title and other characteristic features. Somehow, their origin
had been forgotten in the recent past. But now they are recalling
their past, and are taking steps to join the main stream of their
fold. Several marriages also are taking place having this inte-
gration in view.

The title Karkattar

As time passed, the Veslalar began to expand and migrate
to the south. They settled themseives in the entire Qola territory
and became the back-bone of the life, culture and administration
of the area. It may be of some interest to note that the South
Car Street of Tiru-Ariir is still known as Karaikkattar Vidi and
Pukal-abharagpat-tirnvidi.

In further course of time they moved further south and a sec-
tion of the spreading wave of the Karaikkattar settled in Pandinad
and its capital city, Madurai. All this happened in the ages prior
to recorded history. These people .were all devotees of Siva; their
one vocation in life was agriculture; their culture consisted of
fosterihg the thirty two dharmas or acts of charity. They followed
in all the areas where they setiled down, the highest moral code
which won for them the respect and esteem of all members of
the society, including royalty everywhere.

During this period, some of the legendary sports of Siva took
place at Madurai. In answer to the prayers of Malayadvaja
Pipdiya, ruler of Madurai and his queen Kaficanamalai, Sakti
Parvati was born as their daughter Minsksi whom Siva wedded
in the name of Sundara Papgiya and ruled over Madurai. After
some time Sundara Papdiya and Minaksi handed over the
administration of the State to their son, Ugrakumara Papdiya and
went over to their celestial abode, Kailas,

Indira, Lord of the celestials, was jealous of the glory of
Ugrakwnira Paggiya. This prince unlike the others, did not bow
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before Indira as the Cola and the Ch#ra princes did. This enraged
Indira who caused sufficient rains on the Cola and the Chara
territories, and stopped all rains on the Pﬁadiya State. There
was severe drought here, but the Pznpdiya prince would not beg
a favour of Indira. One day however, the clouds strayed into
his air space; Ugrakumara immediately imprisoned them. As
the clouds were not free, .no showers fell now on any land. Indira
fought with Ugrakumara but was vanquished. He now sent a
messenger to the Pandiya praying for the release of the clouds
and guaranteeing rains. But Ugrakumara would not heed his
words. So some-one had to appear and intercede with the Pandiya
on behalf of Indira and the clouds. The Vajalar, who did their
tilling operations with the help of the rains were natorally friends
of the clouds and their master Indira. So they now came forward
and stood surety for the future good behaviour -of the clouds
and of Indira. The Pandiya accepted the surety of the Valalar,
as he believed that they were persons who always kept their
words and were upright in conduct. The clouds were released.
They showered water on all the States and the land was once
more prospercus. From that day, the Vslalar came to be called
the Kar-Kattar, ‘the Saviours of the clouds’. Indira was also
muck pleased and he showered many presents on them, chief of
them being his own white elephant Irdvatam and his own horse
Uchaidfravam. In memory of this incident, these two can still be
seen during the Karkihttar marriage ceremonies iunstalled at the
centre close to the homa fire-place, round which the newly wedded

bride and bridegroom walk three times.

The term Xarkattir had since come to mean the protectors
of the clouds (kd@r), i.e. those who stood surety for the kar. Another
meaning is also given. The steel blade at the tip of the plough
(the ploughshare) is calied kar. The plough made of wood may
decay and break with a year’s work. But the stecl blade is
strong and continues to function for a number of years. When
the plough became useless, the share is detached and attached to

These Valalar in times of yore set their heart

a new plough.
it cultivable.

on this blade which turns the soil and makes
Hence they were called Kar-katiar, those who waited for the kar,
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«ar, those who had the custody of the kar. Kaitar here means
waited (for the kar).

3. THE POLITICAL HISTORY OF THE KARKATTAR

We had fstated earlier that the attempt to equate the Karkattar
{Veldlar) with the VYadavas is not correct and the attempt to
gtoup them under the VaiSya of the Arya Varpas into a separate
clan as the Bha-vai§ya is also not correct. Tolkappiyam lays:
"down that the Vzlzlar were agriculurists’ and that weapons of
warfare and floral wreaths worn in battles were conferred on them
by the ruling princes. The V&lir had the privileged relationship
of giving their daughters in marriage to the ruling princes in the
Tamilpadu. Ilanchst Cenni, a Cola monarch married a Vajalar
bride from Alundur, and his son Karikal Cola married a V&lalar
bride from Nangur, both flourishing places in Colanad even to-

day Pari and such other Vallals (patrons) of the Safdgam age

were the ancestors of the class of people who came later to be
known as the Velalar

As stated above, we find in the later period, particularly in
the days of the imperial Colas of the 9 to 14th centuries, illustrious
Vajajar chiefs giving thexr daughters in marriage to the Col,a
princes. Besides these, there have been also many illustrious chiefs

©of Velalar who had led .campaigns against the Cola enemies and
<ome out victorious.

There was a long succession of illustrious army chiefs under
all the Cola emperors. For want of definite recorded history
wWe are unable to have here a continuous account of all such heroes
and their achievements. However, we shall mention briefly the glory

of four of such chiefs whose names have been handed down to
posterity as gotra tigles.

Viluppatarayar :

He was aa illustrious commander under Rajadiraja I (1018~

During the period, the western Ci]ukyas under their king
Agava maila was a source of constant menace to peace in the
Cola country. There were several engagements between the

54).
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CaJukya forces and the Cola forces and in a pitched battle
in 1054 at Koppam, Rajadiraja himself was killed while fight-
ing seated on the back of an elephant; his younger brother
Rajendra II took over the command immediately on the battle
fiecld and put to route the Calukya forces. In an earlier com=
paign, Viluppataraya had engaged Jayasiiga, son of Agava malla
on the battle field and slew him and the Cilukya forces fled. In
recognition of this significant service, REZjadiraja gave Viluppa-
taraya the title of Jayasifiga kulakala (annihilator of the Jaya-
siiga tribe) and presented him with a village of several acres of
land in Mayiaram taluk and named it as Jayasinga kulakala nallur.
The place exists today as Ké&singan. The descendants of Vilup-
pataraya, who took their family or gdtra name from bim had
lived in the same village near the S$iva temple at Attur till about
four decades back when the last of the family who had omnly a
female issue gave her im marriage and left the village. Many
families exist today in the Cidambaram taluk and in Batlagundu
in Madurai who are the descendants of this Viluppataraya.
History tells us that he was also a high administrative officer
under Vira Rajsndra (1063—1070), last brother of Rajadiraja.

Munaiyatarayar: This is another magic name to conjure
with. He was one of the heroic commanders who assisted Karupi-
karatopdaman in his expedition against the north Kalingas by
about 1105 A.D. and celebrated by Jayamkopddr in his Kalini-
gattu-pparani; he has also been praised by Oitakattar. In the

days of Vikrama Cola, he was administrative officer at Tiruk-

kangapuram in Tanjavur district. He was an ardent worshipper

of Visgu.

Once there was a severe famine in the area. Taking pity on
the misery of the people around, Munaiyataraya distributed all
the paddy from the State granary under him to the hunger-
stricken people. Tale bearers were there in plenty, as now, and
they poisoned the ears of Vikrama Cola against this officer. The
enraged king clapped him in prison without even an enquiry=
The loving wife of the chief sent messengers to represent her
husband’s case to the king and do justice. She was herself a:
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poet. She wrote a fine lyrical verse saying that if Munaiyataraya
did not return to her the next day, he might not see her alive.
Legend had also taken a hand in this story. Because of his
picty and devotion, Sourirajap-perumi], the Lord of Kagpapuram,
appeared in a dream to the Cola that night and instructed him
to release the devotee. The king was amazed at the interven-
tion of the Lord and so released him the next morning and sent
him home with all honours. His wife was very happy at his
return and in gratitude prepared a delicious porigal in ghee as food
offering to the Souriraja worshipped in their home. When Munai-
yataraya was offered this foed, he found it extremely sweet and
declared, ““let this be dedicated to Souriraja.” When the temple
priests opened the sanctum in the morning they found the crumbs -
of porgal strewn all round the miirti. They reported this immedi-
ately to the king who caused an investigation to be made. The
crumbs were found strewn from the temple to the house of the
chief. The king took this to be God’s own recognition of the
"devotion of Munaiyataraya and from that day ordered that the
same poiigal be offered as food for Sourirajaperuma} at noon.
It came to be called the Munaiyatarayan pongal; this is being
done even today. An image of Munaiyataraya is installed in the
temple and the pongal after being offered to Sourirajaperumal

is also being offered to the Munaiyatharayan image today with
all honours.

This Munaiyataraya was probably a descendant of Narasifiga
munajarayan, who brought up Saint Sundara when he was a
<hild and, who was himself a canonized Saint. The term Munai-
yataraya became a gotra name later and is common among the
Karkattar in the Cola Nadu and also Pandinad today. Maunai-

yaguvar, the Saiva Nayanir, Saint of Nedfir, might have been
an ancestor of these chiefs.

Kalingardyar: He was a commander under Kulsttunga I
{1070-1120) and then under his son Vikrama (1118-1133). He
belped the kings to win many battles. Originally he came from
Manavil a place in Topdainad. He was known by several names
such as Manavil kottan, Naralokaviran, Arumbakkilan etc. The
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title of Kalitgaraya was conferred on him by the Colas for his
‘meritorious war service. His valour is also attested by' Oftakkittar.
Today Kalingaraya is remembered for his scores of services to
the Cidambaram and Tiru-Adikai temples. 36 vepbas inscribed
in the Cidambaram and 25 in the other temple enumerate his
services, He gold-plated many parts of the roof of MNatardja’s
hall ; gifted many lamps; had many ghee abhigskas performed.
He constructed the hundred-pillared hall and many other halls
and the steps on the baoks of the Sivaganga tank in the temple.
He raised a flower garden in the temple. He constructed the
Sivakamasundari temple thereunder the orders of Kulsttunga II
(1133-1150). He caused the Dévdaram to be inscribed on copper
plates. He also constructed a hall for Davaram singing. Similarly
he constructed the Sakti shrine in Tiru-Adikai, the Natarija shrine,
the Vagifar shrine and performed other services. He also rendered
similar services to many temples in Topgdai Nadu and in Cola Nagu.

His descendants have since come to be known as Kalingarayars.
There are nwperous families in the Tanjavir and Tirunelveli
districts bearing this gdira title. The famous poet Saiva-Ellappa
Navalar (16th century) belonged to this gotra.

Pallavatarayar: Perhaps this officer was the most important
political chief of the period. He was a minister and military
commander under Rajarija II (1146-1163): He was known by
several names saoch as Kaulattarudaiyan, Tiruchijrambalamugaiyan,
Peruman nambi etc. He was given the title Pallavataraya by
Rajaraja. He is also mentioned by Otftakkattar in his songs. He
belopged to Kulattar: this has become a goira title, Kulattuda,
some times corrupted as Orattuda. Kulattir is now known as
Pallavarayanpettai in honour of the residence of this chief and his

descendants in the 12th century.

In 1163, Rajaraja was on his death-bed in the Palayarai
palace near Kumbakenam. He had no children. Perumén nambi
knew that the king would not survive. So he was anxious that
succession to the throme should happen smoothly without any,
political confusion and that peace should reign in the land, With
the King's permission he took the two children who were in
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QGaitgai-kopda-Colapuram palace to Pajlayarai. The children were
the grandchildren of a daughter of Vikramachsla, grandfather of
Rijardja. There he had the first of the children crowned as
King, in 1163 as Rajadhirija II (from 1163-1178). Rajardja died
on the second day after Rajadhiraja’s coronation. During this
prince’s reign, Peruman nambi acted as regent.

The whole story of this regent and this episode is recorded
in a long inscription of the Pallavardyanpet temple. This place
is a2 well known suburb of Maiyiram today. Peruman nambi had
secured significant victories over the Charas and the Sidgalas (in
Ceylon). He was a very loyal follower of Rajarija in whose
name he had built the existing temple of Pallavarayanpet which
was then known as Rajarajésvaram. During Rajadiraja’s rule, he
fought many battles in Pindindd and placed on the throne
Kulasekhara Pandiya who had come to him for help. He died
in 1171. Forty vélis of land (more than 260 acres) in the area
were gifted by the king to the widows and children of Perumin
nambi.

Looking back into the pages of the history of a period of
800 years ago, we see in PerumZn nambi a loyal and powerful
chief who was responsible for saving the land from chaos at a
time when there was no direct heir to the throne and for
arranging a successjon with great forethought. History tells us
that this succession lasted for more than 100 years after him,
till Rijendrachola died in 1279 without a heir.

A study of the inscription of the ruling dynasties in Tami]-
nidu is certain to bring to light many more such Karkatiar
beroes who have illumined the pages of the history of the land.

Vadamalaiyappa-Pi}ljaiyan

We had dealt earlier with the migration of the Karkattér
from Kaficipuram to the Kavéri delta and later to the Pandinad,
All this was in the pre-historic times. We may mention here a
further migration of the Karkattir to the southern tip of the
peninsula which took place in recent times: it is part of recorded
history. When Tirumalai Nayak was ruling over Madurai and the
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south, he was not able to collect the revenues from the Tirunel-
veli area and so was on the look out for a capable officer who
could be put in command of the southern regions for collection
of revenues. He came to hear of the administrative ability
of Kavai-Vadamalaiyappa Pillai, who was then living at Nidar,
a small place with a Siva shrine close to Mayiram. It was
then a Karkattar village having sixty families, all related to one
another who were all industrious, capable and honer and whose
leader was Vagdamalaiyappa. Tirumalai summoned Pillai to
Madurai, and immediately put him in charge of the southern area
with headquarters at Tirunelvali. Pillai took all the sixty families
from Nidaor to Tirunelvsli and stationed them in all the important
trouble-centres in the area as village karpams and his task of
administering the area became comparatively easy. Niyak held him

in high esteem.

. Vadamalaiyappa belonged to the Naranakkuda gbira. He was
a devout follower of Murugan and the temple at Tiruccendar
naturally attracted him. During that period, the first half of the
17th century, the Dutch carried away the image of Muruga from

the temple and threw it into the sea.

Some time after Vadamalaiyappa assumed charge, he had =a
dream in which Murougan of Tiruccenddr appeared and told him
to go out to the sea and search for his image in a place where
a lime fruit would be found floating on the waves. So bhe set
out on a kattamaram with a few divers and reached the indica~
ted spot, where he found the lime fruit floating and also the
Brahminy kite circling over-head. Tying up his clothes tightly,
he jumped into the waves, went to the bottom and found the
image. Lifting it up in his arms, he came to the surface. The
jmage was then brought to the temple and instalied with due
ceremonies and pomp. A contemporary poet by name Venri-
malaik-kaviriya, who was one of the priests privileged to perform
the poja in the temple and who had also written the purapa for
the temple, wrote a Kkiritanam to celebrate the occasion; this be-
gins with the words: *‘This is an auspicious occasion for all of
us, when you deigned to return to the temple, Muruga.,”” The

B-3
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poet mentions the year as Saka 1576 (A. D. 1654) and mentiona
therein the devotion of Vagamalaiyappa. This kirttanam is the
first kirttanam in the Tami] langunage. Vagamalaiyappa Pillai
was thence forward called Pillaivan. (Piflai-Ayyan, the gréat among
the Pillais) and this title is still given to all the members of
his family. In any domestic function today in the Tirunelvali

area, the first seat of honour is reserved for a member from
~ this family.

In honour of this achievement, Pillai was then given the
privilege of the first worship (archanai and mapdakappagdi) in the
Murugan temple on the day of the temple festival. This prace
tice goes on to this day. As if to emphasize this, an anecdote
relating to Kattabomman is alse narrated in Tiruccendar. One
day at the time of a festival there, Katjabomman had camped
at Tiruccenddr. He desired pdja to be done on his behalf first
that day. The temple priests refused to do it. Naturally he
was much enraged. He rode up to the temple and hauled up
the priests for disobeying his words; they meekly submitted that
the first puja was always the privilege of Vadamalaiyappa and
then narrated to him the events. When he heard them, he was
very much moved. He allowed the first pija to be done as
usual and agreed to have his, done next.

During the period when the Murugan image was under the
sea, no one knew where it was thrown. So an attempt was
made to cast a fresh image and install it in Tiruggendﬁr. But
by the time it was cast and by the time it was actually on its
way to Tiruccenddr, Vadamalaivappa had recovered the original
and installed it. The new image had by that time reached a
place now called Murugan-Kuricci; it was installed there in a
newly built temple which took its name after Muruga; it is now
keépt in the Palayamkottah Siva temple.

The Mitla miurti (Idol of sancturm sanctorum) in Tiruccendar
was desecrated by the Dutch. In its place a new image .;:arved
from the rock on the west bank of Tambrapargi on which
Pillaiyan’s mother used to perform her puja, was installed; a
second image cayved from the same fock was installed in the
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place which is now celebrated as the Kurukkuttugai temple in
thé river bed.

Today there is a large cluster of the Karkattair population
in and around .Tirunelveli. Many of the village karpams still
continue in the villages where Pillaivan had established them.
Some of them however had left their stations to look for more

advantageous jobs in the towns.

Other Patrens and Chiefs

Along with such eminent chiefs of the Cola period, there
were other such chiefs and patrons. We shall here notice two such

patrons.

Sadaiyappa Vajjal: He was the patron of Kambar; he lived
in Tiruveppainalliir and was a Karkattar. This place is not to be
confused with the place of the same name associated with Sundara-
marti, the Samaya &chdrya, and with Meykanda D&va, some centuries
later. Sagaiyappar is the name of the Lord Siva enshrined at
Tiruppanandal ; it is a name commonly found among the Kar-
kattar. The founder of the charities now known as the Anbanatha-
puram Family Charities which rans the AVC college at Maytram
was a Sadaiyappar. Sadaiyappar is a name of Siva, the Lord
«who wears the matted locks.” During the days of Kambar, the
crown of the Cola emperors was always in the custody of the
Karkattars, On the death of the ruling monarch, when the
successor was installed, it was brought from the custody of the
Karkattir concerned at the time of the coronation and given to
the Sivicharya to be placed on the head of the pewly ancinted
ruler. It was always the Sivichirya who did the coronation.
The Karkittir was recognized as the real producer of wealth in the
jand and so he was given the custody of the crown, the most ime
portant insignia of royaity. Kambar remembers this contemperory
tradition very well and invokes it for the coronation of RAma at
Ayodya after his return with Sita from exile:

« The crown was handed over by the forefathers of Sadaya,
Vasista received it and placed it on the fead of Rama * -
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The concept that the crown is in the custody of the Karkattar, the
agriculturists as the real producers of wealth, is most significant.
There are many stories connected with Sadayappa Vallal; they are
well known and do not need a repetition here.

Nerkunram Kildr: He was a poet and patron of poets who
lived in 12th century in a village in Togpdainad, known as Nelkun-
ram {meaning a hill of paddy). Many stories abound praising his
gifts to poets and his sensitivity to poets’ poverty. There is one
fine story. Asking for help always demeans one. Kilar was able
to sense this feeling of reluctance on the part of the poets to
ask anything. So he had spread sand in the courtyard of his
house. Poets who came to him for help were simply to write
their request on the sand. He would see the writing from a
concealed place and would immediately grant the request. Xilar
belonged to the Kalappala gotra. We may remember that Mey-
kapdar the exponent of the S$Saiva Siddhanta philosophy, came
also of the Kalappdla gotra; we know his father’s name was
Achyuta, the Kalappila; probably he came of a different branch
of the same gofra. He also lived about the same time. Kilar
was also a poet. Hc has written an antedi poem on Siva ensh-
rined at Tiruppugalor in 100 verses.

Nerkunram kilar had given a daughter in marriage to Peru-
man Nambi Pallavatarayar. She was also one of the beneficiaries
uader the grants made by Rajidiraja on the death of Pallavat-
araya.

We hear of many other Karkattdr chiefs who were patrons of
poets. There was one Uttapdan in Taiyir on whom a kdvai poem
was sung the 16th century; one Ellarkku Nairdr in Tirunelvali,
*of the Karaikattdir family’ who is celebrated in poems of the
period of Vagamalaippan, besides many others.

4. MORE LEGENDS
The Mukkujam Legend

A tradition relating to the Karkattdir has been recorded in the
Cola Magdala Satakam, The Mukkulam (three tanks) of Tirg-
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~vepkadu near Kavérippatfinam in the Colanid has been extolied
even in’the songs of Thiru !Jﬁanasamfsanda{(“lth century). It is
a well known story that Achyuta Kalappala of Pennigadam was
directed by his preceptor to bathe in the Mukkulam when he
prayed to God for the boon of a child. (12-13th century). The
Satakam records a much earlier legend. When the Cola prince
Karikdla was to be crowned, the question as to who were entitied
to crown him arose. It was then ascertained that the Karkattar
were of 64 families, and that, only they were entitled to this
exclusive privilege. The legend says that before the actual coro-
nation ceremony, the Karkattirs were required to bathe in the
Mukkulam with a lighted lamp on their head, and they actually
did so and came out with the lamp unextinguished by the waters
of the tank, and they were asked, after this water ordeal, to
crown the (}‘ola prince. This legend is still preserved in some
Talattu songs (lullaby). This will also substantiate the statement
of Kambar that the forefathers of Sadaiyappa Vallal were given
the custody of the crown of the ruling dynasty of the land.

The Palayanirc legend

The Karaikkattar who were in Kaccinerik-kdriikkadu began to
expand and colonise other areas. Several of them went and settled
around the modern Tiru-Alankagu shrine, and it had come down
in history as Palaiyaniir (the old village). A tragic incident
took place in that village which is always held up as a monument
to the honour and probity of the Karkatta Véjalar. A Chetti
had for some reason killed his wife. She took the form of a
ghost and caught hold of him once when he was going along the
road there and, in the guise of a pretty woman claimed him as
her husband. He realised- she was a ghost and tried to run away.
But she took hold of him and brought him before the Councii of
Elders at Palaiyandr and put forward her plea for being restored
to ber husband; she also produced in evidence *their” child (made
up by a ghost trick) which ran up to the Chetti and clung to
him. This evidence seemed to be conclusive and so the Council
of Elders which consisted of 70 Karkatta Vealalar asked him to
take back his wife. But when he remonstrated that the woman
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was, in reality a ghost, they offered to stand surety for her good
conduct. Accordingly, they shut up the man and woman in a
house for the night. But at day break they found only the bones
of the Chetti; the woman had disappeared with her child, having
eaten up the Chetti. The horror-struck Vé&lalar could do nothing
now; so they gave up their lives in a fire, as they were unable
to act up to their promise of safety to the Chetti.

A long time after the incident, the three ruling princes Céra,
S'.io!a and Pandiya heard of it and went to visit the site of the
fire pit. Moved by the sense of honour and sacrifice of the
Velalar, .each prince sang a song on them.

St. Umapati Sivam, writing on the story of Sskkilar who com-
posed the Periya Purdpam, mentions the above incident and
remarks that the greatness of the Véjalar could not be limited
by him in words. He further adds: ° When the seedlings trans-
planted in the fields by the Karalar grow up Iloxuriantly, the
golden crown worn by the ruling princes also will flourish; the
sway of the sceptrte of the princes is controlled by the little
whips used by the Velalas for goading the plough oxen.”

5. THE CULTURAL HISTORY OF THE KARKATTAR

The temr Saiva

Until the first half of the 20th century (marked by the end
of the Second World War and Indian Independence), the term
Saiva had only one connotation: the vegetarian, (as well as a
few other limited groups of vegetarians) from time immemorial,
Tamil fanaticism which rose to prominence at the close of that
period pulled down many happy turns of expression and elements
of values and called the $aiva way of food, the marakkari upavu
(Vegetable food); this was a vulgarization in the ordinary spoken
language. :

Now coming to the other meaning of $aiva,—the follower
of $iva, we can point out to certain associations. The Saivas
are said to be of seven classes: The Adi Saiva — the temple
Archaka or Gurukka]; Anadi Saiva — He who had no beginning
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that is Siva Himseif; Apu-Saiva — the Kshatriya or Vaiéya who
has had Siva diksa; Avantara Saiva — the Siidra who has had
the Siva dikga; Maha Saiva — the Brahmin who has had Siva
diksa ; Antya Saiva and Pravara Saiva — the mixed tribes who
have had Siva dikga. The simple term Saiva without any attri-
bute means, the Karkattir (as well as a few other limited groups
of Velalar); it does not occur as one of the seven, because it

is the real Saiva.

Another point may be noted. The Sangham poems do not
speak particularly about the vegetarian way of food. There is
always mention of meat and drink. Even the Brahmins of the.
period were not averse to meat-eating. But yet, even during
that period we are able to discover a silver lining—Pari we have
said was a Véldlar. The Sangham poems tell us that his hill
of Pajambu was besieged by the three ruling princes, who were
bent upon destroying bim. Kapilar, poet and friend of Pari,
witnessed the siege. He told them, indicating the forest wealth
of food in the hill to show that it cannot be starved by any
siege. We should note bere that be speaks only of plant food
(vegetarian) and although the forest and hill abound in a rich
variety of game for meat, he does not refer to them; this indi-
cates that though Kapilar himself partook of non-vepetarian food,
he could mention only vegetarian food, when he had to mention
food in relation to Pari. This adds weight to our claim that
the Saiva meant only the V&lalar and that the Valdlar were all
vegetarians from the very remote past.

Education and Colture

The Kiark&ttar were a highly cultured and educated group,
which commanded respect from every class of society including the
Brahmins. He was well versed in Tami}] literature and the Saiva
canon. It may be pointed out that by virtue of their trustee-
ship of almost all the temples in the Colanid, they were steeped
in religious tore and also in the pija rituals relating to the
temple. Many were good scholars in Sanskrit also. In every
house-hold, manuscripts of Tiruvilayadal puragam, Tiruvd-
cakam, Periya puranam, Viruddhidchala purdpam, Arundchala pura-
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Bramottara kandam, Agastiyar Dévarathirattu and Naidatam could
be found even up to the second decade of the present century.
It may also be pointed out that most of the palm-leaf manus-
cripts available in the Colanad were from Karkattair houses. This

argues for the high degree of learning and religious living in the
families of Kark&ttars.

The Karkattair lived around Siva temples. If there was no
temple for Siva, they built at least a temple for Vindyaka. Worship
of Mariyamman, Ayyanir etc., there was, no doubt; but this was
frowned upon by them, although their family tutelary deity (Kula

Deivam) was usually some form of Sakti, such as Periyanayaki,
Ankglamman, Miariyamman etc,

The Karkattir did -indeed lead an austere and disciplined hfe«
Women also were generally literate. Both men and women after
a certain stage, had their Siva-diksa (religions initiation) and they
observed their anugtina (corresponding tn the Brahmin sandya-
vandana) every morning and evening. In the evening, members of
both the sexes attended the evening temple services. A good per-
centage of both, performed their Atmartha S$iva paja. )

Sivaciryas

In the remote past, when population was not so vast and
when communities were closely knit, the Siva temples were built
by Koccengat Cola.

The Karkittar, had set apart some individuals amongst them-
selves, who were qualified by their erudition, personal discipline,
non-attachment and dedication, to be their spiritual heads and gave
them the duty of performing the congregational worship (Parartha
puja), in the temples. In the course of the years these families
gradually separated from the main stteam of the Karkattar, who
devoted themselves, not to learning and things of the spirit exclu-
sively, but to agriculture and administration. In time they came
to be regatded as a separate caste and were styled as Sivagaryas,
because they were performing Siva pija (Parartha).
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But there was a difference, When they rose high in the
spiritual practices, unfortunately, they looked up to the regular
Smirtha Brahmins in all ritualistic and Sastraic matters; this was
natural because the Brahmins were learned in Sanskrit; the
Sanskrit craze caught these people and they even called them~
selves Brabmins; they had long ago ceased to inter-dine and
inter-marry with the parent stock of the Karkattar. Their isola~
tion was now complete; they were different from these Valalar
and different from the Brahmins. So when they wrote down the
Agamas, they called themselves Sivabrahmanas, said they were
superior to the Brahmins, and that they alone were competent
to perform Parartha pija in the temples.

There is considerable force in this assertion because in alf
the mantras uttered by these S$ivaciryss, as in Sandyavandanam,
the Sun-god figures as Sivastirya, while in that of the regular
Brahmins the sun-god figures as Sirya-Nar@yaga.

A substantial evidence is available for this coaoclusion from
the list of the pames of Sivaciryas. A glance at the names
will simply show that the first part of each name is exactly the
gotra title of the Karkatta V&lala, the next is the proper name
or rather the anointed name {Abhigdka name)} crowned by the
term S:iva to indicate that he was a Siva pijaka. A few names
are given below :

Nangirugaiva Madsva Tatpurusa Sivar; Aymbarudaiya Sada-
Sivar ; XKavaramadgalamudaiya Chandrasskhara Ananda Sivar;
Aytrudaiyar ; Tirumaraikkadugdaiya Isanadivar; Vepkagdudaiva
Tatpursha Sivar; Korrangugindaiya Sivakarugpilaya Isipa Sivar;
Maraikkigudaiya Madsva Vairagya Sivar,

All the terms ending with udaiya represent place names. We
have shown that the Karkittar had only two types of gorra
names ; one, titles conferred by the Emperors and the other place
names. Al the first names in the list given above are place
names. Neither do the Karkattdir know this evolution of the
Siviciryas from among themselves, nor do the Siviciryas know
it, much less acknowledge it. But yet this is the truth. Later,

B-4



26 CULTURE AND HISTORY OF KARKATTAR

1o lend greater dignity to the origin of Sivaciryas, a legend was
invented in the Siddhanta Sdrdvali that Rajsndra Cola brought
families of Sivicaryas from the banks of the Godavari-and settled
them in the Tamilnidu.'

6. THE ECONOMIC HISTORY OF THE KARKATTAR
Their Status in Society

The Xarkattar were noted for their generosity. When the
Cola emperors built the huge granite temples all over Tamilndada
Karkattars endowed them with lavish grants for their daily main-
tenance. From the day the construction was started, all sectioms
of society gained from tempie benefactions. -

Attention of the readers may be drawn here to the pOSltIOD
of the Karkattdir in the social system. They were the one clan’
which received absolutely no benefaction from the temple, 'I'hex
did all the executive, administrative and supervisory service for
the temple, in an honorary capacity. They received no payment
anywhere for any temple service. '

When the Tamil monarchies ceased to exist, these clans took
up the temple administration as a matter of hereditary right,
which in fact it was, in most places, and saw to it that the
temples continued to function. This position they maintained upto
the first quarter of the twentieth century. The first World War
effected many changes, economic, social and political, which
thrust the Karkattdr young men into the fore of English educa-
Hon and job-hunting and, thereby dislodged them from the lofty

pedestal of the giver with which they had been associated from
time immemorial.

The Karkattar, being the landed gentry in the land were in
a position to extend their patronage to art and letters. Kambar
lived in an age when there was no powerful monarch to extend
him any patronage. Sagayappa Vallal extended thap patronage
to him. A large number of temples today exist in the whole

- 1. The author of this work, Trilosana was himspif o Sivacirya hence:
much credence cannot be mnud om this, - ad
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country. And, with the temples, music and dance flourished.
The temple fed the musicians (Nigasvaram pipers) and dancers.
But other types of patronage were extended to them in ordinary life
by the Karkattair. For marriage functions, birth-day celebrations
Vilakkidu and similar family gatherings, the pipers and dancess
were invited and paid lavishly. There was no function without
the piper and the dancer in Tafjaviir district. In a wider sease
we may boldly say that these artists would have languished, but
for the support of the Karkattar. The patronage given to music
and dance naturally extended to Tami}] letters also.

The Karkattir were also the landed aristocrats in the liberal
sense. The farm was known as Pappai. The bead of the
Pappal assumed a natural leadership in the village. He was
able to arbitrate and settle all kinds of disputes for all the classes
in the village.

Economy of the Karkattair Life

The Karkattir economy in the past was a kind of self-sufficient
and self-contained living. The Karkattdir always lived in clusters
in a village. Each family was also a viable unit. Even if the
family be poor, it had enough land to raise the necessary food,
The agricultural land produced not only rice but all the required
pulses. If the family did pot have the neceséary fand, its head-
man took out some land on lease from those who could afford it
and cultivated it. Never did he think of eking out a livelihood
by means other than agriculture. Each house had a spacious gardeny
if not all round the house, at least at the back of it. In one
corner stood the cattle shed with at least one cow and one buffalo
for supply of milk; and a minimum of two pairs of bulls for
ploughing. The annual accumulation of the dung heap from the shed
provided the natural manure for the fields. He bad at least two
buliock drawn carts; All families put together produced their own
cows and. work cattie.

There was a large hay-stack in another far cormer of the
garden which was <safficient for. feeding the caitle for the whole

yoar.
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Besides, the garden had a cluster of bamboos which supplied
the necessary bamboo splinters for the tile-roofing of the house
and the necessary spikes and spine for the fence. There were in
the garden, mango, lemon, tamarind, iluppai, coconut trees which
all supplied fruits, tamarind, oil, nuts for cooking and for lamps
etc. Also there were portia, margosa, and albizzia trees which
supplied the timber for the house, and for cart-making and granary—
making, There was a well for supply of water.

It could thus be seen that two of the primary needs of the
family—food and shelter—were taken care of by the house gardens
and agricuitural lands. Out of the surplus in these, he purchased
bhis clothing and a few sundries like kerosene oil, salt etc.

‘Sugar was always purchased except in rare cases where he culti-
vated some cane.

7. THE RELIGIOUS HISTORY OF THE KARKATTAR

We shall mention below the Nayanmar who were Karkattars

and the monasteries and orders of spiritual headship founded by
them.

“The Saiva Nayanmar

Sekkilar has sung the lives of the 63 Saiva saints (Niyanmar)y
in his Periya purdpam, a large work of epic proportions in 4286
verses.  Among the 63, the largest single group is the Vs&jalar
group, having 13 Nayanmar. All of them had lived before the
days of Sundarar (C. 700 A.D.) We mention elsewhere JiZnasam-
Bandha’s glowing tribute to the Velalar way of life. Considering
all the circumstances, we may conclude that Appar belonged to
the Karksttair community, although we have no evidence that this
name was in vogue in the period.

Saints Kalikkama and Manakkaiijira

These two saints lived probably a few decades after Appar.
Through other evidences it is clear that they belenged to a commu-
nity which had later come to be called Karkattar.

St. Sundara lived round the year 700 A.D. He has referred
%0 the miracles performed for the sake of Kalikkima in his song
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on Tirup-pudgar. Kalikkama is considered to belong to the Kar-
katta Vala]a community, which is even today the major community
in Perumangalam. The twice forty i.e. eighty acres of land donated
by Kalikkama constitute 8 separate hamlet now known as Panniru-
veli, which is now under Anbanathapuram Vagaiyard charities

of Maydram.

Kupdaiyor Kilar is one of the devotees who figure in the life
&f St. Sundarar. This Valalar, had-been supplying the required rice
to the household of Paravai, the spouse of Sumndara at Tiru-Arur.
According to the Tirukkolili Uls written some ten centuries later,
Kugdaiyir Kilar was a Karkatar (Karid]ar).

8. THE SAIVA ACARYAS

Meykandar : Tradition has it that Meykandar was himself a
Karkattair. He was the son. of Achutha Kalappslar of Penniigadam.
He was himself born through the grace of Siva enshrined at
Tiru-venkadu and was pamed Sv&tivanapperumial which is the
name of the Lord there. He wrote the Sivajfigna Bodham, which
js the basic original scripture of the Saiva Siddhinta philosophy.
The aged Sivacarya, Sakalagama Paggdita was his first disciple
and he came later to be known as Arp}-Nandi. - From Mey-
kagpdar, the school of $aiva Siddhanta evolved itself into a new
school of theistic Advaita philosophy.

Today, Penndgadam, the ancestral town of Meykapdar is one
of the important centres where the Kirkattdr live in large num-
bers. Meykapdidr came of the Kalappala gotra there. The Kalap-
palar are quite different from Kalabhrés. The town is situated
in the South Arcot district; therc is a large temple there baijlt
by Koccengat Cola of the 5th century A. D. This has been
sanctified in the hymns of Appar and Sambandhar in the Tth

century.

The Saiva Mutts
Tire- Avaduturai : The TiruvEvaduturai mutt was established in
the 15-16th century by Namadiviyamfirti, a Kuarkattar disciple of
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Siddbhar Sivaprakifa of Mavalar, coming in the line of Meykapdar.
Siddhar Sivapfakasa was a disciple of Aru} Namaéfiviya, who was
a disciple of Saint Umipati, the fourth Santina-8chirya and -the
author of many literary and philosophical works.

Dharmapuram : The Dharmapuram mutt was founded in the
16tk century at Dharmapuram by Guru JfiZnasambandha, disciple
of Kamalai Jf&naprakisa of Tiru Arur. He was a Karkattar,
bailing from Srivilliputtor in the far south. Namadiviyimarti has
pot left any writing; but Guru Ji@nasambandha has written many
works on the various pathways of S$Saivism.

These two mutts have been flourishing in all their spiritual
glory to this day. IlNustrious heads and disciples had adomed
these two mutts, and they had written quite a large number of

Tami}] literary works as well as exegetical treatises and devotional’
poems on S$aivism.

Siryanarkoil: Tt was founded by Sivagra Yogi in the 16th
century. . The Yogi was a Brahmin and his successors for some,
generations were Brahmins. In the early I8th century, the head of
the mutt was suffering from a dire disease and no one would go
near him. At that time, one Subrahmanya Pillai of Tirumandurais
a Karkattar village next to Soryanar-koil, was an ardent disciple
of the Achirya. He did all the menial services to him to the
last moment, patiently ministering to all the physical needs of the
sick Acharya. Moved by his devotion and dedicated service and
also by his erudition in the Saiva Siddhanta philosophic lore, the-
Achirya made him the next head.' Subrahmanya S$ivagra Yogi.
as he was now called gave all his family property (then about.
one hundred acres of wet land) to the mutt. This was held by
the Karkattar after him till the middle of the 19th century, when
the famous Méjagaram Subrahmanya Pagdara Sannidhi of Tiruva.
vagduturai annexed it,

1. This story was narrated to the antbor by the late Arulmign Meonakyin
satdars Dasigar, Head of the Stryanarkoil Mute,
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This indicates the Karkattar had been great philosophers and
religious heads and three large mutts on the banks of the Kaveri
were founded and headed by them.

9. PRECEPTORS OF THE KARKATTAR.

The Karkattar in the Cola ferritory generally owe ' their
allegiance in the matter of spiritual following to the Saiva. mutts
at Saryanarkoil, Tirn Avagduturai and Dharmapuram.

But later , Kanjandr’ Ayyars have been supplying this. need.
They are today a large group of several families domiciled in
Tukili and Kanjandr, on the northern bank of the Kaveri, a little
to the east of Aduturai in Tadjavor district. They had originaily
been part of the Diksitar community in Cidambaram. They had
been accepted as preceptors for several centuries by all Karkattar
in the Colanad. They claim all the Karkattdir as their disciples
and collect an annual manya (or gift) from them. They officiate
as priests, at all the auspicious ceremonies; they also officiate at
the funeral rites, after the corpse is disposed of. (A Saiva Dasi-
kar officiates as priest on the occasions of death, for the removal
of the body and, for the second day’s rites). They also assume
spiritual leadership by imparting DiIksa (spiritual initation) and
teaching Siva pija to the disciple. They are no doubt Tamilians
but they are all total strangers to Tamil and perform all the rites
only in Sanskrit. Their knowledge of the Sanskrit language today
is almost njl; but having learnt the mantras and the kriyas by
word of mouth from father to son, they go on repeating them by
rote. Beyond this, most of them know neither religion nor
philosophy.

. They are also to be classed as Sivicaryas. The Saivas are
enjoined to perform Atméartha Siva paja in their houses. Siva
pija on Agamic lines is pot the duty of Smirtha Brahmins. So
the Smartha Brahmins are not competent to be preceptors to these
Saivas. For a Saiva who is competent to perform AtmErtha Siva
_plja, the preceptor should be naturally from a higher Siva class
(oot caste). Hence only the SivicArya has the competence to act
.as proceptor to a Saiva. .
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10. RELIGIOUS PERSUASION

The Karkattar community is predominantly $aiva; yet there are
a good pumber of families which are the followers of Visgpu. But
there is no distinction among the families on this account in the
matter of marriage and similar social relationsbip. The religious
persuasion can be seen only from the religious mark on the fore-
head. It is common for $aivas among them to have Vaisnava
names and for Vaigpavas to have $aiva names.

The position is different as far as the south is concerned. All
the Pandinid Kiarkattar are the followers of §iva; there is not a
single family there which calls itself Vaispava. But in Colanad
these Vaigpavas being so very small, among a larger po;;ulation,
it do not hesitate to inter marry in the Saiva families.

All the Karkattar, up to the first quarter of this century, were
performing Atmartha Siva phja (personal worship of Siva) in their
bouses. In large villages of Karkattirs, we can yet find ghats on
the Kavari and the local tank, wherein platforms, sandal grinding
stones and water courses bad been constructed providing places for
a few people to prepare their own sandal paste and perform their
plja at the same time. Close to the tanks are yet found foral
gardens (Nanda Vanam), which are distinct from temple fiower
gardens, wherefrom thiey can gather flowers for pija offering. These
gardens were religiously maintained by the Karattar on private land
for the use of those doing Siva pija. This arrangement was neces-
sary because the devotees were strictly prohibited from gathering
fiowers from temple gardens for private poja.

Speaking of Colandd, which is the centre of the Karkattar
community, we may add that four groups had been trecognized
by the Karkattar as orthodox S$aiva groups. They are: (a) the
Karkattar where-ever they may be found; (b) the Topdaimag-
dala Velalar; (c) the S$aiva Chettiyir known as Kasukkadai
Chettiyar and Solapuram Chettiyar in the Mayoram, Kuttalam and
Kumbakonam areas; and (d) Soliya Véldlar in certain limited
localities around Pandanalide, Apakkugdi and Tiruvirur in Tanjivar
district. These four groups are considercd to have been vegotarians
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from very ancient times and to preserved their own individual
cultures. The elders in these communities had all been performing
Atmartba Siva pdja till the first half of this century. They freely
inter-mingle and dine but never inter-marry.

All the four communities never dine with any otber community
for the simpile reason, that however acdently the others may follow
the Saiva religion and worship $iva, one could never be sure that
the others were vegetarians from the ancient past. As is well
¥nown, many families have taken to vegctarianism in the recent
past, out of convictiop, but the Vslalar mentioned above would
not dine with them at a common table.

One trait of the Karkittir may be noted here. They paid
due homage to the devotees of Siva. Besides, the Karkattar showed
the greatest reverence to the symbols of §iva, the sacred ash, the
rudraksa beads and the Panchaksara. They smeared the ash on
the prescribed occasions, they wore at least one rudraksa bead
framed in gold rouad their neck and, on initiation, never failed
to utter the Panchakgara (five letters) mantra in the prescribed

manner.

We have said that the Karkattdr all lived round temples. Theic
personal names generally took after the names of Siva and Sakti
enshrined in the local temple. Round Cidambaram, names of
male members were like Natarsja, Ambalavipa, Kanakasabhai,
Ponnambalam, and Kunjitapadam, which were all references to the
presiding deity of Cidimbaram. Women were always pamed as
Sivakamasundari. Around Vaidisvaran Kovil, it was always Vaidya-
natha (Siva) and Muttaivan and MuttukkumarasvAmi (Subrahmanya)
for men, and Tayyalnayaki {Sakti) for women. In Tiru Apaikka, it
was always Jambulidgam or Appulifigam and Akhilaggésvari. Simi-
larly in all the other places without exception, a child born in the
Karkattar family was always given the Jocal deity’s pame or the
name of the grand-father or grand-mother without exception.

11. THE LITERARY HISTORY OF THE KARKATTAR

A study of the growth of the literature on the Karkattdr and
the literature created by them is an interesting subject. Specific
B-35
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mention of the Karkattdr in Tami) literature is available only frome
the second millennia after Christ. Poems referring to them and-
books written by them. are available in the later centurifes but not
in the early period.

Again, Acarak-kbval sets us thinking. It is a book of .one
hondred varse:s laying down a code for disciplined and righteous.-
fiving. The author is one Araiyanir of Mungurai. We have shown
earlier that the term araiya had come to be a gotra title of- the.
Karkattar. Acdrak-kdvai may well be the earliest poetic compo-
sition of the Karkattar.

Jndna Sambandha on the Véidlar: Saint Tiru Jianasambanda
(early 7th century A.D.) when visiting Tiru-AXkar near Mayaram,
sang a decad on the form of Siva enshrined there, from which
extracts are given below:

¢ This is the temple of Siva, the Tantonri magam,
the raised temple of the Self-revealed One, where
the hard working V&lajar abide in large numbers,
they who are renowned for their munificence.”” (verse 3}

* Their nature is not to say no to those who go to
them through poverty, but to derive joy through
giving to them.” (verse 9)

Sambandha seems to make here two points; one is that the
Vslalar is a race of hard-working people (working on the iand)
and two that they are remowned for their giving and that they
never say ‘no’ to the indigent. It may be mentioned that almost
all Vellalars in the area are Karkatthrs.

12. EMINENT KARKATTAR POETS

From very early times, we know there have been many reputed
poets in the country who had written poems large and small.
Later we have definite mention of the KBrkattdr writers. We
shall mention below some of the great writers who have enriched
the Tamil literature through their -contribution, in Iater periods.
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Saint Meykapdar: Meykapdir of the Kalappila gotra was
not only the first codifier of the Saiva Siddbanta system of Ad-
vaita philosophy and first spiritual preceptor of the $aiva fold,
but was also a poet. He wrote the Tamil S ivajaana Bodham in
Tami], which is hailed as the very essence and fragrance of
ghee which is extracted out of the milk pamely the Vedas.
sgtras have been tramslated into Sanskrit and have been given out
as extracts from the Raurava Agama.

the
Its

philosophy

Meykagpdar is the originator for all Saiva Siddhanta
He

jn South India apd for almost all the Saiva Mutts here.
lived in the 12-13th centuries. .

Kavai Ambalovipa Tambiran: There was one Ambalavapa-t=
tambirin at Tiru Apaikkd by the end of the 14th century. He
came of the direct line of St. Umapati. He himself had written
many exegectical treatises; his short treatises on yoga have been
printed. His lineage is traceable in both ways—through his natural
descendants aund through his spiritual descendants. He was a
Karkstiar ; Kavai Vadamalaiyappa Pillaivan of the Tiruchenddr
incident secems to have been a natural descendant from him after
a period of about two centuries. His spiritual descendants number
many well known figures. One lived a little later as the disciple
of Vejliambalavipa Tambirén who was a disciple of Saint Kumara
Gurupara and wrote illustrative verses for the Siddhinta Sastra,
Tiruvarutpayan of Sti Umapati Sivam.

Guru Jhanasambandha: He is one of the Rch‘arygs coming in
a direct line of master and discipie, from Mevkagdar. He has
writien about ten works on the Saiva school of philosophy, pocms‘
on yoga subjects such as the Prasddasajgam and Tiripaddrtha-
ripadi agaval. He was the founder of the Dharmapuram Mutt. His
magnum opus the Jianabharapa Vijakkam, a metrical elaboration
of Sivajaana Siddhiyar m a Jarge number of verses, seems to
have been lost; only a fragment of it is available. The most
popular among his works iz the Sivabhbgasdrana, essence of God
experience, which is poetry of a high order. Gum Jfidnasambandha
was a Karkittar hailing from Srivilliputtar, in the latter half of the

16th cengury.
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Haridisa: Haridisa of the first half of the 16th century was
a Vaispava poct. He was held in high esteem in the Vijayanagar
court of Knshnadavaﬂya. He was one of four brothers, and the
son of Tiruvéhikadamudaliyir. He belonged to the Kalappala gotra.
He wrote a long poem by name Iru Samaya Vilakkam in 2119
verses, wherein he discusses the doctrines of both Saivism and
Vaigpavism and seeks to establish that the latter is superior. He
lived in Tonpdaimagdalam; his father and brother held high adminiss
trative posts under the Vijayanagar rulers.

Saiva Ellappa Navalar: He was an illustrious poet of the later
balf of the 16th century. He was of the Kalifigardya gotra, hailing
from a village near Tiru-vepkadu. His descendants still live in the
same place. He has sung six puripas of which Arupachalam,
Sevvandi and Vepkadu are well known. Besides, he wrote many
minor poems such as the Tiru dArupaik-kalambakam and Tiru-
Arark-kovai. His commentary on the Tamil Soundaryalahari of
Kavirgjapagdita (translated from Sankaracharya’s Sanskrit poem)
is an important contribution to the Sakta literature in Tami].

Irasai Vadamalayappa Pillaivan: The story of Vadamalaiyappa
has been given in detaijl separately. The senior Vadamalaiyappa
was a chief under Tirumalai Nayak who restored the Subrah-
mapya image in the Tiruggendar temple. Tirumalai-kojundupillaiyan
was his son and successor to the post. He was also celebrated in
literature. Two kural vepba poems have been sung glorifying him.
Kura} vepba is a poem in which a Kural is incorporated as the
last two lines of each vepba while the first two lines give a story
to illustrate the thought expressed in the Kural. - The poems were
known as Tirumalai vepba and Tirumalaik-kojundu vepba ; only some
fragments of the poems are pow available.

Irasai Vedamalaiyappa Pillaivan was grandson of the illustrious
grand-father. He was not only an administrator and a patron of
men of letters but was also an eminent poet. Two purapas written
by him are now available in print. AMachcha-purdpa (a translation
of Matsya-purina in Sanskrit) is a long puripa of over 35000
verses written in 1706 ; he had also written the Nidir stalg puraaa
in about 400 verses. The two books are classical poems written
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0 a good style and testify to the author’s poetic skill and to his
devotion to Siva. A translation of the Matsya puripa requires &
profound knowledge of the Sanskrit language, which the author
bad,

Apart from his own writings, we find there was no poet of
any repute in the period who did not sing on this Vadamalayappam.
Ratnakavirayar junior had written the Pulavardrruppadai in praise
of him. Mukkiidal pallu extolls him.

Subramapia Munivar : Subramagia Munivar of Tottikkalai
was a renowned poet of the recent past. He lived round {800 A.D.
He was a disciple of $ivajfana swimi, disciple of Tiru-Avaduturai
Mutt and author of the famous Sivajidna bodhamad bhagyam. The
Munivar has written many minor poems like Kalasaik-kovai, Kalasai-
sledai vepba, Tiru-Avadutupraik-kovai etc. He was born in the
Pinuda gotra in Kattuomannarkoil

Sirrambala Aiya: He was in the court of Raghunatha Satupati
in Rampad and wrote Marudiirp-purdupam.

Murugaiyyak-kavirdyar: He was a poet of the early 19th
century. He bailed from the Mullaikkuda gotra. Along with
another poet, Nalla kavirdyar, he was responsible for enlarging the
Villibharatam of about 3000 verses into the Nalldppillai Bhdratam
of over 16,000 verses.

Mahavidvan Minaksisundaram Pil}ai: The name of Mahividvan
Minkkgisundaram Pillai in the recent past is very well known.
His ancestors though settled in Tiruchi, originally hailed from
Madurai. They belonged to the Vayaluda gotra. Dr. Swaminatha
Aiyar, the most illustrious disciple of Pillai has written his bio-
graphy in two volumes of about 700 pages. This biography, the
first and easily the best in the language, became instantly famous.
Pitlai has written about 100 poems, large and small and they
comprise a total of 20,000 verses. The life of Pillai (1815-1876)
is a literary history of the 19th century. The illustrious KarkSttar
of Kalyapassolapuram—3Sivachidambaram Pi}lai, Aiyaru Piliai and
Arugschalam Pijlai had extended their generous patronage to
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Minkkshisundaram Piljai and had influenced; him to write the
short purapas of Attgr, Vilathotti, Kurukkai, Mapnippadikkarai
and Valoliputtir, besides the large puripas as Maydram and
Tirutturutti (Kuttalam).

This list does not exhaust the list of Karkattir men of letters
of renown. There were many minor poets upto the present day:
Theg above is only an illustrative selection.

13. LITERATURE ON THE KARKATTAR

It has been pointed out that the Karkattar had ailways been
givers and never receivers. They pined for the grace of Siva and
in token thereof would receive only the sacred ash from the temple
priest. Naturally this characteristic earned for them the praise of
all poets in the land through the centuries. We shall give here
one verse praising the munificience of their hand.

“This is the hand that guides the plough,
that is looked up to by the mighty princes,
that wears the ring ($udarfana chakra)
and distributes grace,
that wards off evil, the hand that $is eternal.
that gives support for all time -
the band of 'the Karilar.”

Below we refer to some of the poems which speak of the bene-
volence and greatness of the Karkattar.

Er-elupadu : This is one of the earliest poems in praise of
the Karkattar and their agricuitural operations. It contains seventy-
nine verses eualogising the community, its various operations, the
agricultual implements and their parts. Its refrain is, that there
is none equal to the KarkAttar in the entire universe and that it
is only the agriculturist’s plough that feeds the whole universe:;
of course this is always true. Incidentally it also praises the
Cola as the monarch who possesses this amount af agricultural
wealth. The poem is attributed to Kambar ; this Kambar in a
second poet bearing the illustious name of the author of the
Ramlyapa; he would have lived in the 12th century.
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Tirukkai velakkam: Usually printed as an appendix to the
first poem, this is a long kalivepba poem in 118 lines. It cele-
brates the various achievements of the hand of the Karalar. The
whole poem is full of allusions to the earlier legends beginning
from Perivapuragam. The reference to Kambar, Szkkilar, Ottak-
kuttar, Nalagiyar and Sadayappa Valjal are of course valuable.
It seems to lend support to the legend that the Jain work ' Naladi
was written by the V&lialar.

Kardjar Kilai Valappamalai: This Is a long kalivepba poem
having 360 lines, celebrating the glory of the ancient Karkattir
and ending with the achievemenis and various acts of public
benefit of the two Vagdamalayappas. The author is one Sadkara-
lingam, The poem gives the name of the community as Karaik-.
kattar (which is the same as Karkattdr, kirai being the noun
kér, with the second case ending. He says that the number of
gotras (clans) in the community is 96 and that they all end with
the suffixes like raya, udai, tirai and kudai. The poem gives the ten
insignia for royalty for the Xarkattar : hill—Podigai ; river—Vaigai ;
kingdom—Maiigala nadu ; place (Zr)—Mezlnidu—mathor ; Sower—lily
(kuvalai) ; horse—that of victory; elephant—that which conquers,
the dig-gajas ; banner—pliough; drum——the legendary three, of victory,
giving and marriage ; command—the One sound.

Véldlar Ammanai: This seems to have been an ammanai
poem probably on the model of the Mavar Ammanai, glorifying
the Ksrialar. FExcept for one verse cited in the Topda-maggdala
Satakam, the poem does not seem to be extant. ‘

The Magpdala Satakam Poems

There are about seven Satakam poems in Tamil which seek
to glorify one region in particular, its land, people, heroes, poets
and the like. °*All these could be placed between the 17th and
the 19th centuries. They were all written at a time when many
puripas and similar books were written in verses all over the
Tamilnddu secking to extol one community or the other. Of the
seven, five appear to be written solely for glorifying the Val&lar.
We shall say a few words about cach of them here. Each Satakam,
as the name signifies, has one hundred verses, each verse ends
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with a phrase mentioning the region as Togpdaimagpdalamd, Papdi-
magdalama and so on. Except the Colamagdala Satakam which
is in the six-foot viruttam metre, the others are in the difficolt
Kattalaik-kalitturai metre. Though the Satakams profess to extol
the region in general, we find them extolling principally only the
Vzialar community, and some, the Karkittir community. Another
feature of the poems is that very ofen they claim some renowned
writers as belonging to their own region.

Karmapdala Satakam: This is a poem in 100 verses, which
seeks to extol the Kiarkattar community and the region which that
community inhabited. The poem deals at length with the glories
of the Kiarmapdalam, the Daslfigam of the community, its voca-
tions in life, its history, the Gaigai kulam, its religion, eminent
persons of the community and their contributions to art and letters:
The author is said to be one Arai-kilar of Avinafi. His date has
been given as 1025-1070. The appendix to the poem gives a bio-
graphical note on about twenty-five chiefs and poets of the Sadgam
period, who were Karkattdir. In another appendix, it gives a list
of one hundred gotra titles. The book however, cannot be taken
to be authentic. It could have been written only in the nineteenth

century or later, after Satakam poems like the Tondamandala
Satakam had gained popularity.

Papdimapdala Satakam: This poem of 100 verses extols
the Papdimandalam and the ancient patrons and poets who had
lived in that territory. It is attributed to one Aiyamperuma] of
Madurai. The poem says the author wrote it to glorify the southemn

Karaikattsz, Many legends are mentioned kerein. But all of themy
afe not authentic.

Other works may make occasional reference to the Karkattar,
Some recent tracts have been published on the history and tradi-
tions of the Karkattar.

14. THE SOCIAL HISTORY OF THE KARKATTAR

The Kirkitier have always been agriculturists, both actuaf
tillors and waell-to-do owners of large famms

where many also did
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the actusl tilling work (called in Tamil books ulutunpor and
uluvittuppdr tespectively) and they practised farming as their kula-
dharma (sacred duty). They pever engaged themselves in any other
avocation in life. They never engaged themseives in trade nor
ever gone abroad on any business or other errands. The two
instances menticned elsewhere in this article, of Karkéttar being
employed by Vadamalaiyappa Pillaiyan as village karpam and
some others of Kumbakopam engaging themselves in trade, are
rare exceptions dating back to the 17th and the 19th centurics

respectively.

When the Non-Brahmin movement was started in Tamilnidu
after the first world war, the Karkatiir were attracted by the
glamour of the petty goveroment jobs and also identified themselves
with the non-descript term Non-Brahmin. This ultimately reduced
them to the state of an economically Backward Class, oven within
the space of a quarter of a century.

We shall give below a few important features from the social
history of the Kiarkattir.

Status of Women

Women among this community enjoyed most privileges and
rights. They inberited property, were guardians for minor children
and administrated property in the best interests of the minor,
They had expert knowledge in all matters relating to agriculture
as also religious matters and matters connected with wedding alli~
snces and arrangements, in which they had full freedom. They
were all models of chastity and modesty even by the most consers
vative standards; the always sought seclusion both in the home and
in public. But yet they were in their homes, hospitable to visitors,
Xind and generous to seyvants, obedient to elders, thrifty in money
matters, and capable in bringing up their children. They were
always a source of pride for their husbands and their men folk.
They were truly the lustre of the home.

in the Ksarkittir community there was no child marrage.
Widows were unot required to shave their heads and to cover
B-6
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them. Older widows always dressed in white, while younger widows
dressed in red; generally no other coloured sari was used by
them, (Married women and young girls never wore white dress
in the past). They never wore any jackets. A widow would smear
white ash or put on the rudrdkga beads, but she would not put
on the kumkum (vermillion mark), and would not use turmeric ;
nor wear jewels. On the death of her husband, the ta@li and pilt
were removed from her. But it should be stated that the widow
had an honoured place in Karkattir society; she was not despised.
She would not take a direct part in any auspicious function in
the famuly; that was her only handicap. In a traditionaily con-
servative and culural family, once a woman became a widow,
living counditions and the social set up were such that she turned
her 1hougbts god-w.rl and led a life of penance thereafter., She
was a privileged member of her husband’s family, influencing all
its activites and selflessly serving the children and the adults in
the joint family. Her life was not one of sorrow and denial,
but one of jéyous sacrifice, dedication, and service. As the years
passed, she was always looked up to for advice and guidance in
all matters in the family. Divorce in such a society was unheard
of.

Female Childvren

The Ka&rkattar exercised the greatest caution in the matter of
bringing up their female children. Girls of the adolescent age and,
before the period of puberty. are never allowed to stay away from
the mother. Attainment of puberty is a great family event. The
Karkattar like every other cultured society in the Tamilnadue in the
past, used to celebrate it with great pomp. In this they are not
different from others. All the relatives and friends of the house
wisit her and bless her. The main purpose of the celebrations seems
to be to acquaint community members that the girl is available
for a marrige alliance. Naturally parents with eligible boys would
be interssted in the girl. They could see her at the time of this
festivity and decide whether she could be considered a suitable
match for their ward. In the context of the custom that she cannot
be seen by male members afier this celobration, this kind of
publicity in the community seems to have full relevance, We shal}
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note next, a general custom regarding the seclusion of girls who
have attained puberty.

N-Serittal

Among all the cultured classes of society in Tamilpidu gene-
rally, all boys and girls play together and move freely, when they
are children. When a girl comes of age, her movements are
immediately restricted. This is mentioned in classical literature as
il-serirtal (restraining with in the four walls of the house). The
girl is not permitted to move with other men except her immediate
kith and kin, such as father and brothers. Even in the social
functions in her own house, she moves in such a way that sho
is not seen by the other male members. There was a particular
custom in Karkattir society to indicate the presence of such a
girl in the house and to restrain, not the girl, but outsiders from
entering of the house at will. Usually all members of society
respect the custom of restraint placed upon a girl who has attained
puberty ; (of course this restraint is removed the moment she is
married). In that house, two figures of calves are placed at the
entrance gate, on pillars on the outer verandah, or on the parpet
wall of the roof, etc. This is a sign that there is a unmarried
girl in the house who had come of age and a caution that the
visitors should not freely go into the house but should stop at
the outer verandah and may enter only with permission. The figure
of calves was made in burnt clay by the local potter and coloured
white. Visitors, be they relations, friends, equals, or servants,
stopped at the first verandab and stepped in, only when invited
inside.

Tiruvijakkigutal ceremony: The one ceremony or family ritual
which distinguishes the Karkatter from any other community is the
Tiruvilakkigutal (or the Tiruvilakerrutal) ceremony. Vilakkidutal
means lighting a lamp. This ceremony takes place for a girl, at
the age of seven or mnipe, at any rate before she comes of age,
This is a very grand function, second perhaps only to the marriage
function. This is itself called the vijakkidu-kalyapam. It consists
simply of the maternal uncle of the girl tying a small golden
chain (necklace) or a cotton thread with coral and golden balls on
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it, round the neck of the child. On the appointed auspicious
day all the friends and relations of the family assemble. Porgal
is cooked and served on five or seven leaves in front of the
family deity, invoked in a handful of sand in the ritual yard. The
child is seated on a special seat or dais and the uncle sits by
her side. The necklace or string bas an gmman kdsu (round piece
of gold like a coin on which an image of Sakti is stamped) in
the centre flanked by corals and gold balls on either side. After
the child performs a kriya for the deity, he ties it round the neck
of the child. This is calied a Kudaichamapi; also called navatdli.
The child bolds a small lighted lamp in her hands and, with this
she walks round the invoked deity and the food offerings. If she
is five years of age, she goes round five times; if she is seven, she
goes round seven times and so on. As usual there is a feast after-
wards. She is supposed to wear this constantly till the day of her
real marriage, when this is removed and the Tirumasgalya is tied
by the bridegroom. But actually children do not wear it; they
take it away as soom the function is over.

During the Posgal festival, special lamps for each of gitls, for
whom this ritual bas been performed, are placed along with the
family lamps placed for worship. Besides, during Pongal, when
presents and, lamp wicks soaked in ghee are received by a mother
from the house of her parents, special wicks are also received
on behalf of each such girl for lighting and worship.

The Vijakkidu kalydpam bas been a very important family
ritual for the Karkattir tili very recently. There seems to be a
legend behind this custom. Long ago, there was a ruler in the
erea who made it a habit of snatching away all unmarried young
girls who had come of age. He never molested married girls.
Some communties in the land were willing to sacrifice some girl so
that the rest of the community may be free form any harm. The
Karkattar however were not willing to sacrifice any girl in this

. manner. So they invented this practice of performing this pseundo-
marr.age function by which all girls were made o Jook like

married girls, because of the Kudaichamapi round their neck.
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This gave them immunity from molestation. The Papdi-
mapdala Satakam (perhaps of the 18-19th century) refers to this
custom among the Karkattir and says that because the Pandiya
prince claimed a girl for a bride, the unwilling Kark&teair inven-
ted this practice of tying the mapi, before a large gathering of
relatives.

The ceremony is common to the Karkattar of the north and
the south but the days of its observance are different. In Pagpdinad
they perform it on the Pongal day. Friends and relatives witness
the function and return to their own homes for celebrating the
Poagal in their homes. A feast is held in the girl’s house on the
pext day, the Mattuppodgal day. But the practice in Colanad is
different. Mat{tuppongal also is equally important for them, and,
their kith and kin from afar cannot come and retwrn on the
PoAgal day nor can they attend on the Ma3a{tupponigal day.
Hence the ceremony is fixed on some other auspicious day cone
venient for all concerned.

The Karkattar gotras: Each Karkittar family has a distinet

- gdtre. In all social functions this gotra is invariably mentioned—

particularly in marriages the gotra has prominence. Sa-gdira (same

gotra) inter-marriage is prohibited. Mention of the gdfrra in

marriage invitations is usually an indispensable feature even to this
day.

The gotra is simply a family name indicating the particular
branch from which the present families were descended. Other com-
munitics seek to trace their origin to 8 Rishi. But the K&rkattas
do mnot trace their origio to a Rishi but to one of two classes—
a place or an illustrious ancestor. All the gotias of the Kaskit-
tar of the present day trace their origin only to one of the
two. Examples of place names are - Agamuda, Maiyaluda, Ox;at-
tuga, Vilanduda, Pavanuga, Sattukkuda, Sittanuda, Aiyaluda are
just 8 few of such gotras; da suffix is a corruption for wdalya;
Maiyaluga is for Mayalir-udaiya ; Sittanuda is for Sattanir-udaiya;
Sattukkuda is for Sattukkudal-udaya and so oa.

The second type in gotlra names is associated with names of
lilustrious ancestors.
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Karkattar reached the pinnacle of their glory under the
Cola ecmperors. Evidence of this is seen in the many gofra
names which have been handed down through the ages. They
were all commanders and military chiefs and administrators. Such
names as Sembiya araya indicates their position as chiefs; araya
means literally, king or chief; sembiya is a title of the Cola.
Other titles such as Pandiyardya, Pancava tarays, Tennava taraya,
Minava taraya, Valudirdya indicate tbe victories they had over
the Pandiyas. All these are Pandiya names. Malavariiya signi-
fles their victory over the Malava chiefs; Villavardya and Vana-
var@ya over the (_Zéras {Villava and Vianava mean C_iéra.); Konga-
radya over the battles in the Koagu country; Vapadiriya against
the Bapas; Kalingaraya indicates their participation in the two
compaigns against the Kalidgas taken out under Kulottudga
Cola I, by his son Vikrama and by his illustrious commander
i(aruonkara Topdaimén, round 1100 A.D. Pallavardya, Vilup-
" pataraya, Munaiya taraya and similar titles have all associations
with the history of the royal houses and of the Cola territory.
Some titles such as Vijayaraya, Achutardya, Sanﬁdﬁirﬁya, Seviya-
taraya and Kanakardya do not seem to have any particular
significance, but appear to be titles of a general importance. Seenat-
taraya might have been one conferred on a warrior who had ther
been to China as an emissary or ambassador of the (.:.ola.

It may be noted that all the gdfra names are only Tamil
names and do not have any Sanskrit rishi name among them.

‘There is an eatly mention of 64 gotras. The editor of Kar~
mandala Satakam has taken pains to collect a list of 100 goétra
titles under the heads ‘lords, earls, dukes and Viceroys®. These
are repeated in another book, with an alphabetical arrangement.
However it is found that in reality there are many more gorras.
The classification as Lords, Dukes, etc. is all mere fiction,

Family Life

The Karkattdr lived as & joint family. The elders always had
the upquestioning obedience of others. All marriages were arranged
by the elders, mosily within near relations, having always an
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eye on social status. Though economic status did bave a consh
deration, social status was respected. Members of one gdfra, how-
ever distant they may be, considered themselves as one family in
such matters as weddings, bereavement, worship of kwla-dévaias

and performance of temple festivals.

Description of family relation are peculiar to the Karkattar.
Maithuni (corrupted as machini) is a common term applied to
wife’s sister, maternal uncle's daughter or paternal aunt’s daughter.
Two other terms are very meaningful. They are Adrwmaiydr for
an elder brother’s wife and Varisaiydr for :the husband’s sister
are in common use. Arumaiyar is one, deserving all felicitation;
a brother’s wife is 8 new comer into the family and so deserves
all consideration and felicitation and hence she is called Arumaiydr.
The husband’s sister is a lady who is going away to some one
else’s house, and so she is entitled to all presents from here;
she is called Warisalydr (Varisai— present), by her brother’s wife,
These two terms are in common use in the Karkattdr family,
A Dbrother’s wife is never called appl, as in some other

communities.

The servants in a houschold have a special term by which
they address the lady of the house. A Karkattar lady is always
addressed as Achi; a Soliya Vs|sla lady is always called Adyi;
and a Mudalivir lady is called appi. The words meaa only cne
thing and it cannot be confused with another. From the mode of
address by a servant, we can casily understand to which community
the lady belongs.

EBvery cultured community in the past had its own individual
way of dress. The Kiarksttar also bad their own mode of dress
Men after a certain age always dressed themselves with a * Mn!aik:
kacham ’. This was not in the Brahmin mode, but in a mode
altogetber different. Their upper cloth on normal occasions con-
sisted of a small towel only. Women dressed in a characteristic
way, but not in the orthodox Brabmin way; it was just a dignified
way, with a thick kosavarn on one side; their sari was eight yards,

in length,
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The Karkattar, as the real producers of food, were highly
naturally cuitured in the matter of food. Their food was always
served -on tender plantain leaf, spread with its tip end to the left.
There is an artistic manner of serving the dishes on the leaf, which
could be aprreciated and understood only by sitting at the table.
This culture of serving and eating is still preserved in the villages
and could be seen only in small private functions. The false
hybrid culture of the city has invaded the hearth of the Karkattar
also and their individual table culture and manners are gradually
being given up.

There are many dishes which are peculiar to this community,
To give one example. There is one dish called Poritha-kulambu
a kind of vegetable sauce prepared with all kinds of vegetables
without the use of tamarind, some thing like Kooi{tu of the
modern city cuisne, but far different from it, and more delici-
oilsly flavoured having a speciality of its own. The city cuisne
exhploys a large quantity of anise for all its preparations; the use
of this anise and the like, compensates for all the bad odours,
and, the lack of odour also, in the modern hotel. The Kirki_ttir'
equate this with non-vegetarian preparations and never so much
as touch it. They do not generally use any flavouring ingredients
other than green coriander leaves; the very manner of preparing
the dishes itself gives the correct flavour and‘ fresh hue.

The Karkarttar had evolved their own system of the thermos
flask for keeping milk hot. The top half of an old mudpot was
inverted, the bottom half placed on it and filled with paddy husk,
This is ignited and the milk pot kept on it. The ignited husk
will go on smouldering for twelve hours; it will not burn, nor
will it die out. Thus the milk will be kept at the optimum
téemperature by a natural process and be ready at the required
temperature at any part of the night. The modern thermos flask
was then unknown and was unnecessary. Similarly in the summer
months, a fresh mudpot kept water fresh and ice-cold.

_ The Karksttar food was simple but rich in nutrition. Vege-
tables and greens direct from the garden, milk direct from the cow
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or the buffalo, and rice, hand-pounded without removal of the
valuable coating of vitmain-bearing pericarp to be consumed. The
average food consisted of three courses, first dhal and rice with
~ ghee, second kulambu (sauce) and rice, and third curds and rice.
Where the family counld afford it, there was another middle course
of rasam and rice. There were generally two side dishes of vege-
tables and pickles. This was quite a rich fare, Most people
irrespective of whether they were rich or poor, had only cold
rice in the mornings and again in the night; it was never thought
beneath one’s dignity to take cold rice. Ceremonial and festive
dinners included more side dishes, two more varieties of sauces
and payasam and vadai with fruits; there was no feast without
vadai and payasam.

Elderly people observed a partial fast on days like the New-
moon, Full moon and monthly Kartikai; in the night they took
only some frugal tiffin, perhaps a few plantain fruits and milk.
All people had a course of milk in the night.

15. KARKATTAR WEDDINGS

There is no sub-caste among Karkattdirs in the entire com-
munity. So there is no difficulty in the matter of weddings bet-
ween members of the different families, except that sa-gdtra marriages
are not_permitted. It is not uncommon for an young man to marry
his sister’s daughter; he is even considered to be the rightful bride-
groom for her. The ages of the groom and bride had generally
been 22-25 and 16-19 respectively; a difference of five years in
age was always sought to be maintained. Marriages were all post-
puberty omnes. The newly wedded bride was always expected to
step immediately into the rightful role of a responsible adult
member -of the large joint family of which her husband was =
part. Monogamy was the general rule; occasionally other consi~
deranons, such as the barrenness of the first wife, caused the man
to marry again even while the first wife was ahve

The Karkattar, marriages were always arranged by the elders:
It was celebrated in the house of bride-gfoom; to have it dons
in the bouse of the_ girl was- considered not honowrable. Times

B-7



50 CULTURE AND HISTORY OF KARKATTAR

were . when the marriage was a four-days function; it was nog
just an alliance between two ‘houses; it was virtually a great social
event, - calculated to bring together members of the community
around the place. Horoscopes were usually compared; this was
arranged by the maternal uncles of the bride and the bride-groom.
The dowry system is a blot on Indian society today. In the grip
of this octopus, we find today bride-grooms-are daily sold at a
pricc of so many thousands of rupees. Previously, the dowry
system did pot not show its head in the Karkattar alliance.
Marriages were arranged not as a matter of barter, but as a form
of honourable agreement between cultured equals.

A marriage function is even today the greatest social event
in a rural community. It consists of a series of rituals. We shall
consider them here under the three heads: Pre-marriage rituals, the
actual wedding ceremony and the ceremonies aitendant on pregnancy
and child birth. Mere marriage itself was no ideal. The ideal was
to procreate and continue the species. Like the Upaunigadic seers
and the most modern Vicar of Wake-field, our fore-fathers believed
that the begetting of children .was the: greatest national service.

Pre-Marriage Ceremonies

‘Marriages were. arranged for and performed, at leisure. The
Kutumba Deiva puja (worship of family deity) is done several
weeks ahead. The first important nitual after an alliance is decided
upon {(and dates fixed, orally) is, the Pandalkdl-muhiirtam. At an
auspicious hour (fixed usually by the purohit), the first post for
the marnage pandal is erected after due ceremonies, by three
sunmarigalis (married ladies). It should be remembered that every
small ritual is preceded by a puja for Gandsa, called anujnal,

which is in essence calculated to propitiate him and secure his
blessing on the ritual following.

For every ritual beginning from the pandalksl right up to _thé
sending off of the bride and bride-groom to the bride‘s residence
amt receiving them back etc., the local orchestra always plays music
This party consists. of the nagasvaram -(pipe. player), Ottu (the.
tune player), {ilam (cymbals) and periya mélam (drummer). There
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#» no auspicious ceremony without the piper’s music. This - will
bear out the statement made else-where that the Karkattar swere
all patrons of music.
Muhtrta Olai

This is the next ritual; it is the writing of the agreement
for marrying the particular girl to the boy concerned. This is
written generally in the house of the bride; but according to the
convenience of the parties, it may be done in the house of_ the
bride-groom also. Close relatives and friends of both ‘the parties
are present. The purchit writes up two different documents in red
ink (formerly this was written on palm leaf, Olai, with a steel
stylus), stating tbat each parent is willing to accept the girl” or
the boy as the bride or the bridegroom respectively of their son
or daughter. The document is placed on a plate with sugar candy,
flowers, fruits- and sandal and, exchanged between the two parties.
Usually, the date and hour of the wedding and the place are
also specified therein. Music accompanies the ceremony. There is
a sumptuous dinner. This ceremony sanctions the sending out
of marriage invitations.

Nischayatambilam (Betrothai)

This was formerly a separate ceremony. But to suit the con-~
venience of all parties however, this is now done on the evening
previous to the day of marriage, in the place of the mhrriige
’i_tself, mostly in a different house. The ceremony is also known
as Nischayirtham, meaning that the proposal of , marriage
is now confirmed; this is sealed by the exchange of tambalam
(betels and arecanut) with large plates of flowers, candy, sugar
and fruits. This is done in the house of the bride only. The
fathers of the couple are seated on a mat in front of the purshit who
does a puja for apujfiai. Members of both the parties are assembled
in strength. The bride-to-be is brought by her maids and seated
between the two. She is given a fresh silk sari and a jewel (as
previously agreed upon) by the father of the bride-groom. The
sjewel is usually a sustantial present-—a pair of golden bangles, a
-gold chain and the hke. This commits botk the parties, so that
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thereafter they -cannot evade the -alliance. The girl goes to. her
room and comes: back decked in the new dress: and jewels. The
purshit makes a public announcement of the propdsed marriage:
The girl then bows to the elders of the assembly who bless her
with akshata and vibhiiti (sacred ash). The inescapable dinner
follows.

The parisam pddutal of many “other communities corresponds
to this nischayatambiilam.

Nal-Virondu

On. the day ‘previous to the day of marriage, there is a special

felicitation to the bride and the bride-groom in their houses in

their respective places. A formal lunch is served at an auspicious

hour; thaf is the occasion for him or her to receive presents dnd
blessings from relatives. Nal-virundu means feast for the (wedding)
day. All relatives now assemble -for the wedding and the party
starts for the place of marriage. In the past, the places of the
bride-groom and the bride were very rarely twenty fniles apart
the parties travelled by bullock carts.

As soon as the bride’s party arrives in the bride-gtobm’é
place, they are welcomed and lodged im a separate house.
cession is arranged from the local temple.
is very elaborate.

A" pro-
Dinner in the night

The Marriage Ceremony

Tn the past, macriages were often done in the early morning,
between 3 a.m. and 6 am. This was because may inauspicious
occurrences like rahukalam or yamakandam, inauspicious yogam
etc. would not occur during the night period. But today most
marriages are performed after breakfast, to suit the convenience
of the new generation, which does not like to discipline itself to
wake up before day break, to have a bath and to’ sit up for an
hour or two without food, in order to witness the function.

“The Place of Marriage

The marriage was celebrated usually, in the open yard at the
centre of the house which is temporarily covered with cocount pluis
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ting.” A decorated dais is placed at its west, to face east. Paddy
is spread on the dais, covered with a silken mat or carpet, “on
which the bride-groom and the bride will sit. The purdhit sits
on a plank to the right facing east. On the verandah on the
four sides of the court yard, relatives of both, men and women
sit to wiiness the function.

There are many minor features in the marriage ceremony; which
have some importanoe. A series ‘of new pots fpiled one on top
of the other is placed by the potter in the centre of the yard-to
reach the roof of the pandal; so it is called pandal-mugzi. The
pots "are symbolically painted in white, yéllow and red by the
wimfter. " At the bottom is a large pot open at the bottom and at the
tdp which has the figures of the heads of the e]éphant, buil, horse,
and lion carved on its sides to signify the presence of the patroh
deities of the four main quarters, Indra, Yama, Varuna and
Kubhera, whose mounts they are. They symbolize the presence
of the 33 classes of the celestials as witness for the marriage.
QOver this, are seven pots, which stand for the seven clouds for
which the Karkattair stood surety before the Pénglya at Maduraij.
A small pot filled with oil is kept burning from the begihning
of the ceremonies to the very end, some times even for four days
‘his all ceremonies are over. It is called the kudavilakku; it has
a very thick wick which is supposed to be of 1000 strands; Indira
is considered to be present there in token of his gratitude to the
Karkattar for their part in the release of the clouds by the Pinqu{x,‘
Two large pots filled with water are placed on either side of the

pandal mutti.

The Ceremony Proper
In all ceremonies the male has precedence. The bride-groom is
.led in by the best man. As soon as the bride-groom sits on the
dais, he is garlanded by the elders, men and women. Then he does the
anujfiai pija. Kankapam is the next ceremony. A piece of turmeric
tied in a yellow-dyed cotton string is tied with due mantras on
his right hand by his father (in some places, this is done by the
purohit). He then does a pija for a muhiirtakkal, called arasapikkal
placed at the: north eastern corner ‘of the yard; this is wusnally a
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‘branch of the odina treé, branching into two at the top. Tying a
piece of red cloth around the middle of the sapling is part of p#ja.
Then: three sumasgalis and the bride-groom bring it to the centre
tie it to the pandal-mugpi. Nine kinds of cereals and pulses
made to sprout in a pot the previous day, are now brought
and distributed into the seven (or nine) small earthern cups kept
round the arasapikkal. A pongal “already cooked by the bride-
groom s party, called as the mapapporgal, is now served out on
seven plantain leaves and offered to the kal and the dsvatas.
(The porigal is cooked in seven ovens in seven pots at the eastern
‘end of the yard itself) The offering is done by the bride-groom
-assisted by the sumarngalis. The offering consists of rice, ghee,
jaggery, fruit and coconut and betel. New clothes which have
received the blessings of the assembly are now given to the bride-
groom ‘who retires to his room for changing his dress. The bride
'is mow brought in by the bride’s maid.

Nirai Nali

‘The Nirai-nili is symbolic of the introduction of prosperity
the Dhanalakshmi, Goddess of Wealth into the house by the young
-bride.

Nirai-ndli is a very important ceremony. Just as the bride
enters the house for the marriage ceremony, a marakkal (brass or
§ﬁve; measuring vessel) filled with paddy, with a lighted silver lamp
placed at the top-middle of the paddy is given in her hand, and
she is escorted gently into the house by the mother-in-law. Great
care is taken fo ensure that the light does not flicker. This again
is a symbol of the transfer of power from the mother-in-law to
the daughter-in-law. She places the nipgi-n@li in the pija room
,of the house, in front of the pictures or images, facing east, bows
to them and then goes to the dais. The nirai ratli is the most
.important symbol of the Karkattar to denote that they are the

-custodians of the industry of paddy cultivation.

Tke bride then
sits on the dais.

(Every time the bride-groom or the bride go
to the dais, they go round the pandal-mutti in a clock-wise direc-
1 tion).- She is then garlanded. by the elders, men and women. She
then offers a similar mapapporgal already cooked and served- as
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before, to the dévatas. She now receives the special wedding dress
and retires to her room for change. The bride-groom now comes’
and occupies the dais. Then the bride comes into the yard with
the wedding garland and garlands the bride-groom. He garlands
her with another garland. She sits on his right. A plate of rice,
coconut, betels and fruits are held out to her. She takes some
rice and the other things on both of her hands; the bride-groom
ties the karkapam on the left hand of the bride.

The Tirumingalya Dhiarapa

The purchit "now lights the homa agni. The bride-groom
performs a phja for the agni. The important functlon of tying
the Tirumangalya now takes place.

The insignia of a married woman are 1a@li and pili, the
use of flowers, turmeric for bath and face-wash, and kunkum
for the centre of the forehead. Tali is the Tirumdngalya, a piece
of small trinket tied round the neck of the bride by the bride-
groom at the time of marriage. This becomes inseparable from
ther and is removed only at the time of her husband’s death. It
is supposed to bear the forms of the five weapons of Lord Vignu
the Protector—conch, discus, mace, bow and sword. The XKarkat-
tar’s tali is different in make from the Brahmin tali; the latter
is a flat piece, while the former is a round one.

Early in life the baby was decked with a little trinket bearing
these insignia along with the real tiger’s claws (or teeth); this wai
supposed to infuse courage and heroism in the child, both male
and female. When the female child grew up and began to wear
trinkets, this was got fixed up as the Tirumﬁﬁgalya at the time of
the marriage ceremony. The Karkattar wedding was always one
of pdpi-grahana, i.e. clasping the hand of the girl by the bride-
groom ; kannikd-dana was an integral part where the girl was freely
gifted by her parents to the bride-groom, decked in jewels and
flowers and with all the requirements for setting up a new house
bhold. The. girl, holding flowers and akshata and cocount. in her
hands was.gifted away to the bride-groom by her parents and
the gift was . received over the hand of the bride-groom by. his
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pasents ; 'in token thereof water was poured over the gift; this was
known as isgu-nir-vdrttal (tdrai varttal).

The ndgasvaram music plays continuously from early morning
to the very end of the marriage. During important ceremonies,
such as kaemnika dana and Tirumangalya dharapa, getgi-mélam
(tapid sounding of all the instruments) is played tc focus the
attention of the whole assembly on the act and also to drown
any inauspicious sounds such as sneezing.

Now the purdhit takes the Tirumdangalyam chain after obtaining
the "blessings of the elders and hands it over to the bride-groom.
A bit of candy is given to the bride and the bride groom to be
kept in the mouth, in order that they may have “ sweet®’ memories
of this most important moment. To the uttering of the mantras
by the purchit, the bride-groom ties the ZTirumdrigalya thread at
the back of the girl’s neck, by holding it with both bands and
bringing is round her neck and places three- knots on it and
applies a little kumkum on the knots and on her fore-head. All
the time the sister of the groom stands behind the couple, holding
a- lighted lamp on a plate, with flowers and betels. Senior mem-
bers of the assembly throw akshata and flowers on the couple in
token of their blessings. The sister’s lighted lamp is the symbol
for all future brightness in the life of the girl newly coming iato
the family and ber bride-groom. In modern days a gold chain in
generally used for the Tirumarigalya, but the thread is also there
ag a symbol, for tying - the three knots,«round the chain. Sandal,
flowers, sugar and betels are distributed to all present in "token
of joy at the Tirumargalya dharapa.

Going Round the Fire

The marriage among all the higher classes is considered to be
fully solemnized, not by the Tirumdrgalva alone, but by three
more rituals, The first is exchange of garlands. Immediately
after tying of mangalya, the bride-groom and the girl exchange their
garlands three times. The second is the homa fire which is fed by
the purdhit. The girl’s brother leads and the bride-groom and the
Bride follow clasping each other’s hands, and they walk round tha
fire and the pandalmugp! three times. Thirdly, the pwrdhir ytters
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the sapta-pati (Seven step) mantras. At the end of each round, ail
the three hold together some puffed rice in their hands jointly and
feed the fire with it. This is done three times. On the last round,
the ritual of ammi and Arundathi takes place. Towards the north-
west of the dentral place a grinding stone is kept. The bride-
groom coming here, lifts the right foot of the girl and places it
on the stone; and asks her at the same time to look at the
star Arundati in the sky, which is close to the star Vasishta m
the Great Bear. This means that she should not "be like Ahalya
who was unable to retain her chastity for which aberration she
was turned into a stone, but should be like Arundati, who was
glorified in the firmament as a star on account of her chastity. At
this time the bridegroom places a pair of silver rings called mepgi
or pela, on the second toe of each foot of the girl.

After the three rounds, the bride returns and sits on the left
of the bridegroom; hereafter his left is her place.

Short pieces of gold leaf are tied on the forehead of the
bride by the maternal uncle, the bridegroom’s mother and his sister.
These are known as paftam. The mother-in-law’s paftam is a
sign of the transfer of power in the house to the new girl, who
will hereafter assume headship in the house. The couple then
prosirate before the elders and receive their blessings.

Nalam-Nir

Pali, or grains made to sprout the previous day, is 'COnsig;;g%
to the tank or a water course; this is called pali-vidutal or nalgm,.
nir; the couple receive on this occasion new clothes and g the
presents from the bride’s father are given at this time. Thjs cere.
mony is now performed even close on the heels of marriage tc:
suit the convenience of all persons including the bridegroom wh
likes to go away to his work spot early. The wristlet of" pmc:
tection tied at the commencement of the marriage function on the
hands of the couple is now detached and consigned to the water

along with the pafigai.

Néalam-nir used to be an occasion for much mirth-making
among the women folk assembled, poking fun at the bride and

B-8
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bridegroom. Pdadapiija, i.e. the bride and bridegroom washing tho
feet of their respective parents in token of worship just -before
the actual wedding ritual, seems to be novel feature unknown in
the past.

‘Marriages are not done in the months of Adi, Purattasi and
Markali. Most marriages are done in Vaikasi and Ani; a few
in Avapi and Thai. As the Karkattar were all agriculturists,
months are chosen when all can be free from field work.

The Arasanikkal is now taken by the couple to the garden
and planted on good soil; the water kept in to the pots near it
are poured for the sapling so that it grows and becomes a live
tree. The parents of ecither see to it that it grows into a full tree.

Graha Pravésam

‘Where the wedding takes place in the bridegroom’s house,
the couple are invited at the mext auspicious day for a feast in
the bride’s house and vice versa. This is known as graha pravésam
(entering the house, as a married couple for the first time).
Where people could afford it, this was as elaborate a function

as the wedding itself. Of course there are many presents given
to the couple.

Consummation of the wedding or npuptials is a matter of con-
venience. In tbhe past, it was an equally elaborate and separate
function, done many days or even a month later. However in
H;Pdern days, this is arranged for, even on the same day, always
in the bridegroom’s place. Presents of furniture including nup-
tial cots and beds, of utensils for cooking and running a new
household, accompany the bride to the other place.

An earlier ceremony conducted for the bride in the bride-
groom’s house is called Palirral (giving her milk). This is in
essence one of inducting her in to the work of the husband’s
household for the first time at an auspicious hour. She is first
asked to bring water from the river or taﬁk, for ceooking. Secondly
she is asked to clean up a vegetable cutting knife (ariva} mapdi)’
decorate it and cut some plantain on it. Thirdly, she is asked
to warm milk in a bronze pot on the oven; the pot is always a
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bronze one. - Then she gives her husband and the other immediate
relatives of his, a cup of milk each. This completes her induction
into the work in the husband’s house and from then onwards, she
is taken as a full member of the house qualified to take part in
all its work. Then follows a limited feast in which she setves
food to her husband and the members. of his family.

Three other functions in the first year of marriage for the
married couple are important. The first is Agdi-tévai, the inviting
of the newly married couple to the bride’s place. The general
belief is that the girl should not conceive in the month of Agdi
(July-August). Hence, the bride is brought to her mother’s house
even before the first of Adi. The bridegroom is invited, given
feasts and presents. 18th Adi coincides with his visit. On this
day, the yeflow cotton thread on which the Tirumangalya and its
accessory golden balls and gems are stringed on a golden chain ;
the thread is then confined to the Gariga (Kaveari) after due pija.
When the month is over the bride and bridegroom are sent back
together to his place. Dipavali is the next important ceremony.
Both are invited to the bride’s place and mew clothes are given to
both. After oil bath and feasts, they return to his place, Posigal
is always celebrated in the bridegroom’s place. Elaborate presents
are sent for the bride to his place. Sugar cane, jaggery and fruits
form the major items of presents.

16. PREGNANCY AND CHILD BIRTH

After marriage there are certain rituals connected with preg:
nancy and child birth. The arrival of the first child is a great
event in any family. On the seventh month of pregnancy an
elaborate ritual is celebrated in the birth place of the girl. It is
generally known as Valai kappu providing the protective bands or
bangles. This is principally a ladies’ function, although men are
also invited to the function. This function as well as the next,
are to be done in an odd month, the seventh universally; very
rarely the ninth; never-on a month of even number. Seven kinds
of rice dishes (such as vep pongal, el, (sesamum) coconut, puli, lime,
sugar and curd) are prepared ; seven kinds of sweets, seven_savoury
dishes, seven vadakam ectc. are got ready; seven comes into the
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picture because it is the seventh month of pregnancy. If this is
done on the ninth month, every item will have to be of nine
varieties. At an auspicious hour, the pregnant girl is bathed and
dressed in new clothes presented by the parents for the purpose.
New protective bangles known as S#l kdppu (pregnancy bands) are
placed on her forearms. They are made in twisted silver and
gold. Then a goocd nmumber of green glass bangles are placed on
her forearms. This and the feeding are the chief functions. Her
hair is decked in a profusion of fragrant jasmine and other
flowers. Then she is treated to the luxurious variety of dishes.
Along with her a few young girls are also fed. Then there is a
bigger feast for men and women. Presents of sari and other clothes
also arrive from the girl’s husband’s place. The ceremony is
known in different pames according to the various acts of felici-
tation, as pu-chiiftal, valaiyal-kappu and sadam pisaindu-podutal.
The idea behind this is that all the pregnant woman’s desires are
to be satisfied in flower, jewellery, food and in dress.

The next function is the Seemantam conducted in the same
month, but in the husband’s place. Here the bridegroom and
the bride are seated together, the purshit lights a fire and performs
a homa. This is an orthodox ceremony, propitiating the various
deities and praying for a safe delivery and long life to the child
to be born. Music accompanies the function. This is a much
grander function than the previous one, and most male members
Qf both the parties take part. When this ceremony is over, the
girl is brought back to her parent’s place, where her first child

birth is to take place. Her coming here also should be in an odd
month, seven or aine.

Child Birth

As soon as the child is born, a bunch of margosa leaves are
tied over the threshold of the house and over the place of confine-
ment of the girl, to. indicate that there is a child birth in this
house and that unclean persons or those carrying any infection
should not enter. The new-born child and its mother are kept
in isolation in the house for fifteen days at the end of which a

purification ceremony is performed by a purohit. On the evening
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of the day, a short pd@ja is made for Gan&sa to whom rice and
coconut chips soaked in treacle is offered. Protective bands are
placed on the child’s arms. A string made of caleotropsis fibre
is tied round the child’s waist, a band of margosa leaf ridges is
placed on its hands; bangles of twisted copper and silver are
placed on the child’s feet. The child is named on this day. It is
placed for the first time in a cradle, then it is taken out and
handed over to an elderly sumangali who had led a bappy life
with many children and grand children and the mother of the child
bows to the lady and receives her blessings.

17. FESTIVALS

Tamilnadu abounds in festivals. There i5 a major festival
every month in all the twelve months of the year. It is need-
less to dwell on them at length. These are celebrated by all
classes of the people including the velalar. As examples, we may
mention the New Year Day festival, the Chitra Pourpami, Vind-
yaka chaturti apd Dipavali. There are yet more others which are
celebrated equally by the others but they have some unique fea-
tures pertaining to the ;Karkattar. Some of them are indicated

below.
Adip-Perukku

The Adi 18th {early August, about the 3rd) has a special
significance for the Karkaitar. On this day all the village families:
go to the Kaveri and there perform a short p#ja to the river,
as a token of thanks-offering for the water she carries and supp-
This is perhaps a rare instance of a festival
women and children take
The river is

lies to their fields.
when the entire community of men,
part. All of them ofcourse bathe in the river.
conceived as a celestial nymph; along with food and flowers, she
is offered kadaélai (a symbolic earring made of palamyré leaf, dyed
red), and karukamani, (black bangles). These are dropped into
the Kaveri waters with heart-felt prayers. Kapparisi (rice mixed
with treacle and coconut chips) are offered to Kaveri and distri-
buted to all those present. This is a gila day for the children
who prepare a toy cart on four wheels, place all the offerings
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to the river on the cart and draw it to the river bank. This is

also an occasion to display their sense, of art and creative in-
genuity in decorating the cart.

This festival is a very important one for the Karkittar, for
whom the Kaveri is a sort of tutelory deity. On this day, the
18th, the belief is that Kaveri is in full floods, water rising up
to its 18 steps fully. For the past, more than a thousand years
or perhaps even twenty centuries, it has been like this and naturally
the gratitude of the Karkattdar who are typical of the agricultu-
rists is shown to the river. We should remember this was before
the Mettur dam was built and before the threat of the Mysore
dams arose.

Sarasvati Pija

One of the very important domestic festivals is the Sarasvati
pija. The Karkattar conduct it in their homes in their own way,
and not on the Brahmin modef. The kofu (durbar or sitting in
State of the deityf is generally not laid out for the first nine days.
On the day of the Sarasvati péije printed books and more parii-
cularly palm leaf manuscripts are taken out, cleaned and arranged
for piija. Special care is taken to oil the palm leaves. All agri-
cultural implements and other domestic tools such as weights and
measurs and kitchen tools are cleaned and laid out for worship.
The Sarasvathi puja is also the Ayudha Paja, worship of work, of
the instruments and tools used for amy kind of work. This makes'
it clear that the agriculturist, the Karkattdar, is the one class which
.really follows the maxim *‘ work is worship®. A piece of thread
soaked in turmeric water is thrown over the books and manuscripts
arranged for worship and piuja is offered twice that day. On the
second day, the Vijayadasami day, another poja is done and the
books and manuscripts are removed; chiidren take out thesr books
and sit down for a short period in symbolic study. This day is
considered particularly auspicious for children’s first admission to
school and starting of the first lessons in alphabet.

On this day in particular, there is a festival in the local $iva
temple. Parvati, consort of Siva, is taken out in procession and
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she slays the Mahigasura, the symbol of ignorance. This parti-
onlar act is known as the shooting of the arrow {ambu-pddutal).

Tiruwndirai Darsanam

The Arudre festival in the month of Margali (December-
January) is a very important one for the Karkattar. This relates
to the dance of Natardja. On this day, the form of Natardja is
taken out in a procession and a dance of Nataraja is conducted
in the temple corridor. This is the day when the Nataraja’s car
is drawn though the streets of Chidambaram and His symbolic
cosmic dance is conducted in the teaple. All the Karkattair do
a poja for Nataraja in their homes and offer kali (a sweet cumbu
or rice porridge) to Him in memory of the same porridge which
was offered a thousands years age by the low caste Senda to
Nataraja and accepted by Him. The puja with kali on the ardra
day is the unique festival of the Karkattar.

Pongal Festival

Pongal or Sankardnti, as is well known is a national festival
for the whole of Tamilnadu for four days. The first day is the
Bhogi-pandigai on the last day of Mdrgali. The next day, the first
of Thai is the Porgal day; the day next to it is the Mattuppongal
set apart for the cattle; and the day following commonly called
Karina], is universally set apart for games and play.

It is usual for all parents to send pofigal presents to their.
daughters for pongal festival, This is sent a day earlier. Ally
communities of people in Tamilnddu observe this custom fully
The presents wsually consisting of sugarcane, sugar and jaggery
plenty of plantain fruits, a few pieces of the turmeric plant
(rhizomes with the plants) are sent by a special messenger. Somé
money is also presented. Where the father is not alive, a brother
sends the present. Among the Karkattar, a more important and
a more precious item is added; and that is a plaited wick dipped
in ghee with some ghee in a container. This is intended to Be
lighted during porigal. This is a matter of rare right and Privi-
lege for a married girl or woman, irrespective of age (so long as
she is a sumahngali) to receive it from the house of her birth,
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The idea is that she is taking all prosperity from her birth place
into her wedded house. This is a very unique custom still pre-
served among the Karkattar. Where the other presents could not
be sent, as it is very often happens in modern days because the
lady’s busband is employed in a far off city, the ghee-soaked
wick at least is sent by post, many days in advance, with an
amount by money order to substitute for the other presents.

What have been mentioned so far, are festivals which are
celebrated by all the Karkzttar at the same time through out the
land. There are yet some others which are celebrated by individupal
families on occasions suitable to them. The more important among
them are described below. Of these the first two originated with
the Karkattar but are now observed by many other communities
also. They are called »ndmbu, penance accompanied with fasting
and worship. The others are merely known as worship (padaittal)
and continue to be peculiar to the Karkattaar.

Sevvay-Pi}laiyar Nonbu

A special worship of Gan®sa on the night of a Tuesday
(Sevvdy) twice a year in the months of Adi (August-September)
and Thai (December—January) is known by this name. AIl the
women of the community assemble together im a suitable house
in the village in the night. This is an exclusive function for women
and no male, not even a baby in arms, is allowed into the
house. The actual worship is done after midnight. Necessary
{naterial for puija and for cooking are brought into the house.
The function begins after the entire village has gone jo sleep. Rice
is pounded into powder along with leaves of pongamia end mar-
gosa, one or three images of Gangsa are made on the spot for
worship, and the pija performed. The offerings made to Ganasa
are eaten up then and there by the women folk present; no part
is kept out or taken home or given to a male. No male member
is allowed to witness the puj?, or partake of any of the offerings.
This exclusive worship is said to confer long life to the husbands
of the participants and prosperity for the family. Legends say
ghat any male who attempted to witness the pija through a key
hole or in any similar maanner was struck blind on the spot.
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This is also known as Avvaiy@r ndonbu, since the Tamil legen-
dary old poetess Avvai performed it and secured the grace of
Gand@sa. As the years rolled on, many other communities copied
this paja from the Karkattdr and this is now found widely preva-
lent among all classes of the Valalar.

Velli-p-pillaiyar nonbu: This is done on a Friday in the small
hours of the morning, just before the day-break. Women only do
this of course, but this is not so secretive as the other one; the
offerings cooked and presented to Ganesa are even distributed to
the males after some time. Cakes and Kolukkatpai are made
without the addition of salt and offered.

Worship of the Family-deity called ‘Veegsu deivattukku padaittal’
in Tami}] : This is a peculiar worship done perhaps once in five
years when all men and women of the same gotra are invited to
assemble in the house of the parent stock for the pja. The
family deity is generally invoked in a special sari, to which wor-
ship is offered and the saris are stored after pdja in a rattan box
or in a new burnt mud pot and kept in a place where it will be
free from pollution by touch.

On the day of the piija all the members of the gotra assemble
in the elder’s house with their wives and children. Daughters and
sons-in-law of the house are also invited. The place of worship
is a large hall in the house. The place is cleaned and decorated
with kolam and red and white paint and festoons. The saris
placed in the pot at a previous worship are taken out and twisted
round and placed erect on a clean seat. The belief is that any
women young or old who died a swmdrigali, i.e., while her husband
is alive, exists in the sari as the guardian angel of the house.
Along with the old saris worshipped previously and stored in the
pot, new substitute saris are placed on the seat for worship,
Besides, new saris to represent any women who might have died
in the sumangall state between the date of the last pZje and the
present one, are also placed; where necessary, additional saris are
also added. After pija, the old saris are taken out and distributed
to the sumaigali women in this household and the new ones stored
up in the pot for the next pija.

B-9
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The sari used is also of a special make. It is called vellai
katpuppudavai; it was of a dark red colour with a lighter shade
border. It was always made to order and was not available in
the market. Often, white dhoties and lother saris are also placed
in the seat of worship and these are presented to the menfolk and
the daughters of the house. No black line or border is permitted
in the dhoti or sari; they are pure white or red. Such p#ja saris
are not meant for daily wear but only for special auspicious
occasions. Along with saris, Tirumangalyam and the Mukidrttak-
kiirai of the ladies of the house are also placed on the pija
pedestal. When a partition of family property is made, these deity-
saris are also partitioned. If there are not sufficient number of
saris a special piija is conducted where new saris are purchased and
worshipped and then the partition is effected. The local deities
and the kuladeivam are propitiated by a piija, the previous evening.

The saris thus taken out after piija are considered fo have
divine curative powers. Children who fall ill in the house are

wrapped with these saris in the belief that their illness will be
cured.

Piija cannot be done in the year in which a death occurs
in a house of any member of the gotra. Hence it so happens
that for many years this p@ja cannot not be done.

Kula Deiva Worship

What was narrated about is the worship of the tutelary deity
of the house (vit{tu deivam). There is another called the kula
deiva puja (worship of the common deity for the group or class).
Here the kula stands for the gdtra; member families of the gotra
bave the same Kula Deiva. Kula deivam here is always a minor
deity like Ankalamman, Periyanayakiamman, Mariamman etc. This
deity is usually installed, not in the big Siva temple of the village
nor in the centre of the village, but only on the out-skirts
there-of. Compared to the Siva temple, this was an insignificant
one. But yet families were required to go there and offer their
own particular worship at least once a year. This Amman may not

be in the same village where the families claster. Gc,:nerany it is in
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another village which is a few miles away from theirs. Since ail
villages were virtually self-contained economic units, it was just
possible that there might not be adequate inter-village communi-
cation. To ensure that the villages had plenty of mutual social
contact, this system of Kula Deiva worship, in places other than
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one’s own was probably laid down.

Whole families, men, women and children, go to the other
village in bullock carts for the whole day. (This practice obtains
even now). Arrangements are made well in advance. Articles for
pija and for preparation of food are taken. On arrival at the
other village local friends and relatives are also invited. The actual
pija its done by the Gurukka] (in rare cases by the p#jari of
a lower class). The women of the families make a few big balls
of rice dough mixed with treacle, make a depression on their top
to contain some oil (in this case ghee), place a wick on it and
light several such lamps in the immediate presence of the deity.
This is called ma-vilakku (flour-lamps). The lamps burn for some
time and when the pi@ja is over they are broken up and distri-
buted, as offerings of the deity to be eaten by friends and relatives.

This puja is made to coincide with the first birth anniversary
of a chiid (both made and female) in the families. Usually, the
shaving of the hair on the head of the child is done on this day
at this templie and that is the occasion for a p#ia. This is usually
celebrated with a certain degree of pomp. It is customary in thes
families, even today to perform this shaving ceremony in the kula

deiva temple.

The ear-boring ceremony for the child is also done this day,
the day of the first anniversary of is birth. The gold-smith does
this, with a golden pin having a pendant. The child js the recipient
of many presents from its maternal uncle and similar relatives,

19. THE KARKATTAR FUNERAL RITES

Like most of the communities in Tamilnadu the Karkattar
cremate the dead bodies, except in the case of children, sanyasins
(ascetics) and persons who had died of smallpox and measles.
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A cluster of Karkattar families has a common cremation ground
where the dead body is carried on the shoulders of four men of
the same goira, or close relatives, and then cremated. It was
customary to wait for the arrival of the close relatives of the
deceased before removing the body; when it is ascertained that
most of them have arrived and the others may not come in time,
arrangements are made for the removal of the body; The last
minutes of the dying man or woman are helped to pass off peace-
fully by a recitai of Tiruvacakam, the sacred utterances sung by
St. Manikkavacakar (made if possible by the children or grand
children of the dying person). A bier is made with newly cut
bamboos; the body is washed in a ceremonial manner with many
articles such as oil, milk, lemon juice, coconut water, sandal and
Ganges water (which is wusually kept handy in a small sealed
brass pot in many families), and then placed on the bier. The
two toes of the body are tied together with a shred of new cloth
another shred is used to fasten the crown and the lower jaw, in
order that no de-formations occur when the rigor mortis sets in.

A pillow is provided with darbha grass and the body except
the face is covered with a new white cloth. If the deceased
was a person who had received Siva diksa (spiritural initiation)
or had been performing S$iva pija, then special rites are per-
formed to discharge these spiritural acquisitions from him. The
son of the deceased or his representative accompanies the corpse,
:fgrrying fire in a new mudpot hung on a tripod ; this fire is in-
‘tended to light the fumeral pyre at the cremation ground. Fune-
1al drums mark the death and the removal of the body; a conch-~
blower accompanies the drummers along with the corpse to the
cremation ground. Puffed rice, coconut and plantain leaves are
strewn at intervals along the path to the ground. Split logs of
wood are spread at the cremation ground on which the corpse is
laid. Some further rituals are done there before actual cremation.
Vaykkarisi is one ritual; a handful of rice with a coin is offered
to the body and thrown away. on a piece of cloth, which is
collected by the village washerman. FEach member of the family
and near relatives offer this; the washerman bags a substantial
collection of money and of rice. The preseatation of this rice iq
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symbolic of the primitive belief that this rice helps to relieve the
hunger of the departed soul on its path towards the region of
the manes. The rituals attendant on the funeral, are all in a
reverse direetion to those done at auspicious occasions. The body
is carried to the cremation ground, feet foremost; the feet are kept
towards the south of the pyre. Vaykkarisi is again offered, the
strings tying together the toes and the head and the lower jaw
are snapped. The son or the heir who lights the funeral pyre goes
round the pyre on which the body is now placed, thrice in an
anti-clockwise direction, carrying water on an unburnt mudpot on
which two holes are made on each round; the out flowing water

is sprinkled on the corpse with the back of the hand; the pot

is then thrown down so that it breaks. Generally all trinkets are

removed from the body of the deceased man or womaa, as soon
as the body is laid in the funeral pyre before lighting the fire ;
no strings or other fastenings are permitted on the body. The
whole body is then covered with a new white cloth; dried cow
during cakes which will easily burn are spread on the body before
the pyre is lit. The son then lights the funeral pyre with a piece
of lighted sandal splinter, with his back to the pyre and inserting
the fire by thrusting it backwards, without looking at the pyre.
He then goes away to a tank or river, bathes, and then returns
home with the other relatives; he is required to wash his feet
before setting foot into the house. Meanwhile, his close relatives
or friends distribute the fees to the various services such as the
drummer, conch-blower, barber, washerman, the cremation attendaiil‘?

and so on.

In the village, if the death occurs in 2 house in a main street,
all p#ja in the central temple is stopped until the corpse is removed
from the house; then a purification ceremony is performed in the

temple and pija rtesumed.

All preparation of food is stopped in the house of death
until the removal of the corpse. The main mourners go without
food for the period. Neighbours, who are of course relatives of
the deceased, take the visitors to their house and feed them

when necesary.



10 CULTURE AND HISTORY OF KARKATTAR

‘The second day’s ceremony is called pal teli (sprinkling of
milk) or safijivanem. Early in the morning, relatives and friends
go to the cremation ground taking the son with them, remove
the bones from the burnt body and throw them into a sacred
river or tank with appropriate rites. The remaining ashes are laid
out, as though they were his ‘body itseif, milk is sprinkled on it
and also several varieties of grains, to symbolize that whatever
ash is left of the mortal remains of the deceased, is used for
sustaining the agiricultural crops. All the people have a bath
in -,the river or tank, go home and have a meal in the deceased’s
house.

Mourning is observed for fifteen days. The post-funeral rites
are of four classes: omne, the nitya sraddha for the period of
fifteen days; two, the wutitara kriya or karumadi on the fifteenth
day and the graha yajia on the next day; three, the mdasya
or monthly sra@ddha for eleven months following; and four, the
srdddha on the twelfth month or anniversary day. Nityva sraddha
consists of a ritual of propitiation for the welfare of the soul of
the departed on whose account a ddna (gift) is made to a Brahmin ;
the dana consists of rice and groceries (un-cooked) and vegetables
served on a plantain leaf with a water vessel (a brass tumbler)
or the like. This is donme for each of the fifteen days at the end
of which comes the fifteenth day ceremony.

Even before day break of the day, a small piece of stone is
placed in the house; on this the spirit of the deceased is invoked
and the women of the house join together and pour their sorrow
over it in lines of lamentation. Then the men folk take the stone
in a basket along with the other requisites to the appointed place
on the bank of a tank, where a small shelter is erected for the per-
formance of the obsequies. A Dgasika or pur3hit is present for the
due performance of the rituals. This is a long process extending
over several hours. The soul of the deceased is re-embodied by
mantras on a darbha form and all the rituals, due from birth to
death are performed, with agni (fire) as the witness, Elaborate
gifts are made to Brahmins in 1, 6, 6-8, or 1, 10 and 18§ varieties ;
articles gifted are invariably rice and groceries, vegetables and fruits,
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chappals, new clothes, vessels, seats, umbrella, fan, book, and cow
with calf. FEach is accompanied by a cash present. After all
presents are over, and the purdhit and Brahmins are sent away,
the party have a bath, return home and have a good meal.

The next day’s rituals give a culmination to this day’s work.
It is called the graka yajia, or the sacrifice for (the welfare of)
the home. A sacrificial fire is 1it, all the deities are propitiated,
elaborate danas are again made, mantra water is sprinkled on
all the related persons and in the entire house itself in token of
purification from the death pollution, Death is an inauspicious
event and with this purification ceremony all inauspiciousness is
deemed to have ended and a new feeling of auspiciousness to
have settled down up on the family. This is also the occasion
for the receipt of many presents by the children of the deceased

from the other close relatives.

The masya is a monthly srdddha ceremony performed on the
monthly #ithi (lunar day of death) of the departed person. This
is a form of propitiation for the departed soul, conducted by the

pu;ahit.
The first anniversary of the day of death is performed on the
twelfth month with great pomp. It is a great event in the family

when many friends and relatives are invited. The propitiation

ceremony is done elaborately, presents are made to Brahmins and
More important is the poor;

a sumptuous lunch is also served.
is known as the sraddha

feeding on the day. This ceremony
ceremony and is repeated every year.

20, INTEGRATION OF THE DIFFERENT AREAS

The Karkattir had been living in the Tondaimandalam area
(Kafichipuram and Tiru-Alangidu), the (._Tola.nﬁd and the Pandinad.
But now, it is doubtful if they could be found in numbers any
where in the Tondai-magdalam area. In each of the other areas

they are found in large numbers.

Difficulty in transport and communication kept the Karkattar
in the north (Tanjavdr, Tiruchi and South Arcot) and the Karkattar
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in the south (Maduraj, Ramanathapuram and Tirunelvali) separate.
They had throughout kept themselves as strangers to each other,
as if -in water-tight compartments. They would know that they

belong to the same community; they would dine together but
would not inter-marry.

A span of three centuries separates the Karkattair of (;ola’nad
and the Karkattir of Pandindd. Those of Pandinad still retain
all the cuitural peculiarities which marked the Karkattar in general
as a separate community before their migration farther south.
They retain all the gotra titles, all the special characteristics in the
matter of food, and the very special ceremony of Tiru-vilakkidu
even more rigidly than those in the Colanad. Their marriage
and other customs continue to be identical. Now with quicker
meaps of transport and communication and with more of govern-
mental and private jobs which throw them up into all sorts un-
known and unexpected corners of Tamilnadu, the twe sections
have to know each other more closely and they have to realize
that they are one commurnity. Inter-marriages have started with
the hope of effecting a real integration of the members in the two
arcas into one unit, as they had been before the historic migration.

A word may be said about the Kofigumapdalam area. Some
enlightened persons in the Koigunadu say they are also Karkattar,
The Kavupdar of Kofigunidu come under two broad classifications
one is the Véjalak-kavupdar and the other, Vanniyak-kavundar;
the latter have been non-vegetarians for ages past. The former
call themselves Vajalar. In support of the theory that they are
also Karkittar, they have their own version of the Karkatta
incident in Pandinad—the Vg)alar standing surety for the proper
bebaviour of the clouds. It is called the Karkatta natakam, done
as a musical drama at the close of the 18th century. Other books
of the same category are Meli vilakkam (a poem on the plough
and the plougher) and the large Véi@lar purapam. Ia spite of all
this evidence, the Karkathar of Colanadu will be very unlikely
to consider them as of the same fold as themselves.



THE PHILOSOPHY OF KABIRDAS AND
RAMALINGASWAMI

S. N. GANESAN, M.A., Ph.D.

Among the saintly philosopher-poets of Hindi and Tami}] who,
moved by the strife-torn condition of the society of their times,
tried to find a universally acceptable religious ideoclogy placing
stress on self-refinement and mutwal love, Kabirdas (1598-1474)
and Ramalidgaswami® (1823-1874) have an important place.
Though they belonged to different ages and different areas, their
religious and philosophical ideas show many striking similarities,
These two were saints who had secluded themselves from the
attractions of the worldly life, but they evinced a keen interest in
the well-being of their respective societies. Aware of the demands
of the contemporary societies, each evolved his philosophical
concepts based on the i)rinciple of universal love and brotherhood.

The idea of an impersonal God, the relation between the Self
and the Divine Power and the path of realisation conceived of
by these saints show remarkable similarity, which goes to prove
that the different religious schools in the WNorth and the South

had accepted many similar fundamental ideas as a result of mutual

exchange and cultural assimilation. A study of the religious and

philosophical concepts of the two saints will reveal that they had’
discerningly accepted the basic and universally acceptable religious
and philosophical ideas in the Indian tradition, eschewing all that
were prone to arouse disapprobation and create teasion. Kabir
belonged to a school of poets in Hindi known as JA&namarga
(The Path of Knowledge), which was famous for its rationalistic
outlook and outspoken criticism of meaningless religious rituals.
The poets of this school considered self-purification through mental
control and physical mortification as the way of attaining union

Otherwise known as * Tiruvaruppirakasavajijalar® or in short * Vallalar®,

B-~10

1.
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with God. The basic tenets of their . philosophy were inherited
from the Yogis of the Nith Panth, but they were influenced by
several other philosophies as well. Among the poets of the Path
of Knowledge, Kabir is considered as the most important. Rama-
linga Swami came in the tradition of $aiva saints, but by his
personal spiritval attainments he established his individuality and
founded a philosophy of his own, which though not opposed to
the basic ideologies of Saivism, show some basic principles which
are meant for making spiritual attainment possible for all. Before
going into the philosophical ideas of the two saint-poets, it will
be useful to scan the background of their times.

Background of Kabir’s Life

It was in a period of social strife and religious degeneration
that Kabirdas lived. For centuries since the period of the con-
quests of Mahmud of Ghazni (1001-1024), the political and social
life in North India was constantly funder strain. The various
dynasties that established their power subsequent to the attack of
Ala-ud-din Ghori could not give stable government or good
administration. Some Muslim rulers tried to bring at the point
of the sword the Hindus into the realm of the Islam, and they
succeeded to some exteit. Many of the Hindu kings were defeated
and vanquished, and many others became the vassals of the

Muslim rulers. There was a dissatisfaction among the defeated
rulers and the general public.

The political instability had its impact on the religious and
social life as well. Frequent attacks by the Muslim conquerors
and the defeat of the local rulers resulted in a sort of disap-
pointment, self-disparagement and large-scale social degeneration. In
a caste-ridden society, it was quite natural that the prurient upper

Classes felt practically no responsibility, and the lower classes sup-

pressed for centuries could feel none. The ritualistic aspects of

religion had gained prominence over the philosophical, devotional
and ethical aspects. This aroused a defiant attitude in many, and

several religious groups came into existence which did not accept

the orthodox canoms of religion, criticized its vain-gloriousness and

gven went to the extent of chaﬂenging ibe authority of the scrip-



S. N. GANESAN 75

tures which sanctioned the differentiation betweén man and man on
the basis of castes.

The condition of the Muslim masses was none the better.
Though the rulers came as victors, the supremacy of none of
the dynasties could be fully established. Rivalries among dynasties
and even amoung family-members were common. Many of the
rulers thought of amassing wealth and living a luxurious life,
leaving the common man to his fate.

During this period of indefiniteness and conflict, Jainism and
Buddhism got some opportunity to expand their influence. Under
the Ragtrakatas (800-1000 A.D.) Jainism had flourished in many
parts of the country, though it could not get wide-scale acceptance
throughout. As Jainism had already accepted the concept of
Incarnation and several other traits from Hinduism, it did not find
much violent opposition. In the 12th and the 13th centuries it
was very popular in Gujarat. After this, its power declined, but
did not completely vanish,

Similarly Buddhism also, especially its Mahdyana branch gai-
ned popularity in many places. In course of time even Mahayana
split into two — Pdramita Naya and Mantra Naya, of which Mantra
Naya adopted Mantras and Tantras which were already popular
among several Hindu cults. Vajrayana branch of Buddhism gave
importance to Mantras, Tantras, Hathayoga and copulation in
their ritualistic performances.

Siddhas and Nathas :—When there was such a conglomeration
of religious cults with their diverse ideologies, philosophies and
ritualistic practices, there arose a rtather militant religious group
as a result of the upsurge among the lower classes against the
orthodoxism and the socio-religious discriminations widely prevalent
in most places. This was_the cult of the Siddhas, who gave
much jmportance to spiritual elevation through mental control and
physical mortification. They also practised Hathayoga. The Sid-
dhas of the North show remarkable similarities with the Siddhas
in the South in their philosophical ideas and religious practices.
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Another branch of the Tantric Mahaydna was the Natha cult,
otherwise known as the Avadhit cult. The Nathas claim that
Adinatha or Siva was the founder of the cult. However it is
accepted that Gorakhnath was the first propagator of the Natha
cult.* Hazari Prasad Dwivédi opines that the Nitha cult originated
from the §akta branch of Saivism. (Dwivedi, H. P., 1950, P. 179
pl. see Bibliography at the end). Nathas gave importance to the
knowledge of the Self as a part of the Cosmic force and pres-
cribed mental and physical control for its attainment.

Hathayoga
also found a place in their rituals.

Advaita Philosophy:—The establishment of Advaita (Non-dualism)
by Acarya Sankara as a philosophical system was an important
event in the history of Hinduism. This saved Hinduism from
slow annihilation due to the extensive expanse of Jainism and
Buddhism. With a strong personality and a well-defined philo=
sophy, Safnkara could successfully counter the spreading of these
religions and give a new life to Hindusim. His influence spread
all over India so much so that a succession of religious pre-
ceptors accepted his philosophy and became its interpreters. Due
to the influence of Ramaianuja, Rimananda, Nimbarka, Vallabha and
Madhva, the whole of North India saw a widespread devotional

movement with different ideas about the ways and means of attain-
ing realisation.

The two major devotional ideologies which developed may be
considered to have their origin in the °‘Swaripa laksana’ and
¢ Tatastha laksana’ of Sankara. In Swar@ipa laksana’, the real
form of God is considered as impersonal and beyond perceptual
knowledge. He is Saf-git-dnanda. In Tagastha laksapa, physical
qualities in relation to time and space have been attributed to
the Supreme power. Sankara has conceived of Mayd to diffe-
rentiate between the formless impersonal power from the universe

2.

It is difficult to trace the origin of the ideas of Gorakhniath. Hazari
Prasad .Dwivedi (1950) P. 32 Nath Sampraday has traced the influence
of Sakta cuit of $aivism on bim. Govind Trigunayat (1957, Kabir &I
V:’_cErdkara P. 90) says that he was a Buddhist but was later influenced
by Saivism and Yogic cults. Anybow it may be said that many of his
ideas were earlier prevalent aotoong the Saivites and the Jaips, (Sce
Ganesan, S. N., 1975 see Bibliography).
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with different formal manifestations. This concept also spread
widely and found a place in the philosophies of several schools
including the Nathas, and through them among the Saint Poets

of Hindi.

The Dualistic (Dvaita) philosophy of Madhva and the Dualistic-
non-Dualistic (Dvaitddvaita) philosophy of Nimbaska also had wide
influence, and from their inspiration developed the cult of Sagupa
devotion, _visualising God in wvarious definite forms. The two
main incarnations of Visau, Rama, the embodiment of virtue and
Krsna, the embodiment of resplendant charm became great inspiring
forces of religious movements, which influenced the poetry of
almost all languages of North India.

It is at such a time, when various religious and devotional
cults were preaching their ideologies, often vying with each other
to establish their supremacy, that Kabir lived. While the religious
movements were working with vigour, the socio-political life was
in a morbid stafte.

Background of Ramalinga Adigal

The social environment of Ramaliiga Swami was quite diffe-
rent. The difference of time and the local conditions cannot be
overlooked. However it has to be said that in South India also
prevailed a state of tension, though not so much as in North
India, and wide-scale disparagement had spread in the political,
social and religious fields.

The East India Company came to rule the Madras Presidency in
1802, and ever since till the attainment of Independence, it was in
the hands of the English. It was ruled by them through the collectors.
But here and there, there were local chieftains called Pz]ayakkars.
When the governance went to the hands of the Empress in 1858,
the Madras government became stronger. As such, the province
never had to face a situation of conflict and tension as North

India at the time of Kabir,

But the British rule had slow and sustained impact on the

social life. Caste system had flourished earlier. In the early period
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of the British rule, the higher castes availed of the opportunities
of education and gained some high positions. It was only towards
the end of the 19th century that the lower castes began to get
some education through the missionary efforts of the Western
priests and scholars. However, even then, their condition was
not substantially improved. Thus during the lifetime of Ramalinga

Swami, the social stratification was strong, but it did not result in
serious temsions.

In the religious field, the antagonism which existed between
the Saivites and the Vaispavites during the earlier periods had
somewhat subsided. Though they could not reconcile with each
other in the ideological field, there were no overt conflicts which
counld spoil the social atmosphere. The society at large had accep-
ted certain norms from both. )

The Mnuslim contact also did not create much tension as in
North India. The Muslims came to South India not as con-
guerors but as traders and had more peaceful cultural contacts
with the Hindus. Many Muslims have enriched Tami]l Literature
in the 18th and the 19th centuries. '

Later, when the Europeapns came to South India, then also
there was not much ‘religious strife. The religious work of the
missionaries were peaceful. As many of them identified themselves
with the Indians, even learning the local language and writing in
it, there was no serious cause for conflicts. However, their success,
in propagating Christianity, and the success of the English in estab-
lishing power had some deep influence on the overall psychic
features of the people. Though there were no serious conflicts,
there was also no strong uniting force to keep the society tightly
knit together and to drive it in the way of progress with a common
purpose and direction. Thus there was the necessity of finding a
religious and philosophical ideology which would not impair the
existing values, but would be acceptable to all alike. It was precisely
this need that the philosophy of Ramalinga Adigal fulfilled.

It was in such social backgrounds that Ramalinga Adiga] and
Kabirdds lived and made their pursuit of divine knowledge. Their
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verses give vent to their philosophical and ethical ideas omn the
one hand and reveal their mystic experiences on the other. In
spite of the difference in the social background and personal
environment, their ideas show much similarity and are in line with
the Indian philosophical tradition. An attempt is made here to
give a comparative outline of their spiritual ideas, philosophical

concepts and mystic visions.

SPIRITUAL IDEAS

The greatness of Ramalinga Swami and Kabirdas is more as
saints than as poets. They had no urge to become poets, nor
were their compositions intended to give aesthetic pleasure. Fully
aware of the transient nature of life, they had an intense desire
to afttain something more than the worldly pleasure, to attain
a stage of transcendence and supreme bliss. All their endeavours
were centred round this dominant desire, a desire to free the Self
from the bondages of worldly life and get united with the Supreme

Cosmic Power.

Concept of God

Kabirdas belonged to the school of Jhanamarga, the adherers
to which conceived of God as a formless, Omnipresent power un-
understandable by normal senses. Ramalihga Adigal, though be-
longing to the Saivite school, has spoken about these abstract
qualities of God, and finally visualised it in the form of Luminance
(joti). According to Kabir, ‘ He is unattainable (by normal senses),
unseen, and luminant.® Brahman is limitless and exists everywhere
as knowledge.* Ramalinga Swiami says that the Supreme being
which is. omnipresent, unfailingly exists in the macrocosmic and the
microcosmic world and is itself the living and non-living things.®
This Supreme Power is itself the existence of the universe. It is
life, life in life and the luminiscence in life.* Both the saints have

[,
3. agam agocar gami nahin tahan jagmagi joti-—Kabir Granthdvali, P. 199,

avigat aparampsr brahma gyin rip sab thaim—Ibkid, P. 241.

5. apdameldsm pingamelsmuyirkajelam porulkal
spavelamidankalelam nikkamara nirainta—Tiru Arugps, I, P, 57,

6. ulaks pilai mupjutskiysnkaisknlla
wyirakiyuyirkkuvyiramoli tagsgi—Tiru Aragpa, 1, 104.
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contended that this Supreme one is beyond normal! comprehension.
Vallalar says that God is a pure and Yogic power which is
beyond measures, beyond mind and beyond knowledge.” Kabir
says that the nature of Ram (God)® is not known to any.?
He is unattainable, unseen, living inside ; the whole world is igno-
rant of Him.'® Both bhave stressed that God is existent in every
individual. Kabir says tbat Hari lives in the heart and advises
falling in love with him.’?' The One he is searching throughout
the world is at last found to be existing in the body itself.*?
As the omnipresent Master is in every body, Kablr advises not
to speak bitter words to any.*®

Likewise Ramaliiga Swami considers God as One who has
made his heart His temple.’* He remains concealed in every living
being and is a witness of all acts.'®

In the Form of Knowledge

Both Riamaliiga Adigal and Kabirdas have accepted God in
the form of Jrana (Supreme Knowledge). While they have con-
tended that He is attainable by Knowledge, they have also asserted
that He Himself is in the form of Knowledge. According to
Vallalar, He is knowledge that dispels ignorance, knowledge to
knowledge (fe. greatest of knowledge), knowledge in knowledge

7. alavaiyelaikadantu manankadantu margai
arivaiyelankadantu kadantamala yogar—Tiru- Arugpaz, I, 110.
8. It must be remembered that Kabir uses the words like Ram, Hari,

Govind etc. not in a personal sense. The impersonal God has been
addressed by these names,

9. ram gati par na pavai koi—Kabir Granthavali, P. 195.
10. agam agocar abhi antari, to ko pir na pavai dharns dhara—Ibid., P, 179.
11. hirds bhitari hari basai td tahi lyau lai—Ibid., P. 44,

12. ja karan jag dhupgdhiya so to ghat hi mahi.

13. ghat ghat me®” vah s@i ramt3 katuk vacan mat bol re

—Kablr Granthavaili, P, 162.
14. enneiicor koyilena-k-kopdoy—Tiru Aruappa, 1, P. 92.

15. topdulakilullavuyirtsyumolittagyalelaa-
kapdulavukinratoru kalvapevan—7Tire Arutpa, 1, P. 46.
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(essence of knowledge) and the knowledge within.'* Kabir also
has said that the unknown and uniimited God exists everywhere
in the form of Knowledge.*”

In the Form of Light

The culmination of the spiritual concept of RZmaliiga Swamif
is in his concept of the Supreme Power as Light, an ever luminant
cosmic force, which he has named as * Arugperum Joti® (The Great
Light of Grace). His main object of worship in the later days
has been this Light of Grace, which he considered to be the
driving force of ali universal phenomena. He has sung ‘in many
verses about this JB#i. © Arugperum Joti Atrakam,'® and * Arutperum
Joti Akaval’'* are poems about the great cosmic force in the form
of Light of Grace. In Ananda-k-kalippu,*® the poet expresses the
unigque blissful state he attains by the grace of God.

The concept of Light is not a superficial comparison. The
intention of the poet is to- go deeper and discover the formless
and impersonal supreme power. The light that the saint visualises.
js the symbol of an abstract and absolute power pervading the
whole universe and is the essential driving force in everything.
That is why it is described as ‘jotiyu} jotiyui joti® (The Light
in the Light in the Light). Kabir has also described his God as
Light in many verses. According to him ‘He is in the form of
Light, which has no death, which has no word or body,”* and
* Inside, as Light remains God luminant’.** Kabir proclaims that
he would unite the light of soul with the Cosmic Light, and
would thus become free from the bondages of worldly life.*®

16. ayarvaju pérarivakiyavvarivukkarivay
agivullarivayankakattul}orarivay—Tiru Arafpa, II, P. 57.

.17. avigat aparampir brahma gyan rip sab dbhim

—Kabir Granthavali, P. 241.

18. Tiru Aruipa, II, Pp. 59-61.

19. Ibid., Pp. 511-515. 20. Ibid., Ii, Pp. 51i1-515,

21. jyoti sarip kil nahi uhva, vacan na &hi sarirai—Qtd. Ram Chandra
Shukla~Hind£ Sahitya ka Itihas, P. 72.

22, antar jyoti ram pargasa—XKabir Granthavali, P, 296.

23, tis jotihi joti milava®gs, taa m=" bahuri na bhaujali ava®ga
—1Ibid,, P. 123,
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Beyond Personal and Impersonal

One important difference between the concepts of Ramalifga
Adigal and XKabirdas is that Ramalinga Adigal has accepted the
Supreme power in the specific form of Siva also. As a Saivite,
he has accepted the physical form of Siva, as described by many
earlier poets. He was also not against idol worship or religious
ritmals. He bhas sung about the deities in several places.?* The
charming physical beauty of Siva has been  vividly described in
many stanzas. Ramalifga Adiga)] with utmost confidence says that
by seeing the beauteous form of the Lord, the inner hunger will
subside.*® Several stories connected with S$Siva have also been
narrated by him.

Kabirdas, on the other hand belonged to a group of saints
who considered that the Supreme power is beyond formal descrip-
tion. Though Kabir has used the names Ram, Hari and Govind
in many of his stanzas, these have mnot been used in the wusual
senses, but only as synonyms of the Impersonal Power. This
concept originally found in Rg Veda, has come down through the
Upanisads and has been accepted by many religious schools.?®
‘The poets of the Path of Knowledge, inciuding Kabir have also
accepted the idea.

However, this difference in stress should not make us over-
look the basic concept of the two poets. In spite of this diffe-
vence both the poets subscribed to the basic idea that the Sup-
reme Power is both concrete and abstract, with form and without
form, but beyond all descriptions. According to H. P. Dwivedi,
Kabir got this idea inherited from the Yoga cult of Gorakhnath,®”
who proclaimed that this form of God is superior to other forms
for meditation and realisation. Kabir himself has said that the
different forms may be useful in varidus stages of spiritual pursuit,

24. Tiru Arutpa, I, P, S3f., St. 208-232,

25. cirtti nikaz cempavalaccemmégiyinajakum, parttiruntsl nammutpaci poi-
kap—Tiru Arutpd, P. 55,

26. For a detailed study of the subject, see Bibliography, Ganesan, S. N, (1975);
27. Hazariprasad Dwivedi (1960, Ed. 6), Kabir, P. 68,



S. N. GANESAN 83

He advises acceptance of the personal God as an object of attach~
ment and the impersonal one as the object of service, but clearly
asserts that he himself as a Yogi would concentrate on the Onpe
that is beyond form and formlessness.”® He has clearly defined
the stages of spiritnal pursuit suitable for different people. The
ordinary man worships the God with limited form, the Sadhu
(Sage) worships the one who is boundless and impersonal and he
who has attained supreme knowledge discards both.®* Thus accord~
ing- to Kabir, though the Supreme power can be accepted in diffe~
rent forms, the power which is beyond all perceptual knowledge
is the one to be meditated? upon at the highest stage of spiritual

attainment.

In the case of Ramalifiga Swami also, the ultimate aim is
the realisation of the Supreme, which is beyond the personal and
the impersonal. Though he has accepted tradition and sung about
the Lord in his concrete forms, his constant effort has been to

acquire the knowledge of that Supreme Being, which is formless
He has explicitly described such a form

and beyond description.
In one verse he says ‘ He is form, image

in some of his verses.
in the form, form in the image, the One in the form, the form-

tess, the formlessness in the formless, the One in the formless.3®
He urges the ignorant to understand that it is the one that exists
in the form and the formless — in the concrete and the abstract.3t

It is clear that in spite of the difference in stress they lay
on the different forms of God, both the saints have the ultimate
aim of attaining union with the one Supreme Power which is

beyond sensual perception.
PHILOSOPHIC CONCEPTS

God and Self
Both in $aivism and in Advaita philosophy, it is contended

that the Cosmic power pervading the universe and the Soul in the

28. nirgug ki sevé karo sargun ki kari a¢
sargun nirgug ke pare tahs hamars vas—Kuabir.

kad me" rahe so manvi, behad rahai so sidhn,

29.
had behad donon tajai, tin ki. matd agidh-—Kabir, P. 215.

30, Tiru Aretpa, 1, P. 104,
81, Tiru Arugpa, I, P. 436,
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individual being are one and the same. The realisation of this
truth and dissolving the soul with the boundless cosmic soul has
been the ultimate aim of the spiritual pursuit. But, for the soul
in the normal state, it is impossible because it is shrouded by
1llusion, named Maya in Advaita and Pasa in $aivism. As a con-
sequence of this illusion, man fails to realise his own self, the
real nature of the soul and its relation with the cosmic force.
It is due to this illusion that man becomes strongly conscious
about his own self. It is only by abandoning this egoistic feeling
that the soul can attain the union with the Lord and resume
its real nature. Ramalinga Adigal and Kabirdas have repeatedly
spoken about this dissolution of the Self. Adigal says that the
egoistic man does not know himself, and caring for himself (which
is just an illusion) gets destroyed.®®> Kabir categorically says that
as long as one cares for the self, nothing can be achieved,
but when ‘I’ and °© My’ are annihilated, then comes the realisa-
tion of Hari.®® Both the saints had attained this knowledge and
felt that they themselves were pothing, but the Supreme being
was everything. With the utmost humility XKabir says. There is
nothing mine in me, whatever is there is only Thine; by surren~
dering to Thee what is Thine, what do I lose?’®¢ Ramaliiga
Swiami considers that even his words are not his own but those

of his Lord.*®* He asks, * Who am I, and what knowledge would
I have if the *Siva’ himself is not dancing in my blood ?°’.%°

The sense of Ego is essentially due to the illusion of Maya,
about which both the saints have claborately described. It is
extremely difficult to get out of the shackles of Maya, According
to Kabir, Maya does not leave us even if we leave it, it ens~

32,

............ nagegru colli nalintapaiys
—Tiru Arutpa, 1, P. 76,

33, jab lagi m=" m=z" karai, tab lagi kaj ek na saraj, jab yah ma" mers
mwiti jai, tab hari kaj sanvire ay—XKabir Granthavali, P. 205.

34, mer: mujh men kuch nahin, jo kuch hz so tor, tera tujh ko saumpte,
ka lagai hz mor.

35. npaguraikkum varttaiyelim niyakag tap varttai
naguraikkum varttaiyanro —Tiru Arutpa, 11, P. 413,

38.

napiregakkepaver fiznavuparvéty Sivam
wnudi nillavili—Ivid,, P. 413,
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nares us again and again.*” If is because of the egoistic feeling
due to Maya that we have feelings like honour and respect. Thus
honour and respect are themselves Mayia, and when this Maya
leaves, then there is Divine Knowledge.®® Kabir considers that
Maya exists everywhere® and it entangles even the Gods.*® Rama-
linga Sweimi, in his ¢ Mdyavilakkam’>, has dealt with the nature
of Maya and the miseries of the soul which is caught in its
noose. The goal of spiritual pursuit is to get free from the
ilfusive sense and understand the real nature of the souyl and the
relation it has with the Cosmic Power.

The acceptance of the basic unity of the Supreme Power and
the Soul and a strong longing for re-attaining the union is a
fundamental idea in the philosopby of both the saints.

MYSTIC VISIONS

The Ways of Realisation and Mystic Experience

All spiritual pursuits have the aim of realising something be-
yond the normal worldly truths. The understanding of the Cosmic
Truth leads to the liberation of the Soul. In such a state of
Liberation the Soul feels itself free from all bondages and remains
in a condition of sublime peace and tranquility. Various ways
have been preferred by various schools of spiritualists to attain
this erd. Knowledge (JAana), physical mortification (Yoga) and
devotion (Bhakti) are the important means adopting which several’
saints have tried to attain this state of utmost joyousness. The
influence of all these are found on Ramalinga Swimi and Kabir,

The Path of Knowledge

Both the saints have elaborately described the knowledge that
dispels ignorance and gives union with the cosmic power. This
knowledge is different from worldly knowledge. So the saints
consider the reading of books as futile. If Ramalidga Adigal
says that all the scriptures make us stagger, and do not give eyes

——
37. XKabir Granthavali, P, 114.
ag. mayi adar mays méan, mays taji ‘brabma giyan—Ibid., B. 114.

39. Ibid., P. 115.
40. Kabirdis, Bijak, St. 59.
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to see,*' Kabir also declares thdat reading books and books through
years does not make one a scholar, but by learning the few
letters of Love one becomes a real scholar.**

On attaining the knowledge, the soul feels that it is itself
lost, and its place is taken by the Lord. Speaking of this ex-
perience, Riamaliiga Adiga] says that his Lord, the Lord of his
life, comes and sits in his place and will be in a few hours one
with him never to be separated.*® Kabirdas speaks of his wonder-
‘ful experience. ‘The Lord in search of whom 1 went, I have
got in this place. The One that is said to be another has be-
come myself.’** Giving a concrete simile Kabir explains, ‘Water
became ice, the ice melted and became what it was before, and
now nothing more is to be said.”*®

Another result of the realisation is the experience of trans-
cending omne’s own self, becoming the real Self and feeling one
with the whole universal Existence. Riamalifiga Swami speaks of
this condition, *Oh God, that, being myself, being not myself,
becoming the state of I, becoming not the self, becoming one
with the cosmic knowledge, existing in the cosmos in a state of
silence, grows everywhere.”*® The miraculous mingling of the

microcosmic Soul with the Macrocosm is put in concrete terms
by Kabir thus:

41; cﬁ&iraﬂkalll’am tatumaryraficolvatagri

nettirankal parkaita merave —Tiru Arufpa, 11, P, 414.

pothi parhi parbi jug bhaya pandit bhaya na koi dhayi akkhar prem ‘ka
parhe so pandit hoi.

42.

43. en cami epatu turai ennuyir nayakamsa
inru vantu nagirukkum itattilamarkingar
pinciarum iraptarai nalikaikkulls vepatu
pérutampir kalantulatté piriyamaliruppar —Tira Arugpa, 11, P, 465.

44. ja kiran m=” jii tha sai pai thaur,

soi phir apan bhayi jase kahta aur —Kabir Grarnthavali, P, 15.

4A5. papi hi te him bhayo, him hvai gaya bilzi,
jo kuch tbia soi bhaya, ab kacht kahya pa jai —~—Ibid., P. 13.

46. napzki nanallanaki nipé nanakum patamiki nagrap kapda
tanaki tainallanikit tape tigakum patamikic cakaca fiaga
vandki, vapaduvil vayankukinra mauna nilaiyski

yeikum valarom tsve —Tiru Arutpa, I, P. 106.
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A pot in water and water in the pot,
Water within and without;

‘The pot gets broken, water mingling with water,
The wise one knows the Truth.t?

The limitless expanse attained thus is not ounly spatial, but
also temporal. The soul crosses the temporal barriers and gets
eternal life, as well as sublime enjoyment. Ramalidiga Swami says,
that the Lord has given him such an immortal state. By the
fortune of the previous life, he has become immortal and has
seen God in his own self,*® and due to this divine presence he
feels that the mortal body will attain immortality and will get
supreme joy.** Xabirdas has again and again spoken about this
state of immortality. With a sense of pride he says,

¢ The physician died, the patient died.
Died the whole of the world ;
But one Kabir did not die,
Whose sustain is the Lord.’®°

Because of his faith, he is able to say with unswerving confidence :

I will not die, the world will die,
For I have got the One that gives life.®*

The unique pleasure obtained on reaching this state bas been
described by Vallalir in poems like Anagnda-k-kalippu and Ananda
mélitu. In several songs written in the style of folk songs =2

47. jal me® kumbh kumbh me® jal he, bshar bbitar pibi,
phi{ kumbh jal jalahi samana, yah tatth samajhau gyani
—Kabir Granthavali, P. 103.

48. *‘Masayai nikkam?®, St. 1, 4.—Tiru Arutpa, 11, P, 431,
Alsg cakata kalviyile talai kattikkotuttic—i{0id., II, P. 271,
cskata varamefakké tanta tanitteyvam-—Ibhid., II, P. 236.

49, Ibid., 11, P. 447.
50, vaid mui rogi mua, mud sakal sansar,
ek kabira na mus, jahi ke ram adhir.
51. mx® na maraun maribo sansirs
ab mohi milio bz jiyavanhsra.—Sant Kabir, P. 14,

52, pankiyarkkarivoguttal, Tire Aratps, 1L, P. 525; Vepgils, Wid., P. 527,
natscar kommi, Ibid., P. 529; ayrputam, Ibid., P. 544 ; katcikKagni, Ibid.;
P. 546 ; akkacci, 1bid., P. 549 eic,
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Vallalar seems to be in a revelling mood, his heart full to the
brim with the pleasure of divine experience. The moment of feeling
united with the Lord is a moment of unique pleasure—the great
pleasure of Sivananda.®® This pleasure is so great that the Lord
alone can know it. *The joy I got in the divine presence, my
Lord alone knows, my meother, my Lord alone knows,’”®* says the
saint as a bride.

Kabirdas is so much thrilled with this experience that he asks
his mind to dance in joy, and asks the whole universe to jein
the dance.

Dance, O my mind, dance in rut,

Play the tune of love day and night, let all hear,

Let Rdhu and Ketu and all the planets dance with joy
throughout life,

Let the mountains and oceans and the earth dance,

Let the world, laughing, weeping, dance.®®

Realisation through Yoga

Yogic practices have had wide prevalence throughout India,
during some earlier periods. The Yogic system essentially consists
of controlling of the body and mind and regulating their activities
in specific chaﬁnels, such: that the Yogi gets averted from the
external world, and turns his senses tc his inner self and dis-
covers a world of supreme enjoyment. Some such methods have
been mentioned in the Rg Veda, Upanisads and in the Maha-
bharata.”® However they got systematised by Patafijali in his

53. kapinta Sivinantamegum perum pokattigile

kalittita vaittitukinra kalaiyuomituve.—Téru Arugpa, II, P, 464.
34. sapnpitiyizcenru nsn perra pepu

samiyagiviradi — ammas

szmiyariviradi— Tiru Arugpa, X1, P, 549.
55. nicu re mere man matta hoj

prem ko rig bajay rain din sabda sunai sab koi,

rihu ketu navagrah nacai janma janma anand hoi,

8iri samundar dbarti pacai hans roy.—Kabir Granthavali, P. 256,

56. For a detailed study, see in Bibliograpby Ganesan, §. N., (1975).
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¥ogasiitra. Thereafter many religious cults have accepted the same
as a way of or aid in realisation. The verses of Nath -Panthis

in the north and of Tirumular in the south show the strong
influence of the yoga system.

Kabrr, like the other poets of the Jisnamérga, has inherited
the ideas of Yoga from the saints of the Nith Panth. He has
elaborately described the process of awakening the cosmic power
within the body, known as Kundalini so that it rises up in stages
.and. passes through different Wheels (Cakras) in the body until
at last it reaches the the Thousand-petalled Lotus in the brain,
which is the centre of cosmic perception. At this stage the soul
derives supreme enjoyment to a boundless measure, which Kabir

has elaborately described.®”

Rimalifga Swiami has not written any verse about the Yogic
method, though the words ‘Yoga’ and Yoginta’ occur in some
,pieces. But that he had a knowledge of the system is evident
from his prose piece ‘ Pipg@nupava lafcapam’. The long description
with reference to Kupdalini, lotus, Ksirabdhi (the Ocean of Milk),
different Agnis (Fires), Manasarévar (The Holy Lake of the Mind)
etc.,*® run parallel to the descriptions of Kabir. 8o, it is clear
that although Vallalar did not give much importance to the

Yogic system, it seems that he was aware of the potentialities

of it.

Realisation through Love

The most charming verses of the saint-poets are those in which
they approach the Lord through the medium of Love. . Knowledge
and Yoga are features which raise man above the normal level
of thought and perception, and keep him away from the world
of emotions. These are generally unapprehendable for the normal
man. When the different phases of these are described in verses,
they do not enrich the emotional coatent, which is an essential
feature of poetry. Though the quest for God by the saints is
inspired by the emotionai urge for realisation, the description of

537. Xabir Granthavali, Pp. 88, 94.
58. Tlruvaruppirakdsa Vallalar Upgtésam, P. 148-154,
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the experience obtained by super-knowledge and Yogic process
tend to be devoid of emotional charm.

On the other hand, there are many verses of the two saints,
in which they have given expression to their emotional attachment
towards the Cosmic Power in a somewhat concrete form and
have described their mental experiences in various phases of -the
relation with it. A large number of the verses of these saints
are concerned with this emotional attachment or love. In the
most intensive state of this attachment, the poets have expressed
their ardent feeling for the Master in the form of bridal love

Libido, which uspally manifests itself in the form of love
between man and woman, is the most powerful driving force of
life. This when directed towards the Supreme Power pervading
the Universe, makes the aspirations of man serene and sublime.
This is what the poets have done in the verses depicting bridal
mysticism. Both Ramalifpa Swimi and Kabir have described
different situations of bridal life.

Here again, as in realisation through Knowledge, the devotee
gets near to the Lord through a process of dissolution of the
Ego. As long as one is conscious of one’s self, and one’s
desires are directed towards worldly things, there cannot be any
union with the Lord. Both the poets have imagined themselves
as the bride and the Supreme Power as the bridegroom, with
whom they wish to ‘unite. But as long as the Ego exists, this
seems impossible. To Ramaliign Sw&mi it seems that the Lord

appears and urges him to annihilate bhis self before geiting .the
bridal union.

e Seei'ng thyself, ook not for Me in thee,
O, girl that wanders after worldly glee!
See Me,” says the Lord O, mother,
And takes my hand O, my mother.5®

59. unpai-p-parttunnul}e yennai-p-parsts
Graipparttatiyulalkinra pegos
engpaippirenkinrarennatiyammas,

<n kai pijikkigrarezgativamms.—Tiry Aruipa,: 1L Ps 290,
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In ‘the same tune Kablr also describes how he loses himself
and upites with the divine Lover.

Such is my beloved Lover’s charm,
That his charm pervades everywhere,

. And when ‘I’ went to see that charm,
Myself became the charming lover.®®

The ardent love of the devotees make them feel that they are
united with the Lord by a spiritual marriage. Kabir has given a
grand picture of his marriage in which the Lord comes as the
bridegroom, the five senses come as wedding guests, and the Soul
as the bride in full bloom of youth gets married on the altar of
physical existence and submits itself completely.®® In a state of
intense love Kabir feels that he cannot live without the divine
Lord.®* Ramalifiga Adigal also has similar experiences. At the
most intense state of his passionate love, he feels every moment
that the Lord comes to take the hands of his beloved bride, who
is “himself, while playing, while adorning herself, while singing in
praise of the lover and while talking with her playmates.®® The
love is so strong that the devotee as a bride feels fully confident
that the Lord is coming. The bridegroom appears to tell her that
her wedding with Him is imminent, .and asks her {o be conscious
about the supreme status she is to be elevated to.** *Cilaia-
camvdtam’® ® is a highly emotional poem, in which the bride telis
ber maid-companion how she has shared the pleasures of the
nuptial bed "with the Lord.

Both the poets have made passionate exposition of the different
stages of their marital love, both in union and in separation, which
deserves a more intensive study.

60. 1ali mere 13l ki1 jit dekhun tit 1al
lali dekhan m=n gayi m= bhi hogayi 13l., K. G., P. 94.

61. Kabir Granthavali, P. 87.
62. hid.,, P. 125.

63. Tiru Arugpa, 11, P. 250 fI.
64. Ibid., 1. P. 291,

65. Tiru Arugpa, Part 1.
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Thus we find, that these saint-poets belonging to two different
schools of philosophy, show many conceptual parallels in their
philosophical and devotional ideas. Though coming in separate
traditions, there are some significant similarities in their concept
of God, the ways and means of attaining realisation and the
experiences they have obtained on attaining the supreme state of
divine bliss. A wider and deeper study will reveal that several
philosophical ideas and spiritual concepts had been accepted by
various religious cults in different parts of India either through
traditional inheritance or through mutual contacts, and these great
saints have assimilated many such basic concepts, but have at the
same time amply shown their strong individuality.
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The music that was practised in the Dravidian eountry in the
early Christian era represents a magnificient system with a well
laid foundation in the theoretical and artistic aspects. The
soundness of any evolved system is easily borne out by the
existence of a number of scientific literature on the theory and
practice of the subject. It is indeed a heartening feature that
references are found to a series of regular treatises on music,
dance and drama as nuriured and developed by the ancient
Tamils even before the Christian era. The irretrievable loss of
most of these works is unfortunate as these contain the -earliest
material regarding the dacient Tamil Music, whichk represents some
of the oldest music of India. Since theoretical writing pre-suppo-
ses a large amount of practice prior to it, the existence of a
flourishing system of music and dance with a variety of musical
instruments in the Dravidian country at a surprisingly early period
is an established phenomefion. The valuable reference in the
Nitya Sastra® to the intense musical and dance activity of the
Southern Region, beyond the Vindhya mountains is to be recalled
here. The vast ancient literature on music and dance in Tamil
includes the following viz. [Perunarai, Perungurugu, Panrchabhdra-
tiyam, Bharatam, Agattivam, Muruval Sayandam, Gupani@l, Sevi-
triyam, ISainupukkam, Indrak@jiyam, Pafichamarabu, Bharata sénd-
patiyam Kiigtanil, Nadagatamil and others. Commentaries for
some of the works were written later and these throw valuable
light on the music of their times. Besides, the regular works
on music, treatises on dance and drama have chapters on music

1. Niatya Sastra - Kasi Edn. Chap. XIV,37.
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treated as an adjunct to them. Further, references to music, in its
scientific and practical aspects are scattered throughout the literature
dating from the period of Tolkappiandr (3rd cent. B.C.), which
includes the famous lexicons like Séndan’s Divdkaram® and
Pifigala nighaptu.® These references throw useful light on the
nature of music and its place in the life of the Tamils in gene-
ral. In the absence of many of the priceless literature mentioned
earlier, the only available source that we have to look for
authentic scientific material on Tamil isai is Stlappadikaram* of
Tlangd adigal, which is one of the classical works of the Safigam
period.

The uniqueness of the genius of the Tamils is seen in the
coneeption of the language as Muttamil (@pSsip), comprising
lakkiya Tamii, Isai Tamil and Nddaga Tamil each having
distinguishable “characteristics regarding the musical quality and
grammatical rules. It is true that a language undergoes certain
modifications in style and expression with reference to the con~
text and its significance. 1In the JIsai Tamil, the language has
been adapted wholly for the purpose of music and, this fact
derives support from the important reference in Séndan’s . Divika-
ram (Section on sound), to the use of seven long vowels for
singing the music of the seven svaras.

Yoy moem g g g gor Gagnb
BaBoubipupsH &l  erifemssEilu

In the previous verse, the author enumerates the Tami] names
of the seven svaras and their . equivalent solfa letters as fouand
in the Sanskrit texts.

“ @G ss sk wusHT wenpQus
‘Befi@us aFerfl, SryQusr 85 as, o7 (1ps B
ufleme &L Quan@y **

- soaubd Aoy sdajh waInh Lia)ib g Lot T~ FTHS
Bouayb sTET Beney o upons mH PSlssr TS5 a wr@h *

2. REdited by K. Laganatha Mudaliar—1904.
3. S$aiva $iddbanta Publications—1968, p. 203.
4. Edited by N. M. Venkatasimi Nattar—1968,
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As the full names of the esvaras cannot be used as such in
practical music, the muemonic solfa letters, which are actually
the initial syllables of the svara names, were thought of.
The Narada Parivrdjaka upanishad which belongs to the pre-
Christian era mentions for the first time the use of solfa syllables,
sa, ri, ga, ma, pa, dha and ni for the seven svaras. But the
device of singing the seven svaras wusing the long vowels instead
of the consonants by the Tamils, is most unique from the melodic
point of view. And this fact is not referred to as such in the
Sanskrit literature on music.

Further, Tolkippiam® makes a significant statement that the
seven long vowels-viz. &, 1, @, o, aI, 6, and 3w, occur as one
syllable, independent words having two matras each, while the
five short voweéls a, i, u, e, o can never figere as words by
themselves.

Sjor L1 o Hems S Seub D Blems B sunb

2_srQauaTQuTflur HmaQuIT® Houssollur

myoLSleT Wem MUt GTEIT OEYT LjsvaT

(Goited - sTap. 33)

It- is further stated, .that lengthening. of vowelss and comsonants
is explained in books on vocal and instrumental music. It can be
deduced from this, that music was slowly teying to free itself
from the shackles of poetry and drama as early as the period
. of Tolképpiam. The choice of these seven long vowels again to
signify the ézhisai or sevenr svaras, proves the recognition of the
. superior importance of the vowels over the consonants in the
sphere of pure music and reflects the musical gebius of- the
Tamils,

The Svara is also referred to as ifai, narambu and kéjvi.
Silappadikaram mentions the ancient Tamil names for the seven
svaras and, in the &chiyar kuravai, these svaras are given the
names of gods and goddesses for special reasons.

- @eni. @p B wHTROLT &G U5 BHi& BT QLB oir
(PSR @ (P DULITEESTS Bibsmth ‘

5. Eluttadigsram - Sutra—33-44
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&5 o _conp Horh aSon f) HriyGidr
e o L rGpa Coaasrigus GUwBy '

It is probable that the svaras were originally sung with akdra,
tkdra and only later, the syllables came to be used. According
to Kiurtanul®, the svaras s, r, g, m, p, represent Lord Siva,
-and d, n, s, goddess Parvati. And the order of seven svaras
in the ascent and descent denotes the scale.

“ farib sfle v UgHA BsLw sfe orer
g apauflur suflaperm Guigind
(7., G Qsujeir §9)
‘oiflt &0 1156 By afleT, 55 @anid mibd
Qb @b mid QSHTL F B 6T g apBsL cudluyid
yfluyip 21557Cw. (5. mra. 68 ~69)

Vari and Puri here denote arohana and avarohana respectively.
Kdval refers to the sequence of the svaras. Kiittanii! which is
earlier than Adiyarkunallar (i4th Cent.) confains valuable refe-

rences to ancient Tamil music in the light of the existing musi-
cal practice.

Pap : In ancient Tamil ‘music, the connotation of a term
depends mostly on the context of its usage. For instance, ifai
means svara mausic and. Pap or riga. The term Pap denotes
the riga, and also a réga taking the seven svaras. It is some-
times used in the sense of p@zh or harp. Tiram is a derivative
riga baving a lesser number of svaras, and it is of three kinds
Panniyatifam, Tiram and Tirattifam, - which correspond to the
. Shddava (six note) Oudava (five note) and svarantara (four note)
scales. All these four varieties of rigas are referred to some-
times by the general term Pap. The number of paps recognised
in ancient Tamil music was 103. Of these, about twenty three
have been used by the Tevarakras in their hymns. A feature
which is quite peculiar to the culture of the Tamils was the
classification of music, Payps and the musical instruments according
to the five pastoral regions and this proves the basie importance
of the geopraphical factor in the life and civilisation ‘of the people.

6. Kiittanil Sattankr. Bdited by Prof. §. D. S. Yagiar, (1968},
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The five divisions of the land into pastoral regions, viz. (Mullai),
hilly region (Kurifiji), arable lands (Marudam), coastal belts
(Neydal), and dreary waste (Palai) have respectively the following
pans namely Sevvazhi yazh, Yama yazh, Maruda yazh, Neydal
yazh or Tiranil yazh and Palai yazh. The Pilai yazh gives rise
to the seven generic scales by the process of model shift of
tonic (Kural-ili krama) namely the Sempdlai, Padumalai palai
sevvazhi, arumpalai, kddippdlai, vilarippalai and merchempdlai. The
four big pans each admitting of four varieties of ahanilai, puranilai,
arugival and perugiyal are expanded to sixteen. A total of 21
tirams is got from the four panps palai yazh (5), Sevvazhi (4),
Kurifiji (8) and Marudam (4) and each again admitting of four,
yield 84 paps, which in addition to the 16, givé a total of
hundred pans.

Three more pans are added to these, to make the number
into 103 pans.

In the treatment of Kural-ilikrama we come across some
important technical terms in vogue in auncient mﬁsicology. The
pinranarambu is the basis or starting note or string of the pazh
Kilai is the fifth note from the starting note and is consonant
in effect when played with the first ‘note. Nafpu is the fourth
from the basic string. Pagai is the third and the sixth notes and.
is inimical producing a repulsive effect. Inaei is the second and
the seventh notes. Kilai and Natpu refer to the consonances of
the fifth and fourth respectively, known as Samvaditya “of sa-pa
and sa-ma. Pagai refers to the vivadi svara and ipai, the anuvadi.
The interval of fourth is spoken of as agreeable and producing
a blending effect and it is quite significant as ali early music in-
cluding the Vadic music and the music of the Gregorian chants
gave importance to the fourth interval i.e. the descending fifths
and the note ma, was even considered ‘avimasi’ or indestructible

in scales.

The Sruti is known as alage in Tamil music and twenty
two srutis are recognised. The following table shows the distri-
bution of 22 alagus among the seven strings of the yazk and the

resultant scales.
B-13 o
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A comparative study of the paps and the rigas as dealt with
in the early Sanskrit texts in particular, reveals remarkable mutual
influences between the two systems. Some of the Teévara pa®Rs
were also known as rigas and for example may be mentioned
the pans, the ndfta raga, pazham takka raga, naga raga, takka
réga and takkési raga. Tt is interesting again to note that pags
and ragas were distinguished by naming them after the region and
language as well. For instance, the following names are self ex-
planatory viz, Aripa vardti, Drdvida, Dakshipa Gurjari, Dravida
Gurjari, Panchama Kambhoji, S’ dyavelarkolli, Dravati, Dravida bhasha,
Gandharapanchamam, Dévara vardhani, Mégharaga Kurifji and so
on. Ragas that were probably well known in the Dravidian
country or perhaps indigenous to it, were signified in the Sanskrit
works with the prefix dravida added to their names and vice versa.
The names of some of the Tevara pans bear the Sanskrit influ-
ence, for instance kousika, Indala, Gandhara, takka, takkeési (same
as takka kaisika), Nasta (Nata), Nagpapadai which is a bhasha
of Ndata, Panchama, Gandharapanchama and kolli (Same as golli).
Of the various names, puranirmai, kurifji, sevvazhi, S enturutti,
Kollikkauvanam, piyandai and piyandai g@ndaram are indigenous.

Pan Equivalent Karndtic Raga
1. Xolli Navaroj
2. Sikamaram Nadanamakriya
3, Sevvazhi Yadukula kambhoji
4. Kousikam Bbhairavi
5. Panchamam Ahiri
6. Sendurutti Madhyamavati
7. Vyazhakurifiji Sourashtra
8. Takkadi Kimbhodi
9. Gandhirapanchamam Kedaragoula
10. Pazhampaiijuram Sankarabharana
11. Sadari Pantuvarali
12. Puranirmai Bhiipala with antara
gandhara
13. Megharaga kurifji Nilambari
14. Andzalikkurifiji Sama



3e0

15,
i6.

17,

18.
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Pap
‘Pazhamtakka raga-
Indalam

Natta padai
Muitai

Eguivalent Karnatic Rdga
Arabhi
Malavagoula or Nidana-
makriya
Gambhira nita
Mohanam

A paim leaf manuscript’ dated Kollam 917, 1742 A. D. pxtej—
served in the Tiruvadutugai Mutt, has identified the following pans
with some of the Karnatic ragas popular at that time and _this
list is at slight variance with the practice available today.

- N L w N~

o ®

11,
12,
13.

14,
15.
16.
17,
18,
19.

THE PAGAL PANS (10} us® usdsassr

Names of the Pagps.

Puranirmai

Gandharam and Piyandai

Gandharam
Kaudika

Indalam (Tirukkuruntogai)

Takkz§i

Natta raga, Sadari
Natta padai
Pazham pafjuram

Gandhirapanchamam

Panchamam

THE IRAVUPPANS (8)

Takka Raga
Pazham takka rdga

S1kamara (same as

Kamara)
Puranirmai
Kollikauvinam
Tiruviruttam
Xurifiji
Sendurutti
Tirunerisai

$ri

Equivalent ragas

$ri Kanti

Bairavi
Nelitapanchami
Kambuodi
Pantuvarili
Nattaikurufii
Sankarabharanam
Kadaragoula

Ahiri

Bty uskT S s
Kannada Kambodi

Suddha saveri
Nadanamakriya

Nertiram
Padomalai
Palaiyazh
Aratru
Sentiram
Nattam.

7. Ganond 917 @ swed @ wid § 1o aus Yyis.
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Certain types of verses are sung in specific pags..-  Tiruvasa-
gam is -sung in Mohana raga, Tiruttindagam in Harikambhoji,
Tirunérisai in Kolli (Navaroj), Tiruviruttam in Kousikam (Bhairavi)
and pazham pafijuram. Tiruvisaippa is mostly rendered in ananda
bhairavi raga, though the following pans viz. npatta raga, puranir-
mai, silarapani, génchara pafichamam, and Indalam, have been pree
scribed in the texts. Nérisai, Tirukkuruntogai; and viruattam are not
pans but are only verse forms. Pans are also named after certain
type of metrical verses and special circumstances. For instance,
Yazhmirippan is the name given to the rain producing pan, mégha-
réga kurinji {(Nilambari) following the incident of Tirunilakanta
yazhpanpar’s failure to play faithfully the ° wrasid wL.LnSigufin”
padigam of Gnanasambandar that led to the consequent breaking
of the yazh. ZTiruttalachadippadigam is a metrical verse rendered
in viyazbhakkurifiji. Indalam, Sadari, and Nattapadai are referred
to as Tiruvi ragam. Rules regarding the hour and part of the day
in which paps are to be sung have been prescribed. These are
classified as Irappap, Pagalpap and Poduppap.® Marudam is to be
sung in the morning, Sevvazhi in the evening, Kwrifiji at midnight,
while Puranirmai is the early morning riaga sung at dawn.
(woireQuiaps ). Of the 24 pans, 12 were pagal paps, 9 iravup- -
pans and poduppans are 3. The pagalpans are intended to be
sung during day time and these are:— [Puranirmai, gandharam
Pivandai gandharam, napta riga, nattapadai Pazhampaijuram, Pafija-
mam, Indalam Kausikam, takkesi, Sadari, and Gandharaparichamam.
Paps to be sung at night time or iravuppaps are namely: takka
raga, pazhamtakka raga, Sikamaram, Kolli, Kollikakavanam, Viya -
szkkuriiijz‘, Kurinji, Mégharaga kurinji and Andalikkurinji. Sev«
vazhi, Sendurutti and Tiruttindagam (Harikambhoji) are podupans
which can be sung at all times.

Alatti:— Alapana is known as &Jatti in Tami] music. The
musical sound which emanates from the Maul&dhara is referred to
as ajatti and is also called ifai and pap. As the alatti is pro-

t

duced in the cight sthanas or positions like tongue, nose, lips and

8. Equivalant to the chandramda, surysmséa and sarvakalika rigas explained
in the Sapékrit texts.
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tecth by the eight kriyas of eduttal, paduttal, nalidal, kampitam,
kutilam, oli, uruttu and takkw, it is known as pan. The eleven
characteristic features of a pan correspond to the dasavida raga
lakshana explained in Sanskrit books and these are gpasd, @ps» pemp,
tpigey, Blapmey, @& ey, Hipemw, aeday, Ginelle)y, FIOET, aImy LI Ui
#riemw Alatti is done with the aid of five short vowels and five long
vowels.® Of the 18 consonants, only the 3 letters, w, m, and s
are used for performing &}atti and the rest are not considered
fit. Starting with the consonant w, the music of the alatti is
developed using long and short vowels. According to Kittanil,
ilam (gewd) and Nialam (mrerid) constitute dlatti in  music
“ QpOTApPe BIATAPL o HHK THTLI (gnpHgd 28). The ascending
sequence of seven svaras viz. st gm p d n is called Gmir porid
and the descending sequence is the Bsng@si sreri. The various
movements of svaras in the ascent or descent and also the combi-
nations of svaras into several patterns according to the rules of
melody, constitute the zlatti or elaboration of a pan. Kirtaniil
speaks of alatti in the following verses,

“ BTGV guH b MmBBHAT e _apBuw, HeAGur aflen ]
STID 71T, 6f PlensBmi Bmi ‘ Guich g oarsH
(e>6Hrib 30- 31)
“ riflane w b Blany 660 Qo 5%
acﬂsmug)rﬁltgrrsﬁrcsrﬁi%mab ,
B 5 1w ifl e devy Gsr miren b (801> 42 « 45)

Adiyarkunallar refers only to ala#ti and not to nalatti. Two
kinds of alatti recognised are: acci (@) Parapai (LTyuor),
The Accu is done with tala and may be said to correspond to
the tinam which has an underlying rhythm. Pdrapai is done to
the accompaniment of dance or abhinaya.. It probably refers 'to

5. “GamaEago pigb Car r Gy d pEHIbD
GPOPYEsTed A QL WSSTEID yersh Q& diwudu® b
TS peum gy >,
“oH@EGHO ghgh CarLr Qi d pibgb Rer gy
RTBS WESFEID SLOUT@ - Bexmas Bor Hgmwed T
digrarSgsrea ddir g Quils orsd e b sTar gy oyl
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thé variety of dance which is known as rdge abhinaya'® in which
abhinaya is performed as accompaniment to raga singing. Alatti
is again spoken of as of three kind:—Katalatti, Niravalatti and
Panppalatti relating respectively to accu, pé@rapai and pan. Fur-
ther, the syllables femna and tena are utilised in the singing of
glatti and it is to be noted that Sanskrit texts are silent regarding
this musical practice. The present method of rendering alapana in
Karnatic music with the syllables tarana and tanana may be
traced to the tradition of &Jatti exposition practised in ancient

Tami]l music.

The ancient period in the history of Indian Music has made
two priceless contributions namely, the Védic hymns and the
Teéyaram. The Tsvaram set in panps, constitutes the ecarliest
examples of the music of the ancient period as a whole, that
has come down to the present date in a recognisable form.
The Nayanmars, the authors of those highly devotional hymns,
had played a very remarkable role in the evolution of $Saivism in
South India. The Nayanmars were devotees of Lord $iva and
belonged to all strata of society. In addition to being sterling
devotees of the Lord, humble in body and mind alike, they were
also poets of a superior order. A volume of devotional hymns,
in attractive pans and melody and rhythm flowed from their
hearts spontaneously, at the divine call, ‘providing fundamental
sustenance for all Saivite devotees of all times. The four inspired
saints viz. Saint Tirugiidna Sambandar, Appar, Sundaramurthy
and Manickkavasagar have sanctified the whole of South India
by their songs of devotion and spread the light of spiritual
aspiration throughout. The music of the ancient Tamils as was
in vogue thousand two hundred years ago is available to us in a
somewhat original form in these hymms.

The Tévira hymns are rightly termed °Deyva Padalgal® and
the Tamil language as handled in these songs is GhAdana Tamil
or Spiritual Tamil. Being spontaneous effusions of the’ God-
intoxicated souls, they are so full of emotional exhuberance and-

10. Sangita &arpana—Chamra Damodhara-Thafjavur Serfoji Saraswati Mahal
‘Libraty series, No. 34.
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ere couched in highly metrical style. In the history of Indian
music, the Teviaram set in a regular riga (Pag) is the earliest
example of a musical composition as such. The Vedic hymns
were only chanted to certain specific notes and, ragas as such
were not used..

The beautiful combination of poetry and music is of immense

aid in the eéasy memorising of these hymns which run to a
voluminous pumber. The Tevaram is divided into many padi-
gams, which represent a collection or group of ten to twelve
verses. Pdsuram is a verse. The following last verse of a
Padigam is given below for instance :—

mesvn Fseir G&FirL)ned EhT6TFbU b 6T

@u)cbwm?&@ab vy aBrBer Guidk sitrTe b

T ussoni &g whsel LTHIE QFTENETUDHID

No divisions are found in a Padigam and once it is begun, the
stanzas of the Padigam are sung in succession till the end.
There is no pallavi or refrain to which the sduvidr Chymn singer)
returns at the conclusion of each stanza. The burden of the
song which usually contains the main theme, sometimes figures
at the end of a verse. For example in Silappadikaram, the
verse in Aychiyar Kuravai may be cited :—

Quaflu e & wmieu@er Lt Guigpsua GUDsDsUT D

alflswev b Bujenwi @SlessT aor cuer & & st gEmph

BAmpangum ansu b Sipeunuyss Qe )

e & &rE s ST GTaT SovtrGomr

56551 GUUTIGH LD D B ST TOT LIN T HTBI 56T0T GI6B0T GIT 60T 65007 Gawor
We find a similar structure of the composition in the Ashtapadi
hymns of Jayadéva. It is the ‘burden’ of the song which deve~
loped into the pallavi section of the later musical composi-
tions. Further, the music of the stanzas in a padigam is same
and in this respect, it is a forerunner of all later musical forms
such as the Ashtapadi hymns, Prabhandhas and the Bkadhita
kirtanas. The sthalea or kshétra mudra, vaggeyakidra mudra, and
devata mudra are introduced in the hymns. Again the tradition
of incorporating the signature of the composer in the song, is
thus as old as the Tevaram. The mudra charapa of the later
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kriti type of composition containing the signature of the com-
poser corresponds to the Tirukkadaikappu stanza of Gianasam-
bandar’s and Sundarar’s Téviarappadigam. The Thirukkadaikappu
sis the last stanza that bears the signature of the composer and
is intended to provide for the safety and preservation of the

the whole padigam.

Music in these hymns [is only a vehicle for expressing the
sublime experiences of the Nayanmars. Hence the thought con-
tent and the language clothing these ideas are deservedly of
supreme significance in these songs. The music, words, and the
content, all converge into a' harmonious combination, conceived
first in the mind of the composers before emerging as a song.

Many rhetorical beauties that adorn the later musical com-

- positions in different languages are seen in the Teévaram hymns in
quite a large number. Also, there are in these hymns certain
special characteristic embellishments pertaining to the Tamil langu~-
age, and Tami} poetry. Tirugfianasambandas’s hymn in Pap Kousikam
(Bhairavi) given under, is a fine instance of the beautiful technigue
known as Mdlai matru or the savyda-apasavya pattern or vikatakavi

* design.

WITWTor SuieQaor wWTfemior ST@neT
ST ST IOF STLHUIT wmwoTusT Biom g (pp. 121-1}

‘Ramaswamy Dikshitar’s song in Garhgdtargnini raga in Tisra
gkatdla with the words: < Sdrasanayana sarasa” is composed in
wr&vwonrpHpl. Muthuswamy Dikshitar has also composed songs
with this beauty. £Ekapadam is another kind of literary beauty met
with in Sambandar’s hymn in Pap Vyazhakkurifiji. Here the
words constituting a line, occur in the- three remaining lines of
the stanza also.

19wy 5 Sieon GLnpnTEew i T 6T

Fwyr s guenm GLibon Gleur winr 68T

Ay S Sicn n Gk wr Qe b st

(AT o1y S Hien 0 QUibko T Qeor P 6T 1 1

11. Ibid. p. 147.
B-14
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The interesting feature known as kopduk@ifpi (GsmebrQaai 1p) is
come accross in the Tévaram, Aduttdnai in pap sevvazhi,
(yadukulakambhaji rdiga—triputa tala) is cited below.

@& @ 550 o1

wgd Qsr® st 0

wurE USD OET®55TEuT

STEH @RS LTS usd CaT@® S0 B

s snlm idomemisas wre uzd GQsr®ssnSor

2P &% WAGar8or HiFEHETISG UTH usbd Csr®SsT o

Similar instances are found in {the kritis of Muthuswamy Dik-
shitar. For instance, the following may be cited from * ZTyagaraja
yoga vaibhavam’® in Ananda bhairavi raga.

Sam

prakadam

svariipa prakasam

tatva svarfipa prakasam

sakala tatva svarlipa prakasam

Siva daktyadi sakala tatva svaripa prakasam

The length of the line is gradually increased without affecting
the meaning and this is referred to as irotovaha yati in Sanskrit.
Another kind of rhyme recognised in rhetorics is yamakam.
ldentical words or syllables, but different in meaning figure in a
section or sections of a composition. This is called wL s in

Tamil. The Tévaram of Sambandar in Pazham Pafijuram is an
example:

e Hoimw Geiai s QuuiuldSorur

e _coorial g 66t 6ot heir QuewiuS St Guy
& O Pt siuisug &TedarGus
ST sTwias G ST wdan Guy

&y O WML S 8_ 65T UsosfiGu
Qub DD o _s5bSHl &b5SQur

Wy oLy s 2shHE0r Cust?

A paralle]l example is found in the kriti “ manaqsy mana samarthya
mana sadmarthyamémi® in vardbani t8ga, in which the word

12. Ibid. pp. 162-1,
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Manasa occurs in different meanings, as the words, @wuu98mr Bus,
T wlarGuw, u_druasfiGs, Hmbs8%orBus in the above hymn. Alliteration
known as Anupradsa in Sanskrit, is come across in many hymas.
The following example of Sambandar in pap Saddri may be cited
and later Sanskrit poetry particularly the ashtapadi hymns of
Jayadéva contain beautiful alliterations.

BT W) LPTLF LgT S0 Lusrey Fagas argblareir

Senajn Surer s LT HE0T LETDSTET WETHS ST D
Sariflans uNFI@BTYIH STTUHF LIPTLICTHT WFTSH BT
sorwdar oot Lyniible serGioTy) afvrusCus’t

This padigam is called vazhimozhithiruvir@gam (anflowrys
LaaWramd). The second letter rhyme known as Yadugai or
présa is the special feature of these hymns and is pot found in
the ashtapadi hymns which contain only antya and anuprasa.
Ambashtakam and portions of Lingashtakam of Adi Sankara have
the beauty of présa. The first bymn of Sambandar in Natta-
padai which he composed at the age of three immediately after
receiving the Divine blessings is replete with this beauty.

Carhmtuw GralSwsar aflame. Qus gl o S ot ib L Syig.
STHt S EuiEUT® Ly, FPUIET ST OT B SHa 6T QlsEr
srpsni.et weogmer qplnr BT uallibGs65 W Gouss
FHerw Grwryy Guafw @Quubwrer Gaiersir@m.

The Tevaram hymns can be rendered individually and by a group of
devotees also. The poetic form of these hymns with their
rhetorical embellishments afford scope for easy and coliective delivery.

Spd SwrbLep STHGHTET Fibibssst CF UGk 5Lolp

9@.59”’”9@&’ LI60H HATTHAGND © T FOFUICUTT R_WIT 5SS T 5@orrt+

Another interesting feature is that, a number of padigams
have been composed in one and the same pap and the
music of each padigam is set in a different tune in the pan.
This is referred to as Kattalai. The various facets of a pap
or raga ate revealed by the many Xkatialai or varpamettn in

13. Ibid. pp. 159-6.
14. Ibid. pp. 274~7.
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varied. rhythmic settings or musical tunes existing in it. Since
the hymns are mainly products of divine inspiration, it is natu-
ral that the several padigams in the same raga ar¢ not found
in the same varpametu and rhythmic structure or tune in the
riga. The treatment of the same pan in the different padigams
is hence varied. It will be seen that in the kritis of Tyagaraja
and other great composers, in the same raga, the musical as
well as rhythmic structure is not repeated, but exbibits modifi-
cations in the handling of the riga within each composition.
The musical potentiality of a pan is thus revealed by the
existence of the various melodic and rhythmic treatments of it
in the compositions. It is highly surptis‘mé that this fundamen-
tal truth is manifested in the Tevaram bymns. In all spontane
ous creations, the musical handling of the theme, the rhythmic
form and the spiritual and artistic experience of the composer
are always in perfect consonance with the emotional state of
the mind of composer at the time of the composition.

Of the four Nayanmars, Sambandar has thandled as many as
twenty-four paps, Appar, ten pagps, and Sundaramiirti seventeen pans.
in the pan Indalam, there are 39 padigams, in Sadari, 33 padigams
and so on. It may be pointed out that saint Tyagaraja composed
more than 30 kritis in' Todi raga each in a distinct vargamettu.

The phala sruti so characteristic of charitra kirtanas, vaksha-~
ganam, dramas and kalakshspams énumetating the beneficial effects
of reciting, listening and witnessing the enactment, is introduced
in the padigams of Sambandar: for instance, the following in praise
of the deity of Sirkali in pan viyazhakurifiji may be mentioned.

EHT G FILLIB BT GETRT S S BT Se0T T &

QemstediL s Gaile v awBeani BasTeb&v aumsorui Sm15@or T Hub

Gt FrmorhH Crrmeonss HAouBeoT 550G 51¢

Adiyarkkunallar’'s commentary on Silappadikaram refers to
works on tila and unfortunately these are not available to post-"
erity. References to Tdjlavottu (BrerQeurssi), and Karapavottu
(spsnrGeour g7) are found and important details relating to the

15. Ibid. pp. 146-11,
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subject of tala .from these works are however alluded :to in the
commentary.

Rhythm is the other inherent element of music. In Tami}
music, rhythm is called Papi and it is of four kinds viz. Koffu,
asai, tikku and alavu (Qari @, Hwe, HT6G, Saray). Kottu is
equal to half of matra (two aksharas) and is indicated with the.
symbol #. Afai has one matra (four aksharas) and bears the sign e,
Tokku is denoted by the symbol =. and has two mdtras (8 ak-
sharas). Alave has three matras (12 aksharas) and the sign 3.
Unit time is known as akshara in music. A matra is equal to
four units.

Eguivalent Duration Symbol
Sanskrit Name
1. Kottu drutam 2 aksharas half a matra &
2, Afai laghu 4 aksharas one matra T
3. Takku guru 8 aksharas two matras 2
4. Alavu plutam 12 aksharas three matras KA

The symbols and signs prescribed for these angas of the tala
in the work called Talasamurtiram'® are slightly different.
afgm oymLaref Guuss sifl Sib cutli kb
@Frw FFLbleus 67 b Sith- By T 0GSTiE
afls s G@wHLILNSib LT %75 @aisit miamy e

By g S A LigUevIg. (7. & 10. 22)
But in actunal practice, the following symbols are used.
Duration Symbol
1.. } matra 1 akshara O
2. % matra 2 akshara O
3.. 1 matra 4 akshara 1
4. 2 matra 8 akshara 4.
5. 3 matra 12 akshara 2,3
1
6. 4 matra - 16 akshara +

Tala regulates the flow of music and is the basic formative ele

ment of dance.

R —
16. Tila samuttiram—Tanjore Maharaja Serfoji Saraswati Mahal Library

Series No. 50. 1955 p. 95.
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“ gL qpib UTLL (b SerafiBe 578w (oo, HT. BT 2)
“ srerib samyGw (o0, 57. 5. 3)
e LNObS S HEUOT TDIHD (6o 7. ®T. 3)

It remains as a boundary for both music and dance. The twelve
modes of measuring time have been mentioned in keeping with
the exigencies of the Zary of dance and these are—

¢ o e NISHR aelld s Qualls s lat L s
Dy & BV, HTOUWD, SHTigcv, aflFedig., el

af e p Blreusy sTams uaTalpan G &%é@&u«b GTETU.
(g0, &, mir. T)
Adiyarkunallar mentions in his commentary on Arangstrukkadai
about forty one talas inclusive of &ka tala, parvatilochana and
others as belonging to purakkiittu while talas such as <y meivwL L b,
T L T b, Srar heurifliicd, sSehBevuirdlutsd, @edT DedTLImohl
and others are used in akakuttu. Kittanul'” refers to the famous
seven tdlas and also the thirty-five tajas, which have become very

popular in the music of later period. The talas with their equiva-
lent present names are given below :

Names as given As found in Tala Eguivalent names
in Kiittanul Samuttiram in Karnatic
' (anubandam) music
1. Ekam eram Bkam Eka
2. Adai e Adantai Ata
3. Miuvadai apeucnt_ Thiravidai Tiriputa
4, Thippam dHlevtrem b Sampai Jhampa
5. Uruvam s.g5oubd Rupagam Rupakam
6. Mattiyam wiligund Mattayam Matyam
7. Thulai &2 Thugam Dhruvam

The popularity of the seven talas or sapta talas pricr to the
period of Adiyarkunallar is evident from the treatment of them
in Kattandl. It must be conceded that long before the period
of Purandaradas, the famous sapta tilas must have been in pre-
valence in the South under different names.

17. Kitta Nol—Tala Nul-—Satra 68-78.
Sutra 82-173.
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The adavukkottu is to be rendered in these seven taias in
the five varieties of chaturam (i- e. chaturasram), tirasam (tisram),
miduram (misram), kandam (Khandam) and sankaram (sankirpam).

" ThaTeT S 5 GG GBS BUBID |

BTG D198 HLIMT HDP H» i Bou > (7. BT F9. 1718)
Other tilas used in adavukkfittu are ararga tdlam, vanna sigaram,
Kodari, muzhanari and so on. Attam (gt 1b) refers to pure
nritta or Suddha nritta or Sokkam (Geréaib), which is mainly
based on rhythm or tala and footwork. Pattam (uce ) 'is the
nritya which is based on riga and is capable evoking rasa.
Aditala was known as (&ogid) agcharam. -

Ffiswush Hgosfler, 556 5Tibbb
QEibQiggbmib QFmibBlS, T @bp Bsdafljb
yyflujib D55Sm. (o=. ma. 68).

Similarly other talas like iccaram (@ssgw) uccaram
(e—&50tb), eccaram (sTéayib), occaram (@sevib), darpapam (=t
wemrid), Caccari (s3sif), simhalla (edbamsbeor), and Kandarpam
(smsrnb) are also referred to. The prastara of the tdla known as
Virungivam (a9@risfun) is explained with the letters constituting
tbe panchakshara which result in the total of one hundred and
twenty varieties. It runs as follows:

mindlany, auusdlanumsid, euimuwd], wimpdes
mineudlut, wiAuicums, Foumuwin

s, wsAwas, Buuicudl, whmirens
Aaumis, scuiFimw, wisauar, mocsusd
wFwmeu, Feumiows, uwiwdim, winmdlano
mwwtfley, wfsuswi, Fanimw, anLimsho etc.

In the place of the syllables ‘ Namadivaya’ the seven svaras
are used for illustrating the prastira which is given next. Ap-
propriate jathis are sung to these svaras. Thus the use of the
panchkshara, mantra svaras and jathi for illustrating the prastara
krama of the tala, Virungiyam is remarkable. The dance known
as agavukkitte (SjLajdsm-ge) has its very basis in the rhythmic
structure. Parani is a type of rhythmic dance which is performed
on sand specially spread on the stage, and covered with a piece
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of white ‘muslin cloth. At the end of the dance, on account of
the peculiar adavus andj rhythmic movements of the dancer, the
figures of lion, lotus, serpent, chariot, elephant and other pictures
are seen to be drawn beautifully on the sand. Special- talas are
mentioned for the dances, which result in the drawing of the
various figures. The five talas known as Kuharam (@amyid)s
Ariva Kuharam (pfwu@amye), Kuharapuliyam (@amginjeduns),
: Kuhara Sigaram (@anyflsgib) are prescribed for dancing the dra-
wing of the figures of tiger and lion. These talas are referred
‘to in Sanskrit as Simha vikraman, Simha vikriditam, Vyaghravi-
kriditam and Simha nandana. These talas belong to the list of

108 talas.
Name of the tala Equivalent name in Total number of
the Sanskrit text . Aksharas

1. Kuoharam Simba vikramam 64 aksharas or
16 matras

2. T\riya Kuharam 76 aksharas of
19 matras

3. Xubara Puliyam = Vyaghra vikriditam 68 aksharas or
17 matras

4. XKuhara Pidaram - Simhanadam or 32 aksharas or
Simhavikriditam 8 matras

5. Kauhara fikaram Simhanandana 128 aksharas or
32 matras

6. Annam Hamsa leela 9 aksharas or
23 matras

7. Téai annam Hamsanadam 32-:-aksharas or
8 maitras

The talas'® that are utilised for the type of feminine dance
known as VarikkUttu, are generally referred to as belonging to
ratiyam (g&fwny a class of time measures. These talas” and sol-

kattu passages in them are soft and composed of mild musical
patterns. The following are the six talas :—

18. Wottannl-iTogaintl pp. 542-346.



Name of the tdlas

1. Rati
2. Rati ullalam

3. Ratiyattu alangam
4. Ratiyakkarapam

5. Rati madanam

Dr. 8. SITA

Total duration

12 Akku or 3 alagu
24 Akku or 6 alagu
44 (11 alagu)

8 (2 alagun)

12 (3 alagu)

6.

Akshara or unit time is denoted as akku and akkaram.
is equal to one mattirai which consists of four aksharas:

Ratiya kriyam

144 (36 alagu)

113

Alagu

Certain talas bave been prescribed for use in the dilaya dances
(#a%runb) which are intended for warfare and these are termed

Kotram (@ bpiv) type of talas.

.

.

Nowmawp

Name of the tala

Kottrattiru
Kottrattinbam
Kotram
Kotrappugaram
Vinnakkotram
Kotrappugazh
Kotrakkotram

Eguivalent names
in Sanskrit texts

Jaya 8ri 32
Vijayanandam 32
Jayam 40
Kirtz 48
Vijayam 40
$ri kintd 24
Jayadbaram 36

8

Seven such talas are mentioned.

Total duration
Akshara — Alagu

8.

10
12
10
6
9

These seven talas are noted for the majesty, vigour and are
capable of evoking vira or heroic feeling.

The twelve dances of Lord $iva are enumerated and from these
are said to have developed the later'® twelve kigttus.

12 t@ndavas

Alliyam (Sysbsfuud)
Elliyam (s7evsflunb)
Palliyvam (webeflusd)
Ullam (a_csirorh)

Kattus
Adavu
Idai vazhi

Avinayam
Charikai

19, The eleven kittus enumeraied in the commentary as on Silappadikiram are
Kodukotti, Pindarahgam, Alliyam, Tugdi, Kudai, Markittu, Kudakkitty.
Pedikkiirru, Marakkal kuttn, Pavaikkissn and Kadaivam.

B-15
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12 tdndavas Kattus
Nudal vizhi (@ seaff) Pzrani
Nokkam (@mrssib) Oviyam
Nugukkam (gssmishsin) Paravai
Kilvari (srdbauR) $alayam
Kalitruvari (sefl o mranf) Arasam
Pey vari (Cuuleul) Pattam
Naccam (m&&ib) Pittam

(Bhujaniga tandavam)

It is remarkable that only certain type of tialas are used for
certain dances and just as ragas are classified according to their uti-
lity for various types of compositions and for evoking various rasas
or emotional feelings, the talas have also been prescribed to suit the

exigencies of the several kinds of dances, tandava and lasya, in
“Tami] musical and dance treatises,?®

The arasakkiuttu involves both lasya and tandava. ',I'heA talas

that are employed for these dances belong to Iraiyam (Ge»muub)
group. These are—

Talas Aksharas Matras

1. Iraiyam 48 12
2. Magudattu iraiyam 32 8
3. Kotrathi iraiyam 32 .8

4. Iraiyattu amaram 16 .4
5. Iraiyattu iyavul 12 3

6. Iraiyakkomudi 5 1}
7. Navamudi iraiyam 7 13

The dance known as Partadakkuttu is a kind of pot dance

(@-&on55) described in Silappadikaram' as one of the eleven
dances— ’

* @hd D5 »50ls G- SH e Biblenssrgnb
aflensuy pib oD Sl STOMN LI s&

SL-SHST SmpBar (. 378)

20, Kauttanil - Togai nal, p. 336.



‘Dr. $."SITA- 11s

The tila that is used for this kittu is termed adagam (<gpi-sid)
or araiga (symim) tila, The adgas and the total duration, of
the tala are not mentioned in -the work.

In fater works on Music and Dance, a set of dances styled
Navasandhi danoes,hwith-spccial characteristics is enumerated. These
are performed during the annual festivals in certain temples, ac-
companied by compositions and jathis set in ragas and talas spe-
cially known as navasandhi talas. Since these dances are offered
as worship to the nine sandhis on the occasion, tialas used in
these navasandhi dances, also came to be referred as- navasandhi
talas. The remarkable feature about these dances is the mention
of pans as well as rigas for ‘éach of the respective mine dances,
The following table Nustrates the navasandhi dances, with the
talas, rigas, paps and tala vadyas:— |
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To sum up, the study of the important works like Silappadi-
karam, with its valuable commentary and other literature related
to music and dance, establishes the fact that the principles of
the theory of music as embodied in the ancient Tami} works are
fundamentally identical with those expounded in the Sanskrit trea-
tises. The basic governing and living concepts have always re-
mained unchanged in the process of evolution and these are given
a new interpretation in the light of new experiments and widen-
ing of musical and scientific knowledge. The basic concepts of
$ruti, svara, raga, laya, musical composition and musical instru-
ments have remained intact since recognisable beginnings of
art music. Ancient Tamil music represents the earliest developed
form of Indian Music, that was in vogue in the Southern region
of our country. Again the scientific principles of the ancient
Tami]l musical system, Hindustani and Carnatic Systems are same;
the difference is one of dialectical in nature. The theories of
seven svaras, twenty two $rutis, four fold relation of svaras, con-
cepts of riga, raga alapana, riga lakshana, tala and musical
forms and other fundamental elewents of Indian musical system
are found to be similar in these three branches revealing at the
same time a common matrix for all the three. The nomencla-
tures adopted, the forms and styles of expression may however
differ in these systems, but the fundamental facts governing the
art have continued as ever, which again proves the dypamic unity
of the art since its inception. The influence of ancient Tami]
music on the development of the later music of India especially
on Carpatic music, is remarkably profound and this is reflected in
the closest co-operation and exchange of mutual ideas, between
the two systems. The past is never really dead, it lives in the
evolved, adapted or innovated later forms. The past has a pur-
pose in enlightening and remain relevant to the present and to
achieve this, requires an active re-interpretation and re-examination
of the facts that are of eternal significance. '






THE DATE OF THE TEVARAM TRIO:
AN ANALYSIS AND RE-APPRAISAL

BY
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- It was the pioneering study of Sundaram Pillay nearly 80 years
ago (1895) which first determined the period during which Tiru-
jianasambandar lived. After an analysis of certain essentially
literary sources he concluded that this composer of Tévaram should
have lived in the 7th century A.D., a result that has been ac-
cepted through all these years as a stabilized fact. On the basis’
of certain episodes narrated by Sekkilar in his Tiruttondarpura-’
pam (Periapurdnam), Tiruna@vukkarasar {(Appar) is deemed to be’
the semior contemporary of Tirujfifnasambandar. More specifically,
Tirunavuokkarasar is understood to have lived during the regnal
years of the Pallava king Mahéndravarman I (A. D. 610-630); it
is believed that this composer, who was himself a convert from
Jainism to Saivism, caused an identical transformation in Mahgn-
dravarman also. The source for such an inference is in part
Sekkilar’s Periapurinam itself and in part, a stone inscription in
Samskrt—which has lent itself to more than one interpretation—
incised in the rock-cut cave temple in Tiruchi (SII. I. Nos. 33,
34). Even granting that Mabsndravarman was the donor of this
inscription, what it conveys is yet a matter of vagueness and
uncertainty. However, that Tirujisnasambandar and " Tirunavuk-
karasar were contemporaries in the time of Mahéndravarman has

been accepted as an accomplished fact. This contention consti-

tutes one of the important foundation stones of the literary,
religious, cultural and even political history of Tamil N&du.

~ The determination of the date of the third of the tévaram
singers, Sundarar (Nambi Arirar), however, is still a matter of
uncertainty. Some authors (Srinivasa Pillai, 1949 ; Rajamanikkam,
19604 ete.) advocate his placement in the -9th century A.D. while
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others (Dorai Rangaswamy, 1958) Vellaivaranan, 1962; Mahalingam,
1969 ; etc.) make him a contemporary of the Pallava king Nara-
simhavarman II Rajasimha (A. D. 690/1-728/9) identifying this king
with Kadavarkon Kalarcciigan who figures in Sundarar’s tévaram.
Thus, the contemporary majority opinion holds that all the three
tévaram hymnists lived strictly within the limits of the 7th century
A.D. as contemporaries of the Pallava kings from Mahandra-
varman I to Narasimhavarman II.

Validity of ¢¢ Internal’® Evidence

The sources that have been employed in determining the age
of the #évaram trio have largely been taken from medieval Tami]
literature. The acts of these hymnists as elaborated in the Tirut-
topdarpurapam of Segkkilar, a 12th century writer, have been
locked upon as the main fountainhead of basic data. It may be
remarked that the materials from this work have also been used
for a variety of purposes such as reconstructing the social and
cuitural history of the medieval period of the Tami] Nadu,
(Rajamanikkam 1958) for the understanding of the nature of $aivism
that was current during that period (Nirayana Aiyer, 1936), and
also to determine the identity and age of certain kings and persons
who appear in the old ruling dynasties of the Tamil Nadu (Maha-
lingam, 1969). The general belief that the Periapurinam is a

dependable historical account is best expressed in the words of Pillai
(1969) ;

““Some facts of political history are also recorded inci-
dentally *.

It should be noted that according to another noted

historian,
this text

is “not so valuable” as a source material (Nilakanta
Sastri, 1956); elswhere (1955) the same author has observed: * It
secems only proper, therefore, that we accept the beautiful pen-
pictures which abound in Sekkilar’s great work as idealised
accounts of life and society as he saw then in his own day,
rather than as studies and portraits of a bygone age.” I is well
to remember that Sakkilar’s sole purpose in composing this work
was to inculcate bhakt! (devotion) in the minds of listeners ‘and
readers as exampled in the qcra sanciorum of the 63 saints of
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the Saivite hagiology. With sach a pre-occupation, it is natural
to expect that the ¢ historical” incidents handled therein lose
much of their character and value due to interpolations, superim-
positions and anachronisms. So much so the eventual task of
sifting the genuine historical strings from the compounded matrix
is rendered hopeless. Even should a string be isolated, it must
be emphasized that it is not completely free from shadows of
doubts and vagaries.

It is pertinent to mention in this connection that there are
many literary works in the Kannada language dealing with the
lives of the 63 Saivite saints.* The earliest of these is Sivaganada
ragals, (Ragalé composition on the Sivagana} written by Harihara
who lived about the 12th century AD, thus more or less a con-
temporary of Sskkilar. There is also another book, recently come
to light, of the same author in prose—Aravattumiavaru puraténara
kath3 garbhada gadya (Summary in prose of the story of the sixty
three Saiva devotees). Thus the compositions of Sakkilar and of
Harihara stand favourably comparable both in reference to the con-
teniporaneity of the authors and to the content of their texts.
Although both the authors have dealt with the lives of the $aivaite
devotees in the same sequence (Haribara or his follows in Kannada

*Some of these are:

AD 1200 Harihara Sivagapada ragale, also
known as Puaratanara
ragale.

Aravattu mfvaru puri-
tanara  kathagarbhada

gadya.
AD 1460 Bhima kavi Basava purana.
AD 1425 Lakkapa dandada Sivatattva cintimani.
AD 1470 Tontada $iddaliniga Palkurike somangtha
Sivayogi purina.

Panditaradhya Ganasahasra namavali.

Palkurike Somanstha Ganasahasra namavali.
AD 1500 Nijagupa Sivayogi Aravattumivara tripadi.
AD 1500 Suranga Trifasthi puratana caritra.

B~16
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‘omitted the ° Tillaivalapdaparpuripam’®) and, although they narrate
the same incidents in the stories of the corresponding sets of
devotees, there are significant’ differences in the narratives of the
two languages which are of considerable factual importance. We
‘may now briefly examine some of those stoties that are presumed
to have a bearing on determining the age of the févaram trio.

Tirajiianasambandar :

According to the Periapurapam, the child Aludaiyappillaiyar
cried when his father was bathing in a tank and Um3 is said
to have given her breast-milk to him. Harihara does not mention
this incident and merely says that the child won over the Maya
and drank the breast-milk. Surafiga, in his Tridagthipuratanacaritram,
interpolates Narada into the story and also asserts that Skanda
was born as Tirujfianasambandar.

"Tirunavakarasar :

Although the Kannada works give a somewhat uniform version
of the story and refer to the troubles that the saint encountered
with the Jainas, there is no mention of the latter throwing him
into water after he was bound to a stone.

Sundarar:

Sundarar’s marriage with two wives does not find mention in
the works of Harihara or of other Kannada poets.

Ceraman Peruma] :

Harihara as well as Lakkana dandsfa mention that this king
gave over his kingdom to Tirunilakaftapana, which incident is not
seen in the PeriapurZpam.

Siruttongar -

The Kannada  versions do not mention that this saint was an
army officer under the Pallavas; they also do not refer to the
Vatapi war. While in the Periapuripam Siruttondar was visited
by Siva in the guise of a Bhairava, the Kannada versions. state
that Siva came as Himself. '
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Koggengatcolan :

The Kannada versions locate the place of this devotee (in his
previous birth) on the banks of the river Gadavari, while according
to the Tamil narratives it was a place called Candratirtha in the
(:Jola country. The trend of the story in the Kannada versions is
wholly different from that in the Periapur@pam. The former say
that the elephant which was killed by Koccgengatgdlan was born
as a demon dwelling in a cave; that there was an encounter
between this being and the king, whereupon the latter realized that
he had neglected the worship of Sivalidga. The moment he began
worshipping $iva, he was redeemed.

Narasifigamunaiyariar :

According to the Periapuranam, the locus of this devotee was
Tirumunaippadi while the Kannada versions place him at Tiru-
navalpura ; Harihara makes him a resident of Sivapura (Agravadi?).
Some narratives like the Trifasthipuratana caritam make this
devotee the father of Sundarar.:

Variations such as these around a central theme are illustrative
of the imaginative wings that it acquires in the hands of indivi-
dual poets, Sekkilar not excluded. What degree of reliance is to
be placed on such nparratives as source materials for scientific
historical research is to be critically evaluated. The so-called
internal evidence becomes genuine only after the legendary and the
byperbolic are eliminated from the events; and it is here that
utmost caution and restraint are needed. In works of the type
of Periapuragam and the similar Kannag¢a narratives with a signifi-
cant degree of quantitative and qualitative variables, the question
arises as to which of these events or episodes are free from
imaginative halo and therefore worthy of choice as valid source
materials.

In discussions on the age of the tévaram trio, another set of
sources is taken from the févaram itself. In the course of their
devotional outpourings, the trio casually refer to some royal persons
and important individuals who were connected with them or with
incidents connected with them.- Such individuals are asserted to
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have been the contemporaries of the tévaram writers. In other-
words, no allowance is made to the possibility of placing such
incidentally mentioned persons, at an earlier period than the trio.
The bnse of the present temse in cobnection with these persons
has been argued in favour of their having been coeval with the
Zévdram writers themselves. It should not forgotten however, that
the tense in poetry is a factor that enjoys poetic licence, and
therefore, is not unambiguously reliable for chronological purposes.

Occasionally data from the epigraphic records have been taken
as another source in discussions bearing on the age of the tévdram
trio. It should be borne in mind that while the value of dated
epigraphs as unquestionable testimony is universally recognized,
those whose dates are inferred solely from the nature of the script
greatly reduces their value for historical purposes,

It is now necessary to critically examine the sources and infe-

rences drawn therefrom to arrive at the accepted dates of the
tévdram ftrio.

1. Tirunavukkarasar and Mahendravarman I
(a) Literature:

The Periapuragam narrates that Tirunavukkarasar was once
tied to a block of stone and thrown into the sea by the Jainas
whereupon he muttered the Five Sacred letters (Pamnicaksara) ; the
stone was transformed into a foat that brought the saint safely
to the shore mnearby. A Pallava king, who heard this miracle,
adored Tirunavukkarasar and got himself converted to $aivism.
It is also said that this king caused the demolition of a Jaina

monastery at Pataliputra and with the materials built a temple
called Gupabhara-Isvaram elsewhere.

It should be specially noted here that Sekkilar neither men-

tions the pame of the Pallava king nor gives any clue thag helps
to identify who the king was. i

(b) Epigraphy:

On the two flanks of the Gangadhara sculpture in the *upper
rock-cut cave temple ” (Lalitafnkura Pallavasvara-grha) in .

Tirnchi
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are inscribed some verses in Samskrt] (SII. I. Nos. 33, 34). It is
said that the script of the inscriptions *remind us of those of
the Pallava inscriptions at Mamallapuram and Kafichipuram.” The
inscriptions refer to a king by name Gupabhara—with the epithets
Purugsttama, Satrumalla and Satyasamdha—who caused the building
of a $iva temple in which was placed a linga. With great cautiom,
the editor of these inscriptions (Hultzsch) remarked that it is
“very probable that Gunabhara was a Pallava prince, who ruled
over the Chola country.”

Hultzsch also drew attention to the double entendre of a verse
in the inscription No. 33 running as follows:

Gunabhara-nZmani rija-

nyanéna lingsna lifgini jianam
prthatam ciraya loké

vipaksavrtteh paravrttam

This is a verse that has been discussed and has formed the sheet-
anchor for several far-reaching conclusions (Srinivasan, 1964
Mahalingam, 1969; Nagaswamy, 1971). Hultzsch rendered the
stanza gas follows: ¢ While the king called Gupabhara is a
worshipper of the liniga, let the knowledge, which has turned back
from hostile (vipaksa) conduct, be spread for a long time in the
world by this linga!”> He also noted in a foot-note that °* This
whole verse has a double entendre. It contains allusions to the
Indian logic (tarkasdastra), in which liigin means the subject of a
proposition, liiga the predicate of a proposition and vipeksa an
instance on the opposite side.”” Mahalingam (1969) has accepted
both these contexts as bearing relevance to the religious back-
ground of Mah&ndravarman I and according to him, ¢ This, when
supplemented with the tradition embodied in the [Perigpurdpam,
may hint at his probable conversion.” Nagaswamy (1971) also has
accepted the general tone of Hultzsch’s rendering, but gives a new
‘version which appears to be a decided improvement on Hultzsch’s;
be also offers an elaborated commentary on the second meaning,
that is, the context of the farka. He sees in this verse ™ a clear
reference to Mah@ndra’s conversion from Jainism to Saivism in
the words vipaksavritéh paravrttam. There is also an unequivocal
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reference to the worship of Sivaliiga in the terms Lijiga and
Lifgin, Lidgin meaping one who bears the lisga, ie. worships
Littga.”

To what extent these categorical conclusions are warranted
needs critical assessment. Granting for a moment that the verse
under consideration contains two meanings, one is tempted to
question the relevance of tarka to the context and comtent of
the epigraph. Shorm of the much disputed double entendre, a
paraphrase of the verse simply means: “ The King named Gupa-
bhara is a worshipper of Linga. The knowledge—which was in a

state of hostility but has now been turned away—be spread with
the establishment of this linga.”

Srinivasan draws attention to an important point bearing on the
religion of Mahéndra. The cave temple at Mandagapattu, the first
of his excavations, is dedicated to Brabhma, Visnu and Siva; the
one at Tiruchi, a later excavation, is dedicated to Siva alone.
Therefore, the temple building activities of the king do mot suggest
that he was a follower of Jainism.  The king, who is said to have
returned from the path of <hostile conduct’ to Saivism, would
not have dedicated his early excavations to Trimurti, or sub-
sequently to Vigpu, as be did at Mahandravadi.” '

Srinivasan further observes: ‘‘Perhaps it would be more
correct to assume that he was a tolerant follower of Vaidikamarga
{Brahmanical religion) and under the influence of the contemporary
events and in the trend of the prevailing religious revival he
became an ardent S$aiva in the latter part of his life, when all
his three cave-temples Tiruchirapalli, Dalavanur and Siyamafigalam
were dedicated” to Siva in preference to other gods.”

If as sugpested above Vipaksavritti is taken to mean *° a
conduct which deviates from the noun” in the context of rdja-
dharma there would be no room to interpolate guesses with refer-
ence fo the personal religion of Gugpabhadra.

(¢} Historical factors :

According to tradition, Tirunavukkarasar visited and sang about
the presiding deities of the Siva temples in the area north of the
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river Ponniyir in the Tondaimapdalam—Alangadu, Pachchur,
Kalahasti, Tiruvorriyer, Ticruvinmiy@r, Tirakkalukunram and
Kaiichipuram. Many of tke §iva temples built by Mahandra-
varman I are scattered in the same area. Granting that Tiru-~
navukkarasar roamed about in this area devoutly visiting the Siva
temples, it is strange indeed that he mnever visited any of those
created by his contemporary, Mahendra I. This strange attitude
causes greater bewilderment when it is realised that, according to
another tradition, Tirunivukkarasar was instrumental in converting
Mahendra from Jainism to Saivism and that Mahsndra began
to build the temples dedicated to Siva only subsequent to his

conversion.

Another important query also poses itself in this connection.
Again, if it is accepted that Tirunavukkarasar sang about the
Siva temples mentioned above and that he was a contemporafy
of Mahéndra I, who were the donors or builders of these tempies ?
They could not have been the pre-Mahendra rulers of the Pallava
dynasty because nothing is known of their temple-building acti-
vities. Nor can they be ascribed to Mahéndra himself because
they fail to exhibit any of the Pallava traits (excepting the one
at Tirukkalukkunram). Nor couid they bave been built by the
Colas as they were unknown as a dynasty in the 6th/7th centuries ;
if it is contended that they could have been the QOlas of the so-
called Caikam Age (lst to the 3rd centuries A.D.), firstly their
_territorj; did not extend as far north as the Tonqlaimam,ialain,
and secondly, there does not appear 1o be any references to the
existence of temples dedicated to Siva during that age. -

The Tirukkalukunfam temples (Orukal Mandapa and Vada-
girldvara temple) belong to the post-Mahandra period; another
temple of aspidal shape within the prakd@ra of the Bhaktavatsala
temple at the foot of the hill is suspected to be of the time of
the Pallava Skandasisya (Balasubramanyam, 19468). Tirunavuk-
karasar’s Tiruttandakam on Tirukkalukunram, it should be empha-

sized, does not refer to any one of these temples in particular. -
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2. Tirunavokkarasar ond Tirpjianasambandar :

As early as 1895, Sundaram Pillay made extensive use of
‘Sekkilarpurapam (Tirumuraikkapdapurinam) and also Periapuragam
to deduce the age of Tirujfidinasambandar. The conversion of one
Kon Pandyan from Jainism to Saivism is taken as *‘the most
important historical fact connected with Sambanda’s life.” Sunda-
ram Pillay then refutes the estimates of Caldwell (1875) and of
Nelson (1868)—who placed Tirujifnasambandar respectively in the
13th (AD 1292) and 14th (AD 1320) centuries—on the ground that
their view “‘betrays such an absence of the sense of historical

perspective as cannot but produce the most amusing and grotesque
results.”

Sundaram Pillay takes the date of Umaiapati $ivicarya as the
starting point for his-thesis. He takes us through history in the
retrospect until the time of Kandaraditya. He contends that Tafjavar
was in existence in the days of Tirujfianasambandar and that his
tévarams do not allude to Parantaka I; he also draws attention
to the absence of this king’s benefaction of gilding the roof of
the Chidambaram temple in epigraphy. He further remarks that
the Parantaka I’s line is a distant off shoot from that of Koccen-
gapan, “probably an offshoot of an alliance of the Old Chola
family with the Pallavas of Kafichi” Then he contemplates that
a “long period of confusion would seem to have prevailed between
the demise of Kogcefiganan and tbe new Chola dynasty to which
Parantaka and Kandaraditya belonged.” Thus, the time of Koccen-
ganan is fixed as the lower and that of Kandaraditya the 1;1;per
limits for the age of Tirujianasambandar. In order to circum-
scribe the latter’s age within a still more restricted gamut, he
refers to the occurrence of the word *dravida sidu’ in Samkara-
carya’s Soundaryalahari and identifies this name as that of Aludaj-
yappillai, an alternative name of Tirujiianasambandar.

- = He takes
the date of Adi Samkaricarya in the 7th century AD and contends
that *Sambanda was a well known character > in the days of
Samkaracarya. .

It is important to realize in this connection that Sundaram
Pillay wrote his thesis nearly 80 years ago and that much water
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has flowed during this period both in regard to history and epi-
graphy, so much so; a rethinking on several older concepts and
conclusions is strongly warranted. His thesis needs the following

emendations :

(i) Sundaram Pijlay “ borrowed valuable facts’’ from Sekki-
larpuripam and Tirumuraikkapda purapam, both of which had
been presumed for a long time to be the works written by
Umapati Sivacarya of the 14th century AD. Now-a-days serious
doubts are being expressed as to the authorship of these com-
positions and the general opinion that it is not to be attributed
to Umapati is gaining ground (Sadasiva Pandarattar, 1963). It is
quite possible that these works belong to the 16th/17th centuries.

(ii) The identification of Kan Pagdyan is a matter that has
not been satisfactorily settled. It is suspected that the Pandyan
ruler with this name could be Mairavarman Arikasari, AD 640-
670 (Subramanian, 1955). This identification is made purely on
subjective and artificial grounds. There are no historical or epi-
graphical evidence to support the equation. The Velvikudi copper-
plate grant and the comments in Iraiyanar’s Akapporul (stanzas
22, 106, 235.309) glorify Maravarman Arik@sari’s victories; the
latter work upholds his devotion to Siva (stanzas 256, 279). The
Velvikudi grant further records his having performed hirapyagarbha
and tulabhdra benefactions, worthy of a ksatriva. Thus the avai-
lable evidence does not suggest that he was a {follower of
Jainism. Now the question arises whether such a person would
be referred to by a sacrilegious epithet ° kiin’ (hunchback) in
spite of the probability that he could have had such a structurat
deformity. On considerations as these, not only is the identity
of Kan Pandyan with Maravarman Arikésari repelled away, poles
apart, but the fictitious pature of the character, also confirmed.

(ii) Tirujianasambandar’s tévarams do not mention the
name of Parintaka I. Should we expect devotional literature hto
cite the names of all kings? Sundaram Pillay notes the absence
of authentic evidence for Parantaka I’s gilding the Chidambaram
gemggi 1iu epigraphy. The subsequently discovered Tiruvalangadu

7
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and Leiden copper-plates clearly refer to the fact of the gilding
‘benefaction 1o the Tillai shrine by this king.

(iv) Sundaram Pillay suspects that Parantaka I’s lineage
tepresents an offshoot arising out of a matrimonial alliance bet-
ween the <Old Chola’. and Pallava dynasties. The history of
the Colas from the pre-Vijayalaya times to the regnal years of
Réjafﬁja I is yet imperfectly known. Owur present knowledge of
the Pauava-(;o;a political relationships is also mnext to nothing.
The available epigraphs, however, fail to confirm Sundaram Pil-
lay’s guess. On the contrary, there appears to be a hint sug-
gestive of the Rashtrakuta blood in one of the sons of Aditya
1 (Sadasiva Pandarattar, 1967). Yet nothing is known about the
mother of Parantaka 1.

(v) Sundaram Pillay fixes the lower limit of the age of
Tirujianasambandar in the period of one Koccefigapan, who
has been presumed to be a remote ancestor of the later Colas.

Who was this Koggefiganan ?

According to Nilakanta Sastri "(1955), * The life of Koccen-
gagan, like that of Karikala, came to gather a haze of legend
round himseif’’; the author has rightly warned wus: ‘it is
necessary to avoid mixing up facts drawn from contemporary
sources with beliefs of later times.” References to this king occur
in the anthology Purananugu (74) and in the poem Kalavali of
Poykaivar, which are believed to have been composed during the
Cankam age. He is also referred to in the tévarams of Tirujgana-
sambandar, of Sundarar and also in the Prabandams of Tiry-
mangai Alvdir. The earliest epigraphs to mention his name (his
sequential placement in genealogy being subjected to variability)
appear in the ¢‘legendary geneaology of the qola copper-plates
of the 10th and 11th centuries > (SII. II, pp. £52-3; 253; 377-9).
Thus it appears that the legends concerning the person  were
first woven into literary works and later worked their way into
the copper-plates. It should be noted that none of the stox;e
inscriptions—even those that were incised earlier than the coppér-
plates—refer to Koggedganan directly or indirectly.
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The Kogcedigapan problem is one of the tough stumbling
blocks in Cola history. Resolving this problem needs much
radical re-thinking about the presumed age of Purananuru (and
of the Caiikam literature). Then only would it be possible to
assess his identity and period,—whether he should be considered as
a remote ancestor of the Colas or as one of the those of the
medieval Colas whom we know. Until this is done, he remains

a problema.tically fictitious figure.

(vi) Sundaram Pillay takes the date of Adi Samkaricarya
as the 7th century. Although this controversy is not finally settled,
the current majority opinion tends to place him in the late 8th
or in the early Sth centuries. However. serious doubts have been
expressed as to the authorship of Soundaryalahari—whether it
was composed by Adi Samkara or by a later preceptor bearing
the pontifical name Sarmkaracarya. Here again, the modern opinion
is in favour of excluding this work from the authentic works of
Adi Samkara (Baladev Upadhyaya, 1950) (Saccidanan-dendra

Sarasvati, 1963).

Thus the sources which were prcsumedw to have had histo~
rical validity by Sundaram Pillay nearly 80 years ago lose their
presumed sigaificance today. Either they are legendary or change
their complexion and context or become modified. Without
realizing these new trends and changed situation no useful pur-
pose is served by dogmatically insisting that TirnjfiZnasambandar
lived in the 7th ceniury AD.

The only evidence for the presumed contemporaneity of
Tirujfidnasambandar and Tirunavukkarasar is the statement of
Sekkilar in his Periapurigam. This source states that Tirunavuke
karasar, having heard of the miraculous events that took place
in the childhood of Tirujfianasambandar, came over to Sirkali.
At this time the latter was about seven years old, having just bad
his sacred thread-investiture completed while the former had reached
his old age. In the absence of any other corroborative evidences
it appears wholly unwise to give historical credence to Sakkilar's

fmaginative story.
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3. Narasimhavarman I1 and Supdarar :

Quite a number of scholars from the commencement of the
present century have discussed the date of Sundarar. More ;eeently;
Dorai Rangaswamy (1958) and Vellaivaranan (1962) have dealt
with the problem in an exhaustive manner and have offered their
conclusions. However, the date of Sundarar is yet an open
question warranting further research and re-thinking. A broad
survey of literature shows that the largest part of source materials
have been taken from the writings of Sundarar himself with a
rather pronounced sentimental bias. The dates arrived at may be
sampled out as follows:

(i) Sundarar, a contemporary of Narasimhavarman II Raja-
simha (AD 690/1-728/9).
Mahalingam (1969)
Vellaivaranan (1962)
Sadasiva Pandarattar {1937)
(ii)) Sundarar, a contemporary of Nandivarman II Paliava-
malla (AD 731-796).
Narayana Aiyer (1936)

(iii) Sundarar, a contemporary of Dantivarman (AD 796-
846)
Srinivasa "Pillai {1949)
{iv) Sundarar, a contemporary of Nandivarman III (AD
846~-869)
Minakshi (1938)
Rajamanikkam (1960)

Dorai Rangaswamy (1958) and Vellaivaranan (1962) have taken
great pains to refute the opinions of all those authors who place
Sundarar later than the period of Rajasimha. While so doing
and in propounding their own views, a major part of their argu-
ments are involved in undercurrents and overtones of sentimentg
and emotion, which have no place in scientific scrutiny.

Vellaivaranan draws special attention to the use of the present
tense in the reference to Kadavarkon by Sundatat~Kadals'ﬁ£nda
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uwlakelam kakkinra peruman kadavarkon kalarccirikan (the Kidava
King who rules over the entire earth surrounded by the sea). The
epithet ° kadalsilnda ulakelam’® (the entire earth surrounded by the
sea) is admittedly a poetic exaggeration as no Pallava king ever
raled the entire peninsular India, which is the area surrounded
by the sea. The use of the present tense in the phrase is obviously.
guided by the dictates of the prosodic metre and to stress that
it refers to a contemporary historical event is wholly unwarranted.

Elaborate and extended scope is sought for the phrase kadal-
siilnda ulakelam by Dorai Raungaswamy (1958). While it may be
a fact that Rajasimha’s diplomatic relationships were established
across the waters of the Bay of Bengal in China and Sri Lanka
and possibly in some areas of the Far East, and while it is equally
probable that he possessed a strong naval arm, it is doubtfel if
he ever became the ruler of these areas. Is this not an instance
of highly artificial and deliberate stretching of a somewhat little-
known and slender evidence in order to justify a pre-conceived
ctonclusion ? Victories and valourous deeds of Kings generally
assume exaggerated proportions in poetry. In fact, traditionally.
exaggeration (utpréksa) is considered to be one of the necessary
qualities of poetry. Sundarar’s phrase itself has accommodated
this quality in considerable measure. There is no justification to
expand its scope still further in reference to Kalarcginkan.

Rather funny logic is evoked in identifying this Kajasccinkan
with Rajasimha. ¢Cifkan’ is taken to be the real name of the
king and ¢ Kalar® is taken to refer to his valour. Analogies are
cited as Rajasimha, Ksatrivyasimha and Narasimha, which are all
epithets borne by Narasimhavarman I and the conclusion is
reached that *kalar’® represeants a combination of the first half of
the analgoues, - Raja, Ksatriya and Nara (Vellaivaranan, 1962)!
Dorai Rangaswamy (so also Mahalingam, 1969) takes the word
«kalar® as meaning °heroic anklet’ which is uwsed as an epithet
to a warrior of repute. Yet, out of several scores of birudas of
Rajasimha, inspite of the fact that a good number of them refer
to his prowess, it is strange that none approximates the sense
involved in °kalarcciakap’® (Lion wearing the heroic anklet).
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It should be noted that both Sundarar and Sekkilar use the
word ‘kadava’ as a qualifying epithet; for Kalarccinkan and this
word, along with its variant kdduvepgi, has been invariably taken
to mean the Pallava dynasty. The Kannada epigraphs of the 7th-
9th centuries (and of later periods as weil) appear to clearly dis-
tinguish the Pallava and the Kadava (Kaduvetti) as two separate
clans (eg. EC VI Siragunda); an impression is gained that the
kaduvetti clan perhaps represents a collateral or a subordinate
branch of the Pallavas. The names of some of these chieftains
also end in cinkan. The history of 'the Kiadavas/Kaduvettis is
yet to be written. Under these circumstances would it not be
premature and hazardous to look for this Kalarccifikan within
the Hmits of the Pallava lineage ?

One more aspect of the Sundarar problem needs comment.
A close connection is contemaplated between the erection of the
Kailasanatha temple at Kafichipuram by Rajasimha and the story
of the saint Pasalar (Sadasiva Pandarattar, 1957 Vellaivaranan,
1962). As rightly observed by Mahalingam (1969), “*There is no
dearth of valid criticism and objection to this identification. it is
true that Rijasimha was a Kadavarkon and bailt a stone temple
at Kafichipuram, the two things that tally with the desceiption (of
Pasalar’s life) in the Perigpurapam. But while the inscription in
the Kailasandtha temple s{)eaks of a heavenly voice heard by
Rijasimha, Sekkilar only refers to S$iva's appearance in a dream.
Again Nambi Andiar Nambi who lived prior to Sskkilar refers
oaly to the imaginary temple constructed by Pasalar without any
mention of the Pallava ruler of Kafichi and his stone temple.”

CRITIQUE 1

The end of the 19th and the beginning of the 20th centurijes
in Tamil Nidu witnessed a lively onset of literary and historical
activities. During this period we see the discovery and printing
of classical literary works, the development of new imaginative
wings to the muse of poetry, the proliferation of the Tami] lan-
guage to reach the common man through journalism, and the
adoption of new literary forms like the short story, novel and
drama. Independently of these activities was. also initiated the
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study of ancient monuments and decipherment ‘of epigraphic records.
In a way, one of the guidelines for the workers in the fields of
archaeology and epigraphy was provided by the devotional works
of the Saiva nayanmdars and Vaishnavite afvars. The institution of
centres of higher learning in liberal arts by the Governmental
agency provided a meeting place for literature, culture, history and.
other disciplines. It is in this totality of environment that early
attempts were made at reconstructing the history of Tamil Niadu,.
It should not be forgotten that practically very little was then
known of the dynasties that ruled the different parts of South
India. The few hundreds of epigraphs that had been discovered
had not been collated on account of discontinuity and the samp-
ling itself was yet inadequate. The only sources that were available
at the time were some works of literature—religious and secular.
It is but natural that Sundaram Pillay’s studies (as also of other
students of history, like T. A, Gopinatha Rao, Venkayya, Hultzsh,
et al) were circumscribed by the limited nature of source materials.
Thus their opinions and conclusions of 70-80 years ago represent
only one side of the coin in the modern context.

The historical and epigraphical data that have accumulated
over half a century and more, supply several points that aptly
deserve to be juxtaposed with the old findings in order to under-
stand the other side of the coin. Such a study is also necessary
in order to bring home the correctness or otherwise of our

beliefs, opinions and concepts.

The so-called °®internal evidence® gleaned from anp intensive
study of a literary source, certainly has value in historical studies.
But the question arises: Can one expect to gather truly historical
data from all types of literature ? Every student of history is aware
of the dearth of authentic writings in old literature of several
languages. Apart from those narratives that directly deal with the
life of a king or noble or place or event—where too, quite a
wide degree of allowance is to be made in order to eliminate
exaggerations—the devotional or sectarian books in general may
not be expected to contain valid source materials for history;
even if they do, it is a purely subjective assessment that bas been
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the guiding factor for isolating the °historical’ strands from the
skeins. Im this process, legendary events are confused as represen-
ting history and, mythical persons are attempted to be identified
with those who actually lived in flesh and blood. It also happens
that, already catapulted accounts in such literature are shot up to
still greater heights and the meaning of certain words or events
stretched up to or even beyond the snapping point. - In view of
these dangers it is obligatory to reserve a consideration of the
‘internal evidences® until the *external evidences’ gleaned from
epigraphy, architecture and allied disciplines of study are blocked
out and their value and pattern assessed.

It is ‘no over-statement that epigraphic records generally afford
a much more reliable data than literature. Because of this advan-
tage, this data, wherever possible, should be used to build the
chronological framework with which the literary sources may  be
meaningfully compared. It is now clear from recent studies
(Swamy, 1972%), for example, that the institution of offering the
tiruppadiyams in temples was initiated for the first time in the
;eigu of Parantaka I (139 of 1935, AD 910; 99 of 1928/9, AD
942; 111 of 1925, AD 943) and that the installation of the icons
of the révaram trio in temples and offering worship to them
commenced in the time of Rajaraja I (299 of 1917, AD 995; 68
of 1927/8, AD 1006 ; 37 of 1920. AD 1032). Vellaivaranan (1952)
prefers to push back the commencement of tiruppadiyarn offering
to the time of Aditya I on the basis of two Rajakésari inscrip-
tions, but the identification of this title with Aditya I remains
doubtful. Both these epigraphs are in the Tiruchi district. One
of them is dated in the 3rd regnal year, while the other in th
6th. It is likely that both are referable to the period of Gapda.
raditya. Thus authentic references to the févdram trio and to
their compositions commence appearing only in the earlier part of
the Cola period, that is, the 10th century AD (Swamy, 1972s),

In the foregoing pages attention has been drawn to the un-
trustworthy and often ambiguous nature of the Source materials
that have been projected to place the ¢¢vdram trio in the early
Pallava period of the Simhavisnu line, that is in the 7th century
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AD. The question naturally arises as to what had happened to
the writings of these saints for the period between the 7th to
the 10th centuries. Of course, sentiment-saturated stories and
legends are readily brought forward to tell us that they had been
lost and later re-discovered! -

Here we are faced with a curious anachronism. The re-dis-
covery is generally attributed to Rajargja T, AD 985-1014 (Nila-
kanta Sastri, 1955%), although the Annamalai University school
as already stated, argues that the credit should go to Aditya I,
AD 871-907 (Veliaivaranan, 1962). The place where the tévarams
are supposed to have been re-discovered with the help of Nambi-
Andar Nambi by one of the above kings is now shown in the
second prakara of the Nataraja temple, Chidambaram. It is to
be noted that there is unquestionable epigraphic evidence to show
that the two innmer prakaras of this temple came into existence in
the time of Kulsttuiga I (AD 1070-1120) and his son/successor
Vikrama (AD 1118-1135). This is just one of the instances to
illustrate the variance of data obtained through literature (in this
case, the Tirumurajkkanda puragam) and through epigraphy. To
presume the earlier existence of these prakdrds and the concerned
room in the time of Aditya Y, that someone had demolished them
or they had become destroyed of their own accord and that
Kulottudga I and his son re-built the structures, is a theme for
a purdpa but not for history.

The writers of the history of Tamil literature emphatically telf
us that the Golden age of the Cankam during the first three cen-
turies of the Christian era was disrupted by the usurpation of the
land and its domination by an ubiguitous but unknown clan called
the Kalabhras, who were opposed to Tamil language and culture,
and introduced Pali and Prakrt languages. This situvation, it is
asserted, prevailed for the next three or four centuries. The
Pallavas who followed this clan in the 7¢th century AD are charged
with bias for Prakrt and Samskrt, and positive mneglect of
Tami] (Sadasiva Pandarattar, 1957). Yet in the same breath we
are asked to believe that the tévaram trio exerted a great impact
on the Pallava rulers of the 7th century and wrote thousands and

B-18
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thousands of tiruppadiyams in the  Tamil language (Vellaivaranan,
1962). Are there sufficient "evidences to warraht “such sweeping
assertions ? What happened till the end of the 6th century AD
does not concern us here. We are dealing with the situation and
environment of the 7th century which is presumed to have been
the productive period of the tzév@rams. A new look at the old
data in the light of what has accumulated during subsequent
peribds, however, appear to speak of aZ sequence and situation
that are in every way different from the presently assumed quib-
bling version. Now let us criticaliy examine the involved factors.

II. REVIEW OF “EXTERNAL > EVIDENCE
4. Pallava and Co}a territories in the 7th century A.D.

The Samskrt portion of the Pallanksvil copper-plate grant
executed in the 6th year of Ko-Vijaya Simhavarman (that, is, the
Pallava king Simbhavarman) states that his son Simhavignu *° con~
quered the land of the (:‘,olas, which had as its garland the
daughter of kavera, as its waist-band the rice fields, the rich fields,
of sugarcane, the groves of palm trees, plantains and the like
{verse 5, TASS1, 1959, p. 81). 'The Tamil part of the same ins-
cription, however, does mnot allnude to this information. Simhba-
vignu’s victory over the Cola country finds a passing mention in
the Kasakudi plates issued in the 22nd regnal year (AD 753) of
Nandivarman 1I Pallavamalld; the Velur-pglayam plates (SII. II.
No. 73) incised in the 6th regnal year of Vijaya Nandivarman
{Nandivarman II1), AD 852, the same victory is referred to: * He
(Simhavignu) gquickly seized the country of the Colas embellished
by the daughter of Kavira whose ornaments are the forests of
paddy (fields) and where {one found) brilliant groves of 'areca
(palms).” (SIIL. II. No. 98). It may be noted that the descriptions
of the land in this copper-plate is almost a copy of that in the
Pa]lankovil plates, a situation which raises the suspicion that the
{composer of the Velurpalayam grant could have taken the infor-
mation almost in toto from the Pa}lankovil plates. It should also
be noted that the information contained in the three. copper-
plates cannot be taken as independent evidences, but only as a
repetition of a single source, that is, from the ‘Pallankovil grang,
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The Valurpalayam plates refer also to Buddhavarman as “ The
submarine fire to ‘the ocean of the Cola army This Pallava
king is believed to have lived some time in the 4th or 5th

century AD. In view of the ambiguous identity of this - ruler,

nothing more is known of him.

The inscription of the rock-cut cave temple at Tirnchi (SII.
1. Nos. 33, 34) tell us that the hill at the place ‘‘ resembles the
diadem of the Cola province” and that in response to a question,
“How couldI, standing in .a temple on earth, view the great
power of the Colas or the beauty of the river Kavxra"t‘" “the
king Gunabhara...assigned to him this mountain temple...

Hultzsch, who first edited these inscriptions, did not identify
who the king was, and merely stated that *‘the characters of the
two pillar inscriptions remind us of those of the Pallava inscrip-
tions at Mamallapuram and Kafichipuram ” and this feature
“makes it very probable that Gugpabhara was a Pallava prince,
who ruled over the Cola country.” Venkayya (EIL. IIL. No. 382)
suggested the possxble identity of this Gupabhara with Mahéndra-

varman I, the reasons being:—

(i) Of the birudas Gupabhara (which is unlikely to be the
personal name of the king), Satyasamdha, Satrumalla and Puru-
sottama mentioned in the Tiruchi inscriptions, the name Guga-
bhara and Satrumalla occur in the Vallam inscription (SII. 1L
No. 72). ‘

(ii) According to the Periapuragam,
visited Siruttonda-payanar and therefore both these persons were
contemporaries ; the former was also the younger contemposary
of Tirunavukkarasar “ who was first persscuted and then patro-
nised by an un-named Pallava king. One of the names of this
king ‘‘appears to have been Gupadhara.” ’

Tirujfianasambandar

(iii) *“* As the difference between the names Gupadhara and
Gunabhara is very slight, Mahendra potaraja alias Gunpabhara of
the Vallam inscription may be identified with Gupadhara, wbo,
according to the Periapuripam, first persecuted and tben patronised
Tirongvukkarasar. .........it is clear that the Mah&ndra potaraja
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alids Gupabhara of the Vallam inscription, whom I :propose to
identify with the Gupadhidra of the Periapurinam, could only be
Mahéndravarman I1.”

In spite of this identiéy and the consequent acceptance Mahen-
dravarman I was the author of the Tiruchi rock-cut cave inscrip-
tions, there are certain factors that are mot reconcilable. Knowing
fully well the undependability of Periyapurapam as a source book
of history, is there justification to draw so  heavily from that
darrative? It should be noted that but for Sekkilar’s account,
Venkayya’s inference would rest on very weak grounds. Because;
the similarity of the birudas, in itself, as Hultzsch writes, is “a
somewhat unsafe basis for identification.”

Recently Subramaniam (1957) has drawn attention to the two
varieties of scripts that were employed by the Pallavas of the 7th
century AD: (i) “more or less Telugu-Kannada in origin’’, and
(ii)) Grantha developed in the Tamil country. The former has
been employed in the Tiruchi inscriptions while the latter is found
in Koram, which, according to Subramaniam, ‘‘are much more
developed.” The inference reached by Subramaniam is that the use
of certain Telugu-Kannada letters in the Tiruchirappalli inscriptions
of Mahéndravarman I ¢‘is peculiar and can be explained only by
taking that the script in his records is Telugu-Kannagda and not the
Grantha of the Tamil country as seen in the Kiaram grant.”
Furthermore, the Vallam inscription also belongs to the Telugu-
Kannada type. For the presence of the Telugu-Kannada script in
the Tami} country at that early period, as distinct and in addition
to the Grantha script, Subramaniam postulates that Mahéndra could
have introduced the Telugu-Kannaga characters because of his
“Telugu influence” as may be seen in some of his birudas.

This explanation is certainly one of the probabilities. There-
is also another which appears to be equally plausible. Firstly, it
should be readily admitted that our present knowledge of the
Pallavas of the Simbavispu line is based largely on later inscriptions;
there is much to be known about the pre-Simhavisnu genealogy .
The recent discovery of new epigraphs by the Archaeology Depart-
ment of Tamil Nadu (Ganesan, 1971) appears to have a bearing
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on the 6th/7th century history of the Pallavas. At least until this:
material is subjected to critical studies and until coherent working-
hypotheses are put forward, does it not appear justifiable . to
suggest that the probability of the Tiruchi (and perhaps the Vallam)
inscriptions as referring to the benefactions of some other. king or
chieftain belonging to the Pallava . alliance?.

The determination of the boundaries of the Cola. country on
the 7th century AD which appears to .have been taken by the
Pallavas poses a major problem, not to.speak of its limits. during.
earlier .periods. In addition to the reference to this country men-
tioned in the 7th century Pallava inscriptions, some of the
Chalukya record of the same period attest to the existence of
a district territory called Cplikavisaya (FI. X. No. 22, Gadwal
plates). Pulakssin II’s gonquest of the Pallavas is said to have
brought prosperity to the Cola along with Keérala and Papdya
(EL VI. No. 1, Aihole inscription). Yuan Chwang, who visited
South India in the same century speaks of the kingdom of Cu-
liya (Colika ?) on his way to the south. The Ganga king Srivik=
rama (AD c. 644-669) is said is to have married a (}ola princess
to whom was born the son Bhivikrama (Lakshminarayana Rao
and Panchamukhi, 1946).

Therefore, the existence of a (_Jola territory in the 7th century
AD need not be doubted. The task is to locate its limits and
to identify the kings or the dynasties that controlled the area.
The ancient capital of the Cola kings has been traditionally taken
to be Uraiyur, Tiruchi district (Nilakanta Sastri, 1955) or Palai-
yarai, Tanjore district (Sadasiva Pandarattar, 1967). Yet nothing
is shown of the succession of the kings or chieftains who had
control over the towns. It is true, some authors have attempted
to identify them with the names occurring in the so-called Cankam
literature. It must be frankly admitted, however, that the ;:oncept
of a “Cadkam Age” is itself wholly artificial and thoroughly
baseless, thus rendering such efforts puerile and wuseless. At the
same time, it should also be noted that the origin of the histori-
cally known dynasty of the Colas starting from Vijayalaya is

another yet-to-be resolved problem. The recent attempts to trace
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him to the house of Srikantha (Pottappi-(;ola) although not 4in a:
direct way (Subramaniam 1955; Mahalingam, 1969) have certainly-
opened a new path of inquiry. While: it is probable that further
studies along this line may clarify the situation that existed in the
9th century, it is doubtful if such studies would take us logically
and sequentially backwards to - the 7th. century.

In other words, the question poses itself: Should we take
the Coja in the 7th century records as represénting a country or
as a dynasty of rulers? While commenting on the Tiruchi inscrip-
tions of Gupabhara, Nilakanta Sastri (1955} observes: ** Hultzsch
anderstands by vibhutim colanam ‘the great power of the Colas.”
But as it is not a proper description of the position of the bolas
after their conguest by Simhavisnu, and as such a descripti.on is
hardly likely to be found in a Pallava grant, I take °¢colanam’
to mean the country.” )

The Cu-li-ya country mentioned by Yuan Chwang has been
presumed to represent the Biddhi 1000 and the Renadu 7000
(Nilakanta Sastri, 1955 b). Many other authors jtoo have expres-
sed a similar opinion. However, Yuan Chwang, it should be
borne in mind, does not give the necessary clues~to locate either
the capital or the expanse of this country.

The three powers that dominated in the political scene of
South India from about the middle of the 6th century to that of
the 9th century are the Chalukyas of Badami, the Pallavas of
Kafichi and the Pagdyas of Madurai. The Eastern Chalukyas and
the Western Ganfigas * took sides in the conflicts of the three king-
doms, sometimes with decisive results** (Nilakanta Sastri, 1955 b).
The Colas of the Tamil country are said to have had ** practi-
cally disappeared except that a line of Telugu rulers bearing their
name and claiming a traditional connection with their capital at
Uraiyar now ruled in the area now known as Riayalaseema .’
This situation clearly conveys that the Tami] Colas were nowhe;:.
in the picture. Nilakanta Sastri is followed .by practically alj
historians in presuming that the °° Ancient Colas” of the Tami}
land were lingering on here and there, alo1'1g the banks of the
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Kavari. WhHhether this is so or whether the -Tamii]l Colas ‘had nevér
come into existence is a point that is yet to - be decided by

future investigations.

Yet, as alfeady stated, that there existed a Cola térrain—apart
from that of the Telugu Colas-——cannot be denied “in the face of
available evidence. A genera] idea of the fopographical divisions
of the peninsular India in the 7th century AD is necessary at
this point. The eastern coast-land north of -the river Ponniyat)
perhaps up to the river Krishna was the Tondaimandalam: The
the rivers Ponniyar and Kaveri and also some
horizontal belt to the South of Kavari (northern parts of the
modern Tiruchi and Tanjavur districts) was the Muttaraiyar-nadu.
The wesi-coast up to the modern Mangalore was the Céra country.
The area between the rivers Chandragiri and Netravati including
eastern parts of the modern Shimoga and Kadur districts was
the country of the Alupas (Ramesh, 1970). © To the nosth-east of
this lay the Banavasi 12,000 country of the Kadambas. The region
between the terrains of the Alupas and Kadambas on the west
and the Tondaimapgdalam on the east was known as Andhra-patha
(Vaduka-vali) and this was the region through which the Western
Chialukyas invaded the Kavari region. ‘The Koiigu country was
surrounded on the west by the Alupa and C&ra; on the north by
the Banavasi 12,000 and Andhra-patha ; on the east by the Tongdai-
mapdalam and Mouttaraiyar-nadu; and on the south by the Pﬁgdya

(Map 1).

terrain between

While such were the regional relationships, somewhat coincid-
ing with the contemporary political powers, each of these areas
were being ruled by more than one dynasty or branches of one
major dynasty. For example, the Cera land was divided between,
among others, Ay-vels and Musikas; the Papdya land between
Paratays and possibly different houses of the Pandyas themselves;
the Tondaimangdalam, between the Salankayanas, and Kischi and
Nellore—Guntur branches of the Pallavas (Subramaniam, 1966).
Similarly, the southermn part of the Kofgu country was under the
authority of the Koigunis (who later became the Western Gangas);
the region between the Kavéri and Kabhini was raled by the
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Punnata chiefs, and the Tagadur region (modern Dharmapuri) by;
the Adiyaman chieftains.

It should be emphasized that the borders of these political
divisions were subjected to constant re-adjustments in the 7th cen-
tury due to frequent battles amongst the neighbouring dynasties.
The Kofigunis expanded their dominion northwards by abrogating
the Punnata region and eastwards by absorbing the territory re-
presented by the modern Mysore, Baifigalore and Kolar districts;
one branch of the dynasty after the reign of Sri-vikrama appears
to have invaded southwards and conquered the Kodumbalur area
in the Papdyan land. There were continuous military encounters
between the Gangas on the one hand and the Pallavas and Mutta-
raiyars on the other. At the same time the Western Ch3lukyas
were pressing southwards in their battles against the Pallavas.

The Cola or Colika-vasaya referred in the Asokan, Pallava
and ChElt.Jkya inscx:iptions therefore should refer to some area
overlapping the political and dynastic divisions referred to above.
This word appears to denote a group of people who were ethni-

cally and culturally homogenenous, perhaps speaking a somewhat
similar dialect. The remmnants of this group are now distributed

in the area comprising South Mysore, Coorg, Coimbatore, Salem
and Tiruchi districts and goes by the name of Soliyars, Soligars
and their variants. Thus the land inhabited by this group wounld
be the pola (Colika-visaya) country. Thus the word Cola under.
the contexts referred to above appears to mean merely the land
where the Soliyars lived and nothing more. This area (demarcated
by broken line in Map I) consisted of different regions, ruled by
separate dynasties : the Punnata, the Ganga, the Konguni, the Adiya-
man and probably the chiefs of Koli (modern Uraiyiir). Therefore
the Qola country figuring in the 7th century records need not neces-
sarily point to Tiruchi or Uraiyor alone but to any locus in the
Colika-visaya that adjoined the Tondaimagdalam. With particular
reference to the Pallava records at Tiruchi it must be noted that the
word Colanam occuring therein refers to the Colika-visaya and nor
to any dynasty of rillers by that name. Likewise, Simhavigpu’s
conquest of the Cola is to be understood as his victory over some
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part of the Cohka-vzsaya and not as his having defeated the rulers
of the Cola dynasty either at Urgaiyfir or at any specific locale.

As already stated, the identification of the Pallava donor of
the Tiruchi inscriptions as Mah&ndravarman I, rests Jargely on
flimsy and legendary grounds. There are no valid evidences for
such an identification. That the architecture of the temple in which
the inscriptions are found belongs to the Mah&ndravarman’s periodi
is based purely on stylistic features, and as we know now, the
Mahandra style continued even after the reign of Mahéndravarman.
In view of the Muttaraiyarnadu wedging between the Togdaimap-
dalam and the Pagdyanadu, it is doubtful if Mahéndravarman’s
dominion extended in the south beyond the river Ponniyar, in
order to touch the river Kavari, Furthermore, the script of the
inscriptions incised in the Tiruchi rock-cut temple also belongs to
a type different from that in the authentic inscriptions of
Mahéndravarman I, elsewhere. More than all, there is no other
inscription or monument either of this king or of his successor,
Narasimhavarman I south of Aragégdanallir on the bank of the
river Ponniyar. In} other words, all authentic monuments and
inscriptions of Mah&ndravarman I are strictly limited to the region
between the river Ponniyar in the south and Pallavaram in the
north (Map 2). Under these circumstances, it appears very likely
that the rock-cut cave temple and the ‘‘Pallava’ inscriptions
therein could not have been the benefactions of Mahandravarman

.. A new study and analysis of the architecture from an objec-
tive approach may lead to conclusions similar to the ones in
reference to the rock-cut cave temple at Sittannavasal and the
musical jnscription at Kugdumiyamalai, as a result of which these
monuments ar¢ now removed from the Palava alliance. ‘

5. Siva temples in the 7th century Topdaimapdalam :

The 7th century AD is a glorious period in the architectural
history of the Pallavas. The largest number of temples sprang up
through the period from Mahandravarman I (AD 610-630) to
Narasimhavarman II (AD 620/1-728/9) all over the Topdaimag-
oala.n;,- lv;ith a pronounced concentration in the modern Chingleput
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district (Map 3). Amongst these, the temples at the following places
are the Saivite institutions of worship :

Mahendravarman I

Mandagappattu South Arcot
Dalavanfr »»
$iyamafigalam »
Kuraagapilmuttam North Arcot
Pafidvaram Chingleput
Mamandur v
Vallam ss

Paramésvaravarman I
Mahibalipuram
Tirukkalukunyam
Karam
K&lambakkam

Narasimhavarman I1
Mahabalipuram .

>
»
b d

»”

»’
Sajuvankuppam '

22

Kaifichipuram s

Panamalai North Arcot

Some of these temples have remained incomplete while others
were fully constructed, thus having attained the status of “live’
institutions wherein the deity received worship and rituals. It should
also be pointed out that all these institutions were built or carved
out of stone.

The tévaram trio are said to have sung in about 32 temples
in the Tondaimandalam. A number of these are located in places
quite near to these of the Pallava temples (Map 3) of the 7th
century. In K&fichipuram itself Tirmjfianasambandar is said to have
sung in Kaggi-nerikkaraikkadu and Kaggi-tkampam ; Tirunsvuk-
karasar in Kaggi-mérrali and Kaggi-2kambam ; Sundarar in Kagei-
andkatahgipatam, Kagci-2kampam, Kagei-merrali and Onakantantali.
Yet, as already noted, it is strange indeed that Tirunavukkarasar,
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Map 3. Saivite temples of the Pallavas of the 7th century
AD (triangles) and the temples presumed to have been visited and
sung about by the izvaram trio (solid circles) in the Topdai-
mandalam.



Dr. B. G. L. SWAMY 147

who is said to have been instrumental in converting Mahendra-
varman I to Saivism failed to visit and sing even in any of the
Siva shrines consecrated by his own disciple patron. Tirujfiana-
sambandar also failed to take note of any Pallava-founded §iva
temple during his journey in the Togdaimapdalam. Likewise,
Sundarar, who has paid highest eacomium to Kalarggidkan (identi-
fied as Narasimha II Rajasimha) as a devotee of Siva, has totally
ignored the Siva temples built by this king at Kafichi, although
he has chosen to sing on some other temples in its neighbourhood.

What could be the reason for this reluctance on the part of
the tévaram trio? There appears to be an opinion in some quarters
(not published as far as I know) that the dgamas prescribe only
structural temples worthy of consecration and worship of Siva and
not rock-cut cave temples ; and that for this reason the tévaram
trio did not visit the Pallava founded temples. This appears to be
a rather sentimental explanation. Although a large number of
temples of the Pallavas are of the rock-cat type, the Vadagiri§vara
temple at Tirukkalukunram, Vidyavinitapallavésvaram at Kiram
(Paramasvaravarman I), Kailasanatha temple at Kafichi (Narasimha-
varman ), and shore-temple at Mahabalipuram (Narasimhavar-
man I) are structural constructions. Of these, the shore-temple
was in existence in the time of Tirujiinasambandar and this along
with the remaining ones in the time of Sundarar.

Incoberent and confused thinking has persisted ever since the
time of publication of the Mandagapattu inscription of Mabendra-
varman I (EI 17 No. 5), wherein it is mentioned that the king
caused creation of a temple for the trimuartis without the use
of brick, timber, metal and mortar. Some scholars appear to infer
from this that Mahéndra I was the very first ever to have insti-
tuted the art of creating temples in stome. The inscriptional state-
ment does not allow such a wide and sweeping conclusion. What
is implied in the statement is that this king created a temple out
of stone alone, that is; by the process of scooping out in a
boulder. It should also be noted that the iascription does not
state that this king was the first to invent this technique in the
whole of th: Topjaimapdalam or in the Tamil country.
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Again on thé basis of the same inscription wholesale assump-
tion has been made by several scholars that prior to the erection of
the lakgitayatandm at Manpdagapattu all temples were constructed
only of perishable materials like wood, brick, mortar, etc. Granting
so for the sake of argument, the question arises whether there were
so many (nearly 500) consecrated Siva temples in the Tami} coun-
fry of the 7th century AD, all having been built of perishable
materials. Secondly, it must be remembered that structural build-
ings in stone were in vogue prior to the Pallava period in several
parts of India. Beginning from the Gupta period we have examples
of Buddhistic structures exhibiting highly intricate and exquisite
workmanship in stone. The earliest Hindu architecture in stone in
South India may be traced from the 5th century AD in the temple
complex at Aihole right up to the middle of the 7th century. The
Western Chalukyas continued the tradition of temple building from
the 6th century throughout their domain. Their political expansion
caused a spread of this trend to the mnewer regions conquered by
them. Their inroads to the south and their wars against the
Pallavas in the 7th century established cultural diffusion. Thus the
erection of structural temples in stone was quite a well known
feature in the 7th century Tondaimapdalam.

It. should be clearly understood that whether a temple was
constructed of stone or of perishable materials depended mainly on
economic factors. Stone has always been a relatively costlier mate-
rial requiring specially skilled craftsmen to handle it than perishable
materials like wood, brick, etc. Because of the ubiquitous use of the
latter media in building the dwelling quarters of common men, there
could not have been much difficuity in procuring workmen. Those
who could afford—like kings, noblemen and the rich—could have
chosen stone for erecting a temple ; those belonging to a lower
economic status naturally had to depend on less pérmanent materials.

Therefore the query whether the temples built of perishable
materials always preceded those that were constructed of stone has
no meaning. It is {rue, however, that the C_ola records of the 10th
century refer to the re-building of some lemples in stone which had
existed earlier has siructures of brick. On the basis of this infor-
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mation, a rather sweeping genperalisation has been ‘reached to the
effect that all temples in the Tami]l country—particularly those that
were visited by the tévdram trio—originated only as brick founda-
tions. (_Zola later beingireplaced by stone. 1t should be noted that there
are several Cola records of the same period referring to the erection
of new temples directly in stone and that there are clear indications
in the compositions of the tévaram tric that many of the temples
presumed to have been sung about by them were structures of stone
(Karrali).
According to the stabilised tradition, the tévaram trio visited

the following places in the Topdaimandalam (Map 3) :(—

Accirupikkam

Alankatu

Alakkoyil (Tirukkaccir)

Idai¢gcuram

¥lambayamkottir

Irumbaimakialam

Kalatti

Kalukkupram

Kaljam (Tirukallil)

Kafichipuram

Kuruagapilmujtam

Kavam

Makaral

Marpéru

Mullajvayal, Vada-

Mayilai (Mylapore)

Orriylir

Ottur

Paggir

Padi

Panandkat{tur

Vakkarai

Vallam (Valam)

Vanmiyur

Vepnpikkam

Verkattu

Volindiappattu (Araédili)

Ural (Takkolam)
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It should be especially noted that none of the temples in these
places are Pallava foundations. From the points of view of architec-
ture and sculpture, they present unmistakable features of the Imperial
Cola period; this is confirmed by the epigraphs that have been
ciiscovered in them. (Balasubramanyam, 19006, 1971) If the tévaram
trio visited these temples in the 7th century AD, who could have
been the founder-donors of these temples ? The Qolas of the Tami}]
country were nowhere in the contemporary scene. Even if it is
granted that they were lingering on as a weak and subdued house
in Uraiyor or Palaiyarai as postulated by some scholars, how

could they build these temples in the ‘stronghold of the Pallava
territory ?

Tirujianasambandar has one decad onr the temple at Palla-
vanigcuram and two on that at Mahendrappalli (modern Koyiladi-
palayam). The former place has been identified as the temple that
is situated 4 mile east of Caykkadu, lying 9 miles south-east of
Sirkali, while the latter is 4 miles north-east of Ag¢g¢ipuram, which,
in torn, is situated 3 miles from Kojlidam railway station. It will
thus be seen that the locale of both these temples is clearly out-
side the southern limits of the Pallava dominion of the 7th cen-
tury. Furthermore, in spite of the Pallava-sounding names, the
temples bave nothing in common with the Pallava architecture of

the 7th ceatury AD. It is doubfful if these ware Pallava erec-
tions at all.

6. Saivite iconography :

The Somaskanda motif repeats itself in several of the Pallava
temples of the 7th century. This panel formed the chief sculp-
tural representation in the main cells of temples dedicated to Siva
and was obviously the object of worship (Soundara Rajan, 1969).
While it is true that the {févaram trio never visited the Pallava
temples and while it is also true that they have referred in their
compositions to a large number of Saivite iconographic concepts
like Triparadahana, BrahmaSiragchs dana, Ravapanugraha, Ardhanari,
Dakginamurti, Tandava, etc., that are found sculptured in the
Pallava temples, the Somaskanda theme is conspicuous by its absence.
In other words, it appears that while maay of the. Saivite iconographic
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concepts were in vogue in the 7th century and continued info the
following centuries of the (;oxa period, the Somaskanda motif for
some reason lost its importance in the Saivism of the Colas and
was relegated to the status of a processional icon (ut.s:avamiirtz').
Would not this situation indicate that the #évaram trio should
have lived at a period when the Somaskanda icon had ceased to
be the main object of worship in the Siva temples?

Severdl piirapic themes found graphic representation on the
walls of the Pallava temples during the 7th; .century. Amongst
these may be mentioned a variety of anugrahamiirtis (Ravapapu-
graha, Nandidinugraha, Candedanugraha, Brahma-anugraha, Indra-
snugraha, Vispuanugraha, Kama-aniigraha) and semharamirtis
(Tripurantaka, Gajasamhara, Daksayagiiabhafniga, KElasamhéra and
Brahmasiragghedana). Episodes from Kiratarjuniya were also a
favourite theme. The févarams refer to some of these episodes
like Ravapinugraha (as also Ravapa lifting the Kailas mountain),
Kalasamhbara, Brahmasiragch&dana, Daksayagiabhagga, Tripura-
sambara and Gajasamhara. Also they speak of Andhakasuravada
Kamadahana and Jalandharavada, which have no parallels in the
Paliava sculptures.  In other words, the attaviraitana (the loci of
the eight heroic acts of Siva) concept had become codified during
the time of the tévdram trio. It is to be particularly noted 'that
the anugrahamiirtis pertaining to Nandi, Iadra, Viggu, etc. find
no reference in the tév@rams. The cpisodes of Markandsya and
of Siva drinking poison are also new entrants into the puranic lore
of the tévaram period.

Of the tapdava forms of Siva, the Pallava sculptures depict
the samhdra types in addition to what may be designated ag
sandhya or pradosa tapdava. Characteristically in these poses Siva
js shown as possessing more than two pairs of arms, each hand
holding a weapon of some kind and the icon as a whole pre-
senting a fierce aspect. The &vadram trio not only refer to these
aspects of $iva's dance but also to the dnandatapdava, a form
depicting the pafcakrtya (Five-fold functions) of Siva. This con-
cept is exclusive to the Kashmir school of Saivism (pratyabhigha
Pparsana). Some followers of this cult seitled down at Chidambaram
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in the period of Parantaka I (A.D. 907-955). In unambigyous
terms the tévaram trio refer to the dnandatapdava at Tillai
(Chidambaram). The origin of the Pratyabhigia school in Kashmir
is itself in the middle part of the 9th century, and as such the
teévaram trio would not have sung about the Dancer of Tillai in
the 7th century (Swamy, 1972 d).

The tévaram trio refer to Kamakottam. As Srinivasan (1960)
has pointed out, a secparate shrine for the consort in the temples
of Tami} Nadu is of a late origin. There is an ample degree
of confirmation to this view from a study of the history of the
Golaki school of Saivism in the Tamil country (Swamy, 1972 d),
This cult of Saivism in its original habitat has been greatly ine
fluenced by Sakti worship and, as far as evidence goes, came
to the Tamil country in the middle part of the 10th century:
This new entrant began to exert itself firmly in the time of
Rajaraja I, which, however, is another trend in the history of
Saivism in the Tamil country.

Srinivasan (1960) has drawn attention to the appearance of
Gangéa in the Pallava sculpture only from the time of Gajasimha, that
is, the late part of the 7th century, which clearly, means that Tiru-
navukkarasar and Tirujianasambandar could not have referred to
this deity in the early part of the same century. Srinivasan therefore
suggests that Tirujianasambandar could have lived about AD 730.

The scuiptured representation of deities like Daksinamaurti, Ardha-
niri, Candssa, Lidgodbhava, etc., are found in the Pallava temples
of the 7th/8th century. Many of these find repeated mention in the
tevarams. As the gvéram trio did not visit any of these temples,
they must have had some other independent source for having recorded
the incidents concerning these motifs. Either the trio were conversant
with the concerned legends or could have drawn inspiration from the
anthropomorphic representations of the incidents sculptured in the
Cola temples. These icons began to appear in profusion in the Cola
founded temples of the 10th century. As Srinivasan (1960) has pointed
out, in so far as Ganssa is concerned, the icon of this deity is spoken
of by Tirujidnasambandar as having been found on the southern
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wall of the garbhagrka. This clearly means a period when the loci
of the kGstha images had attained codification. As the largest number
of the temples visited and sung about by the tévdram trio are un-
doubtedly @ola temples, would not this situation suggest correspoend-

ing date for the trio?

7. The Linga cult and temple rituals:

That there were no §ivalirigas consecrated in the Pailava shrines
of the 7th century has to be recognized as a fact; there are no valid
evidences to the contrary (Soundara Rajan, 1969 ; Mahalingam, 1969).
Laboured and assertive arguments are however advanced (Nagaswamy,
1971) to presume the presence of UlAdga in the temples built by
Mahandravarman J. Such attempis are obviously the necessary
consequences of the unwarranted assumption that Tirunavukkarasar
was the contemporary of Mahandravarman I. It may also be pointed
out here that the type of liriga implanted in the Pallava temples at a
later date (facetted type) belongs to a different morphological category
than the ones (cylindrical type) in the Muttaraiyar, Pandya and Cola

temples.

That the liiga concept was well known to the révaram trio is
witnessed by their own references which are not infrequent in their
writings. They refer to the aniconic form of $iva not only as
linga but also of tapu, kampam, taparam, etc., in the context of
referring to the story of Brahma’s and Visnu’s search for the begin-
ning and end of Siva (coti-linga—Jytirlingam) or to that of C_'andésa

(taparam).

It is strange, however, that nomne of the trio make more
direct references to the Zifiga that had been consecrated in the
temples of their choice. Nor are their writings explicit about
the liiga of the garbhagrha in the temples. Therefore questions
such as these arise: What could have been the main deity in the
temples visited by them? Could it have been an anthropomorphic
icon of $iva or the aniconic Sivalinga? If it was the latter, why is it
‘that they do not refer to the object of worship by its name generally
ending in the suffix-I¢vard or by the numerous names by which S$iva’s
anthropomorphic icons are known as is the practice in modern times ?

B-20
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Nearly half the number of temples sung about by the tévaram trio
are located in the Cola country. A close study of the early (;o].a
epigraphs COncernin‘g these temples clearly reveal the fact that the
name of the deity was chosen after the village or town in which
the temple was situated, eg Mudikunramudaiva Maha-dava, Tiru-
vorrivar Mahadeva, Tiroppiceur udaiyar, Tiruverkkatu wudaiyar
Mahadeva, Tiruvidaimarudur udaiyar, -Tirupurambiyam udaiyar or
merely as Mulattanamudaiyar, Tirukarrali Mahadévar, etc., irres-
pective of the locale. This was the situation that was continued to
be in vogue as late as the 18th century. The application of the
iconographic names to the liriga is decidedly a latter tradition. As
will be shown in another contribution, the concept of the sthalavriksa
(¢ temple-tree’) and the name of the linga derived therefrom is a
tradition that appears to have commenced from as late as the 17th
century AD.

The procedure adopted by the tévdram trio is not much different
from the custom seen in the 10th to 15th century epigraphs of the
Tamil country. A large number of the tév@rams sing about the
Lord of such and such a place, rather than referring to Him by any
specific proper name. Most repeatedly He is described in the context
of Puranic episodes rather than in his iconographic or aniconographic
forms. The trio do not appear to have become much interested in the
architectural or sculptural representations of the Lord on the walls- of
the temple excepting in a casual way. In other words, they seem to
have sung about the Lord of a place glorifying His acts of heroism and
greatness, of His power of control over living beings and of His
faculty of conferring beatitude on them. The temple, the presid-
ing deity and the architectural/sculptural representations therein
were all more external symbols to them, signifying S$iva in His

. somewhat all comprehensive and generalized aspects. The trio,
however, refer to certain aspects of the dgamic tenets, to the
modes of worship and rituals in the temples, to the 14 upacdras
offered to the deity, and to the religious festivals and ceremonies,
as Valso to the diverse kinds of worship through prayer, song, chant-
ing of mantras, dance, etc. Yet, one is left with the over-all
feeling that the trio were decidedly outside the fold of the
titualistic traditions of the temple. They were bhaktas, perhaps
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of the type ¢paramanaiy® paduvar’; they thus, sang only about
Him, in His puranic role but did not become themselves involved
in the ritualistic worship that was in vogue in the temples.

Therefore the pure Bhakti cult of the févaram trio was very
different from the contemporary religious practice that existed in
the Siva temples. A careful reading of the tévarams brings to
light the strong dgamic grip over the people who offered wor-
ship in the temples as prescribed in the dgamas. This situation
is clearly indicative of the high degree of completeness and
codification that the @gamic canons had reached at the time.
A couple of the 7th century Pallava inscriptions refer to agama
and one of Param3svaravarman I specifically refers to the ritua-
listic mode in a Siva temple; piija, sndpana, kusuma, gandha,
dhiipa, dipa, havis, upahara, bali, which are to be conducted to
the accompaniment of conch and music. The &dgamic legacy of
later period prescribe 16 steps for the worship of the presiding
deity of a temple (liriga). Although the different canonical texts
are by no means uniform. either in the sequence of the steps< or
in the comntent of these steps, all recognize the 16 steps as constitut-
ing the §ddadopacdra. The téyarams mention nearly the full
gamut of steps, which means that the authors of the decads should
have lived at a period when the #dgama texts had reached fuller
maturity and near completeness.

The tévarams tefer to the religiqus cults that were in vogue
when they were composed. They are the akaccamaya and
puraccamaya. The names of the cults that were accommodated
in the first category are not known. It is generally believed that
it represenis a group of Saivite sects. Rajamanikkam (1958),
following Tirumantiram, contends that there were six subsects,
but does not name them. Venkagcami (1959) counts them as
four: Pasupata, Kapilika, Muahayrata and Bhairava, Doraisami
Pillai (1958) mentions three of them—Pdsupata. Kapdlika, and Mahd-
vrata ; he does not, however, indicate the source of his informa-
tion, Tirunavukkarasar, in his decads, speaks of Saiva, Pasupata,
Kapalika and Mahdvrata. Graating that the play Mattaviiasa-
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prahasanam is the work of Mahéndravarman I*, we see only two
of the above Saivite subjects—Pdsupata and Kapalika—having
figured in it.

Although many authors have written about the religious
following of the Pallavas of the 7th/8th centuries, much re-
thinking and fresh analysis is needed in order to have a clearer
~and  accurate understanding of the situation. For the present,
suffice to note that critical study of the 7th century monuments
of this dypasty impresses the uniformity of the Saivite cult that
was in vogue. This was the theme of the #rimarti cult the
mirtis being worshipped in their antbropomorphic form—Brahma
Vignu and Siva in the aspect of Somaskanda—in spite of the
fact that Siva appears to have been specially favoured. The
sculptured panels in the contemporary temples clearly demonstrate
the inclusion of Brahma and Vignu: often in the very same panel
or in adjacent pancls to the Somaskanda motif. The Saivism of
the Pallavas is said to be of the Pasupata type (Mahalingam,
1969). This system, it must be noted, underwent significant
changes both in practical and philosophical contents during its
period of growth. Bhasarvagna’s Ratna-tika (AD 940-980) pres-
cribes that the Pasupata follower should address morning prayers
to Brahma, Vispu and Rudra for two hours before sun-rise
{Chakroberti, 1970). Is it likely that this was the specific type
of Piasupata doctrine that was in currency during the 7th century
AD in the Togdaimandalam region?

In spite of the fact that the tévdram trio were non-

X . chalant
of the main deity of the temple and of the rituals connected
with it, we have already seen that they do refer to linga in ;he

* In spite of the accepted opinion that thijs play is a work of Mahs
dravarman I, there is yet a shadow of uncertainty about jtg autho]»shfl-
and date of composition. This play centres around a P

Kapaiika drunk
couple, a pisupata and bhikus thrown in as dramat . =

. A $ personae. Theijr
acts and bebaviour as depicted in the play represent a degenerate an:{
*

debased staie of the respective cults. These Saivite cults became decadent
sometime during tbe 12th/i3th centuries ang therefore the presumed 7¢h
ceatury appears to be a date 100 early for the play.
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context of some purdnic stories. Therefore, it is clear that they
were well aware of the an iconic object of worship in the temples
of their time. In so far as the Pallava land is concerned, there were
no fingas consecrated in the temples constructed by the rulers and
the temples elsewhere in the E.‘,'ola country . referred to by them
could not have been in existence in the 7th century AD.

A large number of Siva temples which the zévd@ram trio have
sung about together with their references to many others (vaippu-
sthalas) mentioned by them in the tévarams is clear enough indi-
cation of the dgamic type of worship that had become stabilized
in the country. People at large visited these institutions and oﬂ'ereci
worship to the main deity consecrated therein mainly according
to the injunctions of the dgamas. In contrast, the attitude and
outlock of the ¢évdram trio do not appear to have involved
direct participation in the ritualistic modes of the temples. They
sang the praises glories and mightiness of Siva in devotion pure
and simple. Thus they contributed the bhakti element into religion.
Bhaskaracarya (10th century) and Apararka (12th century) recog-
pnize two varieties of contemporary Saiva religion: Saiva &gamic-
(vitual centred) or Nagiyayika and Pasupata (bhakti centred) or
Vaisésika. A much later author, Haribbadrasari (?14th century)
notes four kinds of worshippers of Siva: Bharatas, Bhaktas,
Laingikas, Tapasas. The first kind are those that accept certain
specific vows and conduct worship in the temples while the
others bow from a distance. Is it not more probable that the
tévaram trio belonged to the latter kind, more specifically the
Bhaktas ?

Tirunavukkarasar’s tévdrams speak of Lord ~ Siva as the
embodiment of mantra and tanfra; and of the concept of‘ -the
human body as a temple. The second theme repeats itself in
the vacana literature of Vira-Saiva saints of the Kannada coun-
try. Concepts such as these found formulation and codification
into the dgamas at a much later period than the 7th century
AD, (that is) at a period when the temples and the rituals therein
had left a strong impact on the people.
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CRITIQUE 2

The only assumption that I have made while writing the
jast topics under critique 1 is the traditionali insistence thats the
tévaram trio visited 275 temples. Most of them are dispersed in
the Tami] country and a few boutside it. The Iatter include
Tirukkonamalai and Tirukk@&tifvaram in Sri Ladka, and Tiruparup-
padam (Srifailam), Indranilaparvatam, Anékatangapatam, Tirukks-
daram and Nodittanmalai (Kailds) in the northern beyonds, some
in the Himaialayan region. The question naturally arises whether
the trio or any one of them actually visited these places that
are so far remote from their chief arena of activity.

This question must have occurred to several others in the
past and an explanatory story has taken birth in regard to
Tirunavukkarasar. In his old age, due to weakness in body, he
could not negotiate the long and difficult route to the Mount
Kailas; at one point he fell down in exhaustion. The Lord,
having come to know this, Himself came down to the spot and
stood before Tirunavukkarasar. This story is perhaps equally
applicable to the trio in general, particularly in reference to those
places in the Himalayas and Sri Lanka. The remaining temples,
perhaps, at least some of them, could have beea visited by them.

In addition on the 275 temples presumed to have been sung
about by the tévdram tirio, the body of their decads mention
slightly more than an equal number of contemporary temples
(vaippusthalas). While the loci of many of these have eluded
identification and fixation, the total number of over 500 temples is
really staggering for the 7th century Tamil Nadu. It should be
noted, however, that the largest number of these were situated
in Cola country of the 10th century ruled by the Vijayalaya
line of kings.

We have seen that there was no politically recognizable Cola
dynasty of rulers, nor a country belonging to them in the early
Pallava period. Tf the land of the Soliyars are taken to mean
the QOla country rteferred to in the Pallava and Chalukya
records of the 7th century, it appears to be an area surrounded
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on all sides by other dynasties, and the C:’olika-visaya itself
having been divided amongst the Kofgunis, the Punnata chiefs,
the Adiyamans. ctc. The tévaram trio are said to have actually
visited 190 temples in the Cola-nidu alone. Excepting a couple
of these, the largest number lay outside, eastwards of the Colika-
visaya. And this eastward land was shared from north to' south
. between the Pallavas, the Muttaraiyars and the Papdyas. We
know of temples which the latter two dynasties had built in the
7th century in these parts. The trio are, however, credited with
having visited 14 temples in the Papdya-nadu, but all these lie
south of Madurai. Furthermore, there is no evidence that these
temples were in existence in the 7th century AD-

Under these circumstances it is extremely perplexing that
there should have been 500 $iva temples which were known to
the tévaram trio in the Tami] countiry of the 7th century AD.
It is much more perplexing to identify their authors. However,
there appears to be one clue revealed by the distribution spectrum
and architectural idiom of the temples which are presumed to
have been visited by the trio. The spectrum exhibits a diffuse
radiation on either bank of the river Kavéri between Tiruchi and
Nagappattinam (Map. 4). Architecturally and iconographically
these temples conform to a norm with little fluctwations. This
situation raises the question whether it could not be that these
temples belong to a specific period of history and to a particular
school of craftsmanship?

It is necessary also to bear in mind in this connection that
on several counts, the age of the révd@ram trio points to a much
later period than the 7th century AD. We have also seen that
an analysis of the * external®® factors amply confirm this. One
of the important points that has emerged out of the analysis con-
cerns the proliferation of Saivism into sub-cults/sub-sects in the
period of the tévaram trio. The dominant cult was the dgama-
propelled, ' temple-centred, ritual-oriented Jiiga worship. Into this
matrix was interpolated the purapa-propelled, Jove-dominated
praise-oriented bhakti cult of the tévaram trio. '
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I11. CORRELATIONS

8. Special factors and, temples presumed to have been visited by the
tévaram frio.

As stated earlier, according to tradition, the 275 temples and
places which were visited and sung about by the tévaram trio
are accommodated under the following topographical units:

¢ola nadu 190 temples
Tondai nadu 32 »s
Nadu n&du 22 .
Pigdya nidu 14 »s
Kongu nadu 7 »
Vada nadu b3 s
Ila nadu 2 .
Tuluva né&du 1 temple
Malai nddu 1

LH

As already observed, the temples in the Vala nadu, Ila
nigu and Tuluva nadu, may be presumed to have been sung
about by them without having actually visited them. The remaining
land divisions, it must be emphasized, do not conform to any
known political, dynastic or geographical wunits. The first five
and the last taken together, however, suggest' an area of cultural
and linguistic homogeneity. The area corresponding to these
units in the 7th century AD. represents a heterogeneous assem-
blage, culturally and linguistically, being shared by the Pallavas,
Pandyas, Koifgunis, etc., into which the Western Chalukyas
were all the time trying to build inroads. Such a disturbed
environment obviously could not have given birth to a rather

homogeneous and stereotyped architecture and sculpture all over
the area.

A single ruling power over a territory appears to be the
most congepial pre-fequisite for the evolution and stabilization
of a uniform cultural norm. The territorial units Cola nadu,
Tondai nadu, Nadu nidu, Pigdya nidu and KOﬁgu.niqlu i
together, must have become subjected to the impact of suc,h a
power during some period of history. Such a situation prevailed
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in the late 9th and in the major part of the 10th centuries AD
during the reigns from Aditya I to Uttama Cola.

Balasubramanyam’s recent studies (1966, 1971) spotlight the
temple building activities of the 10th century, (_.‘,ola kings. Among
other items, his studies reveal the existence of nearly 100 Siva
temples, each with complete complements of architectural and
sculptural embellishments. These temples are distributed in the
modern Tiruchi, Taiijavar, South Arcot, North Arcot, and Chingle-
put districts, overlapping the traditional topographical units, Cola-,
Nigdu-, and Pandya-fiddus.

Of the 10th century Siva temples listed by Balasubrahmanyam,
nearly 40% have been sung about by the tévaram trio. The
spectrum of distribution of these (Map 5) reflects the same trend
as that of the nearly 270 temples presumed to have been visited
by them (Map 4). The break-up figures are as follows:

10th century Cela 10th century (;ola

temples sung about temples not sun
by the tévaram about by the = Total
trio tévaram trio
Aditya I 19 26 45
Parantaka I 16 13 29
Uttama Cola 5 15 20
Total 40 54 94

This factual data leads to certain obvious inferences: (a) that
there were quite a nomber of temples that had attained insti-
tutional stability and architectural completeness of which the
tévaram trio chose only a few for the purpose of glorification;
(b) that the largest concentration of the temples sung about, lay
in the 10th century in the hg:art of Tamil-nagu that is, the land ruled
by the Vijayalaya line of Cola kings with their chief seat in the
Tafijaviir district; (c) that the expansion fof Cola power during
the time of Parantaka I and Aditya I radiating in the northern,

B-2t
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southern and western directions was accompanied by the diffusion
of Saivite religion and (d) that as a result, numerous temples
for Siva came into existence all over the Cola territory.

Why the tévaram trio restricted their choice only to a limited
number of temples/places for their visit in spite of the fact
that similar Siva temples exhisted all over the Tami} country—
many of them lying quite near to those sung about by them—
is not clear. Nor can a convincing explanation be given as to
why they seclected only such and such temples. Any guess would
be a plausible answer ! ,

Verse 18 of the Anbil copper-plates attest to the building of
a large number temples by Aditya I on the banks of the river
Kaveri. Balasubrahmanyam’s (1966) recent studies identify 45
temples constructed by this king, most of them being sitnated in
the locus specified by the Anbil record. His son added another
29 temples, some in extended Joci (Balasubrahmanyam, 1971). ©Of
these put together nearly half the number were visited by the
tévaram trio and received padikams (decads).

Balasubrahmanyam’s studies are very revealing and are of a
singular significance. His conclusions drawn from a scientific
approach, are refreshingly contradictory to the traditional dating
of the temples that are presumed to have been visited by the
téyaram trio. His inferences categorically confirm that the con-
cerned temples were built by the Cols kings of the 10th century,
Yet he appears to be strongly infiuenced by the legendary tradi-
tion and has cautiously—though not warranted—added riders to
the effect that such and such temple was visited by one, two or
all of the févaram trio and that therefore there should have
existed an earlier shrine in place of the existing one! It is sheer

cussedness to maintain that a nuclens of these temples were

in
- xistence in the 7th century.

9. Relative chronology of the taviram trio ;

Attention has been drawn on a Previous page ito the two
sub-cults of Saivism—possibly among others—that had been in
vogue in the 10th century Tami] Nagu - the agamic (tantric) -
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centred cult of the temples and the b&hakti-centred cult of the
tévdram trio. It should also be borne in mind that there are
no evidences to presume direct cross-currents between the two
during that period. This background is important in discussing
+he relative chronology of the zévaram trio.

Apart from positing the zévaram trio in the 7th century A.D.,
the tradition also asserts that Tirundavukkarasar was an elder
contgmporary of Tirujianasambandar ; and that Sundarar followed
the latter in sequence with no appreciable time-lag. Highly
laboured attempts have been made to establish this chronological
order, the sole source being a statement that occurs in the
Tirumuraikkapdappurapam (Vellaivaranan, 1962). In a sense,
Vellaivaranan’s justification appears to be redundant as it is also
the generally accepted view for one reason or the other.

Through the painstaking and highly productive studies of
Balasubrahmanyam (1966, 1971) some new data have become
available which can be used to test the validity of the presumed
relative chronology of the tévaram trio. After taking into conside-
ration all the available epigraphic data, architectural features and
iconographic characters, Balasubrahmanyam has convincingly deter-
mined the period of construction of a number of Cola temples.
While there may be differences of opinion in reference to the
dating of about a dozen temples, on the whole, it must be
admitted that the conclusions reached by the aunthor in reference
to the remainder is impeccable. The following table lists the
temples/places that are presumed to have been visited and sung
about by the réevaram trio.

Location of the Tirunavuk- Tirujigna-

District Temple karasar sambandar Sundarar
Aditya I (AD 871-907)
Tafijavar Vedarapyam b - -
. Tiruvidaimarudur - * -
»s Tiruggorputturai * * )
* » -

Tiruvaiyaru

»
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Location of the Tirunavuk-

Tirujiana«

District Temple karasar  sambandar Sundarar
Tafijavar Tirunagésvaram * * *
. Tirumalapadi * * *
v Tiruvenkadu * * *
s Tiruppurambiyam * * *
Chingleput Tirukka}ukunram * * *
Tafijavar Tillaisthanam * *
» Tiruvedikkudi * *
v Tiruppalanam * *
”» Kandiyur * *
. Tirukk&ttuppalli * *
Tiruchi Tirupparaitturai * *
Tafjavir Tiruvalvikkudi * *
" Tiruppiinturutti *
Tiruchi Tiruverumbur *
Tafijavar Tiruppananda] *
» Tirunalurmayanam *
Tiruchi Kilpaluvur *
N. Arcot Takkolam *
. Tiruvallam *
8. Arcot Tiruvakkarai ®
Parintaka I (AD 907-955)
Tiruchi Uyyakkogpdan * s
. Arcot Tiruvamattsr * *
Chingleput Tiruvorriyir * *
Tafijavar Vijayamadgai * *
» Tirukkalaviar * *
N. Arcot Tirumarpsru * *
S. Arcot Tirukkovalar * *
. Gramam =
Tafijaver Tiruppaluvvar *
S. Arcot Vadugbr "
’ Tirunavalar
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Location of the Tirundvuk- Tirujiana- g - garar

District Temple karasar sambandar
Uttama Cola (AD 969-985)
Tafijavor Tiruvarar * *
S. Arcot Tiruvennainallir * *
Chingleput Vridhagalam * *
Tafijavar Tirundraiyur * *
. Maytram * *
»» Tiramaiyag¢ar * *
sy Tirumagpaficeri * *
» Tiruturutti * *
v Tirukkodikkaval * *
o Aduturai * *
. Konerirdjapuram * *
Chingleput Tirumullaivayal *

The table shows categorically that the tévaram trio lived
during the period of the three successive Cola kings of the 10th
century AD. The time-span covered by these kings adds up to
114 years. If an allowance of 10-15 years is made as the time
required for the construction of the temples by Aditya I (both
these visited and not visited by the tévdram trio), the tévaram
trio will have to be accommodated within one huadred years,
with an average of 33 years for each, especially if it is assumed
that one feollowed the other. However, there is absolutely no
evidence in favour of such an opinion, because, all the three tévaram
composers have sung on temples during the period of Aditya I;
s0 also on a couple of temples during the regnal years of Paran-
taka I and also of Uttama Qola, which means that each one
of the trio should have lived for 70-80 years. Thus a most
improbable conclusion becomes inevitable, although the date in
the table suggests it.

This situation again rakes up the question already posed -on
a previous page (Critique 2)—Did the tévdram trio actually visit
the temples in order to dedicate ths respactive decad? A super-
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ficial study of the table again apparently confirms the tradition
that Tirundvukkarasar and Tirujiianasambandar were contempora-
ries, having visited certain temples together. A closer examination,
however, nullifies the traditional belief, as it is difficult to recon-
cile as to how they could have done this in the time of Aditya,
Parantaka, and again in that of Uttama Cola unless it is presu-

med that all the three lived for 70-80 years and that too con-
temporaneously.

Thus, based on the traditional account provided by the Peria-
purigam and the Tirumufaikkandappurapam in reference to the
visits of the tévdram trio to temples and, juxtaposing it with the
historical data on some of these temples raises two propositions
concerning the relative chronology of the trio.

(i) If Tirunavukkarasar and Tirujidnasambandar had been
contemporaries, they should have been so, through a gamut of
nearly 80 years in the 10th century, as both of them have sung
about the same temples during the regnal years of Aditya I,
Parantaka I and Uttama Cola. It may be seen that Sundarar
also has joined them in reference to 15 temples in the same
gamut of time. Therefore he should have also been coeval with
the former two.

(i) If successive ‘gamuts of time are assumed for the trio
in the order Tirunavukkarasar, Tirujfianasambandar, Sundarar, the
historical data is clearly against the proposition, again because all
the three have sung about the temples built by the successive
Qola kings of the 10th century.

It must not be forgotten that the historical data are reliable
and valid, while the traditional data are undependable and useless
for the study of chronology. The doubt raised in reference to
the presumed visits of the #évdram trio to the temples thus be-
comes amply confirmed. The cult of the zé varam trio was bhakti,
towards the propagation of which they leaned heavily on puranic
lore. This cult was lin contradistinction to that of the Saivite
temples which feaned equalily heavily on the tantric lore, To both,

however, $iva was the supreme Lord. The révarams glorify him
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through prayers and devotion, while the temples endeavoured to
do the same through dgama-prescribed rituals. The mention of a
specific temple/place by the tévaram trio is purely incidental and
their sole purpose appears to be merely to emphasize that Lord
§iva, irrespective of the town or temple occupied by Him, is the
same all over, that He, the only supreme One is the very same
every where. In order to convey this message it is not mnecessary
for them to have actually visited all the temples. Just as they
sang about the Lord residing in the Himalayan and Ceylon regions
from a distance, they could have adopted a similar procedure in
reference to several other temples as well. The rather nostalgic
repetition of the same purdpic incidents and episodes in tévaram
after tévaram, temple/place, after temple/place, ouly emphasizes
their attitude and outlook about Siva-—that he is that One Principle
and the Only Principle, which, irrespective of its external manifes-
tation and location, resides everywhere. Therefore the mention of
a place/temple is incidental and inconsequential.

10, The tradition of Kg&trayatra:

It is ondoubtedly the Periapurapam that first speaks of the
tévdram trio as having visited the temples of Siva located in
diverse places. The author of the work, S$ekkilar, is believed to
have been a contemporary of a Cola king whose title was 4dna-
paya, who, in tum, has been identified with Kulottuiga II, AD
1133-1150 (Nilakanta Sastri, 1955) or with Kulottudiga III, AD
1178-1816 (Sadasiva Pandarattar, 1967). Having become saturated
with the pious urge of glorifying the religious lives of the 63
Saiva devotees, he composed the gcia sanctorum. As may be
naturally expected, there has been a free use of story telling
devices—exaggeration, twisting of probable factual material to the
extent of obscuring the original character, invention or super-im.
position of new ideas and concepts, all creation of his own
imagination.

It should also be stated that the tévaram trio had already
been deified in the time of Rajaraja I, as witnessed by the ins-
tallation of statues of the trio and by sponsoring their composi-
’ions to be recited in the temples. Iere again the generality of
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the tévarams is emphasized by the fact that endowments for the
purpose were initiated even in those temples that were not sung
by them (Swamy, 1972 a).

In this connection it is necessary to recal]l the nature of the
Saivite religion during the time of Rijardja I. It was a period
when the Golaki school of Saivism (Saiva, sensu strictu) was fin-
ding popularity in the land under the royal patronage. This
entrant-wave soon swept the Tamil country largely by incorpora-
ting and digesting the indigenous S$aivite cults. It is as a result
of this process that Aludaiyappillai was absorbed into the new
fold after re-christening him as Tirujfidanasambandar. Another ins-
tance of syncretism is provided by the encouragement given for
the recital of the tiruppadiyams (tévdrams) in the temples, probably
after having initiated the singers into some kind of diksa that was
specific to the new cult. Thus the interaction between the indi-
genous and the entrant cults was one of mutuality and cordiality
(Swamy, 1972 b). Such a process of synthesis continued into
the successive centuries till the 13th.

It is in such an environment of amalgamation that Peria--
purdpam was composed. This work par excellence is again an
attempt towards providing a meeting point for the two streams
of $aivism. It is towards the achievement of this end that
§akkilar's genius portrayed the fZvaram trio as having actually
visited the concerned temples in order to sing about them, thereby
unifying the bhakti cult of the tévaram trio with- he agamic cult
of the temple.

The custom of visiting holy places at regular intervals is an
old one in India, going backwards to Buddhistic times. The
Jainas too foliowed the same tradition. Amongst the Hindus, the
disciplines prescribed for the Sannyasins of certain orders, include
touring around the holy places for most part of the year excep-
ting the rainy season. In fact, this is the tradition that is living
in our own day and therefore it is not as if $akkilar had not
known about it. It should also be noted that the way of life of the
tévaram trio was not that of householders ; they lived the Ilives
of the detached and emphasizing this aspect of the trio appéars
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to be one of the main intentions of their first biographer. Thus,
dakkilar’s imagination and ideals made him aptly super-impose the
Kgsétrayatra concept on the lives of the révaram trio by utilizing

their very compositions.

We may also note one particuiar point in reference to the
decads themselves. Almost jnvariably there has been an eleventh
verse besides the ten verses in each padikam of Tirnjfianasamban-
dar. ‘This appendix is obviously an after-thought by some one
other than the composer. Although the eleventh verse follows the
same prosodic idiom of the preceding ten verses, its content,
message and tenor with which it is conveyed are wholly different.
It is in this verse that the name Jiiznasambandar repeatedly occurs.
On considerations such as these, the eleventh verse of the decad
is deemed to be a later interpolation (Swamy, 1972 a). It is
likely that this could have taken place during the absorption of
indigenous cults by the Golaki school, at any rate, prior to the
period of composition of the Periapurapam.

IV. CONSEQUENTIAL CONSIDERATIONS:

The main conclusion of this study is that in contrast to the
widely held contemporary opinion, the révaram trio were not the
contemporaries of the Pallava kings of the 7th century AD. Al
the temples that have been traditionally associated with Tirunavuk-
karasar, Tirujfianasambandar and Sundarar are structures which
came into existence through the benefaction of the Colas of the
i0th century AD, and therefore it is but appro;)riagé that the age
of tévaram trio should coincide with this gamut of the Cola
dynasty. This is the period covered by the regnal years of ﬁ.ditya
I through Uttama Cola.

(1) This conclusion stands as a serious negative evidence
in studies bearing on the nature of the $aivism in the Pallava
country of the 7th century AD. All authors who have dealt with
this topic have invariably been strongly influenced by the presumed
coevity of the tévaram trio (particularly Tirunavukkarasar and
Tirujianasambandar) and the Pallava rulers from Mah&ndravarman I

B-22



170 THE DATE OF THE TEVARAM TRIO

through Narasimhavarman II. In the light of what has been con-
cluded in the present study, the religious history of the 7th century
Topdaimagdalam will have to be re-written, totally eliminating
the tévaram trio from the arena.

The Pallavas who incidentally figure in the tévdarams and Peria-
puripam are therefore to be looked upon as legendary personae
introduced by the authors in order to render the respective stories
fulsome and apparently convincing. In other words, any other
king of any other dynasty, real or fictitious, would have equally
suited the purpose and context of these authors. Implying that
such literary personae are established historical individuals and
identifying them with this or that otherwise known king, is most
unwarranted and such attempts result only in a highly distorted
and therefore misguided history.

(2) The tévaram trio were not the contemporaries of the
7th century Pandyas either. The presumed identity of the Papdya
king who is said to have received Tirujianasambandar with
Maravarman Arikssari has not been determined on convincing
grounds, Even granting for a moment that it is satisfactory, there
is no evidence whatsoever to presume that this king was a follower
of Fainism. Either this king together with Managaiyarkkarasi and
Kulageirai are persons who lived during the 10th century or are
fictitious characters evolved through the imagination of the authors.

(3) Consequent upon the placement of the tévdram trio
in the 10th century A.D. as contemporaries of the early Xings
of the Imperial golas, it becomes mnecessary to recomsider the
dates of the remaining 60 nayanmars of the Saiva hagiology.
The tévarams of Tirunavukkarasar mention 10 of them ; those of
Tirujianasambandar refer to 13 of whom five are seen in Tiru-
navukkarasar’s list. Presuming the author of Tiruttondattokai is
Sundarar, there is a huge list of 62 hdyanmdars amongst whom
are included not only the persons mentioned by Tirunzvukkarasar
and Tiruvjianasambandar, but also the latter two persons as well.
If the ndyanmars mentioned by the tévaram trio are deemed to
have been coeval as asserted by tradition, then the age of all
the 63 nayanmars would fall in the 10th century itself.
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It should, however, be noted that there are no infallible
arguments that favour the attribution of the authorship of the
Tiruttondattokai to Sundarar. Praising §iva and glorifying His
acts appear to be quite patural to Sundarar as they are to the
remaining two of the trio. Their references to some devotees of
Siva in casual contexts is also understandable. But, it is doubt-
ful if the glorification of the devotees, of Siva (Sivanadiyars)
had become a stabilized institution in the 10th century A.D.

In the literary history of most languages in India, the
original and elaborate places of writing chronologically precede
their respective abridged versions. In the Kannada language, for
example, Harihara’s Sivaganada ragalegalu was the original
detailed work dealing with the lives of the Saiva devotees and
its abridged forms followed much later. There are no valid
reasons to postulate the contrary in the Tamil languwage. Tirut-
tondattokai and Tiruttopdattiruvandadi are examples of abridge-
ments of $ekkilar's Tiruttondarppuragam (Periapurigam).

It should be realised that abridged versions of religious works
have a specific purpose—to help one’s concentration on a media-
tion theme and thus allow the mind to dwell in that state. In
other words, they were a kind of practical guides for meditation,
particularly for the lay devotee or for one who could not devote
himself wholly for the pursuit of religion; they admirably suited
the purpose of daily parayana (recitation). From considerations
such as these, both the Tiruttongattokai and Tiruttopdattiruvan-
dadi clearly appear to be post-Periapurigam compositions. Such
being the case, it is quite probable that the largest majority of
the nearly 60 Saiva devotees lived from the time of the révaram
trio (10th century AD.) to the time of the composition of the
Periapuripam by Sskkilar (12th/13th centuries AD.).

{4) There is a deep-rooted belief amongst historians that
there was a domination of Jainism and Buddhism in the 7th
century Tami} country and that the tévaram trio and possibly
the Vaignavite Alvars were responsible for putting down these
religions then and there, and in turn, raise the popularity of
their own respective religions to domination. There are, however,
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weighty evidences to point out that Jainism, though not Buddhism,
continued to be a major religion in the Tamil and Xannada
countries as fate as the middle of the 12th century as witnessed
in literature, architecture and epigraphic records, It is the 10th
century Jainism and the residue of Buddhism that the ¢évdram
trio had to combat in the Tami]l country. It is as if a culmi-
nation of the Saivite movement, that Periapuragam in the Tami]
country and Sivaganada ragalegalu in the Kannada country were
composed, thereby codifying and edifyving the 63 mayanmdirs. As
to why they fixed the number as 63, however, is another problem
that has to be studied separately. '

It does not appear that Harihara copied from Sakkilar or
vice-versa. Just d4s the wvames of some of the 63 nZyanmdrs
occur in the writings of the pre-Periapurdnam period, in Kannada
too somie of them figure in the vaganas of the pre-Sivaganada
regalegalu period. Thus some common matrix appears fo have
been the source for both. This source need not necessarily be a
written book or composition. It could as well be the legends
that were in popular currency during their time.

The religious movements in India have not known political
barriers. During the early part of the medieval period, the Jainas
maintained a kind of laison between the Kannada and Tami]
countries. Although much work is yet to be done in this con-
nection, a couple of instances clearly indicate a similar Iliaison
that existed in the Saivite cults as well. The Kalamukha school
from the Kannaga country had found placement, although tempo-
rarily, in some loci of the Tami] country; interestingly, the
movement of this school is intimately associated with the Rastra-
kata-Cola battles (Swamy and Nanjundan, 1972). The mention
of a pontiff from Kogali in some of the poems included in the
VIIith tirumurai clearly suggests the common connection of the
auvthor of these poems with the Kalamukba centre at Kogali 500,
which territory in the 10/11th centuries was constituted as parts
of the modern Bellary and Harapanahalii districts (Swamy, 1974).
Both in the Tamil and KXannada areas the yogic system and
the philosophy of Gorakhnath were quite well known (Nanjun-
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dan, 1972). In both areas, again, the tantric-based pratyvabhigha
system had found currency (Krishna Rao, 1970; Swamy, 1972 d).
Some of the minor Saivite cults—Kzpalika, Bhairava,(?) Kaula,
and the like—appear to have been common during the period in
the Tamil, Telugu and Kannada areas. Some social customs
like the cutting off of one’s head or limbs were shared by these

regions.

Besides political factors like wars, the liaison appears to have
become strengthened by merchant-guilds like the Mapigrimam,
the Pattana-svamis of Ayyavole and the Virabanajingas, who
travelled with their commodities of trade all over and between
the linguistically different regions. The religion of the constituent
members was either Jainism or $aivism, the exact cult-patterns of

which need further study.

(5) Although rarely, the students of history of Tamil
literature are faced with the gquestion—Why is it that no com-
mentaries have been written on the févaram? This indeed is a
very important question particularly in view of the fact that old
commentaries (often by more than one commentator) are avai-
lable for the divyaprabandams of d@lvars, the canonical texts of
the Saiva-siddhanta, two of the books of the firwmurai series
{the VIIIth and Xth Books), the Ettuttokai and Pattupattu, the
Perurikappiyam like Cilappadikdram and Mangimekalai, and several
classical works of literature including the texts on grammar and
rhetoric.

This question has occurred to a few others in the past, and
as far as I am aware, two explanations are offered. According
to some scholars (I am not certain if this has appeared in print),
the tévaram represents the “word of God’® and therefore humans
have no authority to comment on it. While this naive explana-
tion deserves to be respected purely on sentimental grounds, it is
difficult to understand how the divyaprabhandams also considered
to be the ‘word of God® have been commented upon. The second
explanation -— if it be an explanation —is an incident narrated by
1. V. Swaminatha Aiyer in his autobiography. Tyagaraja Chetti-
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yar, a brilliant scholar and a devout Saivite, was often pressed
to write a commentary on the tévarams. He preferred to remain
silent ito the reguest. On one occasion when Swaminatha Aiyer
and Tyagaraja Chettiyar were standing on the banks of the
Kaveri, the former reminded the Iatter of the old request, to which
the latter declared, ‘If you press me about it, I shall jump into
the river.™

The incident is abruptly left at this point and no moral is
drawn. ‘Tyagaraja Chettivar’s reluctance could not have been
because he lacked the background or ability, but his attitude and
mental reservations could have been due to some other factors.
Attention has been drawn on previous pages to the two distinct
major cults of Saivism, the agamic and bhakti cults, that were in
vogue during the period of the tévdram trio, and how in subse-
quent periods of history serious attempts were repeatedly made to
.fuse the two into ome. While such endeavours attained popula-
rity at religious and ritaalistic levels, there does not appear to be
that degree of reconciliation at the philosopbical level. The laiter
was especially so with the orthodox followers of the Saiva-siddh@nta
tenets as expounded in the Siddhanta-sastra texts. It is surprising
that none of the commentators on the Siddhanta-sastras refer to
the tévaram for the elaboration or elucidation of the tenets. In
-other words, they had no use for the element of bhakti in their
phitosophy, as it was an alien element to the agamic tradition.

The legacy of writing commentaries on texts, religious as well
as secular, is a comparatively old one in the Tamil Nadu, having
commenced in the 12th/13th centuries. It was maintained during
the succeeding centuries by a galaxy of brilliant commentators.
The secular literature drew its own coterie of commentaters, SO
also the canomical texts of S$aiva-siddhanta attracted another set.
The eclement of bhakti associated with the concept of love and
absolute surrender, being one of the basic tenets of Vaighnavism,
caught up both at practical and philosophical levels and received
commentaries on the hymns of the @lvars. The tevaram, however,
remained in a rather isolated position at the theoretical level as
its infrinsic content could not be successfully amalgamated with
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the Saiva-siddhiania system of thought, Such a situation is by
no means exclusive to this system alone. The vdcana literature
of the Vira-faivas and the ddsa literature of the Vaisnavas in
the Kannada language form their own encystments at the respec-
tive philosophical levels, in spite of the popularity they continue
to enjoy at the practical levels (Krishna Rao, 1970). It is inte-
resting to note that excepting -the category called the bedagina
vacana of tanmtric yogic import, the remainder of vacana rliteratare
and dasa literature have remained without commentaries.

Attempts to find the germs of the Saiva-siddhanta philosophy
in the tévarams are all of recent origin in the 20th century. To
what extent such endeavours would be successful cannot be asses-
sed at present. Historical retrospective, however, clearly establishes
the independent origins and parallel development of the bhakzi and
Saiva.siddhanta movements, the former being chronologically earlier.

{6) A guestion has been raised on a previous page as to
why the réva@ram trio failed to sing about the Pallava temples of
the 7th centuty AD. After having had a rule by this dynasty
for a continuous period of nearly 250 years, the kingdom suffe-
red heavily on account of the military inroads of the Rastrakiifas
and the (_Zolas from the time of Dantivarman. His period marks
the onset of decadence of the Pallava dynasty which became
practically extinct by the end of the 9th century (Mahalingam,
1969). The indigenous religious life of Topdaimandalam during
the period of decadence cannot be expected to have flourished
with continued vigour, particularly in view of a new wave of
Saivism (k@lamukha) that had been introduced by the Rastrakata
invaders (Swamy and Nanjundan, 1972). The ritnals in and the
working of the Pallava temples should have become degenerate
and the people’s faith turned away from the old institutions. By
the time the tévaram trio appeared in the 10th century AD, the
Pallava temples had almost completely lost their once popular
image and a large number of them had been neglected and ren-
dered useless. Thus the reason for the tévaram trio for not having
offered the decads to the Pallava-founded temples appears to be

due to the chronological lag.
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(7) There has been a growing frend in the methodology
of historical research in the Tamil Nadu to draw freely from
literary works in the Tamil language. Intrinsically there is noth-
ing wrong in the method, provided the dates of the concerned
texts are known with at least — fair degree of accuracy and cert-
ainty. It is a pity that the Jlargest number of texts available in
the literature of the Tamil language are yet undated or have
been dated on a series of dogmatic assumptions and assertions.
Likewise, the presumed age (7th century AD) of the tévd@ram trio
has been taken for granted as a reliable thumb-rule to determine
the “dates.-of some of the early Papdya Pallava or (_Iola kings.
The chronologies and genealogies reconstructed in this manner
are in turn used as an equally reliable time-measure to assess the
period of certain other events in the fields of culture, arts, reli-
gion, etc. Therefore several aspects of the history of the Tamil
Nadu are in need of fresh and objective approaches with due
respect for chronology. Then alone can one expect to obtain a
factual history free from prejudiees and anachronisms.
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EASTE AND MARRIAGE SYSTEMS OF THE
TRIBALS OF LAKSHADWEEP

BY

K. GOPINATH, B.A.,
News Reporter, All India Radio, Calicut

The literal meaning of Lakshadweep, the smallest Union
Territory in the country, is one lakh islands. But it comprises
only 22 islands and 5 attached islets with a total are of 32 sq.
km. These tiny lush coral islands encircled by the mighty Arabian
sea are only 3 to 5 metres above sea level. They are sitvated
at 200 to 400 km. off the Keérala coast and at 10 to 330 km.
from one another. Only ten of them are inhabited. From porth
to south they are Chetlat, Bitra, Kiltan, Kadmat, Amini,
Androth, Kavaratti, Agatti, Kalpeni and Minicoy.

Tourists’ Resoris

With vast and varied spectrum of tourists’ attraction Laksha-
dweep is potentially one of the most interesting, exciting and
beautiful regions of the country. It has proved a tourist’s para-
dise due to its romantic panorama. The evergreen feathery
coconut groves, crystal clear blue water of the extensive lagoons
suitable for all kinds of acquatic sports and the idyllic combi-
nation of sun, sea, surf-washed sand and fresh air of these
colourful and distinctive islands of strategic importance have now
acquired and unique position in the tourism map of the world.

‘People

The population of this territory is only 31,980 according to
1971 census. It recorded a decennial growth of 31.5% bctwe;en
1961 and 71. The density of population is 994 per sq. kml, the
third in rank in thq country. The entire inhabitants are Musli.ms
classified as scheduled tribes. Mostly, they belong to the Shafi
school of the Sunni sect. The Wahabis and Ahmediyas constitute
a minority. The Wahabis have considerable following in Minico_y
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~and Agatti islands. They possess separate mosques in these islands.
Ahmediyas have following only in Kalpeni istand. Minicoy is an
exception in every respect while the customs, culture and mode
of life of the people in the other islands are more or less the
same.

Language

Malayilam and Mahl are the mother tongues of the inhabi-
tants of these islands. The people in all the islands except
Minicoy speak Malaysdlam with local variations from island to
1sland. But it is different from the Malayalam spoken in Kérala.
The people of this territory lived in isolation for many centuries.
Hence they were not influenced by the new developments which
effected changes in the old Malaydlam in Karala. A great deal
of original Tamil and many Arabic words are in common use
in these islands. The Malayalam spoken in the five northern
islands was influenced by Xannada language because of their
connections as part of the former South <Capara District, while
the other islands were part of former Malabar District both
under the erstwhile Madras State till 1956. The inhabitants of
Minicoy speak ‘“Divehi® popularly known as ‘Mahl’, a mixture
of Urdu and Sinbalese. Mahl bas its own script °Divehi Thana’.
Like Arabic and Urdu, Mahl is written from right to left,

Origin

The people are drawn from two distinct racial stocks. Island
tradition points out to their Hindu origin. Many of their house
pames also support this view. But the inhabitants of Minicoy,
the southern-most islands are of Maldivian stock, unlike other

islanders who are of the same ethnic stock as those on the
Malabar coast.

According to one legend, Bhaskara Ravi Varma, the last
Cheraman Perumal who ruled over Kerala embraced Islam and
feft for Mecca. An expedition set out in search of him at the
instance of the Hindu rulers of Ksarala. The members of the
expedition became settlers in the islands as a result of ship
wreck. They were converted into Islam by the Arab saint
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Ubaidulla in the 14th century. It is worth mentioning that the
first person who embraced Islam was a women of ¢ Kadukketh ’
house in Ameni island despite strong opposition from the entire
islanders. This woman took the Islam’s name of Hamidat Bibi
and later married the saint. The couple then lived at Pattakkal
house constructed for them in Androth by the people of that
island. The grave of Ubaidulla in this island is held in high
esteem: . :

Caste System

The inhabitants of these islands observe caste system. The
people in all the islands exeept Minicoy are divided into three
castes. They are Koyas, Malmis and Melacheris. Koya is the
highest caste. The memberr of this caste usually use the title of
Koya with their names. They were landlords and owners of most
of the country crafts * odams ’. tlll recently. Some of the Malmis
were also landlords but only on a smaller scale than the Koyas,
They are mostly sailors and fishermen. Melacheris belong to the
lowest caste, They are petty tenants, coconut tree climbers,
barbers, goldsmiths, blacksmiths and mosily servants of the Koyas.
They form nearly 60% of the population in the Malayilam
speaking islands.

The Koyas are generally the leisured class. Only a few of
them are engaged in fishing and cultivation. -The Koyas of Ameni,
Androth, Kavaratti and Kalpeni claim as the first settlers who
descended from _°“ Nambudiri”® and other high caste Hindus of
the Malabiér coast. These four islands are therefore,  regarded as
the * Taraward ’ islands.

The Koyas of Androth, the largest island due west of Cali-
cut follow a profession of learning and piety, tour extensively in
South India and some foreign countries and earn good sums omn
that account. The pride themselves on their theological education
in which they acclaim superior to the Muslims of the West
Coast. :

Malacheris are considered to be the descendants of * Thiyya ™
and other low castes. They were not allowed to wear chappals,



184 CASTE AND MARRIAGE SYSTEMS

shorts or bunyan or to use umbrella. The people of the upper
classes mainly the Koyas wanted to enforce these distinctions
more strictly while Meglacheris demanded greater freedom. Strife
between them often took place. Intercaste marriage is not
permitted.

These are four castes in Minicoy. Manikfan is the highest
caste. They were managing the internal affairs of the island till
recently. Thacrufans are mariners with social status. Thackrus
are also sailors and khalasis, but socially inferior to Thackru-
fans. Raveris, the lowest caste, are the labour class, mostly tree
climbers and tappers. The women of Manikfan, Thackrufan,
Thackru and Raveri are known by the caste names of Monikka,
Bifan, Bibi and Kambilo respectively. Inter-caste marriage is not
usually permitted. But there is no objection for a male belong-
ing to a higher caste in marrying a female from a lower caste.
The children of such couples take the caste of the father. But
a male member of a low caste is never allowed to marry a
woman from a high caste. ’

The people of Minicoy are generally good seamen and fisher-
men. Both men and women of this island are progressive, hard-
working and well disciplined from time immemorial.

The people in all the islands are intensely religious. In
almost all the islands there are a number of mosques, big and
small, including the main mosques of Jamath, Moideen and
Ujra. But there is no Ujra mosque in Minicoy. The Juma
mosque is generally the largest where the ‘Id* Congregation
meets. The other two mosques are mainly intended for perfor-
mance of ‘Rathib’ peculiar to these islands with the exception
of Minicoy. The people are generally honest and law-abiding
even though they were illiterate, ignorant and superstitious for
many centuries in the past, because of is olation andlack of
facilities for progress. In olden days they did not give any
attention for the education of children except for the regular
classes conducted in Madras to teach them reading and recitation
of ‘Koran’ without knowing its meaning.
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Ormaments
Women are lavish in the use of ornaments. A variety of

jewellery are found in all the islands except Minicoy where they

are frugal in wearing ornaments. Certain traditional restrictions

exist in the use of jewellery among women of the different castes,
In all the islands women of Koya and Malmi castes wear gold

orpaments while Melacheri women use only silver ornaments. In
made of gold are used by
Beefans are also per-
Bibis use

Minicoy, ear-rings and ear-drops
Monikka, the women of the highest caste.
mitted to wear golden ear rings but not geolden drops.
ear rings made of silver. Kambilos, the women of the Iowest
caste, are permitted to use only ear-rings made of copper or thick
black siring. These restrictions are gradually fading out.

Marriage '

The traditional customs connected with Nikkah and marriage
are the same in all the islands except Minicoy. Child marriage,
polygamy and frequent divorce are common in these islands. The
boys are generally married between the age of 16 and 20 and
girls between 10 and 13. The first marriage is arranged for a
boy by the parents of both the parties and subsequent marriages
A suitable date is chosen by the guardian for Nikkah
and marriage. Nikkah usually precedes marriage festivities, Both
the ceremonies rarely take place consecutively. The Nikkah cere-

mony is generally arranged at the mosque or the bride’s residence
The relatives and friends of the

The Khazi administers the

by himself.

in the presence of the Khazi.
couple are invited for the function.
oath which is repeated by the bridegroom in the presence of at

least two witnesses. The bride is represented by her father. Be-
fore the oath is administered, the Khazi ascertains from him
whether the consent of the bride was taken for the alliance. In
case of any doubt the Khazi can summon the girl and ascertain
her consent in person. Nikkah is followed by a grand feast.
But the actual marriage ceremony takes place after a few weeks,
months or sometimes, years after Nikkah. It is usuvally perfor-

med at the bride’s house, if the girl belongs to a high caste and

in the mosque if she is a Melacheri. The customary dowry by

B-24
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the husband known as Mahr to the wife is at the rate of Rs. 22
or Rs. 30/- for Koya, Rs. 15 or Rs. 12/- for Malmi and Rs. 3

to 6 for Melacheri. A little difference is noticed in the amount
of Mahr from island to island.

In the morning of the marriage day the bridegroom sits in
his house surrounded by a group of singers. They sing * kettu-
pattu ™ i. e. songs for marriage for about 2 hours. At this time
a similar fusction takes place in the bride’s residence also. Here
the singers are women. After some time a party consisting of the
bride’s father, relatives and friends accompanied by a group of
singers and folk dancers goes to the boy’s house in order to bring
him ceremoniously for the marriage. This procession is known as
‘“ Duyyappalaye Thedippokal®’, which means going in search of
the bridegroom. On arrival a warm reception is accorded to the
party. The guests are ushered inside the specially erected pandal.
i_,ight refreshments are served to them. The bridegroom is then
brought to the centre of the pandal and seated on a decorated
stool or chair. One of the singers of his party then asks loudly
for permission to bring the ‘ossan’ (barber) for a clean shave
for the boy. The question is repeated thrice. One of the repre-
sentatives of the audience gives permission. The family * ossan®
is then called for. A pew “Dhoti’ and a few coins are given
to the barber by the boy. The bridegroom is then shaved cleanly.
The shaving process continues for about one hour. Singing takes
place during this time. After bath, the boy who is dressed cere-
monicusly for the occasion, is conducted to the bride’s house in
a colourful procession with singing and folk dances like ‘Kolkali’
and -Parchakkali’. But Melacheris are allowed to sing songs or
to arrange dances only in the premises of their houses and not
on the way. ¢Kattupattu™ * Oppana” which is a musical session
by separate groups of men and women are essential items of the

marriage. The bride’s house is generally decorated beautifully to
suit the occasion.

When the procession arrives near the bride’s house, the party
is received with honour by the people of the bride,

Rose water
and raw rice are sprinkled on them.

When the bridegroom firs§
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enters the bride’s house, he gives an amount according to his
capacity to the guardian of the bride. The groom and his party
are seated in the decorated pandal specially erected for the
marriage.

The Nikkah ceremony is performed first, if it has not taken
place earlier. Music and dancing are resumed. Then the party
settles down for a grand feast. After the feast the bridegroom is
taken back to his house in a procession.

“The marriage festivities continue Iike this for 3 to 7 days.
Singing and dancing are essential on all the days. A total of
eight feasts are arranged during these days. But feasting is gene-
rally confined now-a-days to relatives and youngsters who act as
companions unlike in olden days. On the 3rd or 7th day, the
last day of the celebrations the bridegroom sleeps in the bride’s
house for the night. A large-scale feast, sometimes to the entire
people of the island is arranged to mark this function, known as
¢ Veedukoodal>. The bridegroom is received by the brother-in-law
who washes his feet, just before entry into the house. The bride-
groom meets his bride for the first time on the night of *Veedu-
koodal’.

After the marriage the couple continue to live in their own
houses. According to tradition the husband goes to the wife's
house each night, sleeps there and 1eturns to his own house in
the morning after taking a cup of black tea or ‘kafiji’’. The
children live with their mother. They are governed by *‘Maru-
makkathdayam ’® i.e. succession in the female line. *“Tarawad” or
ancestral property known as ‘¢ Velliyarcha’ (Friday) property is
inherited only by women. ‘‘ Thinkalarcha swath” (Monday pro-
perty) or self-acquired property can be spent according to the
wish of the earner or divided to children acccrding to Moham-
madan law. Self-acquired property is known as *Belarcha "
property (literally Thursday property} in the northern five islands.

The entire expenses connected with the marriage are usuaily
incurred by the bride’s people. Rich families spend a substantia]
amount for marriage feasts. In some islands it is customary to
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give a part of the expenditure varying from Rs. 100/- to Rs. 1000
to the bride’s people by the bridegroom. But in some other is-
lands this customary payment is made only after one year of the
“marriage. This is paid by co-operative borrowing known as ‘Bir’,
It is collected from relatives and friends either in cash or kind
on the condition of repayment to them, free of interest under
similar circumstance.

Divorce

Divorce is quite common. If the husband wants to divorce
bhe has to forfeit all that he gave to the wife. If it is the other
way, he will get back all that he had given to her including
Mahr, clothes and jewellery. There are very few men or women
who have not married or divorced several times. Marriage, divorce
and remarriage are a regular feature in these islands with the
exception of Minicoy.

Minicoy is unique in this respect. Minicoyites are monoga-
mous. Child marriage is not permitted. Divorce is quite uncom-
mon. The Minicoy girls have the right to choose their husbands.
Their communal system affords a good deal of scope for young
men aad women for courting prior to wedding resulting in love-
marriages. Wedding ceremony is comparatively simple. Unlike in
other islands, the bridegroom has to incur all the expenses con-
nected with marriage and reception.

On the night prior to the Nikkah, the bridegroom and the
bride are summoned to the Khatib’s house. The Khatib asks the
bride whether she is prepared to marry the bridegroom and the
former announces her willingness for a fixed amount as Mehr.
Then they sign the marriage register kept by the Khatib. The
Nikkah takes place the next day after evening prayer. The oath

is rendered by the Khatib to the bridegroom, the former holding
the latter’s hand.

The wedding clothes for the bride have to be sent to her
house by the groom on a fixed day prior to ihe marriage. In
addition to the clothes another presentation consisting of two beds,
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two bed sheets, six big pillows, three small pillows, a pair of
door curtains, cosmetics and two sets of night dress one each for
the bridegroom and the bride has also to be sent by him.

One or two days prior to the marriage a few friends of the
bridegroom come to the bride’s house to string the curtains to
the door of the bride’s room. The guests are entertained to tea.
After the curtains are hung they are shoved out of the house
and water js poured on their heads by women for making fun
of them.

A peculiar feature of their custom is the absence of the role
of parents at the marriage ceremony which is performed by the
Khatib. The bridegroom is accompanied by a few friends and the
bride by two or three elderly women. The ceremony is followed
by a small feast or tea party. Then the people disperse and the
groom returns to his house. Afterwards the bride sends a messenger
to bring the bridegroom to her house. The groom becomes a
member of the bride’s house since then.

In Minicoy the Mchr varies according to the caste. The
customary rate is Rs. 100/- for Manikfan, Rs. 50/- for Thackrufan,
Rs. 15/« for Thackru and Rs. 5/- for Raveri. But there is no
objection in giving higher amounts according to the capacity of
the groom.

Apart from Mehr the husband has to make certain customary
contribution to the wife towards maintenance, in all these islands.
It is four bags of rice and 2 complete set of dress per year. But
in Minicoy the annual contribution was not less than Rs. 75/- in
the case of Thackru and Raveri, Rs. 150 for Thackrufan and
Rs. 300 for Manikfan besides 5 sets of dress according to the
old rate, The amount has subsequently been increased many times
in view of the high price of essential commodities. All expenses
of the children are also borne by the father in this island.

In all the islands except Minicoy on the birth of a child, the
father and his relatives are first informed of the event. After bath,
‘bapk® is rendered to the baby by an elderly person. The father
bas to give his wife nearly one bag of rice, 15 bottles of coconut
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oil and 40 fowls on the birth of the first child. This is collected
on ‘Bir’ system. The child is named on the 7th day by the
father or grandfather without any ceremony or feast. The child’s
head is first shaved on the 14th day. This ceremony is celebrated
on a grand scale at the expense of the father. Circumcision is
usually carried out between the of 6 and 10. Some people especi-
ally the poor postponme it till the age of 15. Circumcision is
performed by the “Ossan?®’, when singing and dancing take place.
Festivities including feasts to relatives and friends for 3 to 7 days
are essential for this ceremony. In the case of girls, the ear
boring ceremony is celebrated between the age of 5 and 10. It
is performed by a goldsmith or one of the women with gaiety
and enthusiasm.

In" Minicoy on the date of birth of a child, the father sends
to his wife a small bed with curtains, pillows, necessary dress,
cosmetics etc. for the baby. If it is the first birth, beaten rice
(Aval) and coconut are sent to the houses of the relatives on
the date of delivery itself. Immediately after birth the baby is
bathed and *“bank” rendered to it. The head of the baby is
shaved only after 20 days. The entire expenses connected with
this function known as * Bobylen™ are mainly met by the father.

In Minicoy circumcision is arranged between the age of 5
and 8. Friends and relatives are invited. Circumcision is carried
out in the most hygeinic way by experts. The person who carries
out circumcision is paid from Rs. 35/- to Rs. 60/- according to
the status and capacity of the family. Elaborate fesvivities includ-

ing singing, dancing and feasting follow the function for about
a week.

The ear boring ceremony of girls takes place between the
age of 8 and 9 in this island. It is usvally performed by a
woman generaily known as *‘ Kamphaithorufamiha® who is a
family friend well experienced in ear boring. Sometimes a present
in the form of cloth or money is paid to her. According to
tradition there are no hard and fast rules regarding this payment.
A few friends and relatives are invited for the ceremony. In
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certain cases singing and dancing are also arranged. The ceremony
ends with a simple tea party.

Changing face

Constitution of these long neglected islands into a Union
Territory in 1956 was a gliftering ray of hope for progress and
prosperity. Since then due to implementation of massive develop-
ment programmes, the territory has recorded remarkable progress
in all the spheres of economy especially in the fields of education,
fishing, agriculture, land reforms, co-operation, electrification, public
bealth, transport and communication as a result of which great
changes are taking place in the life and culture of the people of

these islands.
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HEROES OR GODS IN TAMIL SANGAM

M. Sunpar RAJ

" Are we sure that many of the pieces in the Pura-paniyu
(ympmrgr gy), which are now read as being purely historical and
secular in nature do mnot carfy a deeper religious significance?
It may be thought that there can be no doubt about the answer,
but it wounld be worthwhile taking a fresh look.

Let us take a small selection of about 55 pieces which refer
to the so-called Seven Last Vallals, or Minor Chieftains, of the
Sangam age (Smi_crap eudrared),

1. Adiyaman Nedueman Afji. (sBwicsdt @pGwast ogh&)

Of these chieftains Adiyaman is the one who receives the

largest attention, some 17 poems (87-108) being about him alone-

He is described (100) as holding up the sharp, (88) spear
(Gsued) in his hand, with the warriors’ anklets (sweb) on his feet,
and wearing the vetchi (@an”#) and vengai (Geudrms) garlands.
He has curly black flowing hair, fiery eyes and wounds on his
body. We have also a description (103) of the musicians and
devotees who go to him. The women come with drums and.
musical instruments, slung from their shoulders and hanging on
two sides (as from Kavadi, &Teang). They hold in their hands
their begging-bowls (wabremr). Adiyaman is said to fill their
bowls (give them food and drink). at all times, regardless of whe-
ther there is famine or plenty in the jand. Tn 104. his enemies
are not to be misled by his child-like (mild) appearance, for in
_spite of his appearance he could be a terror in the battle-field.
The Poetess Avvaiyar is like a child to him for he showers on her
his grace (y@er) like a father (92). His followers are like children
to him, and he is gentle with them and fierce to his enemies (94).
Sometimes he does pot grant requests quickly (101), but it is cer-
tain he will mest them saoner or later. Qut of compassion for the
suffering in wars, he often hesitates to fight, though there is no

one equal to him in bravery (90).
B-25
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It is useless to expect success by confronting him on the
battle-field (88), which he is always ready to enter (89). A com-
parison is made (95) between the state and condition of his
troops and their equipment, and those of Thogpdaimin (Ggreawweant
wreir). The latter are well-fed and possess beautiful weapons;
Afji’s people, however, with whom he shares his food are starved
and ill-fed, but his Vél (Geassb) is sharp and pointed. People are
advised not to stand against him, but to surrender and pay his
dues (97). The deeds of his fore-fathers are recounted (99).
They offered sacrificial oblations to the Davas and they brought
to ecarth, the rare and difficult-to-obtain sugar-cane (=@iny;) from
the heavens; they established the wheel (g9tf!) (this might mean
Rule or Dharma) in the land. So likewise (gpins) are Adji’s
deeds.

An extra ordinary event is related in 91, where he is said to
have given the life-giving (immortal) fruit, (@mebe®) to the poetess,
Avvaivar. He is described as having the white crescent moon on
his tuft, and the blue-stone string on his throat (like S$iva).
His people drink and create an uproar (iseSesmaisr) (even
as the followers of Siva). (The poem is given in Appendix).

Afji’s liftle son, who is referred to in 100, is described in
greater detail in 96 and 102. Pogettezhini (QurE @ 1faR) is his
son, and the most remarkable things about him are his beauty

with which he destroys (attracts) damsels, and his warlike quali-

ties which destroy his enemies (96). He is available to support

his father’s rule, as the axle base supports the axle {102).

(I do not comment upon poems 87 and 93, even though
their mythological and ritual contents are of very great interest.
It will require a separate paper to examine their significance, and,
in any case, their substance is not of immediate relevance here).

X. Piari. (uadl)

There are 16 poems sung about Pari (W) by Kapilar,
which are numbered 105-120 in the collection (Puja-nanfju by
A. Doraiswami, Kazhagam, Madras, 1947),
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Poems Nos. 109, 110 and 111 are interesting in that there it
is said that Pari will not submit to peocple who came to him in
arms, but only to songsters, dancers etc. Poem No, 109 which is the
most characteristic is given in Appendix. This, as will be readily
appreciated, sounds very much iike the devotional *“ marg” of
the Bhakthi cults. - ¥t is also (i09) that Pari can well live on
bamboo-rice, jack-fruits, roots and honey, the traditional sattvic
food of Sanyisis and Yogis, the first of whom is, of course,
giva, It is significant also that Pari’s abode is said to be on a
mountain which reaches up to the firmament.

Poem No. 106 is also in the Bhakthi mode, in that it com-
pares Pari to God, and says that evea as the latter entertains with
equal warmth the good and bad amongst his followers, symbolised
by the stmssery, (which, incidentally, is the favourite flower of
Siva) so also, Pari will not discriminate against the stupid, rather
than on the cowardly which would normally be deemed as the
relevant degrading characteristics of a warrior. Note also the
deliberate application of the word si_eusr (bound by duty) to Pari
in the last line, contrasting with st-eysir in line 3.

cE

It is said that he would give bits of “parambu” to those
who go to him. If he has no more of this to give, and if his
devotees ask for him, he himself would go to them (106, 108,
110, 111, etc.), and he will also confer on them Aram (31ma),
Dharma or Merit. Parambu is the name of his land, but the
etymology of the word is not clear. It is apparently derived from
the root “ param ” {(umed) in the same way as ‘‘paranthalai”
(b 5%0) meaning the graveyard, which, in Saivitism, is the haunt-
ing ground of the giver of Aram (Knowledge) that is Siva. The
deseription of his abode and personality abound in such matters
which are associated with S$iva, as kolli (@srereft), or faggots
used in the burning ghat, sandal wood (¢} and veigai flowers
(favourites with Siva) are all referred to (106) and he said
to give not only Aram (yrd), but even himself (108). There are
said to be beautiful waterfalls {(#g5=9) in Pari’s land, and blue
fotus in his rivers (105), which are always full, whether there is
rainfall or not. There is nothing of history or warfare in these
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matters, and one has even the feeling that Pari is another name
for Siva as known in later times.

On the other hand, the moaning dirges over the death of Pari
and the sad fate that has over_taken his land and his daughters
(112 to 120) have, on first reading, some realistic touch, and might
well refer to historical facts. If so, it may appear difficult to
reconcile such elements with the theory of a deified Pari. There
is, however, the possibility that these apparent historical events
(113 to 120) are really symbolic, and that there is a covert Saivite
mythology which is hidden in them. In any case the events des-

cribed have little bistorical value, and the basic event related, even
if factual, is very simple.

1. Xiari. (oZvwuessdst Goupysesd)

Kari is invariably referred to as a hill-man * wvwsir > a
term which, in Tami}] religious literature, is specially applicable to
Siva and his various forms. It is possible, therefore, that the
epithet “* of the holy tuft” (&Hwmapy), often applied to Kari, and
generally considered to refer to his royal status, could well refre
to the unruly and holy tuft of Shiva.

In poem No. 122 (Appendix), which is about Kari, each one
of the lines requires careful examination to bring out the deeper
meaning of what on the face of it appears to be plain matter~
of-fact descriptions. It is said that neither the sea nor enemies
can take his land (line 1). Reading this together with (lines 2-3)
the statement that it belongs to  priests” (ybgewri), it could
only mean that it is holy land. Xari himself is said to wear the
warrior’s anklet, and to be well-Versed in the (warriors’) dance
(ine 2). The gifts that three kings (Gaubgmi), which is a term
applied in religious literature to the three Gods (éaﬁ, DT eiT,
jwissr}, bring to him singing his “praises (lines 4-7) belong to his
devotees. His wife who is seated (?) on his shouider, and is said
to speak sweetly, is compared to the star Arundhati (Ardra Bahu)
(which is, in mythology, on the right arm of Siva) (lines 8-9).
He has nothing which can be called his own except his wife (line
10); he is so poor and yet so wealthy and proud (line 11).
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It is difficult to find a satisfactory interpretation for poem
No. 121. Plainly the poet wants the patron, Kari, to discriminate
in favour of poets while bestowing his gifts, but the spirit of the
poem is contradictory to the general sentiment of praise for
universal liberality of rulers. If, however, the poet’s intention is
to address the divine, not only does the reference to people,
“ coming from all four directions”, but also the complaint about
the indiscriminate generosity of the giver, take meaning. The
appeal that the poets, that is, the “knowers” (ysveui) (here one
well-equipped with knowledge) be specially favoured becomes undes-
standable, and a hint of sectarianism can even be felt in the poem,
as if preference should be given to “the believers >’ “the true

devotees *’.

In poem No. 123, Kari is said to be unlike other chieftains
whose generosity arises under the influence of drink, and his gifts
are bestowed from a free and bountiful heart. A similar sentiment
appears in piece No. 124, where the seeker is told that it is mot
necessary to observe omens and auspicious time for seeking Kari’s
aid. Even harsh words will not deprive the supplicant of his
generosity. Here the “hill-man ™ is said to reside in high moun-
tains, where water-falls (sj@5a®) abound.

The poet, in 125, (reproduced in Appendix), says that to him
is attributable both the success of the victors who has his support,
and the defeat of the vanquished, who do not have. Pari here is
referred to as “ The One” (@@ Bwrudswr). It is interesting also
to note that Kari is called *°eusbGeausd ™ (powerful spear, it may
also refer to Siva’s trisul), a term specially rteserved for Ori.
Kari is described as ° wearing anklets and coming with beautiful
measured steps  (that is dancing), and tbe deliberate use of the
words © Goaug ’’, ¢ sreTeuTyp >’ etc., are very significant. In lines
1 to 4 of this poem we find the poets eating fatty meat and
drinking toddy in vessels called ‘“webtemi.”, or skull, which is a
favourite vessel of Siva. Kari is also said to drink the ** &sir »* (toddy).

I rteproduce poem No. 126 also in the Appendix as it is
equally interesting, for, some of the landscape descriptions are not
only very beautiful postry, but are also very significant for our
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purpose. Lines 6 to 8 may be translated as “ O Lord of Mul]lfr,
in whose beautiful forests the night comes to rest (so dark and
dense are the trees) and the water-falls sound like drums beating,
etc.”. We may here speculate on the word ‘“ apsireomir > as perhaps
describing a thorny land (as would be Siva’s territory), or as
referring to his weapon, the pointed Trisul, These words could
well fit Siva, and then the previous line (4) would suggest that
the qualities of Siva are now being assigned to Kari, a mythical
descent from the God being assigned to him. In line 11, the poey
is described as “ yweT B DO Db HEDOTET 7 (= LeudT Hyupsa DD
Ibswoerear). Here et obviously refers not only to mere
knowledge but also to the senses, and the poet is said to be,.
therefore, free from the control of the 'senses, a quality more to
be expected in a Saiva saint, than a courtier flattering a chieftain.
IV. Ay. (Qoust opu1 )&wiygsin)

Poem 128 (reproduced in Appendix) purports to describe the
land of Ay. ‘““Right in the meeting place (warmib) of his city
" which is on the Podiyil (hill), there is a big Jackfruit free where
monkeys dwell. From-its branches are suspended drums hung by
people who come to receive his gifts, and these drums are mis-
taken for the jack-fruit, and so are beaten, (thus the drum-beat
is continuously heard in his land). This in turn makes the swan
rise up and ‘gives its call. In the midst of this, Ay dances
wearing the warrior’s anklets (leg ornament) (spsd). This city, it
is said, cannot be reached by kings and chieftains, but can be
reached only by ome Chet, «92¢8) who goes there to dance”.
Quite obviously the last lines refer to Parvathi, and the whole
verse is a description of Siva and His Abode. It may be re-
cajled that in Hindu Mythology, the hill * Podiyil > acts as a
counter-weight to the Himalayas where Siva is seated, and by
implication it is also Siva’s abode. The commentator finds an
etymology for “ syawy geir ”° (Agdiran) in “ gybfger »° (Andhiran)
that is, a man from “ Andhradésa’. But perhaps a better deri-
vation would be from ““ <ot (Apdl), a common appellation
for Siva. “ & ® * (Apdu) meaning ‘‘to take refuge >* could, if

acceptable, also provides a better etymology (<uew @4 Byer or
one who give refuge).
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In verse 127, Ay is said to have given away everythfng to
his followers, thus making his country very poor, unlik the lands
of those who enjoy without sharing their food with others.

The three poems, 129 to 131, describe Ay’s dress, habits, etc.
He is drunk and dances the Kuravai dance, near the Vaigai
tree (Siva’s favourite), on a hill near the small huts of poor
hunters (129), where there are plenty of jack-fruit trees, and
elephbants (129). He wears a garland made ef shining beads
(afernu@wenft  Vijadngumani). (afermig Vilangu) means also ““to
know ”, and the beads could well refer to the Rudraksha, the
bead of knowledge (130). The garland is also said to be of
flowers from the ““ouemiyp’ tree (a kind of gamboge tree) (131).
There are plenty of elephants on this hill of Ay, which is so
high as to reach to the clouds (131).

Poem No. 132 (reproduced in Appendix) is a very significant
one. It says, “I thought of him (that is, I came to him in my
difficulties) last, whom I should have thought of (that is, come
to) first. May I suffer for this shortcoming! May my tongue be
cut (for praising others and forgetting him)! As I have listened
to others being praised and not him, may my ears become choked
(plugged) like old disused wells! Here in bis land lives deer, feast-
ing on fragrant grass, in the midst of streams in which the blue
water-lily blooms, and in the shade of fragrant trees, with his
female deer. This is the hill which looks northward to the
Himalayas, and if these two were not there, the whole world will
be destroyed >. That there is a veiled reference to Siva in ““the
deer ” will be quite easily seen.

“To see Ay, you must go to him, singing and dancing the
peacock dance” (133). *‘ He gives gifts freely, and not like a mer.
chant, expecting a return in the next birth ” (134),

Poem 135 describes his abode, and the poet’s longing for him.
Tigers and elephants abound in his forest, and the weary path to
his abode is narrow and passes through mountain cliffs. The poet
has come alone (his wife is coming behind) not for gifts, but to
s¢o one who is the subject of so much praise, and who is soughg
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by so many. Another poet, however, in the next poem (136),
describes bis poverty and wants in the most pitiable terms and
begs for, sustenance. His description of the difficulties in the
approach to Ay’s abode is, however, the same,

V. Ori. (@@Gerd)

A very interesting poem No. 152 is dedicated to Ori, of the
mighty arrow. A single arrow of his is said to have pierced in
turn five animals, viz., an elephant, a tiger, a deer, a pig and a
big lizard. The first three it will be noticed are animals whose
skin serve Siva in various ways; the pig and lizard are favourites
of the Kuravars amongst whom ¥He is said to live. This arrow
is said to De an ecxcellent and famous one belonging to a great
hunter, who hunts not for profit by trade, being himself very rich.
(Would it be too daring to treat this myth of five animals as a
veiled zcference to the five letters, the Pafichakshara, arranged in
a line as by an arrow). His broad chest is smeared with sandal
paste, and he is the lord of the hiils which has plenty of fruits
and water-falls. The poet and his female companion sing to him
on the lute (wiryp) with drums and cymbals. Caliing on him by
his name, which is *Ko > (@&sm) (God-King) (compare the call of
“ GOVINDA” by Vaisnavite pilgrims to-day) they go daily to
him who has no peer as hunter. They receive plenty of rich meaty
venison food, and drinks, as also gifts of neck-wear made of gold
and beads. He is the lord of high mountains called Kolli
(@anebed), which is full of caves and caverns (152). Similar details
of these matters are to be found further in poem No. 153,

Here
" we find among ofher things the blue lotus in Ori’s land.

Vi. Pekan., (maurdsGsrmiGu@mrCGusdr)

Pekan (Guselr) is said (141) to give valuable gifis (142), and
appease the hunger of the music troupes out of pure compassion,
and not for the sake of recompense in the next birth. Here is
mentioned the famous incident of Pgkan having placed a covering
over the peacock. The word used is “padam® (u.mid) which
means both “a simple covering” (£&v), but connects also **a
large banmer . The line (11) which reads as:

LT 9)EUNGHED Gh B STt FHmm
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aad on re-casting as  w _TbEEDEESE® FH5s0kGsT 7, is trans-
lated as ‘““he who gave the covering to the peacock”. It may
also, however, be rendered as *he who gave shelter to the pea-
cock ”, or more freely as ‘“he who took the peacock uander (or
on) his banqer 2 all of which would point to Pékan as Muruga.

In poem No. 143, it is mentioned that Pakan’s wife, Kannagi
was abandoned by him. At the same time, his gifts are said to
be inoumberable, and his abode is said to be a small town set
on the top of a hill abounding in water-falls. The first few lines
refer to the Kuravar's paja for rain, and we are left with the
feeling that the rains came by Pzkan’s grace. The story of Kap-
pagi’s estrangement is continued in poem Wo. 144, and his new
love is said to be like one from amongst the musical troupe.
{The close resemblance between this and the story of Muruga
raking for second wife Valli, of the Kuravar community, may be

seen).

Refetring to the grace (-y@psir) exhibition by Pékan in the
peacock incident, the musician (devotee) beseeches him (145) to
do justice (srpbun_ris2mwGw), and take back Kangagi. This, he
says, is his only prayer.

In poem Nos. 146 and 147, these matters are further developed,
and details of Pekan’s dress, bearing, abode, etc., are added as
also about the musicians and songsters. The latter come with small
lutes, singing melodious tunes, by paths leading over many hills,
where there are many water-falls, and where the rain drops
lila_ke sweet music.

Nalli (&7 10585 r QL Ksiiaf)

The Seven Last Chieftains (of the Sadgam) (s ogp
sucirars) are listed in poem 158 (by Perafichittanar) as (1) Pari,
(2) Ori, (3) Malaiman (Kari), (4) Adiyaman, (5) Pgkan, (6) Ay
and (7) Nalli. This last chieftain is celebrated in these poems
{148-150), where he is treated in most general terms. Nalli lives
on the top of a high mountain with roaring waterfalls, and gives
bounteous gifts (148). His generosity in food and drinks has
confused the musicians, and made them forget the proper time

B-26
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assigned to the various melodies {149). Poem No. 150 describes
an incident when Nalli appears, while on his deer-hunting rounds,
one day, with blood-stained anklets (speb) on his feet before a
group of tired, hungry aud poverty-stricken musicians resting on
the way-side. Having cooked some venison food, he offers it to
them. Then he quietly disappears without revealing his name and
country to the now curious mausicians, who now learn from other
way-farers that he is the guardian of the high mountains (weshl
w&v mrLer meirefl jeuer), and of the neighbouring hills where
the waters run crystal-clear. The plot and whole atmosphere of
this poem is suggestive of those stories which pilgrims love to
relate about their favourite saint or God.

Review

The need for keeping this article as brief as possible made
me select this compact group 55 poems where common theme and
strain can be presented. The fact that the personalities dealt with
are from the earliest times brought together in the legend of
the Seven Last Chieftains of the Safigam gives them a much-
needed compactness and cohesion. But the real fact is that there
is little to differentiate between poems dealing with tbese **chief-
tains”® and those concerning other ‘ minor chieftains®> such as
Kumanan, Yénadi Thiruki}li, Pittankotran, and so on. The distinc-~
tion is obviously purely conventional (the convention of choosing
the number seven will be examined in a separate article). But
there is one poem (No. 139) about Nafdjil Valluvan (mresdlsd
susir@pousst) which holds matters so relevant to the subject under
discussion that I cannot help covering it also. It is orly the
first 8 lines which are of relevance here:

¢ Hauuuph s LieosTws
HAsLCoor G LishaNorr gH(HBip
Sy au@hsS Gy G g S
o HiIGH af paumGw
aripger Gauem gy
Gt 1sa B mer Quodisn. micsh
L TLL LS wjgCeunr i umms
2 _uinrdlanious qgramn@é’,ﬁ:@uﬂ@g”
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This may be read as:

@orarau@rii. L aplle smZmnupd srafuy Hdourws wulay
wyemL_its e BETCWTEED g euphs @EEDIUTIp S o Pt BsTig.
Cureyis GooL uiarwmiw o pelluumd Heui ; Qurul QordBeussr
Gous @FTsogGeusir; yDRGsTLrs GuwhHBsrSmueme.ius ueSiGuiri
wrPicrCornGear . ...........

Translated this would mean: “O Lord of the high if (im-
movable or unploughed) hills called Naidjil, descendant of him
who never fled from the battle-field, I address you on behalf of
those who come behind me, and hence I speak the truth., They
come with lacerated wounds on their neck and shoulders climb-
ing long distances with great difficulty, childern with scarce any
hair (bald, Clean-Shaven) on their head, and young women with
dainty waist .

Such seenes are seen even to-day of the pilgrims climbing the
hill-shrines, such as Palani, the heads of children being clean-
shaven in fulfilment of vows. The wounds on the shoulders and
neck (line 1) could omnly come from carrying hard loads, such as
the Kavadi of today (srmauy), on the long rough climb up. In
passing, attention may be drawn to line 7, which agrees almost
verbatim with line 4 of poem No. 126 (quoted earlier), addressed
to Kari, even though the poets are different, the composer of
the first being called “ @@dlomis Guflwign® > and of the Iatter
“ wr@mEss g BLLISSOWTT "

Preliminary to drawing any general conclusions, the importémﬁ
features of the poems studied here may perhaps first be listed.

First, in regard to their value as historical materials, there
is very little that could serve the purpose. There are no doubt
names of the * chieftains”, and of places whose geographical
location could be placed with some plausibility, but the persona-
lity, dress and habits of the chiefs and their people, and the
nature of their territory are described in very general and stereo-
typed terms. Some of the phrases, words and poetic imagery
fepeat themselves, indicating their conventional nature. The lack
of distinct individual {raits seem to indjcate that they are all
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based on one single model. The misfortune of Pari’s daughters
may perhaps be deemed to be an exception, but even here there
is so little concrete details available that a suspicion arises that
it is a myth. The exact nature of such a myth and its context
in Hindu mythological systems can only be established by a
separate study, which would take into account other mytho-

logical material, of which there is much in this compilation of
poems.

There is much description of songsters, dancers and musical
troupes (urewwid. e meflwi). Their relatiomship with their patrons is
that of devotees rather than that of followers.

In this connection it would be relevant to refer to the
account given by Megasthenes (the Greek Ambassador to India
C. 300 B.C.), and quoted by the Roman writer Arrian in his
“Indica> of some religious activities, which are thought to be
the earliest descriptions of Bhakthi cults in India.

Arrian says, ““......... and that the Indians worship other
gods, and Dionysus himself in particular with cymbals and drums,
because he so taught them; and that he also taught them the
Satyric dance, or, as the Greeks call it, the Kordax; and that
be instructed the Indians grow lopg in honour of the God, and
to wear the turban; and that even up to the time of Alexander
‘the Indians were marshalled for battle to the sound of cymbals
and drums” (p. 221 “Classical Recounts of India® by R. C.
Majumdar (Firm K. L. Mukhopadhyay, Calcutta, 1960).

The similarity between this and the practices mentioned in
the Pura-naniiru cannot be missed.

The deity concerned in the Bachanalian scenes of Megas-
thanes cannot be definitely established (though much speculation
exists thereon), but there can be no such difficulty in identifying
the deity of these poems. It is undoubtedly Siva, Who but He
can have the blue-throat (which is also the same thing as blue
ornaments on the throat), the spear in hand, the waxing moon
on the head, the hair-style, the addiction to the véngai (Ceumiens),
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and the anklets? Who but He can be the hunter of deer,
living in remote forests and on hill-tops abounding in water-falls ?
It is Siva who loves his dance and eats from the skull bowl
It is Siva, the medicine-man, who gives the immortal goose-
berry and who bestows grace (wy@er) on his devotees. He s
available to poor songsters, dancers, and musicians, and not to
warriors and kings, even though He himself is the undefeated Lord
of Wars. To His devotees He gives not only earthly gifts but
even Himself, and He has a son, young and beautiful, himself
a warrior of no mean ability.

Conclusion

We are, therefore, led to the conclusion that these so-called
Seven Last Chieftains of Safgam are really various manifestations
of Siva not exactly Siva as we know him to-day, but One as
known to that age, when many of the qualities had not, as in
later times, been separated from him and bestowed on His son,
Muruga, and also when philosophy and metaphysics had not
bestowed on His new attribution.

One thing, however, is very clear that these poems reveal
the existence of Bhakthi cults in Tamil Nadu at the very earliest
times. The fact that the mode and style of worship- should bear
such a close similarity to Greek accounts of the 3rd Century
B.C. may prove to be useful data. Further and more detailed
researches may help to date the period of these poems and it
may even prove possible to find in the Colas, Céras and Pagpdyas
of these poems, thc rulers of those names referred to by Ascka
in his edicts, if a satisfactory explanation could be found for
the evidence which seems to point to a contradictory conclusion.

I would not like it to be thought that I am denying in toto
the historical existence of these chieftains. It is possible that
they did in reality exist, but if so, the poet and devotee has
combined his art with that of the courtier in skilfully weaving
into his -praise of his liege-lord attributes of divinity. Whether a
warrior chieftain would be pleased if his praises are limited to
these matters is, of course, another matter.
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But these are only preliminary conclusions which require much
more analysis of the literature before they can be treated as
final. A detailed comparative study of the mythology, and religious
symbolism, as well as a careful examination from the angle of
Linguistics of the whole literature is called for. It is possiblel
that such a study might even find in these poem a cultura
connection with the beginnings of the Tamil Saiva Siddhantism,
and Tirumalar’s Tirumandiram.

APPENDIX
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LIoUST SjIp&hS DD oibsE@DeT ST,
Pobg Qo wrissl @ Bofl B ar &sir o,
g @ens Bbsl umy e T <D & D E\®ir sttt (B
Herid 1@ BTEWT  uTSTCUGT (i SL_sb,
GuTevd @ mrauTt @iliguws syl suLfl,
Ao seud Godrsmeor & o %uw Guib Y-
Bsramw gurius, @as sy cubg, Her
UGBTI lesT @ 51 B d Hee b, wrGuw—apadr sTu o ay
2oey Tl e__@:_ﬁ)sir Pro sTuph g Suitbus,
BTV wiT BTGB Beurb & ST S5 @i,
(BEH Wb SHSUIS FTHE), BAT QD
BN @05 GsantS STHISD
Quictar T Bjp L ey BrE EpGeurGur'l
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REPORTS OF SEMINARS

The Institute of Traditional Cultutes held a Seminar at 4 p.m.
on 4th September, 1974 in Room No. 48 of the University Depqﬁ-
mental Building on “ Ancient Tamil Music” Ied by Dr. Selvi
L. Isaac, Head ot the Department ‘of Indian Music, Madras
University. The following is a Report of the Proceedings of this

seminar.
Present

Dr. Smt. Afamelu Govindarajan, M. Litt, Ph. D., Depart-
" ment of Music (Research Section), Kalakshatra, Adyar,

in the Chair.

Dr. Selvi L. Isaac, M. A,, Ph. D.;, Head of the Department
of Music - Leader.

There was an audience of 62 persons.

In the absence of the Director of the Imstitute, Dr. K. K.
Pillay, Dr. Smt. Alamelu Govindarajan presided, introduced the
Leader and requested her to lead the seminar.

Dr. Selvi Isaac then read out her leading speech.

I am, grateful to Dr. K, K. Pillai the Director of the Insti-
_tute of Traditional Cultures for giving me this opportunity to
Jead this seminar and place before you the following facts about
Ancient Tamil Music. I also thank Dsr. Mrs. Govindarajan for
consenting to take the chair and for the nice things she said
about me.

From very ancient times music has occupied a very elevated
_place in the lives of the people. Great poets have sung its praises
and kings have patronised and bountifully rewarded eminent musi-
cians. It is universal and its power and its greatness can never
be fully assessed. To us in India it represents God and many
great men have attained bliss by worship of sound or nada.
While outside Tamilnddu—specially in the north—music weat through
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many vissicitudes due to various invasions, in the South, protec.
ted by the natural barriers of the Vindhyas and Satpuras, music
continued to grow in its pristine purity. The Tamil people gave
the central place in their culture i.e., Tyal, Isai and Natakam, to
Isai or music, as the other two could shine only when accompa-
pvied by music. The greatness and power of music can be gauged
from the taming of the mad elephant by Udayapan playing on
the yal and the Asunama being captured by playing music to it.
To fully appreciate the music of the Tamil people, we should
know something of their time, language, history and society.

The date of the third Tamil Safigam has been fixed at the
2nd Century through the researches of scholars like Bishop Cald-
well, Dr. Kanakasabai Pillai, L. D. Swamikannu Pillai, Venkayya,
Raghava Iyyapgar, Dr. Asokiasami, Vyapuri Pillai and Dr.
K. K. Pillai. The foreign travellers and writers of the 1st and 2nd
century, like Strabo, Pliny, Ptolemy and the work Periplus Maris
Erythraci also furnish us with reliable data for fixing the age of
Tami] literature. Sedgutfuvan’s campaign to the north also tock
place in the 2nd centilry, as, we are told in the Silappadikaram
that many kings of the north ranged themselves against him. Hence
the Sadgam age can be fixed at 3rd century’ A. D. as not only
Silappadikdram, but also almost all the- works of the period des-
cribe Sedguftuvan as a contemporary.

This conclusion is strengthened by the fact that when Sedgui-
tuvan built a temple for Kagnagi, and made grants of land and
arranged for daily puja to be performed, Gajabihu the King of
8ti Latika who ruled between 171-193 A.D. and other kings prayed
in the temple along with him. According to Pattupat{u Sedguttu-
van ruled for fifty five years, roughly between 170 and 226 A. D.
Hence we can conclude chronologically and historically that no poet
of the Sadgam age could have lived earlier than the 2nd century
A. D. Further evidence of the age of the last Sangam comes from
the study of stars by astrologers. According the position of the
stars Kanpagi burnt Madurai on Adi Friday, Bhavani Kritigai which
is equivalent to some where between 100 and 198 A. D. Having
fixed the time of the Safigam let us now go into the subject propet.
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From a study of the works of the Sadgam period it is evident
that music played a very important part in the daily life of the
people. Encouraged and patronised by the kings and chieftains,
poets and musicians brought forth poetical and mausical works of
high quality in great numbers. Mr. Sesha Iyer in his book * The
Chéra kings of the Saigam period’” says that *“‘those kings liberally
patronised poetry and song and were easily accessible to poets and
singers of both sexes of all classes and creeds and they were
all munificently rewarded without any distinction.” Music was
patronised not only in courts, but also in urban life. Poets and
bards going from one court to another with their instruments in
their bags, in the hope of obtaining the favours of the king was
a common sight in Tamilnadu.

Music was held in high esteem in those days. It is from the
works of the last Sadigam that we are able to gather much material
regarding the music and musical instruments of the Tamil people.
There are Teferences to works on mausic like Mutunarai, Muthu-

- kuruku, Sikapndiyar, Isai nupukkam, C:'i_rrisai, Périsai and Padcha-
bharatiyam in the Tami)l literature of the period. These works are
believed to have been lost in the great deluge which destroyed
Tenmadurai, Kapadapuram and Kavirippimpattinam. What little
we know of the music of the early Tamils is gathered from the
works of the third Safngam such as Pattuppapiu, Etputtogai, Agam,
Narripai, Kuruntogai, Paripadal, and Teévaram, Divyaprabandam,
Tiruvilaiyadalpurapam and above all, the Silappadikdram. The last
. mentioned work, though it relates the story of the anklet, is
also considered to be a text book on music, because it \givcs us
a clear picture of the art, as it was practised in the Ist and
2nd centuries i.e. the last Safdgam.

About 1800 years ago, for more than four huandred years,
Iyal, Isai and Natakam, together known as Muttamil was in the
beight of its glory. Lanpgunage was divided into poetry, music
and drama and the munificence of kings and genius of poets and
musicians developed and perfected them. When Iyal Tamil was
sung to music, it came to be called pun. Though the term

‘pup’® usually denoted riga, it was also attributed to poems
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sung to music. Pugps combined with abhinaya or actions came to
be called Nitakam. Since music was loved and practised in all
parts of the country, undoubtedly the people would have been
highly cultared. We are told that they sang 12000 pugs played
on the Yals having 1000, 100, 27 and 17 strings.

The power of music can never be over-estimated. Sambandar
calls it * wsmsupwedupt 17 ® ", The reference to Ravapa singing
the Irangar pup when caught under the Kailas mountain, Anaya-
nayanar and his divine flute play, Tiruneelakagta Nayanar and
his yal play, Banabadrar and his music, the Tevarakaras and
the miracles they performed are sufficient evidence of the fact
that music was held in high esteem by the ancient Tamils.

Srutis and Svaras

Music in all its varied aspects developed in Tamil Nadu from
very ancient times. Srutis, Svaras, Ragas, T3alas, musical instru-
ments and compositions ate the important concepts of music and
they all find elaborate treatment in Tamil works, especially the
Silappadikaram It was an accepted fact that there are twenty
two srutis as seen from the following lines in Aggiar Kuravai. -

“ESTODISsh BT @G LT aper Byt Tde
GO uITaeny uSerimm eir (& — aflem Fusr
aflerr fl s1 esflelr  apetT Bln B (D BTTCGwars Qo sir @
&arfI@Fi ety ggpy o *’

The srutis alioted to the seven svaras gives us the total of
twenty two. Sruti is the smallest audible difference in pitch that
could be clearly distinguished by the human ear. It

is also
sometimes referred to as “wmbmy' patru.

The twenty two srutis were distributed among the seven svaras
which were known as Isai. The term svara does not occur in
any of the Safgam works. Kalladanar says B0 63T e WL L IEHD
Fiflmsuyb ” i.e. they are the fruit of the four vedes. Sometimes
svaras are referred to as ° Narambu . Narambu usually stands
for the string of the yal, but since the seven strings of the
common yal are tuned to the seven svaras, they too came to
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be called narambu. The seven svaras were named kural, tuttam,
kaikilai, wlai, ili, vilari and taram.

[ oLpsdLppuns &FHLISs0
o ABeruyenipulefl aller fl oy Gwsor
o Heh L BB PD Cousvrigt GusBr? gsflunr sgenas 88-40

We find these names given in Pidgala Nigandu and Chéndan
Divakaram also. Another set of names given to the svaras is
found in the same Aggiyar Kuravai where seven shepherd girls
named after the seven svaras stand in a circle and dance to
entertain Kappagi. Here Kural jis Mayavan or Krishna, Tuttam js
Pinnai his beloved Vellayiyavan in pangama and Taram is Mundéi
the brother of Krishna. The other three notes Kaikilai, Ulai
and Vilari did not have other names. These seven svaras were
indicated by the long vowels.

by F, £, oF, T, @, W BABaIaps it Tiflans s &iflus
says Chendan Divakaram. Adiyarku-nallar says that the twelve
svarastanas were placed under the twelve constellations, starting
with Taurus. The seven notes of the basic scale, beginning with
pa or ili come under Taurus, Cancer, Leo, Libra, Sagittarius,
Agquarius and Pisces.

As in the case of the music practiéed out side Tamilnady
found in Sanskrit treatises, every pun has four kinds of noteé.
namely, igai, Kilai, Pakai and Natpu. ’

“ SO HEw Lema mUGUST PiBOTere
afansr yooni @ 5mM%0 aus Gnredd”

i.e. the pup should be played with due attention to these notes.
Ipai means pair or that which unites. It unites the other nt;tea
and is the basis on which the other notes of the pun are calcu-
lated. Kilai is the fifth note which supports the ipai and Pproduces
a melodious effect.

&% o1 LB su g S8 dSiinnus
GSrBouferAiBw Sissd aford sosslar
STRTeub B & Cweiry®

Silap 1 8. 33-34,
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The five svaras, kura}, i}i, tuttam, vilari, kaikijai are said to be
kilai i.e. yili is the kilai of kural, tuttam of i]i, vilari of tuttam
and kaikilai of vilari. These are the first five notes obtained by
the Kural-ili relationship or the shadja-pafigama bhava and is the
mothana riga.

Pakai as the name indicates is the enemy or the discordant
note, which should be avoided while singing a pup, as it tends
to deviate from the real bhiava of the raga. The third and the
sixth notes are pakai. Natpu is the friend—a note of lesser status,
but important nevertheless. These four svaras are equivalent to
vadi, samvadi, vivadi and anuvadi mentioned in Bharata’s Natya
Sdastra and other lakshana grantas. These four played a signi-
ficant role in exposing the svarupa of a pup, ipai by its uniting
nature, kilai by its co-operation, natpu by following the other
two and pahai by its absence or by its judicious use.

Pingala Nigapdu and Chéndan Divakaram, also give us a
fund of interesting details regarding svaras. The seven jisai are
produced by the beetle, parrot, horse, elephant, cukoo, cow
and goat and in human beings they emanate from the chest,
throat, tongue, palate, head, forehead and nose. The fragrance
attributed to them, their flavour and the Gods patronising them
are also enumerated. Similar details like these we find in Narada
Siksha also.

The stZyis were known as Eyakku (@wéw), Tannilai (srer
B1%v) or tanam. Three stayis or té&nam are mentioned with
different names in different works. In Aranggryukatai of Silappadi-
k@ram they are given as valivu, melivu and saman. (aran: L. 93).
They are also termed eduttal, paduttal and nalital. Pingala
Nigapdu calls them talai, idai and kag¢ai (p-27). Adiyarkunallar
names them °**wmBsTéswedr .  All these names stand for tara,
madhya and mandra stayis. In Tolk@ppiyam (Kalaviyakkam-78)
the upward and downward movements of notes are called selavu
and varavu i.e. going and coming. In Perigpurapam, Anaya-
na@yanarpurapam, it is said that he played the flute with the
knowledge of #&rosai and amardsai which are same as arohana
and avarohana,
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The ancient Tamils also derived the svaras and pups by the
Kural-iji bhdva also known as Cycle of fifths or shadja paficama
bhava. Pingala Nigapdu says,

“ BT S BI@BOPUID APFOLPUNL ST SUM
&y guefiofluj, (Sefluj 8 50pd
S5 55 sieir aflerflayb, afarflufl enasABorupid
SpL I me i @S Geussr®

ie. from taram, B6lai, from @lai, kural, from kural ili, from ili
tattam, from tuttam vilari and from vilari kaikilai. Al these
pairs have the kural-ili relationship. What is this relationship?
Speaking of the flute master, in Arangétrukdtai, llaigo Adikal

says,

o ppiur @yedefl ereit ;1 @ mmy b Aesy
PLILIGBsL. @b oW Faleoresr gpH (59-60)

that, it is the consonance produced by sounding kural and ili
(sa and :pa) together. Ili is also referred to as ‘e’
Ilafigo Adigal .says < suslraorcnl e wrpGwed mewSsTmiE
i.e. he placed the colourful pattadali or ili note on the y&l or in
other words, puns were played on the yal through the kuralili
bhava. Even tuning‘ the val was done by placking these two
strings together to produce a pleasing effect. This may be the
origin of the practise of tuning instruments to these two basic

notes.

Ragas-Puns

The raga concept is the glory of Indian music. It forms
the basis of all melody in India. Musical compositions are
concrete delineations of the abstract ragas and hence their special
value. In ancient Tamil music ragas were known as pups. There
can be no music without the pun, for it is this that glorifies Tami]
music. Isaipa and Iyalpa are two forms of poetry, but their
difference lies in the fact that the first can be sung only by
those who bave a knowledge of puns, while the second can be
studied and recited by anycne. The Silappadikdram arumpada
wrai tells us how puns are formed.

B-28
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“ wesr mucehasir wso G siy. w guewarysorB
WT M FTTEVHEY TRIGIOGET SSUITTHGWD uanasGUIGLITSHT
apsST T Gureng LISVTS (pEd St Boumul GQuired Ui g,O Hearer
Qouait @Iflens uariS g Uy Emwr M Qg6 Bumsy®

Just as bees collect honey from various flowers, so also the

singer selects notes which combine together beautifully,

and
creates puns.

Pup is a general term denoting riga. It also stands for a
musical mode with seven svaras and is the sampirna raga of
the present day. Pirgala Nigapndu and Divakaram define it as
follows. “dlemibs mricy Asphbs vaT@amarorg ” and “HReam
sy H8m s Qawearur@th.” A pun has seven svaras. A tiram
is a raga where all the seven svaras will not be present * @ mibas
®Brby HoGicard Gsisres ” and “Gapbs BrudHGm £ meloerd
1tXpBw . The term pup also stands for meéla from which
tirams or janyas are derived. Shadava, audava and Svarantara
rdgas are known as Punniyaltiram, Tiram, and Tirattiram. These
are scales with six, five and four notes. The same classification
is seen in the music outside Tamijnddu also. Bharata is the
earliest writer to mention shidava and audava scales.

It is an interesting fact that the people of Tamilnidu had
recognised the value and logic of classifying rdgas into genus
and specie, something which is seen in Sanskrit works only
after the 12th century and even then the sampiirna character of
tagas was not envisaged. In Tamilnadu the concept of Samptr-
natva of parent rigas was recognised long before it was in the
music of India in the 18th century. Even Vedkatamakhi who
formulated the méeiakarta scheme names Bhapala as the 8th mela,
a raga which does not have the seven svaras

even when the
arohana and avarschana are taken together.

The seven svaras kural, tuttam, kaikilai, Ulai, i]i Vilari and

téiram had a certain number of srutis alloted to them in the
fundamental scale-Vattappalai.
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Pingala nigapdu says:

“mrsTEmray aparay yan®
®TGST apest gy By sdor B
G&GT (PpSo0TSH Fn m) Gosires’*

kulal, tuttam and ili bave four srutis each, kaikilai and vilari
three each and wulai and taram two each. Bharata says—

<gY 9gY IgY N4 TESHEAT G=A |
¥ fng meak B R Yaa

Chatush Chatush Chatush Chaiva Shadja Madyama Pafichamal
Dai Dai Nishada Gandhara Trisri Rishaba Daivatal|

allotting three srutis each to sa, ma and pa, three each to ri and
da and two each to ga and ni, deriving the shadja grama which
with slight adjustments is almost equivalent to our Kharahara-
priva the suddha scale of Sanskrit works. The arrangement 4, 4,
3,2, 4, 3,2, gives us the suddha scale of Tami] music which is
Harikambhoji or Vattappilai. Adiyarkunallar mentions four puns
or palai namely, Ayappilai, Caturappalai, Tirikonappalai. and
Vattappalai, the last one being the most important. How these
are derived is not explained.

Ragas or Pans

In Aggiarkuravai, Adiyarkunallar, diagramatically demonstrates
the Vattappalai. A circle, a span in diameter is taken and divi-
ded into four parts according to the four directions and these
are again divided into three each and the twelve parts are alloted
to the twelve constellations. The twelve svarastinas are placed
;mder these. The seven svaras commencing from Kural will come
under Libra, Sagittarius, Acquarius, Pisces, Taurus, Cancer and
Leo. This is Vattappalai our Harikambhoji.

From Vattappalai four pups are born. These are Palaiyia],
Kurinji yal. Marutays]l and Neital yal. Neital yal is called
Tiranil yal (Pmeficd wrp) as it cannot be sung due to dissonant

intervals.
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ST S SIPBSTEr M L1w SvInr p— BT (ST

Qevryn apemm CsTarm @ DerAwTip—Culy

Pefl wrdip Cardrw w®swrp— gidsblefud b

mEHe GQbulseSwirp’’
Apart from these big puns or ‘m7THGListaus’® or big puns another
set of seven pups are derived from Vattappalai by the process
of the modal shift of tonic.

“C@EIsL raundls Qsibirdv, SiGsh GUTELD LG TS
msa5A%r @78 QaianflUurSy, & @ p@rardlsd oy mouru
Bef@rsurdled Camig Luardv, aflsrfl@groon #leh afler flL 8o
srrid @@GrGevsd Guom GloFriTd&u*

Cempalai is the original Vatiappalai. With ri, ga, ma pa, da
z;,nd ni as the tonic or starting note and by playing the same
svaras we get Padumalaippalai, ?evvalippﬁlai, Arumpalai, Kodip-
palai, Vilarippalai and mé&rgempalai, equivalent to Natabhairavi,
a pup with two madhyamas and no pa, Sankarabharana, Khara-
harapriya, Hanumatodi and Kalyani mé&las of the present day. It
is interesting to note here that when Bharata applied the modal
shift of tonic to his Shadja grama, the same scales were derived,
but in a different order, as Shadja grama is Kharabarapriya.

According to the following linés of Adiyvarkunallar in Zg.ciar
Kuravai.

“@rodaiuid UTESm S uTBIAGuiT@ymeaT o)
UHTUIT B BTT S SHiewLpHSb—alemygaflaGr o)
sTagup aflon fl H&rrs Lam eribHempuirus
SiSHSB GTOTSEH QsmeL’
pups are derived by re-alloting the srutis among the svaras thus
changing the tonic note and producing new ragas. The fundi—
mental scale bhas srutis arranged as follows in Vagtappalai. .

Kural—Tuttam—Kaikilai—.-Ul ai—i}i—Vilari-—Taram
4 4 3 2 4 3 2

Now two.srutis from Kural and ili are taken and given to taram~
wlai, vilari and kaikilai, resulting in the new arrangement 2, 4,
4,3, 2,4, 3, with 1i as sa. This is Padumalaipalai or Natabhairavi.
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The same process is repeated for each raga or palai which gives
us (;evvalipﬁlai; Arumpalai Kodippalai, Vilarippalai and Mergem-
palai, with ga, ma, pa, da, ni as Kural or sa.

In Tamil music, there were 103 puns but it is not clear how
they are derived. The four big puns, palaiydl, kurunji yal, Maruta
yi] and neital yal, have four eight, four and five tirams, respec-
tively under them. These twenty one, due to the four verieties,
“Akanilai, Puranilai, Aruhiyal and Peruliyal, become eighty four.
The four big pups also have these four types. So we have a
total of hundred pugs. These with tarappantiram, paiyulkafei,
and padumalaj give a total of hundred and three pups. A pun
is formed from the eight tands, or stanas from the human body.
These are chest, throat, tongue, nose, palate, lips, teeth and head.
The cight actions or kriyas through which a pun is exposed are,
eduttal, paduttal, nalital, mandra, madhya, kudilam, kampitam, oli,
uruftu and takku.

“ L ir Gorur . Swwar 2 Slener Quicst @3, LicvsT QsvoT 651 (3

Guanri GUignbSTET D 671 LT gHb— LI QuT Ut

TR S0, (BT af(HHETATGW Livsreshi]

LR & meniowlT o 11evor Qevor 657 1 LT,
Eduttal, Paduttal and nalital is singing in the three stayis. Kudi-
lam is modulating the voice and making it soft and pleasing.
Kampitam is singing with shake or gamaka. Oli is the loud,
audible singing or reciting of a mantra. Uruital is singing with
a circular motion or producing a quavering effect. Takku is to
sing or play with emphasis or good volume.

The lakshanas of puns may be studied through the following
Mudal, Murai, Mudivu. Nirai, Kurai, XKijamai, Valiva, Melivu,
Saman, Varaiyarai and Nirmai (gpssd, @paom, @pyey, dlamney,
@ o, Hipewn, susdley, Quefley, FweEr, oaamguwemm, Bismw) Similar
to these are Graha, Amsa, Mandra, Tara, Nyasa, Apanyasa, Al-
patva, Bahutva, Shadava, Audava mentioned by Bharata and other
writers. Mudal is graha or the starting note of a pup, murai
is the sounding note or the central note equal to the amsa, mudiva
is nyasa the ending note. Nirai and kurai are a bahutva and al-
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patva—notes which should be sung frequently, and those which
should be avoided or rarely sung. Kilamai is the relationship bet-
ween mnotes, valivo, melivi and saman are tidra, mandra and
madhya stdyis, Varaiyarai is the note on which a part of the
raga or song is concluded and nirmai is observance of rules-
These eleven may be said to similar to the Triodasa lakshanas
of the music practised outside Tamilnadu. Shadava and audava
(Tiratiram & Tiram) are not mentioned because these had become
types of ragas by this time.

Pugps are also based on some subtle details like the rasas
they produce, the rules regarding the time of singing and their
supernatural powers. A set of twenty four pups are given under
three beads, Pakal pup, Iravu pup and Podupug. Pakal pugs
are twelve, irave pups nine and potupuns three.

The twenty four pups and their modern equivalents are fo
be sung in the daytime.

Pakal pup

1. Puranirmai ~— Bhipalam

2. Gandharam -

3. Piyantaigandharam

4, Kausikam — Bhairavi

5. Indalam — Miyamﬁlavagaula

6. Takkesi -~ Kambhoji

7. Sadari — Pantuvarali

8. Nattapadai — Gambhiranata

9. Nattaragam — Nzta
10. Palampafichuram — Sankarzbharanam
11. Gandharapaficamam — Kgdaragaula
12. Pafigamam — Ahiri

Iravupon — To be sung at night.

1. Takka ragam —

2. Palantakkarigam — Arabhi

3. Seeckamaram — Nadanamakriya
4. Kolli — Navaroz

5. Kollikavvanam
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6. Vyajakurifiji — Sourashtram

7. Meégharagakurifiji — Nilambari

8. Andalikurifiji — Sdma

9. Kurifiji — Kurifiji
Podupuns — suitable for singing at anytime -

1. Cevvali — YadukulakzZmbhoji

2. Centurutti — Madhyamavati

3. 'I:iruttingiakam—-This is not the name of a pup, but
the padikams set to this are wusually sung in Harikambhosji or
Xhamas. Many Tévarams are in the podupuns, as they could be
sung at anytime i.e. They are Sarvakalikaragas.

The Navasandhis are nine balipeetas in temples dedicated to
the nine Gods presiding over the eight directions, and the centre,
During the mahotsavas, special pujas were performed in these
nine sandhis to ensure the successful completion of the festival
and the puns to be sung and talas used were prescribed for each.
These puns and talas are—

1. Centre — Brahma — Pafigamam and

Megharagakurifiji .+« Brahmataila.
2. East - Indra — Gandharam — Kamésam ... Indra tzla.
3. South-east — Agni — Kolli ... Mattapana tala,
4. South — Yama — Kausikam ... Bhringi tala.
5. South West — Niruti — Najfapadai ... Nairuti tala.
6. West — Varuna - Stkamaram .. Nava tala.
7. North West — Vayu — Takkasi ... Bali tala.
8. North — Kubéra — Takka — Takkasi ... Kottari tala.
9. North east — Isana — Paficamam ... Takkiri tala.

It is interesting to note that reference to alapti is made in the com-
mentaries of Silappadikaram. In Arangétrruka@tai. Adiyarkunallar
explains how alatti or alapti should be sung. Singing of alaiti
should begin with the syllable ‘m* and long and short syllables
should be used and rendered with the letters tenna and tena or by
combining the two into tennaténa. Alatti is of two kinds accu and
paranai, the first with tdla and the second with dance. There are three
kinds of alagti, kattalatti, niravalatti and puppilatti. Alatti should

>
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be sung with the short and long vowels and among the eighteen
consonants (QuwuiGwigps sy), only ma, na, ‘and ta should be used.
This reference to the letters to be wused is very useful as it
shows that the art of singing &lapana also had developed beyond
the preliminary stage. The account of how Siva came in the
guise of a wood cutter to the rescue of Banabadrar when chalienged
by the northern musician, and sang the s&daripup is evidence of
the fact that alapa was sung in early time by the Tamils.

Talas

Tala or time is a very important aspect of music. A natural
instinct for keeping time is inherent in every human being.
Even the earliest man, when he sang or danced or played on his
crude instruments during the festive occasions in the village he
kept accurate time by the movements of his body, clapping his
hands or striking bits of stone or wood together. Music without
tala is like a boat left in mid-ocean without oar or rudder to
guide it. =mpfgwfar @afdqr | (Srutirmata Layapita) emphasises the
importance of tala. That tala is very subtle and camnot be
understood easily, can be assessed from the following verse in the
Tajasamuttiran by Vanapadasiddmani

QT msb augaib FeuEr Hapautgayn
6T DY G960 WSET ougeyd 6T sBaudaflons
angaibh Caugeugab STesfl
SOTWI HTGTID i eooT6VT LD *

He says that if one can see the southern breeze, the form of
Siva, and of the Vadas and the music of the flute then he can
see the form of tala. Sri Tyagaraja says that the music accom-
panied by the tala of mridafiga is conducive to bliss, in the
kriti ‘ Sogasugammridafiga tZlamu’ in Srirafijani.

All musical aspects of pita, vadya and wnritta, are based on
tala. It gives stability and liveliness to music. It is based on
the three kinds of measurement kuril, nedil and alapedai i.e. ;
hrsva, dhirga and extension of sound. A study of the metre of
Teviram hymns shows that they would have been set only to
simple talas corresponding to adi, raopaka and éka. This was
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necessary because the hymns belonged to the realm of sacred
music and hence complicated time-measure would spoil the spon-
taneity and simplicity the songs. But tdla was necessary for the
correct recital of the hymns. The fact that Tirugfianasambandar
was mysteriously provided with a pair of golden cymbals to
accompany his singing establishes the importance of tija.

A perusal of ancient Tamil literature gives us some insight
into the tala system of early times. Many references to Tala
are seen in these works. PiEpi and talam are the two words
connoting tila. Someone has said. * @swrGe CGrr(@sugt wTenil,
srarrBe Cur@en gy Sremp” i.e. when reckoned with the hands it
is Papi and when reckoned with the feet (as in dance) it is tAlam.
Tsla was indicated by the words, seer, pani and tikku. The first
is the rhythmical setting of the song, and is of seven kinds. Ac-
cording to Agdiyarkunallar, seer and papi stand for tajam. The
lines

« Sl gt Qaraor@ mybiclSurba
wiT@Lprfr  ww@pSib  Lissoraor >
— (Maduraikanchi—657-658)
and Gt IGILIsssY tg T
“ T B OB IGTBST LIan DEF ST Ers !

— (Purananuru—S52)
make it clear that seer is tila and it played an important part
in ya} play and in dance where the parai indicated the tala.
Tokku is a variety of time measure having a duration of two
m&tras, equal to a guru,

Tala consists of four elements namely, kottu, asai, tokku and
alavu. Kottu has the value of half a matra, or two akshara kala,
equal to the modern drutam. Its symbol is the letter ‘& °. Asai
has one maitra or four akshara kdla, equal to the chaturasra
laghu. Its symbol is ‘e ’. Tikku has two mdtras and the symbol
¢tg@. > The last alavu corresponds to the plntam with three matras
or twelve akshara kala and the symbol ‘.." The kriya or action
of kottu is a beat, that of asai, the wave after the beat, tiakku

is the beat and the wave, and alavu is a beat and a pause for
B~29
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three matras and is equal to the plutam. These four dipgas equal

to the drutam, laghu, guru and plutam are used in the 108
telas of ancient times.

In the Teviram hymns only the pugps for each padikam is
given. The tala is not mentioned, but the fact that Tirugisna-
sambandar sang to the accompaniment of golden cymbals shows
that they were sung to tala. Sundarar in one of his hymns says
that when Sambandar kept talam with his tender hands, Siva him-
self presented him with these cymbals with the panchakgara ins-
cribed on them, so that his hands may not be hurt. Thus the
time had to be kept with the hands or, some instrument.

The hundred and eight talas were in use during the age of
Tamils and Tamil music. Adiyarkunallar mentions the five tilas
caccarputam, cacarputam,  sarpitiputtirikam, sambaftuvéttam sand
urkattitam. These belong to the realm of sacred music, as Lord
Siva is said to have performed the tandava nrittan to them.
These are the first five among the hundred and eight and are
known as the paficatala. They made use of the afigas laghu,
guru and plutam. These did not hold the attention of the people
for long, as simple talas were more in keeping with the Teviram
and other compositions of the time and so in course of time
they fell out of use. Other groups of talas are the sixteen be-
ginning with &katala, the fortyone beginning with Parvatilosganam

and the eleven beginning with Ontranpapi, but these also have
become absolute. )

The reference to drums with the names cacaputam and wur-
kattitam suggests that they would have been constructed specially
to play these two talas. Drums to keep time was used for all
kinds of performances, vocal, instrumental and dance. The metsal
cymbals gave out the basic rhythm for all music ‘ georGd sreT
WP GEib Sy agyewuns . In a dance performance a tala vadya
is indispensable, even if other instruments are not used. The devil
dance was performed to the accompaniment of parai alone, All
drums were and are used primarily to emphasise the tala for,
without it music will lose its stability, liveliness and charm.
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Musical instruments

Indian music includes wvocal music, instrumental music and
dance. While instruments can exist by themselves and give per-
formances, vocal music and dance can be complete only with the
accompaniment of musical instrumenis. Instrumental music is ab-
solute music and it is of great use to society in its various
spheres such as entertainment, temple music, folk music and martial
music. Our country is a store-house of innumerable musical in-
struments of the three varieties, varying from very crude simple
ones capable of producing just a few notes or the basic rhythm,
to highly evolved ones, each with an individuality of its own,
with elaborate construction facilities for tuning and complicated
technique of play.

The instruments that have been evolved during the course of
iong centuries are known in Tamil music as Narambukkaruvi,
Tujaikkaruvi, Tolkaruvi and Kaificakkaruvi the last two being per-
cussion instruments. In general they are called palliyam {scveSuip).
There are hundreds of them with distinct names, shape, method
of play and quality of tone. Since the materials used for making
them are easily available in the country, without much cost, in-
pumerable instruments are made all over India. The same is the
case in other countries, but nowhere is such a large number and
variety found. The importance of instrumental music, may be
assessed from the fact, that, in addition to her training in dance,
Madhavi was expected to be proficient in playing the vyal, the
fiute and the mrdaidgam also and hence, she was trained by ex-
perts in these instruments.

Numerous instruments belonging to the three groups were used
in Tamilnzdu and there are innumerable references to these in the
earliest Tamil literature. Various kinds of yal are mentioned such
as Peériydl, Sakodayal, Makarayal and Ciriyal with 21, 14, 19
and 7 strings respectively. The Kalladam describes the Narada-
periyal with 1000 strings, keegaka périyal with 100 strings, Tum-
buza val with nine and Maruttuva ya) with one string. The
yima Yya} is referred to in Ramdyana. The thousand stringed
yal could have been only in the poet’s fancy, as such an instrument
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would be a practical impossibility due to its size, difficulty in

tuning the vast number of strings, playing on them and in carry-
sng it from place to place.

Descriptions of the yal are found in Pattupapsu, Jivakachinta-
mapi and Silappadikaram. The parts of the ya] are Pattar (ussi)
or the boat shaped body, covered with golden coloured skin called
Porvai (Gumiemcu) fixed to the sides with mnails. The big half
moon shaped hole on the pattar, to let out sound is known as
Varuvai {sugyeuris). On the middle of the pattar, in a line are
a number of holes according to the number of strings. Into
these holes are fixed the strings which are thinner than the broken
grain of tinai and which shine like gold. The long curved arm
of the yal is known as Kodu (@s7®). On this are the rings
or Tivavu (&luay) for fixing the strings. The strings are tied
tightly to the tivavu and tuning is done by moving this up and
down. The strings are known as Kol or narambu (myéy). The

same kind of description is given in all the three works with
apt similies.

The technique of yal-play is also enumerated in many works;
Vénirkatai describes the manner of holding the yal thus
“ susvsmaugsTams Car_ L rBGsT s
ufGene: mTaly st LT—-sBD5H 7

II. 27-28

The right thumb stays at the bottom of the Kodu, while the
fingers, stay erect to pluck the strings in the position known as
patakai (usTems). The left hand fingers are brought round the
kodu and bent over the strings in the position known as matakam
{(wrLsi). The defects or kurram in y&l play are

¢ QEuans HTUCU sal-tb HHiGe

Canbums B ofreel o adbs
(Cauafipsrens 29-30)
Cempakai is the harsh note produced due to the bad quality of
wood used, Arppi unduly high pitched note, Kadam is the dull

tone and Atirvu the excessive vibrations or shaking of the string.

The player should avoid these defects. The instrument should
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be played with due attention to the use of ipai, kilai, pakai and
natpu svaras of the raga. Jeevakan played the yal only after
testing it carefully for the defects. The tone of the yal is known

as yélal (erpred),

The defects of the strings are kodumpuri, excessive tension in
fixing them, tGmbu, or frayed ends and, murukku or over-twisting
of string. Before she played the ya] Madhavi tested and tuned
it by the actions known as Varttal, Vadittal, Undal, Uraltal,
Uruttal, Teruttal, Pattadai. Varttal is the action of the first finger,
vadittal is pulling back wards and forwards with the thumb and
first finger, undal is thrumming the strings to test them, uraltal
is passing from one string to another, uruttal is the quivering
notes produced by the circular motion of the string, teruttal is
rubbing the strings to test their tone and pattadai is to see
through the kural-ilJi bhava whether the strings are tuned accurately.

Many types of yal are enumerated in Pirigala Nigapdu and
Divakaram. References to the Vina are also available. Manikka-
visagar mentions both the ya) and vipa in Timpallieluc:c_-i.
“ o mrit  @EpTed, wirfleri gauTesd . This means that the
Vipa and ya]l were different instruments. Y&l is said to be that
which had a curved kodu and strings for each note, which were
plucked by the fingers. When the kodu was straightened and
many notes were played by stopping the strings with the fingers
it was known as Vipa.

Great care was taken preserve the fine tone of the ya] as
seen from Periapurdpam Sskkijar where he says that when Tiru-
nilakanta Nayanar was about to play the y3] in the temple at
Alavai, a voice was heard to say

‘o DSETLA D LT evoTH LIT(GUD
FBSWITY sSengular £ gpboradear of saflijn
(Tirunilakantana@yanar Purdpam V. 6)
that a plank or platform should be placed for the musician to
stand and play, as tuned strings would lose their tension due to
the eold, if it were placed on the ground. Thus is the reason
why the papar usually kept their vadyas in a bag made of skin.
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A large variety of wind instruments were also used in Tamil-
nadu, for worship, as accompaniments for vocal and dance and
as part of palliyam or Orchestra. The conch, also known as
valampuri, nandu, kodu, sanku and kokkarai, kulal (flute), kodu
(trumpet) iralai, ambal kulal, mullaiku,al, kontraikulal, Veelai-
kulal, kalam, sirucinnam, tiruginnam, Vaigiyam, peruvangiyam,
tumbu and t3rai, were wused in various walks of life. The kulal
or flufe is the most important among these.

Wind instruments came to be constructed as a result of man’s
observance of nature as is seen from these lines in Agananiiru.

¢ sined @@uisir o
Qumevr UG B8 CaTapL.(1p s & BHedeiT
Brsfwrmidlar dlavm Rearawm uri@ar
oMy &7 puTesiludesr 51 subSlomss@ib.

The tones of shepherd’s flute are said to be like these emanating
from the holes made by beetles on bamboo canes when wind
passes through them, Similar references are seen in Sanskrit
works also.

Though flutes may be made of silver, gold, copper, wood
and bamboo, yet the bamboo is considered te be best for this
purpose, as it gives fine mellow tones. In the SHappadikaram
and Jeevakachintamani we have the detailed description of how
the flute is made. In the Acciyar kuravai, the shepherdesses per-
form what is known as Kuravaikiittu to entertain Kannagi. The
song which they sing is an invocation to Krishna who playe on
the ambarkulal, mullaikulal and kontraikulal. These Butes are
so called because their belis or open ends have the shape of the
waterlily, jasmine and the fruit of the kontrai tres.

The beauty and enchantment of the music of Krishna's fiute
and the effect it had on nature—animals, birds and human beings—
has been described in lavish terms, by great poets and devotees
from very early times. As he drew out divine mustc from his
flute, the Gopis flew to his side leaving their work and children,
cows, deer and bulls, forgot to eat what was in their mouths,
natural enemies like the peacock and and the snake stood side



REPORTS OF SEMINARS 231

by side forgetting their enmity, rivers stopped flowing, trees put-
forth blossoms and birds listened in silence. Perialvar says,
¢ wEoT(GIOTET ST BiseT  BolIThe Db S
Guoulis g Lsboguub se_cunibanfl Gy
PraT@uUT@  SIguEISTL L CLnugs”
sTp SISy msdr Gumsv Mlar mesrGou >

that, at the sound of Krishna’s flute, all nature was stili like a
painted picture. His pipe possessed such irresistible charms that
whoever heard it had to forsake everything and listen in rapt
attention. Apart from Lord Krishna, Andyanayanar is the first
person to have used the flute as a solo instrument.

Apsyandyandr was bumble, shephered, but his fute had the
same charm and power. Before playing he tested the flute by
various way to see whether the tomes were pure. He placed his
lips on the blowing hole or muttirai and .played the 3rosai and
amarosai on the six holes to get the correct mnotes in all the
pups. This process is known as VakKaranai (assy2ar) i.e.
manipulating the holes for producing all the svarastanas with
the six holes. As he played, be followed the rules such as mnirral
(R Hms) of pausing, muralutal (@raussb) or soft humming
sound, elal (sripsb) or rising in pitch, and sulal (egped) or
whirling circular movement. After this testing the fiute and its
voice, he played the Kurifiji pup, changed to Mullaipun and
Pilaipup and finally the Kodippalai in the mandra, madhya and
tara registers, going up and down or staying in the middle as
was suitable. All these details given in Sekkilars Periapurdpam
shows that flute play had developped info a highly fechnical art.

The yal mulava and the voice, followed the tone of the
flute. The words ¢ @worsguilpu”  indicates that the voice
and the yal were measured by the flute. * myibi9ssr ASrsreh mys
@mr3mrab®’ shows that the y3] was tupned fo the pitch of the
flute. The same idea we see in Bharata’s Natya Sastra and
Saradgadavas Saengitaramakara also, where the accompaniments for
dgnce were tuned to the tone of the flute. This was because
the flute had a. constant tone colour and itself did not need
tuning as its pitch was fixed at the time of ifs construction.
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A large number and variety of percussion instruments were
also used for various purposes. In general drums were called
tanpumai (s@orgoyemw) and were of two kinds tolkaruvi or skin
covered ones and kancakkaruvi or weighty cymbals of wood or
metal which keep the basic rhythm. Adiyarkunailair mentions
about thirty drums under five heads. agamulavu or superior drums
agappuramulavu, those of medium grade, puramu}lavu or inferior
ones, purappura mulava, panzamaimulavu, the war drums,
nanmulavu which indicates the hours of the day and kalai
mulavu, played in the morning to wake up kings from sleep.

Among drums, the murasu is the most important. It is three
kinds, Pormurasu (Gumigprer) or war drom, tyagamurasu (Suws
@prov) or sacrificial drum and nyaya murasu (Blumwgprer) or
judgement drum. It is said that the kings of Tamilnaddu ruled
with the aid of these three drums

¥ @ apsit pi @ @ph .
BEPCmpanL. HpedT Bamshd CousG g v

The por murasu is the most important and respected among these
as it led the armies to battle. The capture of this drum indi-
cated the defeat of the army and hence it was guarded with great
care. It was carefully tied with leather straps and tuned, When
not in use it was covered, so that the changing weather may not
affect its tone. It had a sound like a clap of thunder.

The fact that it was held in great-fear and respect may be
assessed from the fact that special piijas were performed and even
blood offered to it everyday. Puranandru tells us of how the
great poet Mosikkeeranar one day lay down on the murasukattii,
ignorant that it was the seat of the murasu and escaped the
wrath of the king only because he was a great poet. It is said
that the king fanned him while he lay asleep, thus expressing
his great veneration for poets also. i

The mulavu or Kudamula is a rare instrument having five
faces. The five faces are equated with the five faces of Siva,
Isanam, Aghoram. Tatpurusham, Vamadavam and Sadyosjatam.
Thie drum consists of a huge metal pot opening out on top into
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five projecting faces which are covered with skin and is played
with the bands. Apart from its bse in temples, it was used for
dance also. Now we call it the Pafigamukhavadyam, and we have
just two or three instances of this drum in the South today, in
the Madras museum, in Tiruvarar temple and in Tarafigambadi
temple. Special drums were used in the five ftracts of Tami]
Nadu such as Vadartolparai in Palai, Kurifiji parai for Kurifiji,
Meenkoatparai, for Neital, Kipai for Marudam and Eranksipaya®
for Mullai.

Drums with single face and double faces are common,. Pidgala
Nigapdu and Divékaram mention a large number of drums. Some
have Onomatophonic names (srgasrds @uusi) such as Karadikai
with sound like the growling of the bear, Sallari with jingling
sound (&6 T @ms) Tudi, which is small in the middle and
broad at the ends, Edakkai which is played with the left hand,
Mattalam which sounds “math’’ (056szarm @oms). Mattalam
is so called because it is the basis for all instruments ° ens
ul_@fur s@ala_Qasbeord 6T o7 HOTH SHTD ersdr gl GQuaigm
w9 D i

The varieties of drums were innumerable. From the superior
Mattalam and Kudamula to those used in villages, from those
used in times of war to those used in temples, for worship,
and those used to accompany vocal, instrumental, and dance
performances there were drums for all occasions. Performances
could take place without the yal or the flute but the drum was
indispensable.

”
.

Composers

Life to many of us is a mystery and life after deatih is still
more a mystery. The quest after the highest reality, which should
be the ead and aim of life, is very often neglected by many of
us. But from this life of struggle, it is a relief to turn to the
pages of our ancient literature and poetry, to find that our an-
cients were willing to sacrifice everything and take up the quest
of truth. We cannot afford to neglect our ancient heritage, left
behind by our great mystics and bhakias who enriched our music
‘and literature with their sacred songs and lyrics. Tami] literature
contains unfathomable treasures, born of the great and deep spiri«
toal experience of saintly men and women.

B-30
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Among the composers of hymns there have been two sects,
the Saivite and the Vaishnavite. There seems to have been much
ill feeling and rivalry between the two sects as is seen even in
the hymns they created. Among the great Saivite saints were the
Trimortis of Tamil music, TirujAianasambandar, Tirunavukkarasag
or Appar and Sundaramirti, and Magikkavasagar. The hymnsg
of the first three were called 7évaram or Dé-varam meaning
songs in praise of God. All these hymns are great favourites
and contain most striking and beautiful thoughts. It is mnearly
impossible to give an adequate idea of their beauty and mean-
ing in the English language. Much of their charm depends upon
assonance, play upon words, knitting of word with word, and
on the intricacy of metre and rhyme. In some of the Tevarams
we see the technical beauty known as Kogdukatti, where a word
or syllable from the previous line is prefixed to the mnext and
sung. Ex: “® 5278w of Appar, sung in yadukulakambhoji raga.
This results in what is known as srotovahayati,

The account of the discovery of the Tévaram is known to
alt. Nambidgddr Nambi who was instrumental in discovering
them, divided them into seven sections, three of Tirujizdnasam-
bandar, three of Appar and one of Sundarar. These form part
of the Pannirutirumurai of Védam of the Tamils.

The lives of these three great saints are known to all, and
50 it is needless to go into it. Tirujianasambandar and Appar
were contemporaries and lived in the seventh century. Sundarar
belongs to the 9th century. Sambandar was the son of Siva-
padahirudayar and Bhagavatiyar of Sirkali. He is the youngest
composer in world music, as he started composing in his third year.
The first hymn which he sang was “Car@miw Qaafiugr »* after
having bad a darfan of Lord Siva and Parvati and after being fed
by her with the milk of wisdom. This is a song with perfect rhyme,
rhythm and metre and biimful of beanty and devotion. Adi
Sankara affectionately calls him the Dravida $isu. Tirujidnasame
_ bandar lived for a short span of sixteen years, but the great mirace
les he performed, the sixteen thousand hymns he sang and the
great truths be taught could not have been accomplished by an
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ordinary human being in so short a time. Many of his hymns
chant the praises of Chidambaram.

Tirunivukkarasu was the son of Pugalanir and M3tiniyar and
was born in Tiruvamar. After the death of his parents he was
brought up by his elder sister. Later in life he became a Jain
and this caused much misery to his sister, but due to her pra-
yers, he returned to the Saivite faith, after enduring the tortures
inflicted by the king. Emerging unharmed from it all, he sang
the weil known hymn

< worFe0 af Goruyip wT&%v wHiapd’
He composed fortynine thousand hymns in all, but only three hund-
red and twelve escaped the ravages of white ants. Many of them
express his unworthiness and utter depencence on God. In one
hymn he .says
“oa@rar wrpann QEigTd £ QmEssBwn
Sa@rgy surisan Gouzsalpl G heir -
QepEmuri auph Geduyp QFbHGIBA
weTgn Cand mpuUTH MBS PSS »
To him God was everything — father, mother, wife and family, as
i seen in the hymn * syowB, icows, guweit”., Some of
his hymns express his great joy and wonder in the knowledge of
God’s goodness. They all tremble with feeling.’

The third of the trio, Sundaramiirti was the son of Chada-
yanir and Esaijfidniyar. He lived for eighteen years. That -he
lived after Sambandar and Appar is seen in his padikam in which
he says,

“ meLellom F CHTRTFIDLIBS DD BTT @k

Sarguigh LTigut BHop TS0

CorsvcfuwuiBar QrredBuLss s in Sur
(that he studied the padikams of his predecessors and sang them
in the presence of God and obtained His grace). His first marri-
age was stopped by Siva in the garb of an old man, who claimed
him to be his slave according to a document executed by his grand-
father. Losing his temper he called the old man * A&7 ** (Lunatic)
and refused to go with him. Later realising that the old man was
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none other than $iva himself be sang his first padikarm beginning
with the words “ @& sr Wompasy G@wrGeor sygmerrarn.” In the
wake of this, came many Tévdrams praising God and expressing his
gratitude for favours received. On the whole compared with the
other two Tevarakaras, his hymns are on a lower plane, though
there are some which bear marks of real spiritual experience.

The Tevaram hymns are often referred to as having so many
“a@ 1. 8r ” This is worthy of note. Kaftalai is a general term
denoting the musical and proscdical structure of a pup. As far
as the 7¢vdram padikams are concerned, the mention of a certain
number of Kattalai for each refers to the number of tunes to
which each hymns may be sung. There is ample evidence in
_inscriptions of the Pallava and (;ola period, of the endowments
"made by the kings for appointing Oduvars in various temples
and for paying for their services with money and lands or paddy
for their sustenance. In one of these inscriptions (8. 1. 1.-11-65)
we are told that during the time of Raja Raja Cola, fony
eight Oduvar or Pidarar, and two to play udukkai and madda-
lam with them, were appointed to sing Tirupadikams in the big
temple at Tafijore. There are many such inscriptions in various

temples bearing witness to the patronage extended to Oduvar by
the kings.

The Tévaram hymns belong to the class of songs entitled
‘ Varappadal’, which has excellence both from ‘point of view of
music as well as that of Sahitya.

Each song is known as padikam
and consists of ten wverses.

In some there are eleven verses. The
names of the temples where they were sung are also incorporated

in the songs. The last verse known ae * ﬁ@é;aml_éssmaq i
contains the mudre of the composer and also enumerates the
benefits acquired by the singing the hymn. To quote an example

on Tiruvanmiyur ** ST WOTRIHL_ D’ in pup Indalam the last
verse is as follows :—

CWTRSTT So penL mHweu St 5 @@mndnﬁ&fr
%ﬂSu«beu@mnm@sir G afeyey my
S HTp srpuyeir ey1eu FOUBZET Qarsv
B LN qun i @'b@mrr@jmra;rrsirmn}a »
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Thirujfi&nasambandar is the first composer to introduce his mudra
in his Tavarams.

Among the Tamil $aivite saints, none make a stronger
devotional appeal than Manikkavasagar. His life bears much
resemblance to that of St. Paul, St. Augustine and St. Francis of
Assisi. It is difficult to assign a definite date to him. Some
say that he preceded the Tévaram trio while others say that he
lived after them. But we may reasonably assign him to the 7th
century A.D. or before that. Tiruvdsagam is even now only
recited. That is why we believe that he comes before the Tévaram
composers. If he had come later, his poems would have been
set to pugs. The Tiruvdsagam is usually sung to the Mohana-
riga, a very old raga, whose five svaras are equated with the
five syllables of the mantra Nemafsivaya, and has the first five
svaras derived by the kural-ili-bhava. The ZTévaram composers
did not use this raga, perhaps due to the great respect they had
for Manikkavasagar. The fact that Manikkavasagar refers to the
ya], also shows that he belonged to earlier times, as the yal,
became obsolete by the 9th or 10th century.

Maianikkavasagar was born in Tiruvidavar, during the reign
of Arimartana Pandya:. He grew up to be a wise and promising
young man and was made minister to the king. The incident
of how he spent the money intended for buying horses on renovat-
ing a §iva temple and how with the belp of the Lord, he
converted jackals into horses and brought them to the king is
well known in “ mfl wflwrslus e enb . Later on, not relishing
the life in the court, he went to Chidambaram and spent his
life there, pouring out his soul through his rapturous melodies
which flowed from his heart.

Among devotional works, his Tiruvd@sagam is an autobiogra-
phical tale of his spiritual life and experience which ultimately
enabled him to attain ineffable and eternal joy. MHis Tirukovai
to the superficial reader may seem to be an ordinary text of
jove poetry. But this only a thin veil covering beautiful religious
truths. In this work we find the madhura bhiva predominating.
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Madhura bhava is that type of bhakti or devotion, where the
devotion of a human being to God is treated of as that of a
woman to the nayaka of her choice. The joys and sorrows and
sufferings a devotee experiences in his search for God is repre-
sented as that experienced by a woman longing for her nayaka
(Lord). This concept is seen developed in Tamil music, much
earlier than in the music of the rest of India, where we see com-
positions of this type only in Jayadsvas Ashtapadis in the 12th
century and after that. The hymns of Manikkavasagar became
the eighth Tirumurai.

Through the long centuries which followed, the devotional
appeal of Manikkavasagar bhas not diminished in the least. There
is a common Tami} saying

¢ DHUTEFsSH DS B HBTSTT @Uh AmsFsSHI Db e maHTi

j.e. one who is not moved by the Tiruvasagam will not be
influenced by any words. Apart from these two works, he has also
composed songs which maidens could sing during work and play,
such as those for grinding and, for games like ball play and
shoulder play. The priceless legacy of songs which he bas left
behind, has contributed largely towards the enrichment of Tamil
sacred music.

Contemporary with the Saivite saints are the Vaishnavite Samaya-
charyas or A}var, the authors of the voluminous collection of songs
‘known as Nalayiraprabandam or Divyaprabandam. These stand
on the same footing as the Tévaram of the Saiva Samayacharyas.
The Alvar provided the soil from which Raminuja’s teachings
sprang up later on. It is not Ramaiapuja, but the A}lvar, who
should be called the ‘morning star’ of the Bhakti movement.
Bhakti to the Alvar, was the only path to salvation and all the
twelve emphasised bhakti as the mutual relationship of love and
trust between the human soul and the over-soul. Vishnu is
depicted as the Supreme being, loving, pitying and protecting His
devotees. In the hymns of the Alvar there are all types of religious
thought and it is impossible to appreciate them without remem-
bring the conflict in the midst of which they were produced. '
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The $irst three among the twelve are P&yalvar, Bhitatti]lvar
and Poikaiijvir. These three met one rainy night under a tree
and found God Himself standing with them. They all burst forth
into ecstatic song, -the result being the first, second and third
Tiruvandidi of the whole Prabandam, each bhaving hundred
stanzas. The next is Tirumalisai Alvar. He composed two poems,
Nanmugan-Tiruvandadi and Tiruchandaviruttam containing 96 and
120 stanzas respectively. He praises Vishnu to the skies, but heaps
his anger on Siva. Namma}vir whose songs are the most volumi-
nous, is the greatest of the a}vars. Till his sixteenth year he spent
his time in yogic meditation and later became a great teacher. His
sacred utterances are four in number, Ziruviruttam, Tiruvdsirivam,
Tiravandadi and Tiruv@imoli. Madurakavi, his disciple is the
sixth A}lvar. Nothing much is known about him. He has left
ten stanzas in praise of his guru and is an exampie of a devo-
ted sishya.

Kulasgkara Alvar, a king of Travaicore is the seventh among
the twelve. He was a great ruler as well as a religious and
moral teacher. He is believed to have lived in the 9th century
and composed Perumal Tirumoli in Tamil and Makéndramdle in
Sanskrit. The next among the Vaishnavite singers was Peria}var,
also known as Vishnuchittar. He belonged to Srivilliputtir and
lived some time about the middle of the 9th century. He was
given the title ‘¢ Pattarpiran’, for having expounded Vadinta to
the king of Madurai. His Tiruppallindu is an ecstatic song
praising and expressing his devotion to Vishnu. Manoy of his
songs give exquisite descriptions of Krishna as a babe, child and
boy. They make the readers feel that Peridalvar bad actually
been with the Lord from his babyhood.

Closely bound with him is the life of Agndal, who is the ninth
Alvar. Peridlvar found her as a babe under some basil plants,
brought her home as God’s gift and nurtured and trained her
with great love and care. While yet a girl she resolved to marry
Sri Krishna and none other. Every day she wore the garland woven
by her father for piija. One day he found a hair in it and on
enquiry found that Apda} bad beautified herself with them. Hg
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threw the garland away as poliuted by her. He made a fresh
garland and decorated the Lord with it, on going to the temple
the next day, he found the flowers in a corner of the temple.
The same night Lord Vishnu appeared to him and told him that
only the flowers worn by Anpdial would be acceptable to Him,
The greatness of his daughter was revealed to him through this
incident. In course of time, her desire to be wedded to Lord
Krishna was fulfilled at Srirafigam. Apda] has composed two
works, the ° Tiruppavai’® in thirty stanzas and the ¢Naggiar Tiru-
mofi’ in 143 verses. In the first, she celebrates what is known
as ‘Pavainonbu’ and in the second which means * sacred speech
of the queen ™, she regards Vishnu as the lover and herself as
the object of His love. Here again is a work based on Nayaka-
Nazyaki theme, which became the basis for the Ashtapadis, Taran-
gams, Sridgara Saskirtans and Padams of later tunes. It is also

a matter for pride that Apda) is the first woman composer in
the history of World Music.

The tenth Alvir Tondaradipodi belonged to Mannargugdi. His
original name was Vipranarayana but in great humility he called
himself * Togdaradippodi® or the dust under the feet of God’s
servants. The height of his religious experiences is seen in two
poems ““Tirumala’> or ‘sacred garland®, and Ziruppal _lielucg_i
(F@ludrafllduigpsdl) He lived in the middle of the 9th century.

The next Alvar is Tiruppanpalvar. He was found in a paddy
field and brought up by a childless Papar. Being low born he
did not dare to enter the temple but satisfied himself by staying
near and singing the praises of God. By the direct grace of
God he entered the temple and it was such an ecstatic experience
that it drew from him the song * Amalan-adi-piran”., The last
of the Alvars is Tirumasgai A}var also known as “seirorgmpeuni’,
He was born in Tiruvajltirunagari near Sirkili. His father was a
general in the (Eola army and he himself became the head of
a smal province. He used all his earnings for succouring those
in want and when his funds were exhausted, he resorted to uns-
crupulous means to satisfy his desire to help or feed the poor.

This earned for him the name ‘“‘scrergagpeuri. He composed
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six poems of a highly philosophical nature, compared to the six

Vedahgas.

The songs of the Alvir commapd a wide field, from the
simple plaintive songs of Topdaradippodi to the thought laden
odes of Nammalvér, from the poems of Kulasgkhara Alvar to
the musical love lyrics of Apdal. The Nalayira Divya Prabandam
contains songs for all occasions—worship, marriage, death and
even cremation. They need little explanation to be intelligible.
They are all, the simple appeal to God for deliverance, or the
loving® description of Krishna as child and man or of the other
avatdras (incarnations) of Vishnu. In all of them, we see the yearn-
ing after divine fellowship. Some of them express the love of
mother to child—FVarsalya bhdva, which perhaps is the purest form

of devotion that man can know.

After the $aivite Nayanmar and the Vaishnavite Alvar, there
was a lull in the output of Tamil compositions as no composer
appeared, to take up the thread from where they left it. The
next few centuries can be said to be the dark period in the
history of Tamil music. Then came Pattinattar ““the darling of
the city”, Villiputtarar, Tayumanavar and Arugagirinadar. But
these are not taken for study here as the subject of the Seminar
is ‘Ancient Tamil music only.

There are those who believe that Tami]l music is an offshoot
of the music practised outside the Tamil country. Others think
that Tami} music is the mother of the other system. This does
not seem to be correct to me, as I feel that both systems developed
and prew side by side, with the same principles but different
terminology. As we have seen earlier, there are equivalent terms
in Tami] music for all the Sanskrit technical terms. But it can
be said that there was contact between them and maturally they
borrowed ideas and terms suitable to their system. The fact
that Hamansthsn, the Northern musician came down to the South
to challenge the musicians there to compete with his singing
shows that the South was not completely cut off from the North,
(Ko BDD n-wd—LGaITmrwir-é yprenrid), We find Sanskrit
names of ragas in Tamil music such as Pafigamam, Gindharam,

B-31
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Gandharapanq.amam The term ‘rdga’ also is found, though pup
stands for rdga in Tamil music. Nata is mentioned as Na;tq-
ragam and not as Natfapup or merely as Natta. So also we
have Takkarigam and Palantakkaragam. SarfigadZva mentions the
types of ragas called Tévaravardbani, showing that the Tévaras
were well known during his time and that the songs sung in
“Tamilnddu were Tévaras. So the people practising the two systems
‘were not averse to borrowing from each other, what was useful
and suitable for the enrichment of their music.

Though Tami} music had developed far beyond the elemen-
tary stage, it could not grow into an art, with emphasis on the
-musical aspect, as its importance lay in its religious character.
The Tévaram hymns were sung by the authors during moments
of deep spiritual experience and hence the music or dhatu was
very simple and easily singable conforming to the principles of
pun and talja. The hymns come from the composers as a con-
tinuous dhatnmita stream. They did not have a set musical
form, as in the kirtans and kritis of later times. They did not
have angas like palilavi, anupallavi and charapa, or at least
pallavi and charagas. The ZT¢évdram hymns and other songs of
the txme consisted of many verses set to the same dhatu and as
such they could not be sung in concerts, nor do they lend
themselves to the singing a miraval and Kalpana svaras. A concert

of purely 7évaram hymns or other Tamil compositions of early
times is not feasible,

The same was the fact of V&dic music, which also stayed
yvithin the temples as, here also music was of very little impor-
tance and was merely a vehicle to intone the verses. It belonged
to the sphere of pure sacred music and as such could be used
only for worship and for singing the praises of God. ‘When
Pesi music emerged, with all its entrancing features, Vadic music
was forced to the back ground and found sanctuary
and other religious institutions.
of Tamil music suffered the
temples and with the Oduvars
sanctity.

in temples
The Tévaram and other forms

same fate and took refuge in
., who preserved their purity and
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By the ninth or tenth centuries Tami} music with its Tévaram
and other compositions, which gave more prominence to the
words bad to recede to the back ground and give place the
more artistic forms which were being developed. Of course true
to the saying * orifisoouwinus Gemsluweus” the Tévaram hymns
bad music set to the seven notes, but they did not bhave the
Iyrical sweetness and the elaborate music of later times. The
many verses were sung to the same dhatu, but this did not tend
to make them tedious as the emphasis was on the meaning
conveyed by the words. This bhad to be so because, they were
primarily meant to speak to the common man and to help him
to worship God, without being disturbed or distracted by elabo-
rate music with sadgatis and difficult saficharas aand gamakas
which could not be sung by the common man,

In the Tévaram hymns we come across fully fledged bhasafiga
ragas like Kausikam (Bhairavi), Takkési (Kambhoji), Megaraga-
kurifji (Nilambari) and Vyajakarifiji (Saurdstram). Though
Matafiga mentions Suddha, Ciyalaga and Safikirna ragas, which
later led to the development of the Ragardga, Upaiaga and
Bhagafga ragas, yet, it is in the music of the 7Tévaram hymns
that we find bhagsanga ragas practically used. Saradigadeva who
tived in the 13th century, in the North aud wrote the Sargita-
ratndkara, a Sanskrit work dealing with the music of his time,
fefers to some of these puns in the songs of the Tévarak3ras as
Tavaravardhani. This name he gives to bhasadga ri3gas. Hence
the origin of bhagadga rEgas may be traced back fo the heyday
of Tamil music. There are Tévdrams in nishadantya and paiica-
mantya ragas like Nadanamakriya and Navarsz also.

The development of lyrical music, with emphasis on the
musical aspect, can be traced from the advent of the ashtapadis
set to ragas and talas, Even though they consisted of eight
verses alone, sung to the same dhatu, yet a part of the fiist
verse was sung usually as a sort of pallavi or refrain, thus return<
ing after each verse to this. The ashtapadis are dvidhatu
prabandhas and the singing of this refrain after every verse,
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made the composition more attractive and complete. The full
development of lyrical music can be first seen in the Sankir-
tans of the Tallapdikam composers, in which we find fully fledged
kirtanas with the divisions pallavi, anupallavi and charapa, thus
giving them variety and perfection of form. Tysgaraja’s compo-
sitions also are devotional, prayers to and praises of God, but
his approach was through nada, music, because he was a nido-
pasaka, Hence he visualised God as music and expressed his
thoughts and feelings through music. So when the compositions
of the Trinity and their contemporaries and successors flooded the
country, and manodharma safngita was developed in all its varied
aspects, V&dic music and Tami} compositions like the ZTévaram
found refuge in temples, where they are even now preserved in
their original form by the priests and the Oduvars.

The disuse of the Ya] also may be attributed to the coming
of more sophisticated instruments like the Vipa with frets and the
phenomenal development of rigas with their exquisite and varied
gamakas, which could not be produced on an instrument without
frets. The incident relating to Tirujfianasambandar and Tiruneela-
Kanta Yalpanar illustrates this fact very well. Tiruneelakanta Yal-
pagdr had a great devotion to the child prodigy and used to ac-
company him on the y&]l, which he was an expert in playing. One
day when a padikam ‘wrsr winfy® in Meagaragakurifiji our
modern Nilambari was sung, he found that he could not reproduce
the song exactly as it was sung, due to the peculiar manner in
which the note ‘ma’ was sung at different times, as the strings were
merely plucked and could not be manipulated in anyway to pro-
duce these gamakas. In his disappointment, he was on the point
of breaking the yal, when Tirujianasambandar stopped him say-
ing that it was not possible for the yal to produce all the music
(puns) which were created by the Almighty, thus convincing the
Yalpagar that the instruments had its own limitations. This
illustrated the fact that neither the y&]l nor the harp, Vina which
was a similar Vadya, could produce music with all its gamakas
and subtle nuances. Naturally these two instruments fell out of

use giving place to the fretted Vina ca

able of produci
kind of music. p producing evesy
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Thire V. Balakrishnan, (Lecturer in Musicology, Tami}l Niadua
Government College of Karnatic Music, Madras).

There is evidence in ancient musical classics of India that
there were two main divisions viz. Mdargam and Désiyam. Margam
generally refers to shadja gramam, the svara of which is found in
Sama Véda Ganam (modern Karaharapirya). Deésiyam refers to
popular tunes, developed and cherished by the people and sung
by musicians and scholars. Tamil music was the best in Désivam
which displayed and displays good artistry and attribute. This
bas been very well explained in various ways in Sileppadikdram.
The most exemplifying feature of this is that even to this day
the Tamil Pups as in the_music of 7évaram continues the same

without change.

This musical methods of Tamil Nzdu which embraced both
Dance and Pups though later called by the Sanskritic term Ragas
and underwent many chapges, still continues to be sung to the
great liking of the Tamils.

As there were contradictions in explaining the various laksha-
nas of the Ragas in Sanskritic music literature, the 72 Mélakartha
classification of Veikatamakhi has been brought into practice. But
there are no differences of opinion so far as the Pups of Tamil
music is concerned. The music of the South is called Karnétic
music as after the suppression of Vijayanagar by the Moghuls,
"Purandaradasa who sang various songs in Kannada at various
‘places belonging to Karnataka. But there is no evidence to prove
that the title of Pitha Maha of Karnatic Music was conferred on
him by the then experts or patrons of the music. This title
should have been conferred on him by later day VidvAns on ac-
count of his being a great man.

Some people contend that in the music of the Yal Gamakas -
and subtle Srutis cannot be played and, that only after the advent
of the Veena Gamakas they came into use. This is incorrect because
with a wooden chip in the hand, doing Grakabhédas and playing
new Ragas proper svaras could be evoked beautifully. Yz] dis-
appeared from use as the voice has to bz caltured to each of
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its strings and when great men like Thirujianasambanda sang, the
player of the accompanying Yal has to adjust the sruti of its
various strings as, for each Pun there are variations in Svaras-
thanas and intricacies in Sruti, In those days Ya}s existed only
for certain prescribed Pups and great men should have sung in
myriads of Pugs and for such a big number, it is impossible to
manufacture Yals. Mence with the incident relating to his singing
Yai Miuarippup (when his Pup could not be played on the Yail)
we need not rush to the conclusion that Yal is not capable of
playing intricacies in music; because, our forefathers were fully
acquainted with such intricacies (alagus).

After the fall of Vijayanagar kingdom, our musicians were
taken to Persia (where apparently musical systems do not appear
to have existed) and there made to evolve the Hindustani musi-
cal system by the Moghul dynasty. So it is not an exaggeration
to say that Hindustani music is not a system imported from
Persia but evolved out of the genius of Dravidian culture.

So, we should now wholeheartedly research into the old
Dravidian Pups. We need not discord the Ragas now in use but

they can be improved by the beautiful Pups. We should renew
the music of the Yal.

Riaja Sairindra Mohan Tagore in his ° Universal history of
music’ observes: “The mere recurrence of sounds at regular inter-
vals does not represent all the properties of Musical sound. Accent
is necessary to add beauty and grace to the time such as rhythm
and ear will approve. The ear takes no pleasure in listening to a
series of monotonous sounds. It tires and grows weary with the
uniformity. The different degrees of loud and soft constitute one
of its greatest pleasures. Amn accented sound invariably deprives the
following ome of its energy for after the weight of the voice has
been thrown upon the accented note, the next one is uttered under
some degree of exhaustion and is rendered weaker in consequence.”’

It does not appear that there is any reference to the great-
ness of vocal and instramental music of Aryan culture. Sarasvathi
liked Veena, Krishna Paramatma, the flute, Nandiksdvard, the MNfis
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dadgam, Natardja, the Dance and, Siva, the Sama Vada. But who
liked vocal music? The wonderful creations of vocal music should
have been made only by Tamilian music which grew to a sur-
prising extent from the time of Sambandar.

I do not say that singing should be only in Tamil. But in
singing the meaning should be joined to the beauty of the voice.
Kannada, Malayalam, Telugu are all Dravidian languages. But
in singing, tbe meaning of the song should come out clearly to
be understood by all. Rdga Bhdva should be unnited with S#hitya
Bhava. But mostly- we do not pay aitention to Sa@hkitya Bhava.
To rectify this bad situation in Tamil Nidu, only Tamil songs
should be sung and then, and only then, when we turn attention to
songs in other languages shall we realise that we will get pitiable
feeling that without understanding the meaning, we are singing.
When once we get this feeling the reformation will be automatic.
*“For ome without voice the finger (serves) (B&TeOsbovr Sox1gnseE
a9760). The first word pronounced vocally is Amma (mother) and
hence what else can please God than this first word affectionately
pronounced by a child to its mother. So there is no other way to
make our country’s life divine, than following this way of vocal
development in music. Vocal Music should be learnt perfectly so
as to sing to audiences with sweetness, with pure srutis to enable
the audience to appreciate it fully. All mental concepts and crea-
tions inconsistent with the meaning of the song should be eschewed.
Silappadikdaram gives ample evidence to illustrate these truths (1)
Arangétram (Debut) was made only after the abilities were tested
by Vocal singing, then with Yal, then with drum, then with flute
and only after all these tests a girl was allowed to make debut. (2)
Songs inconsistent with the Pan and culture, were not allowed to
be sung. (3) The drummer should be fully acquainted with the
art of Dance and should be able to bring out the niceties of the
performance. (4) The flutist should be an expert in the art ASHoy
wem oy and sugseorl yeoricy in playing on it

Leader’s Concluding remarks. One word more regarding the
¥idl. The incident related above is not the result of the fertile
imagina;ion of anyone as mentioned by Mr. Balakrishnan, Lecturer
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in Tamiln&gu Arafu Isai KallBri as we find it related in Peria-
purdpam of Sekkilir where Tirujiianasambandar says?

“ gwi 87 wrp Balw yAsEuGzdadr oL wrgn, Car snt é
Gsds s wirgeflss £mouEelar QuEEamD QuisberT s @gdlus mibured
s S Hésmaduiaflsd ere)u@Br mhsD GuissiGs b,
waus B sTT S0y m GEsGal Semmausar Guhpst apsGe’?

“Do not break the ydl as it is impossible to express this
immense gift of Siva through this instrument in our possession.
Hence let us. as far as it lies in our power, play it, in order
that the world may benefit through it.”” What the saint meant
was that the beauty of the pups could not be exactly played
and the shakes produced on it, as it had only plucking
technique.

It was also said that a small stick &L e or Garem was
used to touch the strings and produce the gamakas. It as an
accepted fact that as soon as a vibrating string is touched, the
vibrations would stop. True, the pitch of the note may be
slightly altered by this method. The strings of the yal were
made of gut or strands of particular kind of grass twisted to-
gether. When they were tied on the y3] and plucked, the vibra-
tion would continue for a long time and would not die out
before the next string ‘is plucked and thus a confused medley
of sound would result. It was to stop the vibrations of the
string after the proper duration that the stick or kopa was used.
This gave clarity to the music.

Dr. Alamelu Govindarajan who presided, stated : —The paper on
“Ancient Tamil Music” read by Dr. Light Isaac at the Seminar
is very interesting and informative. The innumerable references
to music—their forms, scales and instruments—in ancient Tami]
literature, throw a lot of light on the practice and progress of
music during the various periods in Indian history. Silappadi-
karam as we all know, gives us an encyclopaedic knowledge of
the music that was in vogue as early as 2nd century A.D. and
is recognised as an authentic work of scholarship and knowledge.

1. Sekkilar—Tiru/nanasambanda Swamt Purdgam, V. 451.
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The tunes and the melodic structure of the ZPévaram hymns
belonging to a later period provide more clues for further study

on the subject.

India is a vast country and our pride is in a certain continuity
of her civilization from the earliest times to the present day.
Indian culture owes a lot not only the Vadas, the epics—Rama-
yana and Mahabhdrata written in Sanskrit—but to many other
early works in other vernaculars as well. It wiill not be a
deviation to say that the Tami] language was the oldest of
them all. The information we gather from the Tolkappiyam,
the earliest work on Tamil grammar is authoritative. Tamil
classics pf the Sadgam periods like the Paripadal, are a rich
mine for research and will help us to compile facts regarding
the origin and growth of ancient Indian music.

Archeologists have discovered that some relics of Mohefijodaro
and Harappa—of the Indus valley civilisation—are similar to a
few, found from excavations of Arikamédu in South India. From
all these we note in general, that the indebtedness of Indian
culture is as' much to Dravidian origins as to the Védic. Rowman
coins found in plenty in South India reveal a trade relationship
with Western countries, even earlier than the first century A.D.
Hence we cannot rule out the possibility of the import of some
musical instruments into India from outside. That the “ Zaggal ”,
the Greek harp, is thessame as the variety of Ya] (Yazh) described
in~ Silappadikarant is a general surmise. We have listened to the
descriptions of a large variety of *“Yal” in this seminar and
it will be interesting and useful to study and examine the neces-
sary material to find out if the two words (Zaggal and Yal)
refer to the same instrument.

Art can never be stationary and Indian art was no éxcep-
tion. It sprawled all over and spread itself into every nook and
corner of the country and while doing so, also managed a region-
wise development of its own. That was, perhaps, necessary to
stabilise and comnsolidate itself in every region. Music, the finest
of arts. also underwent this experience. Very soon each region

B-32
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could boast of a music of its own mould. But it could never
break away from the common heritage. Indian music with spiritual
backing is evolved round religious practices and notions, no doubt,
but remember, its secular side was never neglected even from its
beginnings. It is interesting to follow the Indian musical scale
growing out of simple Vedic chanting of three and four notes.
The Gramagana and the Aranyagana have existed side by side.
Ik is equally facinating to study the many punns and thirams of
Tami] isai stepping out of scales of lmited range.

The regional development in Indian music introduced new
varieties and increased its stock. Though born of the same notes,
and with an emotional impact in common, variant presentations
of the art came into existence, depending on the conditions of
the place and the tastes of the people concerned. In fact some
places became important seats of particular forms of music as
art music, folk, music, dance music etc.

Again, a mutual attraction and a certain reciprocal attitude
towards one another led to a happy commingling of the art,
0o matter whether the fusion was from within the country or from
outside. Indian music though regarded as somewhat complacent,
was never hesitant to draw from other sources to enrich or
enhance its own quality ‘but at no time has its original indi-
viduality been veiled. A rich variety in its stock is the glory
and splendour of Indian music and its contribution to the music
of the world like the Indian raga, is praiseworthy.

Folk music has a vital role in the history of Indian music.
A study of the different varieties of it may be recommended to
interested scholars for further research. After all, it is from
the music of the common man that the art has taken strides
towards its classical growth. Even from the edrly periods in our
history, the temples have been not only places of worship, but
bhave served as educational institutions and as recreation ground
as well. Here the people gathered, prayed, sang and danced,
listened to musical discourses that preached morals, enacted
stories that emphasised the power and victory of the good over
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the evil. The Tami] language and the South Indian temples
are rich store-bouses for the study of folk music and to study
it in all its pristine glory, will be only adding to the annals of
Indian music.

In Indian music, we notice parallel developments in its pro-
gress in various parts of the land registered at the same period
in history. This simultaneous occurrence of a musical feature
taises a doubt, if one region was influenced by the other. We
have to admit that there is no super-imposition of the one on
the other, but the question, which is the original and which the
copy, often poses a point for argument. It would do well for
scholars to delve more deeply into the matter, examine the
similarities and dJdifferences presented during the different periods
in the history of music, to help towards further discussion on
the subject. it demands intensive study and research.

Indian music is not only the finest of fine arts but a
comprehensive one too. It can qualify to be the window of
Indian culture in which capacity all the Indian arts mingle and
merge to present a wholesome picture.
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Folk songs of South Gujarat by Madhubai Patel-with a
rwreward by R. C. Mehta, Indian Musicological Society, Bombay

nd Baroda, 1974, 121 pp.—Price Rs. 25.

In the cultural heritage of 5 country, folk music, dance and
drama have an important place. The characteristic features of the
folk songs are simple rhythm and easy melody. The language
may not be of high order and the compass of the songs is
always limited.

This book is a distinct addition to the studies of Indian folk-
lore. It is an eminently scholarly work and the author has not
only given theoretical information about the folk songs of Guja-
rat but also given notation for twenty four songs which will be
very helpful for the practical singing of these beautiful folk
songs.

Shri Madhubai Patel, the author of this book is well-known
throughout India for his enormous collection of folk sopon
His present work is a very valuable contribution to the %
world. Prof. R. C. Mehta has written a foreward introd
Shri Madhubai Patel and giving 2 short snmmary of the
ents of the book.

This work consists of Eighteen chapters apart from
‘oreward, Preface and, three Appendices, viz. (1) Addenda
.acomplete Texts of songs in staff notatiom, (2) Index of English-
2xt of folk songs and (3) word-list.

In the Introductory chapter, the author gives sociological and
storical information about Gujarat, describes the special features
: its folk songs and dance, the author’s village, houses, castes,
cupation of the people, festivals and the varieties of folk sSongs

sung by them.

Then follow the other chépters in which are given the Eng-
lish translation of the folk songs on the themes ““craving for a
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child ”, cradle songs, nursery rbymes, ‘Khayana’ the folk song
sung by unmarried girls, love songs, marriage sbngs, songs of
farewell, ‘ Fatana’® or songs of humour, work songs, songs of
separation, ‘ Abavani’® or songs of the sea, songs that age used
in the folk dances of ‘Garba’, ¢ Garbi’ [the latter being exclu-
sively performed by men as opposed to that of *Garba® which
is performed by women folk alone] as also the songs sung at
the popular and the famous folk dance of Gujarat—the Rasa. The
author also has written about the different varieties of “Rasa®
dance and of the ‘Gheraiya® which is popular only in South
Gujarat, and the °Goph’ which is the May-Pole of Gujarat.
Soungs of rain, shepherd’s songs and the songs used at Tribal
dances such as Hali, Dangi, Dholak, Dobrur, Dev—Dobri, Chofli-
dhari and Chheliya of Gujarat also finds a place. The book ends
with songs. of death.

The texts of twenty-four songs of different varieties—cradle
song, Khayana, marriage song, brother’s love, song of farewell,
work song, song of separation, song of the sea, folk dance
. songs— Garba, Rasa, song of rain, shephberd’s song, Tribal dance—
-songs, song of Death and song of worship are given with Western

~ff notation. ’

";‘_’he author in his preface has stated that ‘ Shri Natvarlal
“was helpful in writing down in the Indian Solfa system
snri Vijay Ghosh putting these into staff notation.” But in
-esent work, the Indian Solfa notation is not fouand. As most
ae Indian singers are not able to follow Western staff notation,
will be of great help for the Indian folk-lorists and lovers of
i6lk music, if the songs are also given in Indian solfa notation
along with the Western staff notation in a future edition. But
so. far, nobody has published ‘the folk songs with potations, in
India. No doubt this book forms an important contribution
to the study of folk songs and folk literature. Folklorists and
lovers of folk songs will be undoubtedly indebted to Shri Madhubai
Patel for this immortal contribution of his in the field of Folk
Songs.

S. A. DURGA, M-A., MLitt.
/”;UTH ~
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