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ABSTRACT 

This study is about the nature of two Tamil Saiva poems, "TiruppaUiyclucci" and 

"Tiruvempavai", their structure as text, the style in which they are interpreted, and the way 

in which they are used in ritual events. These two poems are narrative moments rather than 

longer narrative sequences. They are interpreted in commentarialliterature, and in ritual, 

by situating the utterance of them as events in different narrative worlds. The significance 

of the poem is the significance of the event in a particular world. The meaning therefore 

changes from narrative world to narrative world, and even within the same narrative world 

if the poem is situated as a number of different events. In this study, the poems were 

generally situated in one or more of six narrative worlds: the akam world of love, the 

putam world of heroism, the theological world of Saiva Siddhanta, the world of the hero's 

biography, the world of the poet-saint's (Mal)ikkavacakar) life, and the world viewed from 

the perspective of one's own life. 

This study contributes to scholarship firstly as an understanding of Tamil Saivism, 

by studying the interaction between the Tamil Saiva poems, their interpretation and their 

use in ritual, which illustrates a basic style of interpretation within which there is 

considerable interpretive freedom. Secondly, this research contributes to the wider area of 

"Tamil Studies" in that it shows links between this style of interpretation, and that of the 

classical Tamil akam and putam poems. Thirdly. this research contributes to performance 

and ritual studies by focusing on the "ritual text" as a text in itself, and by suggesting that 

the significance and principle of coherence of the "ritual text" lies in the specific situation in 

which it is created and interpreted, rather than in the nature of the source texts. Lastly, this 

study includes field research on two relatively new temples in the village of Nakamalai 

Putukkogai, west of the city of Madurai. 
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NOTE ON TRANSLITERATION 

I have generally followed the scheme of transliteration found in the Tamil Lexicon: 

~ a §3 aI ~ fi h r ~ J 
~ a €) 0 L t 6U I ~ ~ 

l@ 1 ~ 6 mr I). 6i.J v 6lil s 
IT- I: €)6TT au <$ t It> I ~ h 
~ u 0 k [b n 61T I ~ k~ 00 

~ ii ffi k u p ctJ r 
I>T e nlJ iI u) m ~ I} 

6J e ~ c W y 

Tamil uses Sanskrit loan words, and there is usually more than one way of 

transliterating these words into Tamil, and then from Tamil into English. Since this is a 

thesis about Tamil works and worship in the Tamil language, I generally use a Tamilized 

form of Sanskrit words because, in my experience, Tamilized Sanskrit loan words have 

become Tamil words, and are pronounced and enjoyed in their Tamil forms as part of the 

Tamil language. 

There are situations in which I have not followed the above scheme. Words that are 

found in an English dictionary, such as karma, appear as spelled in the dictionary and are 

not in italics. I have used the English transliteration of a Tamil name, if a person provided 

one. Tamil names of authors of works in English appear as they do in that work. I have 

used the common transliterated form of place names such as Madurai. The names of 

Sanskrit works such as the Saiva Agamas are transliterated directly from their Sanskrit 

rather than from their Tamilized forms. I have conformed to the standard transliterated 

form of some words such as Siva and Saiva Siddhanta rather than the strict Tamil forms of 

Civam, Civat} or Caiva Cittanta. I have transliterated the Tamilized form, however, when 

referring to the manifestation of Siva or other deities in particular temples in Tamil Nadu. 
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INTRODUCTION 

This is a study of Tamil Sa iva poems: their structure. the style of their 

interpretation and the pattern of their use in ritual. In this thesis I have focused on two 

poems, "Tiruvcmpavai" and "TiruppaHiyclucci". On the basis of an analysis of the 

characteristics of these two poems and the strategies utilized in their interpretation, I have 

articulated a style of interpretation and a particular view of text assumed by this style. This 

style of interpretation also provides a framework for understanding how these two poems 

are used in worship. I believe the perspective of text and interpretation presented here can 

be used to understand the way in which other Tamil Saiva poems are interpreted and used 

in worship. 

"Tiruvempavai" and "TiruppaHiyeIucci" 

The two poems studied here are included in the canon of the Tamil tradition of Saiva 

Siddhanta which is found predominantly in Tamil Nadu. South India.) Tamil culture and 

literature has a long and continuous history. Inscriptional evidence attests to the existence 

of the great Tamil kingdoms in the third century BCE.2 The earliest extant Tamil literature, 

1 I use "Tamil tradition of Saiva Siddhanta" to refer to the tradition which takes the 
twelve Tirumurai and fourteen Mnkanta Ciittiram as their central texts (see below). Other 
traditions of S~iva Siddhanla exist: su~h as those which emphasize some of the Sanskrit 
Saiva Agamas. The Tamil tradition acknowledges the Saiva Agamas (as well as the Vedas) 
as authoritative texts. 

2 Ashoka's edicts (269-232 BCE) refer to the Ct>}a. Cera and PiiQ!iya Kingdoms as 
independent neighbours to the south. N. Subrahmanian, History (~fTamilnad (to A.D. 
15(5), 5th revised ed. (N.G.O. Colony. Madurai: N.S. Ennes Publications, 1986),35. 



the classical poetry, is dated to at least the early centuries of the common era, and some 

scholars date parts of it to even a few centuries earlier.3 

The central texts of Tamil Saiva Siddhanta are divided into two groups: the twelve 

2 

Tirumurai and the fourteen Meykat;ta Ciittiram. The first eleven Tirumurai are collections 

of devotional poems by a number of authors. The twelfth Tirumurai, commonly referred 

to as the Periya Purii1)tlm (The Great Story), is a hagiographical account of the lives of 

sixty-three saints in poetic form. The twelve Tirumurai were composed between the third 

and twelfth centuries, although the dating of some of the texts is highly controversial. The 

fourteen Meykat;ta Ciittiram, composed between the twelfth and fourteenth centuries, are 

regarded as the core philosophical texts for this tradition. 

"Tiruvempavai" and "Tiruppal}iyelucci" are sections of the Tiruviicakam, which is 

one of the two parts of the eighth Tirumurai composed by the saint, Mal)ikkavacakar. 

MiiI)ikkavacakar has been placed as early as the third century CE and as late as the tenth, 

although most scholars place him in the ninth century. He is not included as one of the 

sixty-three saints whose stories are told in the twelfth century Periya Puriit;am:~ 

There are several accounts of MiiI)ikkavacakar's life. One of the earliest is found in 

the Tiruviilaviiyutaiyiir Tiruvi/aiyiitar Puriit;am by Cellinakar Perumparrap Puliyt1r Nampi 

composed probably in the thirteen century. This text relates the "sixty-four sports of Siva" 

in the Madurai area of Tamil Nadu. Four episodes of this text relate events in 

3 There are many discussions of the dates of the c1assicalliterature. For approaches to 
dating Tamil literature see Kamil V. Zvelebil, Companion Studies to the History of Tamil 
Literature (Leiden: EJ. Brill, 1992),97-101. 

4 Glenn Yocum provides a discussion of Miil)ikkavacakar's date in Hymns to the 
Dancing Siva: A Study of Miit;ikkaviicakar' s Tiruviicakam (New Delhi: Heritage 
Publisher, 1982),46-50. Paul Younger, an exception among current scholars, provides a 
fresh analysis of the available data and in agreement with the thirteenth Tiruviilaviiyutaiyiir 
Tiruvi/aiyiitiir Puriif)affl; argues for a fifth century dating of the saint: Paul Younger, The 
Home of the Dancing Sivan: The Traditions of the Hindu Temple in Citamparam 
(Forthcoming), c. 197-207-n.9, 10. 



Mfu)ikkavacakar's life. A full biography, the nruviitavuratika! PuriiIJam, was composed 

in the late fourteenth to early fifteenth century.5 

"TiruppaUiyelucci" and "Tiruvempavai" are associated with specific periods in the 

ritual cycle of Saiva temples. ''TiruppaUiyelucci'' is primarily associated with the earliest 

daily worship period in which the presiding deity of a temple is awakened. 

"Tiruvempavai" (and also "TiruppaUiyelucci") is specifically connected with ritual activity 

during the Tamil month of Miirkaji (mid-December to mid-January). The singing of 

"TiruppaUiyelucci" and "Tiruvempavai" during these ritual periods was studied in two 

different temple settings in Madurai, South India: MiTIatci-Cuntarecuvarar Temple in the 

heart of Madurai city and the Citti ViTIayakar and the Nakamalai MurukaI] Temples in the 

village of Nakamalai Putukk6tlai. 

The Status of Current Research 

A substantial amount of scholarly work has been done on classical Tamil poetry, including 

Saiva and Vai~Qava devotional poetry, Mfu)ikkavacakar's Tiruviicakam, Saiva Siddhanta 

theology, temples, and the prescriptive texts for Saiva ritual, the Saiva Agamas. 

3 

The research on classical Tamil poetry includes translations and descriptions of the 

poems, considerations of themes in the poetry, attempts to understand the milieu in which 

the poetry was composed, and explanations of the poetic system. Some of the important 

translations are A. K. Ramanujan's The Interior Landscape (1%7) and Poems of Love and 

War (1985), G. Hart's Poets of the Tamil Anthologies (1979), and J. V. Chelliah's 

Pattupattu (ca. 1946). Descriptions of the poetry and explanations of the poetic system are 

5 See William Hannan, "Two Versions of a Tamil Text and the Context in which They 
were Written," Journal of South Asian Studies 5, 1 (Sept. 1987), 1-18. See chapter 6 
below for biographical data on M~avacakar. 



found for example in 1. H. Marr's The Eight Anth%gie.\ (1985), K. Zvelebil's The Smile 

(~f Murugan on Tamil Literature of South India (1973) and the works of Ramanujan and 

Hart just mentioned. Works that are more thematic in approach are V. T. Manickam's 

Marutam: An Aspect (!f Love in Tamil Literature (1982), X. S. Thani Nayagam's 

Landscape and Poetry (1966), and K. Kailasapathy's Tamil Heroic Poetry (1968). 

Translations and studies on the To/kiippiyam, the classical Tamil treatise on grammar and 

poetics, include P. S. Subrahmanya Sastri's (1949) translation of the text, and G. 

Sundaramoorthy's Early Literary Theories in Tamil (1974). 

There are a number of studies and translations of the Saiva devotional poetry. 
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Indira Peterson in Poems to ,~iva: The Hymns of the Tamil Saints (1989) translates 

selections from the first seven Tirumutai which are the works of three saints, 

Tirufifu}acampantar, Tirunavukkaracar and Cuntarar. David Shulman has translated all of 

the seventh Tirumurai by Cuntarar in SonRs (?f the Harsh Devotee: The Teviiram (~f 

Cuntaramiirttiniiyatziir (1990). Mal}ikkavacakar's Tiruviicakam has been translated by G. 

U. Pope (1900), G. Vanmikanathan (1980) and Balasubramanian (1958). To my 

knowledge the ninth and eleventh Tirumurai have not been translated. I believe the 

translation of the tenth Tirumurai is underway. The twelfth Tirumurai has been translated 

by T. N. Ramachandran (Part 1,1990). English studies of the poems include: P. S. 

Somasundaram's TirujfliiIJa Sambandar: Philosophy and Religion (1986) on 

TirufiaI}acampantar: Dorai Rangaswamy's The Religion and Phi/mophy of the Tevaram 

(1958) on Cuntarar: G. Yocum's Hymns to the DancinR ,~iva (1982), Radha Thiagarajan's 

A Study (~fthe Mysticism in Tiruviicakam (1983), and R. Navaratnam's A New Approach 

to Tiruvacagam ( 1971) on Mal}ikkavacakar's Tiruviicakam; and R. Gopalakrishnan's 

Religion and Mysticism in the Periyapuranam (1990). 



Recent English scholarship has begun to explore the relationship between classical 

Tamil poetry and the Saiva and Vai::;l)ava devotional poetry. Ramanujan in Hymmfor the 

Drowning (1981), Norman Cutler in Song\ qf Experience (1987), and their combined 

effort in "From Classicism to Bhakti" (1983) in Essays on Gupta Culture suggest how the 

Saiva and Vai~l)ava poets have utilized classical poetic conventions. Friedheim Hardy in 

Viraha Bhakti (1983) discusses how the theme of "separation" in classical poetry was 

incorporated into Vai~l)ava poetry. G. Subbiah in "Patterns of Religious Thought in Early 

South India" ( 1988) suggests that the world view implicit in the classical poetry underlies 

the Saiva and Vai~l)ava devotional perspective. 

5 

Various works are available on Saiva Siddhanta philosophy. These include: 

translations of some of the fourteen Meykal)!a Ciittiram, such as the Civafiii1.Jap6tam 

translated by G. Matthews (1948), J. Piet (1952), and M. Dhavamony (1971); a review of 

the basic ideas found in a variety of canonical texts such as T. B. Siddalingaiah's Origin 

and Development (if Saiva Siddhanta Upto 14th Century (1979) and Dhavamony's Love (~f 

God According to Saiva Siddhanta (1968); a translation and study of one ciittiram such as 

Rama Ghose's Grace in Saiva Siddhanta (1984) on the nruvant!pa)'at1; or a study of a 

particular ciittiram and its commentaries such as Devasenapathi's ,~aiva Siddhiinta as 

FXjJounded in the ,~i\'ajfulna-Siddhiyiir and its Six Commentaries (1966); and the more 

encompassing study of Saiva Siddhanta by K. Sivaraman, ,~aivism in Philosophical 

Perspective ( 1973). 

Many studies have been done on temples in India. Of particular relevance to this 

thesis are those on the Madurai MiI}a~ci-CunLarccuvarar Temple such as A. V. 

Jeyechandrun's The Madurai Temple Complex (1985), C. Fuller's Servants (~f the 

Godde.n: The Prie.\ts ofa South Indian Temple (1984), and Carol Breckenridge's "The 

Sri Mlnak!:,i Sundardvarar Temple: Worship and Endowments in South India, 1833 to 
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1925" (1976). Also of importance for this study is Richard Davis's Ritual in an O\ciffating 

Universe (1991) which describes the ritual universe of the Saiva Siddhanta Agamas. Davis 

relies substantially on the K{lmikiigama, which is one of the two Agamas said to be the 

basis of worship at MiQa~ci-CuntarccuvararTemple. 

Although there is a substantial amount of scholarship on classical and Saiva 

devotional poetry, Tamil Saiva Siddhanta and temples and temple ritual, there has been no 

particular study of the strategies of interpretation of Saiva poems nor of their usage in 

ritual. Cutler makes a strong move in this direction with his theory of Tamil devotional 

poetics in Songs qf Experience (1987). He develops his theory in the context of 

SrIvai~l)ava theology and the Srlrailkam Temple ritual. He notes parallels that suggest the 

same model is at work in the Tamil Saiva context. The perspective presented here is based 

on research conducted in the Saiva context. It has been influenced by Cutler's theory but it 

also differs from his in important ways. Peterson, in the introduction to her translation of 

Saiva poems, discusses the interpretation of the poems by the traditional singers of the 

Saiva poems, the iituviirs. She argues that they interpret in public performance outside the 

piicai context firstly through their selection of songs and secondly by repeating and 

em bellishing portions of poems. Peterson notes that the constraints of ritual limit the 

opportunities for the otllviir to interpret the poems.6 This study does not look at the role of 

the 6tuviir outside temple ritual as Peterson does, but focuses on the use of the poems in 

ritual situations whether or not they are sung by an 6tuviir. 

(, Indira Viswanathan Peterson, Poems to ,S'iva: The Hymns (~f'the Tamil Saints 
(Princeton: Princeton Univesity Press, 1989),59-75. 
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Approaches, Scholarly Influences and Sources 

My strategy has been to take up two Saiva poems for a case study, with the expectation that 

the conclusions would be applicable to the wider context of the interpretation and use of 

Saiva poems. The approach has been three-fold. I first analysed the structure of the 

poems. I then, endeavoured to identify strategies of interpretation evident in 

understandings of the poems. Finally, I observed and participated in rituals during which 

the two poems, "TiruppaHiyclucci" and "Tiruvcmpavai", are sung. 

I have found the work of several scholars particularly helpful for this study. 

Norman Cutler, in Songs qf E.xperience, analyses the Vai~l)ava and Saiva canonical 

poems, and the classical akam and puram poems in terms of speakers and addressees.7 

found this approach very useful and began my study of the structures of "TiruppaHiyclucci" 

and "Tiruvcmpavai" along the same lines. My analysis of the interpretive strategies was 

influenced by the "reader-response" perspective that a text has meaning when it is read or 

recited. I have been influenced in particular by Wolfgang Iser's "The Reading Process" 

and Stanley Fish's h, there a Text in this Class? and "Why No One's Afraid of Wolfgang 

Iser". My discussion of the nature of the poems has been informed by Iser's idea that the 

reader fills in ambiguities in the text during the reading process.R I have been influenced by 

Fish's view that the reader's experience of a text is shaped by interpretive strategies which 

the individual brings to the text, that these strategies determine the formal units of the text 

around which the reader builds meaning, and that the interpretive strategies that the 

individual might use are determined by the interpretive communities of which the person is 

7 Norman Cutler, Song\ of Experience: The Poetic.\ of Tamil Devotion (Bloomington: 
Indiana University Press, 1987), 11, 19-38,61-70. 

R Wolfgang Iser, "The Reading Process: A Phenomenological Approach" in Reader
Response Criticism: From Formalism to Post-Structuralism, ed. Jane P. Tompkins 
(Baltimore: John Hopkins University Press, 1980),50-69. 
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a member.9 I found Stuart Blackburn's monograph on the bow song tradition of Southern 

Tamil Nadu, Singing of Birth and Death (1988) helpful for the study of the ritual usage of 

texts. His study shows how a source text can be changed and its significance dramatically 

altered when it is used in ritual. 

The fieldwork for this study was conducted in the area of Madurai city, Tamil Nadu 

in 1990-91 and 1993-94. During these periods I collected a number of editions of the 

poems, and a variety of interpretations in the form of questionnaires, interviews, 

commentaries and other secondary literature. I conducted questionnaires and interviews in 

order to gather individuals' views on the poems, their meanings, the significance of the 

rituals in which they are used, and the individuals' own worship activity. I gathered fifty-

seven questionnaires and conducted fifty-two interviews. The questionnaires were 

gathered and the interviews conducted almost exclusively with adherents of Saivism. 

Slightly more men than women responded to questionnaries or were interviewed. 10 

During my field work in 1993-94, I had the opportunity to interact in a more leisurely and 

extended way with many of those who had responded to questionnaires or had been 

interviewed on my previous field trip. Although I refer to these interviews and 

9 Stanley E. Fish, Is There a Text in This Class? The Authority of Interpretive 
Communities (Cambridge: Harvard University Press, 1980). 

10 Twenty-one interviews were with women while thirty-one were with men. I 
received twenty-nine questionnaires from women and twenty-eight from men. Generally I 
have not mentioned the names of those interviewed or those who responded to the 
questionnaires as in most cases these were conducted with the understanding that I would 
not be mentioning names. This was not a random sample. I found people were more 
willing to co-operate if I had been referred to them. The interviews often took place in a 
small group. The questionnaire formed the basis of the interview, but the interviews did 
not necessarily follow the order of the questionnaire. The questions of the interview were 
adjusted when interviewing specialists such as the professional singers, the otuviirs, or the 
priests. The order and concerns of the questions of the questionnaire were collecting 
biographical data; ascertaining the person's degree of acquaintance with the poems and their 
personal worship pattern; determining the individual's understanding of the poems and 
certain ritual events; and collecting any other comments the person wished to make. 



questionnaires only to a limited extent, they were a necessary preliminary step in my 

research as it is the pattern which I saw initially in those interviews and questionnaires that 

has been developed into the discussion of text and interpretation presented in this thesis. 

The earliest known written commentaries on the Tiruwicakam date from the 

9 

eighteen or ninteenth centuries. II There are several collections of short aphorisms of 

unknown authorship on Tiruviicakam providing the meaning of the poems which probably 

predate the first written commentaries. I2 The interpretations presented here were selected 

from published works as they were generally more thoroughly worked out than those 

received from individuals in the interviews and questionnaires. The major interpretations 

presented here are drawn from the work of five men and one woman, all of whom belong 

to the nineteenth and twentieth centuries. There is an additional interpretation, whose 

authorship is uncertain, which is usually dated in the eighteenth or nineteenth century. Five 

of the interpretations were written in Tamil and two in English. 

The two ritual settings focused on in this study are the MiI}atci-Cuntarecuvarar 

Temple in Madurai and the Citti ViI}ayakar and the Nakamalai MurukaQ Temples in 

Nakamalai Putukk6ttai, a village approximately ten kilometres west of Madurai city. I 

studied the same three ritual events during both field trips: the early morning pucai and the 

ten day "Tiruvempavai" Festival, both at the MiQatci-CuntarecuvararTemple, and the thirty 

day recitation of the poems, known as "Piivai Singing" at the two temples in Nakamalai 

Putukk6ttai. 

II See Mu. AruJ}acalam, "Tiruvacaka Uraip PatippukkaJ" in Tiruviicakam: Ci/a 
Ariiyccik Kurippukka! (Citamparam: Caiva Cittanta Maka Camaja, 1965), 143-53. The 
interpretation of K3.1i T~!avarayar is thought to be the earliest written commentary on the 
Tiruviicakam, although the "Tiruvempavaik Karuttu" on "Tiruvempavai" alone seems to 
predate Ka!i T~tavariiyar's interpretation. See chapter 5 below for a discussion of these 
two commentaries. 

12 Akattiya Cuttiram, Tiruvu!!akitakkai, and Tiruviicaka U1Jmai. Radha Thiagarajan, A 
Study of Mysticism in Tiruviicakam (Madurai: Madurai Kamaraj University, 1984), xv-xvi. 
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The Argument 

The theory proposed here is that Sa iva poems, in both secondary literature and in ritual 

usage, constitute a text which is interpreted within one or more narrative worlds. The 

"text" (what is interpreted) may be a single poem, a verse of a poem, or a collection of 

poems or parts of poems. These poems or their parts are episodic moments rather than 

longer narratives. They are monologic or dialogic utterances. The particular identity of the 

speaker is not made known in the poem. The poem may, however, contain information 

about the gender or role of the speaker or speakers. The addressee mayor may not be 

provided with a specific identity. The poems also may convey varying degrees of 

information about the time and place in which they are spoken. 

Interpretation consists primarily of providing a particular context in which to 

understand the "text". This is accomplished by situating the poem as an event in one or 

more narrative worlds, usually by providing an identity for the speaker and identifying the 

occasion on which it was uttered. A more detailed interpretation may provide an identity 

for the addressee and details of the setting also. By narrative world, I mean a world in 

which a particular story takes place. Each narrative world is constituted by a sequence of 

events which sets the broad parameters of activity within that world. The poems 

considered in this study were generally situated into one or more of six narrative worlds. 

These were the aka11l world of love, the puram world of heroism, the theological world of 

Saiva Siddhanta, the world of the hero's biography, the world of the author saint's life, 

and the world viewed from the perspective of one's own life. The significance of the 

utterance (i.e. the meaning of the text) and the coherence of the meaning depend to some 

extent upon the poem being situated coherently in the narrative world. 

Viewed from Fish's perspective, this style of interpretation is a strategy evident in 

Tamil culture, and the individual narrative worlds or combinations would be the interpretive 
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sub-communitie~. Fish understands Iser's 'gaps' to be the result of the interpretive 

strategy brought to the text rather than being in the text itself.i3 It seems that part of the 

interpretive strategy of the examples cited in this study is to assign identities to the speaker 

or addressee and identify the utterance as a particular occasion or situation in a narrative 

world. This implies that the strategies at work assume an ambiguity regarding the identity 

of the speaker or addressee, and the particularities of the occasion or situation of the 

utterance. In this study, I refer to these ambiguities as though they are in the poem itself, 

when more precisely I should say that they are gaps assumed by the common style of 

interpretation. 

In the three rituals studied this conception of text and style of interpretation was 

operative. The poems were situated in narrative worlds, specifically biographies. In the 

early morning worship, the poems were situated in the biography of the presiding deity, 

Cuntarecuvarar. In the "Tiruvempavai" Festival, "Tiruvempavai" was situated in the 

biography of the poet, Mfu).ikkavacakar. In the "Pava; Singing" in the two village temples, 

the singing of the poems was situated in the lives of individual devotees, first person 

biographies. 

In these three ritual events, however, the utterances which were situated were not 

the poems, "TiruppaUiyelucci" and "Tiruvempavai", as they appear in their canonical state. 

In the ritual contexts of this study, the utterances consisted of a collection of source texts, 

which included all or parts of "TiruppalJiyelucci" and "Tiruvempavai". The combining of 

source texts into the utterance of a performance actually constitutes the creation of a new 

text which will be referred to as the "ritual text" in this study. Furthermore, the 

13 Stanley Fish, "Why No One's Afraid of Wolfgang Iser" in Doing What Comes 
Naturally: Change, Rhetoric, and the Practice a/Theory in Literary and Legal Studies 
(Durham: Duke University press, 1989),68-86. 
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significance of this new text and the coherence of its meaning depend to some extent upon 

the narrative world in which the utterance is situated. Extending Fish's idea that 

interpretive strategies determine the formal units of the text around which one builds 

meaning, I am suggesting that the interpretive strategies at work in the construction of the 

"ritual text" determine not only the formal units of the text, but also its composition and 

boundaries. 

The understanding of text and interpretation proposed here, and the pattern of usage 

evident in the use of Saiva poems in ritual have precedents in the earliest Tamil literature, 

the classical akam and puram poetry. The structure of the devotional poems is the same as 

that of the classical poems. The strategy of interpretation has antecedents in the colophons 

of the classical poems. The pattern of behaviour evident in the use of the poems in the 

three rituals studied here follows a pattern of behaviour implicit in the pllram poems. The 

religious world of the modern Saiva has been strongly influenced by the world of the 

classical poetry. 

Scholarly Significance 

This study makes a contribution to scholarship in several ways. Firstly, it contributes to an 

understanding of Tamil Saivism by studying the interaction between the Tamil Saiva 

poems, their interpretation and their use in ritual. It illustrates that there is a basic style of 

interpretation of the poems and that within this basic style there is considerable interpretive 

freedom. It also illustrates the contrast between the use of the hymns in a large well 

established temple and in two small local temples. Secondly, this thesis contributes to the 

wider area of Tamil Studies, by showing links between the style of interpretation of Tamil 

Saiva poems and Tamil classical poems, and by suggesting links between a pattern of 

religious behaviour and a pattern of relating to the hero expressed in the classical puram 
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poetry. Thirdly, the study contributes to the field of performance and ritual studies by 

focusing on the "ritual text" as a text in itself, and by suggesting the significance and 

principle of coherence of the "ritual text" lies in the specific situation in which the text is 

created and interpreted rather than in the nature of the source texts. Lastly, the data 

collected on the new village temples, in which the "Pavai Singing" takes place, contributes 

to studies on local temples in the making. 

Organization 

The thesis is organized into three parts. In the perspective of text and interpretation being 

presented here, the "text" is what is interpreted and the interpretation is the meaning or 

significance that results by providing a context (i.e. a narrative world) in which to 

understand the "text". Part I and Part II are complementary in that the "texts" presented in 

Part I are the subjects of the interpretation in Part II. Part I describes the characteristics of 

the "texts". Chapter 1 provides a translation of "TiruppaHiyelucci" and "Tiruvempavai" and 

highlights characteristics of the poems relevant for the interpretations presented in Part II. 

Chapter 2 argues that these structures and characteristics are found in the classical akam 

and pu[am poems, and illustrates how these same features are evident even in poems 

which were composed later than the twelve Tirumu[ai. 

Part II: Interpretation explains and illustrates the strategies of interpretation of 

"Tiruvempavai" and "TiruppaUiyelucci" primarily as found in commentaries. Each of the 

first four chapters of Part II describes a different narrative world, and considers 

interpretations and the strategies utilized by particular interpreters of the poems. Chapter 3 

describes the akam narrative world, and provides two interpretations of "Tiruvempavai" 

and 'TiruppaUiyelucci" as framed by this world. Chapter 4 considers "TiruppaUiye!ucci" 

as framed by the pu[am world. Chapter 5 considers two interpretations of "Tiruvempavai" 
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and one of "TiruI?paUiye!ucci" as framed by the Saiva Siddhanta narrative world. Chapter 

6 considers "Tiruvempavai" as understood within Mfu:likkavacakar's biography and both 

"Tiruvempavai" and "TiruppaUiye!ucci" as understood in a general way within the first 

person biography. In chapter 7 it is argued that the strategies evident in the examples given 

in the previous chapters have antecedents in the colophons of the classical poems. 

Part III: Modem Usage examines the use of "Tiruvcmpavai" and 

"TiruppaJJiye!ucci" in the MiQatci-Cuntarecuvarar Temple and in the Citti ViQayakar and 

Nakamalai MurukaI} Temples. The conception of text and the style of interpretation 

developed in Parts I and II is operative in the rituals presented in Part III also. In these 

rituals, however, "Tiruvempavai" and "TiruppalJiyelucci" are source texts even though the 

poems are especially associated with these rituals. A new text is constructed (the "ritual 

text") which is the subject of interpretation in the following three ritual events. Chapter 8 

provides a description of the MiQatci-Cuntarecuvarar Temple, the first early morning purai 

and the singing and interpretation of "TiruppaUiye!ucci" as part of the "ritual text" of this 

event. Chapter 9 consists of a description of the ten day "Tiruvempavai" Festival at the 

MiQatci-CuntarecuvararTemple, and the interpretation of "Tiruvempavai" as part of the 

"ritual text" of this festival. Chapter 10 provides descriptions of the Citti ViQayakar and the 

Nakamalai MurukaQ Temples and of the "Piivai Singing". Chapter 11 consists of the 

interpretation of the "ritual text" of "Piivai Singing" and of "TiruppalJiyelucci" and 

"Tiruvempavai" as part of this text. In chapter 12, I argue that the pattern of behaviour 

evident in these three ritual events is the same as a pattern implicit in putam poetry, and that 

the boundaries, composition and meaning of the "ritual texts" of these events is dependent 

upon the narrative world in which the singing of the poems is situated and upon the 

particularities of the specific ritual settings. 



PART I: TEXT 

mUlJIlam aVaI].utaiya namam ken-aJ; 
miirtti avaI]. irukkum vatp).am kettaJ; 
pitmai aVaI].utaiya fuiir kenaI; 
peyarttum aval]ukke pieci 3.QaJ; 
aIJl]aiyaiyum attaI].aiyum a.I]!C nittaJ; 
akaI]!8.J akalitattar acarattai; 
taIJl]ai maranUij; taI]. namam kenaJ; 
talaippatW naI'lkai talaivaI]. taIe! 

First she heard his name; 
She heard about the beauty of his form; 
Then she heard about his place, Ariir; 
Even though they tried to redeem her, 

she became mad for him; 
That day she abandoned her mother and father 

and all such things; 
She did not care about worldy customs; 
She forgot herself; She forgot her name; 
Our sister reached the hero's fooLl 

lTirunavukkaracar, poem 6512, transliterated from Teviiram: Hymnes Sivaites Du 
Pays Tamoul, Publications De L'Institutut Fran~ais D'Indologie No. 68, 2 (Pondichery: 
Institut Fran~ais D'Indologie, 1985) 256. Translated with the guidance of Dr. (Mul}aivar) 
A. At.!antaracan, Department of Saiva Siddhanta, Madurai Kamaraj University. 

15 
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Ten of the twelve Tirumutai, the Tamil Saiva canonical poems, are anthologies of 

collections of poems. These anthologies are in part organized by author. One of these 

poems can be enjoyed by itself or it can be appreciated along with other poems. 

Devotees and the traditional singers of the poems, the iJtll\'arS, select poems from 

the canon to sing during worship. Within the twelve TirlimliTai, they may choose from 

thousands of verses. Devotees also choose poems from non-canonical anthologies as well. 

There are many modem anthologies of poems culled from the TirumuTai and non-canonical 

collections of poems. Songs from these new anthologies are selected and sung by devotees 

during group or personal worship. 

The characteristics of the Tamil Saiva poems lend themselves to this kind of use. 

They tend to be short. Even if they are longer poems, portions of a poem can be selected 

and used. The poems also tend to be discrete episodic moments rather than longer 

narratives. Furthermore, there tends to be an ambiguity regarding the identity of the 

speaker, the event which the poem represents and the setting in which the poem takes 

place. Therefore, the poems can be strung together easily and can be shifted from context 

to context within the larger Saiva universe. 

These characteristics are evident in the earlier classical Tamil akam and [Jlltam 

poems, and a large number of poems composed after the TirumliTai poems. They also are 

organized into collections of poems. These poems also can be appreciated by themselves 

or along with other poems. Furthermore, they exhibit the same types of ambiguities 

evident in the Tamil Saiva canonical poems. 

In chapter I, these characteristics of Saiva canonical poems will be illustrated by an 

analysis of "Tiruvcmpavai" and "TiruppaHiyclucci". In Chapter 2, these characteristics will 

be illustrated by reference to specific examples of classical akam and [JuTam poems, and 

briefly by reference to some later poems. 



I: Chapter 1: The Poems 

Both "Tiruvcmpavai" and "Tiruppa}Jiyclucci" are collections of poems (or verses) 

which individually represent single moments or events rather than a continuous narrative. 

The speaker or speakers of these poems do not have a particular identity explicitly 

expressed in the poem. The poem mayor may not indicate the speaker's gender. The 

addressee in some poems is given a particular identity, and in others is only identified by 

gender or by second person pronouns or by verbal forms. The extent to which the setting 

is provided varies from poem to poem. 

The chapter begins with a short explanation of the organization of "Tiruvcmpavai" 

and "TiruppaHiyclm:ci". This is followed by a transliteration and then a translation of each 

poem. The chapter concludes with a short description of the two poems. 

"Tiruvcmpavai" and "Tiruppalliyclucci" are from Tirul'acakam. Tirllvacakam has 

656 poems divided into fifty-one units, each of which has its own title. All but the first 

four units are subdivided into smaller units without titles. Editions of Tiru\'acakam tend to 

number the poems primarily according to their position within the 656 poems, and 

secondarily according to their position within the smaller unit. Tinn,acakam. and a second 

work consisting of 400 poems entitled Tirukkclvai.var, constitute the eighth TirumuTai, all 

of which. according to tradition, was written by the saint, Mal)ikkavacakar. The eighth 

TirumliTai is part of the twelve TimmliTai which collectively consitute the first part of the 

Tamil Saiva Siddhanta canon. 

"Tiruvcmpavai" and "TiruppaHiyclucci" occur regularly in the same form, order and 

position in all the editions of Tirllvacakam which I have seen. I That is to say, 

I The order of the poems in the edition do not follow the chronological composition 
of poems provided in Mal)ikkavacakar's biography as told in the Tirul'ataviiratika! 

17 
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"Tiruvempavai" always has twenty poems in the same order, and it always appears as the 

seventh unit in the Tiruviimkam. The first poem of "Tiruvcmpavai" is the I 55th poem of 

the Tiruviicakam. "TiruppaHiyelucci" always has ten poems in the same order, and always 

is the twentieth unit in the Tiruviicakam. The first poem of "Tiruppa!}iyelucci" is the 366th 

poem of Tiru)'iicakam. 

The poems of each of these two units are linked together by a phrase which 

concludes each poem in the group. In "Tiruvempavai" this phrase is "el iJr empiivai" and 

in "TiruppaUiyelucci" it is "pa!!iyejuntaru!iiye". The titles of these poems are thus thought 

to come from the refrains. 

Translation 

"Tiruvempavai" and "TiruppaHiyclucci" have been translated into English before. The 

purpose of providing a translation here is to focus attention on the markers of the speakers 

and addressees. These markers are in bold type in the transliteration of the poems and in 

the translation. As a result of this emphasis, the translation may be somewhat awkward at 

times. For example some of the poems of "TiruppaHiyclucci" end with "emperumiit1 pa!!i 

ejuntarula/iiye". I have translated this phrase with two subjects, "our Lord" and "you", 

because both are present in the Tamil. This translation does not attempt to duplicate rhythm 

or rhyme. I have tried to some extent to present the order of ideas in translation as they 

occur in the poem in Tamil. 

I have consulted primarily three Tamil and two English sources for these 

translations. Kantacami PiHai's edition of Tiruviimkam presents two versions of the 

Pli"ii~wm. Glenn E. Yocum. Hymns to the [)ancin~ ,~iva: A Study (~r Mii~likkaviirakar's 
Tirul'iicakam (New Delhi: Heritage Publishers, 1982),56. 
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poems: one split into discrete words and one unsplit.2 The transliteration presented here is 

based on his split version of the poems. I have used VaratarajaQ's commentary3 for the 

syntactic expansion of phrases, and Anu:taivativel Mutaliyar's commentary4 for his 

grammatical and explanatory notes. I have also consulted Pope's5 and Vanmikanathan's6 

translations of the poems. 

"Tiruvempavai"7 

Poem 155/1:8 

Atiyum antamum illa arum perum 
cotiyai yam patak ketteyum vat tatam kal.l 
mate vatarutiyo Val} ceviyo ni!l cevi tfu} 
matevaIJ. var kalalkal valttiya valttu olipoy 
vItivayk keUalume vimrni vimrni meym marantu 
potu ar amaliyiIJ mel niI]!UIl1 pUraI).tu iiuiaI} 
eteI}um akal kitantal eI}I}e cI}Qe 
Ite emtoJi paricu cl or empavay 

Without beginning or end 
the precious great Effulgence 

we sang about; 

2 NI. Kanatacamip PiHai, Tiruviicakam: Mutar Pakuti MUlam, Iral)tam Patippu 
(Citarnpararn: Alp:lamalai Palkalaik Kalakarn, 1984). 

3 Ji. Varatarajal}, Tiruviicakam: Virivurai (1971; CeI}I}ai: PalaI}iyappa Piratars, 
1987). 

-I- Arn.,aivativel Mutaliyar, MiiIJikkaviicaka Cuviimika! Tiruviicakam TirukkiJvaiyiir 
Akiya Ettiin Tirumurai [Kurippuraiyu!a1JJ(Tarumapuram: Tarumapuram Atll}am, 1966). 

5G. U. Pope, The Tiruva(agam or 'Sacred Utterances' of the Tamil Poet, Saint, 
and Sage Miinikka-vii(agar, 3rd ed. (Oxford: Clarendon Press, 1900; republished by 
University of Madras, 1979). 

6 G. Vanmikanathan, Pathway to God through the Thiruvaachakam: An Original 
Interpretation arui Complete Translation (Thiruppanandal: Sri Kasi Mutt, 1980). 

7 This translation is a modified version of the one presented in my M.A. thesis: "An 
Interpretation of M~avacakar's "Tiruvempavai" (University of Calgary, 1987). 

8 Poem 15511 means: poem 155 in Tiruviicakam which is poem 1 in 
"Tiruvempavai" . 



although you heard? 
Oh Bright wide-eyed Maiden, 

still you sleep? 
Are your ears hard? 

Upon hearing the loud sounds, 
the praise of MatevaI}'s long anklets in the street 

exclaiming overwhelmingly 
forgetting fher]self 
rolling on the bed filled with flowers 
incapacitated like this 

she lay. 

Ah!Ah! 
What indeed is this nature of our friend? 

Oh our Lady! 

In this poem the speaker or speakers are indicated by first person plural markers (yam, 

em). The reference" emtoJi" suggests that the speaker or speakers and addressee are 
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female, as "toJi" is a word used to indicate friendship between females. lO The addressee is 

indicated by second person markers and vocatives (kettey, mate, valarutiyo, nil]). No 

particular setting is suggested in the poem. I I 

Poem 156/2: 

pacam paraficotikku epp3y irappakal nam 
pecum potu eppotu ippotu ar amalikkc 
necamum vaittapaiyo neriJaiyay neri)aiyir 
cI cI ivaiyum cilavo vijaiyati 
ecum i!am Ito viI:uJorkaJ ettutarku 
kiicum malarppatam tantaru!a vantaruJum 
tecaI} civalokall tillaic cirrampalattul 
lcaI}arkku aIJpu ar yam ar el or empavay 

You used to express love for the Supreme Effulgence 

9 See M. S. Andronov, A Grammar of Modern and Classical Tamil, 2nd ed. 
(Madras: New Century Book House, 1989), #128, #257. 

10 Tamil Lexicon (Madras: University of Madras, 1982). 
II The reader familiar with Norman Cutler's Songs of Experience will recognize the 

style of analysis of trying to identify the speaker and addressees, and the way in which they 
are present or absent in the poem. I am not, however, using his elaborate typology for a 
variety of reasons. Norman Cutler, Songs of Experience: The Poetics of Tamil Devotion 
(Bloomington: Indiana University Press, 1987), 11, 19-38,61-70. 



night or day 
whenever we spoke. 

Now, is your affection for the full bed? 
o well-adorned One! 

o well-adorned Ones! 
Shame! Is this really the place to playfully reproach? 

for he who is luminous 
who graciously comes to give the blossom-foot 

which withdraws from the praises of the celestials 
for the Lord of Sivaloka 
for the Lord in the hall at Tillai 

Do we have love? 

o our Lady! 

This poem, and the following two poems, are frequently understood to be a dialogue 

between a single female and a group of females, or someone speaking on behalf of the 

group.12 The basis for this perspective in this poem is the two second person addresses, 

one in the plural (nerijaiylr) and one in the singular (nenjaiyay), as well as first person 
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markers (nam, yam) and second person singular markers (etlpay, vaittatlaiy6). The female 

gender of the speakers is inferred from "nerijai" meaning 'suitable ornaments' used about 

ladies.13 Here the setting would seem to be the sleeping area of the person addressed. 

Poem 157/3: 

muttu aI)I)avcl Dakaiyay mUI] vantu ctir cluntu e!1 
altaI) fu}antaIJ amutaI] CIJfU aHupt 
tittikkap pecuvay vantu UIJ kalai tiravay 
paUu utaiyir IcaI] pala atiyir panku utaiyir 
puttu atiy{)m pUI]mai tirttu a!kOl)!ala pollato 
cttn DiD aIJpu!amai eW>m ariy{)mo 
cittam alakiyar palaro Dam civaI)ai 
ittaI]aiyum vCI)!um emakku cl tlr cmpavay 

o You with a white smile like a pearl! 

12 In the discussion of the remaining poems of "Tiruvcmpavai", I will refer to 
speakers in the plural when plural markers are used, even though the speaker may be one 
person speaking on behalf of the group. 

13 Tamil Lexicon gives the meaning for "nerijai" as "Lady, as adorned with fine 
jewels" and cites "nerijaiyiiy nerijai,"rlr" from this poem. 
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previously you came before [us] 
and sweetly, mouth wateringly would say: 

"My Father!, Blissful One, Ambrosial One!". 
You come and open the door! 

o you with devotion! 0 you ancient devotees of the Lord! 0 you beautiful ones! 
Is it wrong to accept and forgive the faults of us who are new devotees? 

Would [you] mislead [us]? 
Don't we all know your affection? 
Shouldn't those with beautiful hearts sing to our Siva? 
All this is necessary for us. 

o our Lady! 

The dialogue in this poem is also indicated by second person singular (nakaiyiiy, pecuviiy, 

tiraviiy, nil) and plural addressees (u!aiyfr, ali},fr). It has as well some first person plural 

markers (aliy6m, ell6m a[iy6m6, nam, emakku). No gender is indicated. The poem 

includes the reported speech of the single addressees. The setting suggested is the house of 

the single addressee. 

Poem 158/4: 

oJ nilattil nakaiyay iImam pUlamti1]ro 
vaI)1).akki!imo!iyar ellarum vanHiro 
ennik kotu ullava collukom avvalavum 
k~ll)I).ait tuyiQIu avame kalattaip Pokkate 
vil)I)ukku oru maruntai vetavi!up poruJai 
kaI).I).ukku iI)iyfu.!ai palik kacintu uUam 
ul nckku nil.!!ll uruka yam mattom niye vantu 
eQQi kuraiyil tuyil el or empavay 

o you whose smile is like a luminous pearl! 
Has it not dawned yet? 

Have all those who speak like beautiful parrots come? 

We will count and tell [you]. Don't you waste time sleeping! 

singing 

about the one Medicine for Heaven, 
about the Excellent Sense of the Vedas, 
about the He who is agreeable to the eyes, 

heart melting, 
mind dissolving, 
while dissolving, 
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we won't [do it]. 

You come and count! 
If it is deficient, [go back tol sleep! 

o Our Lady! 

This poem contains first person plural markers (collukom, yam miittom) and second person 

singular forms (nakaiyiiy, pokkiite, nfye, tuyil). This structure suggests that the poem is a 

monologue. However it is often understood to be a dialogue. The sentence "Have all 

those who speak like parrots come?" is taken to be the utterance of the one person in 

response to the question by the group, "Has it not dawned yet?" The location also seems to 

be the house of the single addressee. This poem has the first explicit suggestion that the 

time of the activity is dawn (puiarnti1)!o). 

Poem 159/5: 

mal ariya nfu}mukaI}um kfu}a malaiyiQai nam 
pol ariv6m eIJ!U una pokkailkaJe pecum 
pal iiru teQvayppatiri katai tirclvay 
fialame viI)I).e pi[ave arivu ariyfu} 
kolamum nammai atkol}taruJik kotattum 
cIlamum pati civaQe civaQe eIJ!U 
olam itiQum u.,aray u.,aray ka., 
elakkulali paricu el or empavay 

"That mountain unknown by Mal, unseen by even the Four-faced One,14 
those like us can know" 

You deceitful One, whose honied mouth flows with milk, speak such lies, 
you open the door! 

about the beauty of him who is unknown by the knowledge 
of the world, the heavens and other [worlds], 

about the characteristics that remove faults 
and graciously accepts and rules us; 

even if [we] cry unrestrainedly singing, 
See! you do not feel! You do not feel! 

Oh you fragrant locked one! 

Consider (this] nature, 

14 "Mal" and "the Four-faced One" are respectively Viljl}u and Brahma. 
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o our Lady! 

This poem is usually interpreted to be a monologue. The speakers are indicated by the first 

person plural marker (nammai). The addressee is one female indicated by the singular 

vocatives "patirl" and "eiakkujaii", and other singular second person forms (tiraviiy, 

Ul)ariiy w')ariiy kiilJ). This poem also contains the reported speech of the addressee. Again 

the setting seems to be the house of the addressed person. 

Poem 160/6: 

mage ni nel}1}alai nalai vantu unkaJai 
Dage eJuppuvag eIJ[alum naQame 
pOl}a ticai pakaray il}1}am pulamtimo 
vaQe nilaQe pirave apvu ariYaQ 
t~e vantu emmait talaiya}ittu a!koQa!arulum 
vaQ varkalal pati vantorkku u!lvay tiravay 
ul}e urukay u!lakke urum emakkum 
el}orkkum tam kOQaip patu el or empavay 

o Doe! 
Yesterday, even though you said: 

"Tomorrow I indeed will come and awaken you, [you did not come]" 
Tell [us], without feeling ashamed, what happened to that promise. 
Has it not dawned? 

for those who came singing about the great anklets of Him 
who comes 
gives us grace 
and accepts [ us] 

Open your door! 

Your body does not melt. IS 

Only you can feel [this way]. 
for us 
for those like [us] 

sing about our king. 

o Our Lady! 

15 "urukiiy" can be taken as either a negative statement (you do not melt) or an 
imperative (melt!). 
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This poem, and ~he remaining poems of "Tiruvcmpavai" , are often taken to be the address 

of the group or representative of the group to a single individual. The speakers are 

indicated by first person pronouns (emmai. and emakkum) and the addressee by second 

person pronouns (ni, UIJ, uIJakke), the singular culturally feminine vocative (miiIJe) and 

singular imperatives or negatives (pakariiy, tiral'ii.r, urukiiy, and patu). The reported 

speech also maintains the distinction between the group (llIika!ai) and the person addressed 

(niiIJe ejuppuva,-z). The setting suggested is dawn at the addressee's house. The word 

translated here as "door", viiy, may also mean "mouth". 

Poem 16117: 

300e ivaiyum cilavo pala amarar 
ul]l]arku ariyal] oruVaJ] irum clral] 
cil]nanka} kctpa cival] clJIc vay tif'clppay 
tCl}l]a cl}l]a mUl}l]am tIccr mcluku oppay 
c1]1]a1]ai eo araiya1] i1] amutu CI}!U ellomum 
COoo()m kc} vcvvcray ir!1]am tuyilutiy() 
val} ncficap petaiyar pm vala kif,attiyal 
C1]1]C tuyili1] paricu cl {ir cmpavay 

Sister! Could it be: 

Listen! 

that You would open Lyourj mouth "Siva" 
upon hearing of the emblems of Him 

of great beauty 
who is without equal 
who is unknowable to the conceptualization of the gods; 

that You would be like wax before a fire 
lupon hearingj "0 Southern One"? 

all of us individually without exception have cried: 
"My Lord, My King, Sweet Ambrosia!". 

Still you sleep? 

What is this blissful sleep that 
You would lie 

indifferent 
inactive 
like a naive one with a hard heart. 

o our Lady! 

In this poem the speakers are indicated collectively by first person plural markers (elWmum 
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cotu](")m) and individually by a first person singular marker (eu). The addressee is 

indicated by a singular feminine vocative (a1.Jt1e) and singular second person markers 

(titappiiy, oppiiy, tuyiiuti, and ki!atti). The setting in this poem is the sleeping place of the 

addressee. 

Poem 162/8: 

k()li cilampa cilampum kuruku cilkum 
elil iyampa iyampum vCl)cailku cilkum 
keI il paraficoli kel il parailkarul)ai 
kel il vilup porulka} pati!l{)m kettilaiy() 
vallHu cI}I}a urakkaml') yay tirdvay 
aliyaI} aI}pu\aimai am arum ivvaro 
flli mutalvaQay niI}fd oruvaQai 
Clai pailkalaI}aiyc patu el or cmpavay 

Everywhere 
the rooster crows 
the birds chirp. 

Everywhere 
in seven notes music sounds 
the white conch shells resound. 

We have sung about: 
the noble things without compare, 
the Supreme Grace beyond compare, 
the Supreme Effulgence without compare. 

Did you not hear? 

Bless Iyou!! 
What is this? Is it sleep? 
You open Iyourl door! 
Is this indeed the manner in which Iyou\ show Iyourl affection 

for him who is the sea lof grace]? 

Sing about Him 
who is without equaL 
who stands underlying the cosmic rest, 
who is part woman. 

o our Lady! 

There are few explicit indicators of the speakers and addressee in this poem. The speakers 

are indentified by a first person plural marker (pii!i1.J()m) and the addressee by second 
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person singular markers (kettilai, tiravay, and patu). The poem lists the sounds of dawn. 

This suggests that the time at which the poem is set is dawn. 

Poem 163/9: 

mUI]IJaip pa!amporutkum mUI]IJaip palamporule 
piI]IJaip putumaikkum perttum apperPYaI}e 
u!l!laip pinlI}akap perra U!l crr atiyom 
U!l atiyar tal paJ:)ivom fuiku avarkke pailku 8vom 
aooavare emkal)avar avar avar ukantu 
coooaparice tolumpayp pa~ceyvom 
iI]IJavakaiye emakku em kO!1 nalkutiyel 
el}l1a kuraiyum ilom el or empavay 

Oh Ancient of ancient things! 
Oh Newness of new things! 16 

We who have attained you as Lord are at your holy feet. 
We bow to the feet of your devotees. 
We will be companions to them only. 
Only they will be our husbands. 
We will serve [them] 

obediently doing what they desiringly say. 
If you grant this to us 0 our King,17 

we will be without want. 

o our Lady! 

The speakers are identified here by a number of first person plural forms (atiyam, pat:liviJm. 

avam, pat:liceyvam, em, ilam). The reference to obtaining husbands implies that the 

speakers are females. The addressee or addressees were female in previous poems when 

gender was indicated. In this poem, the addressee is male which is conveyed by pirat] , a 

masculine noun. The addressee is also indentified by singular second person pronouns 

(ut]t]ai, ut], nalkuti). This poem provides no clues which suggest a setting. 

16 I thank Dr. R. Radhakrishnan, University of Calgary for the translation of these 
lines. 

17 "King" (kat].) is grammatically in the nominative case. It is often taken as an 
address. See VaratarajaI}, Tiruvacakam, 244; Vanmikanathan, Pathway to God, 223; and 
Pope, Tiruvaragam, 109. 



Poem 164/10: 

pflUllam eliDum Id} col kalivu patamalar 
potu ar pUl}ai mUliyum eHap poml mutive 
petai om pal tirumel}i 01]!1l allaI} 
vetamutal viJ:u.lomm mawum tutittalum 
ota ulava om tolan tontar ulan 
kotu i1 kulattu arai} taD" koyil pil}.appiJJaikaJ 
etu aVaI} fir etu aVaI} per ar urrar ar ayalar 
etu aval].aip patum paricu el or empavay 

The foot-blossom 
surpassing words 

lies below the seven netherworlds. 
The crown 

filled with flowers 
alone is the end to all things. 

His form 
is not only the form 

which is part woman. 
He is to his devotees 

the one friend 
who cannot be contained by the praise 
of the Vedas, celestials and humans. 

o Young Girls of the temple of Aral} of the faultless lineage! 
What is his village? 

What is his name? 
Who are relatives? 

Who are neighbours? 
How can [one] sing about his nature? 

o our Lady! 

The speakers are not indicated explicitly in the poem by any markers except em in the 
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refrain. The addressees are identified only by the feminine plural marker pifJiippil!aikii!. 

Most of the poem is a third person description of the male God, Siva (arm)). The setting is 

often interpreted to be a temple based on the vocative "0 young girls of the temple". 

Poem 165/11: 

moy ar tatam poykaipukku muker eI}I}ak 
kai yal kutaintu kutaintu up kalal pati 
aiya vali atiyom valntom kal}. ar alaI 
ceyya veJ n"i[u ali celva ci[umaruIikul 
mai ar tatam kaJ.l malantai mal}.3vaJa 



aiya ni alkOI)\arulum vilaiyaHil 
uyvarka} uyyumvakai cllam uyntu olint()m 
cyyamal kappay emai el or cmpavay 

Entering the wide tank 
swarming with bees, 

scooping, scooping with lourl hands 
sounding "mukcr", 

singing about your anklet: 

Oh Father, see! 
That is how we 

who have been devotees for generations 
have lived. 

o Red One 
like a full flame! 

o Rich One 
smeared with sacred white ash! 

o Husband of the woman 
with wide blackened eyes and a small waist! 

o Father! 
We have been saved 

by all the redemptive ways of those who are saved 
by your sport that graciously enslaves. 

Without failing in strength, 
you will protect us. 

o our Lady! 
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The speakers and addressee are mentioned explicitly a number of times in this poem. The 

speakers refer to themselves with first person plural markers (a{iyiJm wljnf{)m, ojinfijm, 

emai). The addressee is indicated by singular male vocatives (aiya, ceyya, celva, 

malJara!a), singular imperatives (kalJ) and other singular second person markers (Uti, 111, 

kappay). The setting is often taken to be a tank or some other type of pond from the 

reference to tank in the poem. 

Poem 166/12: 

artta piravit tuyar kela nam arttu alum 
tIrttal} nal tillaic cirrampalattc tI alum 
kl1ttal} ivvat}um kuvalayamum ellamum 
kattum palaittum karantum viJaiyiiti 
viirttaiyum pcci valaicilampa var kalaikal 
arppu aravam ceyya al)ikulal mel val)lu arppa 



put tikalum poykai kutaintu utaiyag pOIJpatam 
etti irumcUIJai nIr atu el or empavay 

Praising 
He who is the holy water 

in whom we joyfully bathe to remove the suffering of binding birth, 
He who is the dancer 

who dances with fire in the little hall in good Tillai, 
He who sports 
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preserving, creating and concealing the heavens, the earth and all [others], 
scooping in the pond 

resplendent with flowers, 
while bees buzz around Lour] pretty hair, 
while waistlets loudly jangle, 
while bangles tinkle, 

praising the golden foot of Him who possesses, 

play 
in the waters of the great hill tank! 

o our Lady! 

In this poem, the speakers are indicated explicitly by one plural pronoun (niim). However, 

the female gender of the speakers in this poem and also in poems 13, 14 and 15 is 

understood from the description of them in the poem. The addressee is not identified at all. 

The singular imperative "play" (iitu) suggests a single addressee. This poem and the 

remaining poems, with the exception of poems 16 and 19, end with the single imperative 

"play". Much of the poem talks about a male figure in the third person who can be 

identified as Siva by the reference to the dancer in Tillai. In Tillai, Siva has the form of 

Nataracar. The reference to pond or mountain tank suggests the setting is a small body of 

water. 

Poem 167/13: 

paim kuvaJaik klir rnalaraI cemkarnalappaim pOtaI 
ailkam kuruku iIJattaI piIJIJurn aravattaI 
tailkal rnalarn kaluvuvlir vantu cartaliIJaI 
eoka, piraniyum emkoIJum pOIJ!ll icainta 
poilku matuvil pukap payntu payntu nam 
cailkam cilampa cilampu kalantu lirppa 
koilkaikal poilka kutaiyurn pUl}al poilka 
pailkayappiirn pUIJal payntu atu el or empavay 



With the flowers of the beautiful blue water-lily, 
with the beautiful full buds of the red lotus, 

with the flocks of birds, 
with woven sounds, 

[and] 
because of those who have come to wash off their blemishes, 

this pond resembles our King and our Lady; 

springing, springing into that swelling pond, 
our bangles jangle and anklets tinkle together, 

[filled with happiness our] breasts rise, 
fomenting the stirred waters, 
leaping into the waters with lotus flowers, 

play! 

o our Lady! 
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The speakers are identified by plural first person pronouns (eflka!, em, nam). In this poem 

also, the addressee is not indicated explicitly. The reference to pond here suggests the 

setting is the pond. 

Poem 168/14: 

katu ar ku!ai ala paim pili) kalal} ala 
kotai ku!al lila val).tiIJ ku!am ala 
cItappunal ali cirrampalam plili 
vetap porul pati apporul ama pati 
coti ti!am pati cu!kol}!ait tar plili 
ali tiram pati antam ama pati 
petittu nammai valarttu etutta peyvalai tal} 
patattirdITI pati atu el or empavay 

while 
pretty earrings wave, 
beautiful adorning ornaments sway, 
flower-adorned locks wave, 
and swarms of bees sway, 

moving the cool waters, 
singing of the sacred hall, 
singing of the substance of the Vedas, 
singing of the essence of that substance, 
singing about the nature of the Effulgence, 
singing about the wreath of kOl)[ai , 
singing of the nature of the beginning, 
singing the way which is the end, 
singing of the nature of the foot of the bangle-wearer 

who separates and fosters us, 
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Play! 

o our Lady! 

The speakers are identified in the poem by only one plural first person pronoun (Ilummui). 

The addressee is not indicated explicitly. Again the setting suggested is the pond. 

Poem 169/ IS: 

or oru kal empcrumaI} CI}ru CI}!c nam pcrumaI} 
elr oru kfll yay (wal cittam kalikura 
nlr oru kal l)Va nc!um Hirai kaJ; paI}ippa 
par oru kal vanta1}aiyal vil)l)orait taI}pal)iyal 
pcr araiyarku iiuiaI}c pittu oruvar am arum 
at" oruvar ivval)l)am a!koHum vittakar ta} 
var uruvap pUl) mulaiyir yay ara mlm pa!i 
cr uruvap pum pUl}al payntu atu cl or cmpavay 

She would speak unceasingly: 
sometimes about the glories of our Lord 
sometimes repeatedly crying: "Our Lord". 

Sometimes she would be on the ground 
eyes wet with long streams (oftearsl. 

sometimes due to the happiness in Iherl heart 
the tears would not stop. 

She would not show respect even to the celestials. 

This is the manner of a person 
who is maddened for the great King. 

Who is such a person? 

o Ones whose breasts are adorned with an embossed band! 
Let us, 

singing with a full mouth 
of the foot of the knowing One who takes and rules in this way 

leaping into the waters with beautiful flowers, 
play! 

o our lady! 

In this poem the speakers are indicated by the first person plural pronouns (nam, nam). 

The addressee is mentioned explicitly by the second person plural vocative, mulaiyir. 

Again the setting is suggested by the word, pond (pUI}ul). 

Poem 170/16: 

mUI}l}i ka!alaic curukki c!untu utaiyaJ 



eI}l)at tikamtu emmai atu!aiyal ini!aiyil} 
miI}l)ip polintu empirani tiruvatimeI 
pOI) am cilampil cilampi tiruppuruvam 
el}l)ac cilai kulavi nam tammai a! utaiya! 
tal}l)il pirivu ila em komaq al}parkku 
munni aval namakku mun curakkum in arule 
el}l)ap poliyiiy malai el or empavay - . 

Advancing, compressing the sea, arising and being visible 
like she who possesses, 

appearing, flashing 
like the small waist of her who possesses and rules us, 

resounding 
like the beautiful gold anklets on the holy feet of our Lady, 

bending a bow 
like the holy brows, 

like her sweet grace which advances and abounds 
for the devotees of the King 

who is inseparable from her who possesses us 
and for us first of all 

Pour Lyour rain] 0 Cloud! 18 

o our Lady! 

The speakers of this poem are identified explicitly in the poem by five first person plural 
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pronouns (emmai, em, nam tammai, namakku). The addressee, a rain cloud, is indicated 

explicitly by the second person verbal form, "pour" (pojiyiiy), by the noun majai which 

means both rain and cloud, and by the comparison of the Goddess to the storm cloud. No 

particular setting is indicated in the poem. 

Poem 171117: 

ceIi. kat) avaq pal ticaimukaq pal tevarkal pal 
eIi.kum ilatatu or il)pam nam palata 
kOliku Ul) karum kulali nam tammaik kotani 
iIi.ku nam illaIi.kaJ to.rum eluntaruli 
cern kamalap pOI} patam tantaruJum cevakal1ai 
am kat) aracai atiyoilkatku ar amutai 
nalika} perumaqai pati nalam tikala 
paiJ.kayap pllm pUI}al payntu iitu el or empavay 

18 "Cloud" (malai) is not in a vocative form. It is, however, taken that way. See 
Varatarajal1, Tiruviicakam, 251. It also can be taken as the subject of the first line of the 
poem. See AruI}aivativel Mutaliyar, Tiruviicakam, 296. 



That one delight is not 
the Red-eyed One's 
the Four-faced One's 
the celestials' 

it is ours 
o One with the Fragrant Black Locks! 

when rhel 
removes our faults 
graciously arises in each of our homes 
and bestows the red-lotus golden foot. 

about that guardian who thereby graces; 
about the King with beautiful eyes; 
about the Supreme Ambrosia for us who are devotees; 
about our Lord; 
smgmg 

so that well-being will flourish 
springing into the waters 

beautiful with lotus flowers 
play! 

o our Lady! 
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The speakers are indicated by a number of first person plural markers (nam, nam tammai, 

atiy6tikatku, natika!). The addressee is distinguished by a single vocative. The vocative 

suggests that the person addressed is female as kulal is a word which is used to indicate a 

female's hairstyle, although it also has a broader meaning as well. The setting suggested in 

the poem is a pond (putJal). 

Poem 172/18: 

al)l)amalaiyalJ atikkamalam CCIJ!1.I i!'dmcum 
vil)l)()r mu~iyilJ mal)ittokaivlru arra1 pm 
kal) ar iravik katir vantu kar kalappa 
tal) ar oli malUliki tarakaika! tam akala 
pCf,l aki al) ay ali ay piraIiku oli ccr 
viI) aki mal) aki ittalJaiyum vcru aki 
kaf,l ar amutamum ay ninJ'dlJ kalal pati 
pet:lJ:lt~ ippum pUlJal paynlu atu cl or cmpavay 

Like the lotus-foot of Him who is in AI)f,lamalai 
before which the diamonds on the crowns of the gods who bow there 
lose their lustre 

the sun's rays 
come, pervade space 
conceal darkness 



----------------------

and the cool light of the stars dulls and yields. 
Singing of the anklet of Him who remains apart [yet] 

becomes female, male and neuter, 
becomes the sky with bright light, 
becomes the earth, 
becomes all these, 

and becomes ambrosia which fills the eye, 
leap into the flower-filled waters, 
o Girl! 
and play! 

o our Lady! 
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There are no explicit markers identifying the speakers in this poem. The addressee is a 

single girl indicated by the singular vocative pelpJe. The setting suggested in this poem is a 

pond (pu1)al) also. 

Poem 173/19: 

umkai yil piHai upakke ataikkalam elJ!U 
ailku appalaii col putukkum em accaWi! 
eIikaf perumsp upakku Ol}fU uraippom kef 
em koilkai nip al}par allar t61 cerarka 
emkai upakku allatu eppa.Qiyum ceyyarka 
kailkul pakal emkaQ. marru ol}fUm k~arka 
iilku ipparice emakku em kop nalkutiyel 
eilku elil el} nayiru emakku el or empavay 

"The child in your hands is given to you! in trust", 
because of our fear which is renewed by that old saying, 
we will say one thing to you our Lord, listen: 

Let not our breasts join the shoulders of those who are not your devotees. 
Let not our hands do any service which is not for you. 
Let not our eyes see anything else [but you] night or day. 
If [you] grant, our King, to us here this status, 

what does it matter to us where the sun rises? 

o our Lady! 

This poem has a relatively large number of markers indicating the speakers and addressee. 

There are nine first person plural markers referring to the speakers (em, enkal, uraippom, 

emakku) and three singular second person pronouns referring to the addressee (u1)akku, 

ni1). The speakers reveal their gender by referring to their breasts. The addressee is male 

(perumii1), kOIJ). The setting is not specified. 



Poem 174/20: 

porri aruJuka oiO ati am patamalar 
porri aruJuka oiO antam am cern taJirkaJ 
porri ella uyirkkum torram am pOI} patam 
porri ella uyirkkum pokam am pfun kalalkaJ 
porri ella uyirkkum ltu am iQ.ai a!ikal 
porri mal nfu.!mukaI}um kfu).ata pUQtarikam 
porri yam uyya atkoQ!amlum pOlJlllalarkal 
porri yam mm-kay rur atu el or empavay 

Praise [be to you]! 
Let [us] be graced with your foot-flower which is the beginning. 

Praise [be to you]! 
Let [us] be graced with your red sprouts which are the end. 

Praise [be to you]! 
[Your] golden foot is the basis of all life. 

Praise [be to you]! 
[Your] flowery anklets are happiness to all that lives. 

Praise [be to you]! 
[Your] two feet are the end for all life. 

Praise [be to you]! 
[Your] white lotus was not seen either by Malar the Four-Faced-One. 

Praise [be to you]! 
[Your] golden flowers graciously accept [us] so that we are redeemed. 

Praise [be to you]! 
Let us play in the water during Markay! 

o our Lady! 
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In this poem the speakers are identified by two first person plural pronouns (yam) and the 

addressee is also indicated by two second person singular pronouns (niIJ). The reference to 

the white lotus that Vi~Qu and Brahma did not see, indicates that the addressee is Siva. 

"TiruPP'clJJ.iyelucci " 

Poem 366/1: 

porri eo val mutal akiya poruJe 
pularntu pfun kalarku iQ.ai tUI)ai malar kOQtu 
em oio tirumukattu emakku amI maIamm 
cUI nakai kal).tu oiO tiruvati tolukom 
cerro italk kamaiailkaJ malarum tal). vayal cuI 
tirupperunturai urai civaperumaoe 
erru uyarkoti utaiyay emai utaiyay 
emperumao paW eluotarulaye 



Praise [be to you\! 
o Substance which is the Source of my life! 

It has dawned! 

offering entwined flowers to [your\ beautiful anklets, 
seeing the beautiful smile on your face which radiates grace to us, 

we will serve your feet. 

o Lord Siva who dwells in Tiruppcrunturai! 
surrounded by cool fields in which lotuses blossom in the mud, 

You possess the banner of the bull! 
You possess me! 
o our Lord I') 

You graciously arise from the bed! 
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The speaker or speakers in this poem are indicated by singular (etl), and plural first person 

pronouns and verb forms (emakku, to!ukljm, emai, em). The addressee is indicated by 

second person singular pronouns (nitl), second person addresses (lltaiyiiy, e!llntaru/iiye), a 

masculine address (civaperumiitle), and a non-gendered address (poru/e). The time of day 

is dawn (pularntu). The place would seem to be the presence of an image of the deity 

based on the reference to offering flowers to the deity's feet and seeing the smile on the 

deity's face. More specifically the place could be the town of Tiruppcrunturai. 

Poem 367/2: 

arU1:JaI} intiral} ticai al)ukil}al} irul pCly 
akal}ratu utayam niQ malart tirumukattil} 
karul)aiyil} curiyal} c!a c!a nayal}ak 
kati malar malara marru al)l)al am kal) am 
tira} nirai arupatam muralval}a ivai or 
tiruppcrunturai urai civaperumaQe 
aru} nili tara varum aJ]anta malaiye 
alai katale paW e!untaruJaye 

19 This form of "Lord" (Pcrumal}) is nominative. It is often taken as a vocative. 
See Arul)aivalivcl Mutaliyar, Tiruviicakam, 456: and VaratarajaJ], Tiruviicakam, 392. In 
this translation it will be treated as a vocative in the poems in which it appears except poem 
five. 



Arul).aI] has reached IntiraI]'s direction.2o 
Darkness has gone. 
While the sun rises higher and higher, 

like the compassion that radiates on your face,21 
and while the scented flowers bloom 

[like your] eyes 
the ordered crowds of bees22 there begin to buzz. 

Consider these [things]. 
o Lord Siva who dwells in Tirupperunturai! 
o Mountain of Bliss who comes to give the treasure of grace. 
o wavy Ocean! 

You graciously arise from the bed! 

The speaker or speakers of this poem are not identified at all. The addressee, Siva, is 
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indicated by a second person singular pronoun (nifJ), a masculine address (C'ivaperumiifJe), 

and non-gendered vocatives (maiaiye, ka/ale). The time of day is again dawn indicated by 

the rising of the sun. 

Poem 36813: 

kiiviI]a piim kuyil kiiviI]a koli 
kurukukal iyampiI]a iyampiI]a catikam 
oviI]a tarakai oli oli utayattu 
oruppatukiI]ratu viruppotu namakku 
teva nal ceri kalal Hil il).ai kattay 
tirupperunturai urai civaperuma!le 
yavarum arivu ariyay emakku eJiyay 
emperuma!l paW e!untaruJaye 

The kuvil has called . 
. The rooster has crowed, 

The birds have chirped. 
The conches have sounded. 

The light of the stars has gone. 
The light of the sun has appeared. 

20 IntiraI] is the Lord of the east. Arul).aI] is the charioteer of the sun. The arrival of 
Arul).aI] represents the red color that preceeds the dawning of the sun. AruQ.aivativel 
Mutaliyar, Tiruviicakam, 456. 

21 I am following AruQ.aivativel Mutaliyar in connecting utayam with curiyafJ: 
Arul).aivativel Mutaliyar, Tiruviicakam, 456. 

22 Arupatam (6-footed) is usually understood to mean bees (va1Jtu). See 
Arul).aivativel Mutaliyar, Tiruviicakam, 456; Kantaca.mip PiUai, Tiruviicakam, 245; 
VaratarajaI], Tiruviicakam. 393; Pope, Tiruvaragam, 208. 



o God! Lovingly,23 you showed [your] two good special ankleted feet 
to us. 

o Lord Siva who dwells in Tirupperunturai! 
You are unknowable to everyone, 

[yet] you are easily accessible to us. 
Our Lord, 

You graciously arise from the bed. 
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The speakers are indicated by three plural first person pronouns (namakku, emak/..:u, em). 

The addressee, Siva, is identified by singular addresses (kiit{iiy, ariyiiy, e!iyiiy), and 

masculine addresses (teva, civaperumG1)e, perumii1). The poem indicates it is dawn by 

reference to the appearance of the sun and the disappearance of the light of the stars. 

Poem 369/4: 

iQ icai vII)aiyar ya}iQar ompa! 
irukkolu tottiram iyampiQar ompa! 
tUl]I}iya piI).ai malark kaiyiQar ompa! 
tolukaiyar alukaiyar tuva!kaiyar ompa! 
cel]I}iyil aficali kiippiQar ompal 
tirupperuntu!'di urai civaperumatte 
ettttaiyum aI)!ukoI)\u iI.! arul puriyum 
em perumatt pani e!untarulaye 

In one group are those who play the sweet music of the viI}ai and yal. 
In one group are those who recite the stotras and the Rg Veda. 
In one group are those whose hands hold woven flowers. 
In one group are those who worship, those who weep and those who tremble. 
In one group are those who worship with hands on [their] heads. 
o Lord Siva who dwells in Tirupperunturai! 
Our Lord 

who accepts even me and gives sweet grace, 

You graciously arise from the bed. 

In this poem the speaker is identified by a singular (e1)1)ai) and a plural first person pronoun 

(em). The addressee, Siva, is indicated by two addresses (civaperumG1)e, perumii1). The 

poem does not speak about dawn, but rather describes a scene of worshippers. 

2, I am using Vanmikanathan's translation of vir up potu here. Vanmikanathan, 
Pathway to God, 316. 



Poem 370/5: 

putati.kal tOJUm nivrcly cl}il} alHil 
pokku ilal} varavu ilal} cl}a nivaip pulavor 
kitati.kaJ pa~utal a~utal alIal 
kenu ariyOm uvaik kaJ)~u arivarai 
cHam koJ vayal tiruppcrunturai mavtta 
cIntal}aikkum ariyay eiIkaJ mUI} vantu 
etati.kal aruttu emmai i:iQ.tu arulpuriyum 
emperumav paJli eluntarulayc 

Besides Imany I saying that you are in each element, 
Besides the knowlegeable 

singing songs about you that say 
"he does not go, he does not come" 

and dancing, 
we have not heard and do not know about those who see and know you.2-t 

o King of Tiruppcrunturai with cool fields! 
You who are inaccessible to thought, 

are our Lord who 
comes before us 
removes lourl faults 
rules us 
and gives grace. 

You please arise from the bed! 
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In this poem the speakers are identified by first person plural pronouns (Clikal, emmai, em) 

and a first person plural verb (ariyijm). The addressee is indicated by vocative (maIJIJa) 

and other second person singular forms (niIJriiy, niIJai, u~wi, ariyiiy). The addressee is not 

explicitly identified as Siva in this poem. The only suggestion for the setting is the 

reference to Tiruppcrunturai. 

Poem 37116: 

pappu ara vlttu iruntu U1)arum niv atiyar 
pantal}ai vantu aJUttar avar pal arum 
maippu UJU kaJ:u)iyar manitattu iyalpil} 
val)aJikukil}rar al)ati.kil} malJavaJa 
ceppu UJU kamalati.ka! malarum tal) vayal cul 

2-t Arul)aivativcl Mutaliyar explains that this line refers to those who try to see and 
know God in the same way as they know worldy things. nruviicakam,459. 



tirupperunturai urai civaperuma!le 
ippirappu aruttu emai aQtu am} puriyum 
emperuma!l paHi eluntarulaye 

Your devotees who are in release with quieted [minds] 
who removed [their] bonds 
worship 

as human [women] with eyes [highlighted in] black. 
o husband of AnaIiku! 
o Lord Siva wh~ dwells in Tirupperunturai 

surrounded by cool fields with blossoming red lotuses, 
Our Lord who 

removes this birth 
rules us 
and gives grace, 

You please rise from the bed. 

The speakers in this poem are only identified by two first person plural pronouns (emai, 

em). The addressee is identified as the male God, Siva (civaperumiiIJe). He is also 

indicated by a second person singular pronoun (niIJ) and other masculine vocatives 

(mal)avii!ii, perumiiIJ). The only reference to a possible setting is the mention of 

Tirupperunturai. 

Poem 37217: 

atu palac cuvai el]a amutu el]a aritarku 
aritu el]a eJitu el]a amararum ariyar 
itu aVaI} tiru urn ivaI] aVaI} el]ave 
elikaJai fu)tu komu iIiku eluntaru}um 
matu valar poUI tiru uttarak6ca 
maIikai unay tirupperunturai ma!l!la 
etu emaip paVi kolum aru atu ketpOm 
em peruma!l paHi eluntarulaye 

Even the immortals do not know 
that is the taste of fruit, 
[that is] ambrosia, 
[that is] inaccessible to knowledge, 
[that is] accessible, 

[But we know and declare]25 
this is his holy form, 

25 This follows AruI)aivativel Mutaliyar, Tiruviicakam, 460; and VaratadijaI}, 
Tiruviicakam, 398. 
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this "He" is that "He", 
You who are in Tiruvuttarakocarnailkai [surrounded by] sweet groves! 

graciously rules us 
and arises here. 

o King of Tirupperunturai! 
We ask what is the way in which we may serve? 

Our Lord, 

Please arise from the bed. 
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In this poem the speakers are again indicated by first person plural pronouns (enkalai, 

emai, em). The addressee is not identified explicitly as Siva. He is however mentioned as 

being in Tiruvuttarak6carnallkai and the king of Tirupperunturai. The first reference is a 

second person singular form and the second is a singular male vocative. The setting 

suggested by this poem is Tiruvuttarak6carnailkai. 

Poem 373/8: 

rnuntiya mutal na~u i[utiyurn apay 
miivarum arikilar yavar manu arivar 
pantu al)ai viraliyurn myum ni!1 atiyar 
palam kutil torum e!untaruJiya para!1e 
cern talal purai tirumel}iyum kani 
tirupperunturai urai koyilum katti 
antaI:Ial] avatum kaUi vantu a~tay 
ar amute paUi eluntarulaye 

You are the 
beginning which preceeds [all]. 
the middle 
and the end. 

[when] the three26 do not know [you], who else will know [youJ? 
o Lord 

you and she whose fingers holds a ball 
graciously appear in each of the ancient huts of your devotees. 

Showing the form like [the column of] red fire, 
showing the temple in Tirupperunturai, 
showing the brahman, 

you came and ruled. 
o full Ambrosia! 

26 Vanmikanathan identifies the three as the gods who perform the three cosmic 
functions of creating, preserving and destruction: Brahrna, Vi~l)u and Rudra. 
Vanmikanathan, Pathway to God, 318 n. 8.i, 8.ii, 8.iii. 
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You graciously arise from the bed. 

The speakers are not identified in this poem at all. The addressee is indicated by second 

person singular pronouns (nlyum, nil) and verb forms (iiJ)iiy, iiIJ!iiy), as well as vocatives. 

The vocative, paraJ)e (0 Lord), indicates the addressee is male, while the vocative, amute 

(0 Ambrosia), is neither male nor female. The setting is not indicated, although the 

mention of Tirupperunturai suggests that it may be the setting. 

Poem 374/9: 

vinnakat tevarum nannavum matta 
vijupporuJe u!1a27 to!uppu atiy6IikaJ 
mawakatte vantu valac ceyta!1e 
val) tirupperunturaiyay vali atiyom 
kal) akatte nil).!U kalitaru te!1e 
katal amute karumpe virumpu atiyar 
akattay ulakukku uyir a!1ay 
em peruma!1 pani eluntarulaye 

o Excellent Substance 
whom the gods who live in the sky cannot approach. 

o he who came on earth and gave well being to us who are your devotees who 
serve. 
o You of abundant Tirupperunturai! 
o Honey who gives joy 

to the eyes of us who are hereditary devotees! 
o Ocean of Ambrosia! 0 Sugarcane! 
You are in devotees who desire [you]! 
You are the soul of the world. 

Our Lord, 

Graciously arise from the bed. 

The speakers in this poem are identified by first person plural forms (a!iyonka/, atlyom, 

em). The addressee is identified by second person singular addresses (tirupperunturaiyiiy, 

akatliiy, iiJ)iiy) or vocatives which are male (ceytiiJ)e, perumiiJ) or ungendered 

27 See Ka. Cu. NavanIta Kiru~l)a Paratiyar, commentator, ,Sri MaIJiviicakapa 
PerumiiJ) Tiruviiy Malarntaru!iya Tiruviicakam Ariiyccip Perurai (Mavinapum, IlaIikai: 
Patma Patippakam, 1954),784 for an explanation of this form. I thank Dr. A. 
Al.!antaracan for explaining the form to me: A. AQantaracal.!, Interviews with the author, 
Madurai,1990. 



-_._- --_._---

44 

(vijupporu!c, telJe, amlltc, karumph The reference to Tiruppcrunturai suggests that place 

is the setting. 

Poem 375110: 

puva!}iyil poyp piravamaiyi!} nal mlm 
pokkukiOf()m avamc intap pumi 
cival} uyyak kolkil}ra aru CI}[U fl()kki 
tirupperuntufai ufaivay tirumal am 
aval} viruppu cytavum alarava!} acaip 
pa~avum nio alamta mcyk karul)aiyum niyum 
aval}iyil pukuntu emai alkoHa vallay 
ar amute pani c!untarulayc 

o You who dwell in Tirupperunturai, 
when TirumiH and He of the flower2H 

desired [your grace I 
realizing that: 

"by not being born on earth 
we have wasted lour 1 days~ 
this earth is the way in which Siva saves;" 

You with your true manifested grace, 
you are able to enter earth 
and enslave us. 

o abundant Ambrosia! 

You graciously arise from the bed. 

The speakers refer to themselves with one first person plural pronoun (emai). The 

speakers report the speech of Vi~Qu and Brahma in which they refer to themselves with 

first person plural forms (nam p(jkkllkilJriJm). The addressee is identified by second 

person singular pronouns (nitl, nlyum), two second person singular addresses 

(tirupperuntllrai Urail'ay, valla)') as well as a non-gendered address (amute). Here also the 

setting could be Tiruppcrunturai. 

2H Brahma. 
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Description 

The structures of "Tiruvcmpavai" and "TiruppaHiyclucci" differ from each other. Each of 

the ten poems of "TiruppaHiyclucci" are monologues. The refrain, "You please arise from 

the bed", is easily incorporated into the rest of the poem, structurally and semantically. 

The structure of "Tiruvcmpavai" is more complicated. Some of the poems are understood 

to be dialogues, particularly poems 2, 3 and 4. Sometimes, however, more of the poems, 

or even all of the first ten poems, are taken as dialogues.29 The structure is further 

complicated by the refrain which is not always easily incorporated into each poem. For 

example in poem 9, all of the poem except the refrain is addressed to a male; the refrain is 

addressed to a female. Interpreters of "Tiruvempavai" resolve this difficulty differently. 

Kali TaDtavarayar incorporates it into his interpretation. The refrain is important in 

Navanita Kiru~Qa Paratiyar's interpretation for determining that the poem is associated with 

a vow. The piivai addressed in the poem is the goddess to whom the speakers are doing 

the vow.30 AruQaivativCl Mutaliyar, on the other hand, maintains that the refrain has no 

meaning beyond identifying the poems as part of a particular type of song, the piivai 

songs.31 I have omitted the refrain when considering the addressees in "Tiruvempavai". 

In both poems each individual poem is a single event. Since each poem is a 

monologue or short dialogue, the utterance of it consitutes a single event - a short episode. 

The duration of the utterance when recited or sung equals the duration of the event 

dramatized in the poem. Each poem can stand autonomously as a single event, or they can 

be taken together as a sequence or as a collection of utterances on the same topic. Both 

situations occur in interpretation and usage. All the poems taken together, either as a 

29 See Part II, chapter 5 on Saiva Siddhanta. 
30 Navanlta Kiru~Qa Paratiyar, Tiruviicakam, 460, 468. 
31 AruQaivalivcl Mutaliyar, Tiruviicakam, 276. VaratarajaQ, Tiruviicakam, 236 

also says that the refrain has no meaning. 
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sequence or as a collection, also constitute an event when uttered. In this situation also, the 

time it takes to recite or sing all the poems equals the duration of the event. 

The event of each poem can be identified in a basic way. In "Tiruvcmpavai". the 

event is generally taken to be female characters awakening one or more friends, making 

requests. praising and bathing. In "TiruppaHiyclucci" the event is commonly understood to 

be the speaker awakening the addressee. 

The speakers in both poems do not have particular identities. For the most part the 

speakers are identified only by first person pronouns. First person pronouns do not 

convey a specific identity. In Tamil, they convey number, but not gender. In 

"Tiruvcmpavai". the speakers can be understood to be female in poems L 2. 9, 12. 13. 14. 

15 and 19. The speaker in "TiruppaUiyclucci" is only identified by first person pronouns. 

The poems provide no more information about the identity of the speaker. 

The addressees of both poems are particularized to a varying extent. In 

"Tiruvcmpavai", all the poems but 12, 13, and 14 have second person markers. Second 

person markers in Tamil convey number, but neither gender nor a particular identity. 

However the gender is known in many of the poems. The addressee or addressees are 

female in poems L 2. 5, 6. 7, 10, 15, 17 and 18. In poems 9, 1 Land 19 the addressee is 

male. In poem 9, the addressee is also identified by non-gendered terms. Poem 11 

suggests that the addressee is Siva. Siva's identity in poem 11, is deduced from the 

reference to ash and the column of fire. Saivas wear ash as one of their symbols. Siva 

took the form of a column of fire in order to resolve a dispute between Vi~l)u and Brahma 

about whom was greater.32 

32 Yocum discusses the frequent references to this myth in the Tirul'Qcakam. 
Hymns to the Dancing ,~iva. 142-4; 161 n.6. 



47 

The identity of the addressee is given more precisely in "TiruppaHiyclucci". All 

poems utilized second person forms of pronouns or verbs except poem 4, which has these 

only in the refrain. In poems 5, 7, 8 and 9 the addressee is also male. The male God is 

identified as Siva in poems 1,2,3,4, and 6. These masculine vocatives are accompanied 

by ungendered addresses in poems 1, 2, 8, 9 and lO. 

The extent to which the setting is indicated in the poems varies. In "Tiruvcmpavai" 

the temporal setting is mentioned in several of the poems as dawn, and in the final poem the 

Tamil month of MiirkaJi is mentioned. The place of the activity inferred from the poem is a 

house or several houses in the earlier poems, and a body of water in the later poems. In 

several poems of "TiruppalJiyelucci" dawn also is mentioned. The setting can be taken to 

be Tiruppcrunturai as Siva is addressed as the Lord who dwells in Tiruppcrunturai. Yet in 

poem 7 the addressee is also mentioned as being in TiruvuttarakClCamankai. 

"Tiruvcmpavai" and "Tiruppa}Jiyclucci" are collections of poems linked together by 

a refrain. The poems of "Tiruvempavai" and "TiruppaUiyclucci" are discrete monologues 

or dialogues, the utterance of which constitutes an event. The speakers of the poems do 

not have a specific identity. At most the gender of the speaker is given or suggested. The 

addressees mayor may not have a particular identity. The extent to which the setting is 

described varies. It is never identified in a definite way. These basic characteristics of the 

two poems are also found in the earliest Tamil poetry and in poetry composed in later 

times. 



I: Chapter 2: Precedents and Later Developments 

The features of "Tiruvempavai" and "TiruppaHiyclucci" described in the previous 

chapter are characteristic of a large portion of Tamil literature from the first extant forms, 

the classical poetry, to modem times. The classical poems and the post-canonical Saiva 

devotional literature exhibit similar organizational features. These poems are also discrete 

episodic verses. They are primarily monologues. The particular identity of the speaker is 

not provided, however the gender of the speaker may be known either explicitly or by 

inference. The addressees, as in "Tiruvcmpavai" and "TiruppaHiyclucci", are sometimes 

given a particular identity. Likewise the setting is specified in varying detail. 

The prominence of the episodic single poem in Tamil Literature cannot be 

overstated. Kamil Zvelebil writes: 

As a matter of fact, it is possible to classify almost the entire literary production in the 
Tamil language under the binary division of tokuinilai and to!arnilai, i.e. solitary 
stanzas arranged in anthologies (tokat), and connected, narrative or descriptive 
discourses.(Zvelebil's n. 18). It is hardly an overstatement when we maintain that the 
solitary, independent, individual poem has always been the most characteristic, most 
typical, also probably most productive, form of ancient and modem, and to a lesser 
extent, even medieval poetry in Tamil. It is distinct and detached from other poems, 
self-sufficient and self-contained, and can be comprehended and enjoyed in itself. It is 
fit to be anthologized in collections (cf. Sanskrit kosa, Tamil tokai or kottu ) .... In 
contrast, to!ar-nilai (Zvelebil's n. 19) represents connected narrative, or descriptive 
discourse (epics, puranw, prabandhas, novels). I 

The longevity of this type of literature is significant. G. Subbiah has argued that 

the world view implicit in the classical poetry underlies the perspective of the devotional 

I Kamil Zvelebil, Cornpaniol1 Studie.\ to the History (~fTamil Literature (Leiden: 
EJ. Brill, 1992), 139-40. Others have made the observation that Tamil Literature can be 
viewed from the perspective of this binary division; see for example: A.M. Thomas, 
"Literary Genres in Tamil: A Diachronic Study," in Enc.l'c/opaedia (~fTamil Literature, vol. 
1 (Madras: Institute of Asian Studies, 1990),347-8. Zvelebil sees the Saiva and Vai~l)ava 
devotional poems to be direct descendents of the akam and puram individual poems. K. 
V. Zvelebil, Tamil Literature. vol. 10 of A History of Indian Literature (Weisbaden: Otto 
Harrassowi tz, 1974). 93-4. 
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poetry,2 The structural features of the poetry are integral to actualizing important aspects of 

that world view in the devotional context. That poetry continues to be composed and used 

in this style suggests a continuity of world view and values extending from at least the early 

centuries of the common era to the present. 

This chapter begins with a brief introduction to the classical poetry, The structural 

features will be illustrated by reference to specific classical poems. Finally, these features 

will be briefly highlighted in poems composed later than "Tiruvcmpavai" and 

"Tiruppa!Jiyclucci" . 

The classical poems are organized into collections of collections. The poems in 

individual anthologies are ordered by some criteria other than chronology} They are 

generally classified into two types: those which are about love (akam) and those which are 

about matters other than love (puram). Each type of poem has its own set of poetic 

conventions. Sometimes there is disagreement regarding whether a poem should be 

classified as either akam or puram, as it shares conventions of both.-+ 

The body of classical poetry consists of two collections: Pattllppiittll (The Ten 

Poems) and Fttuttokai (The Eight Collections). Pattuppiittu is a collection of ten poems, 

each of which is by one author and is dedicated to one human hero. The exception to this 

2 G. Subbiah, "Patterns in Religious Thought in Early South India: A Study of 
Classical Tamil Texts" (Ph.D. diss., McMaster University, 1988). See Part III, chapter 12 
for further discussion of this point. 

3 The possible exception to this is Patin:uppattu. See Subbiah, "Patterns in 
Religious Thought in Early South India," 180-\. 

-+ J. Parthasarathi, "Puram Poetry," in The Encyclopaedia (~fTamif Literature. vol. 
1 (Madras: Institute of Asian Studies, 1990), 163. A basic explanation of the poetics of 
akam and pliTam poetry will be given in the following section on interpretation. There is a 
substantial amount of literature on the classical poems. Some titles have been listed in the 
introduction to this thesis and could provide a point of departure for those not already 
familiar with classical Tamil poetry. 
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IS "Tirumurukar!llPpatai" which is dedicated to the God, Murukal}.:; The poems are not 

divided into verses. They range in length from 103 lines to 782 lines. N. Subrahmanian 

classifies three of the ten poems ("Mullaippanu", "Kurificippagu" and "PaHil}appalai ") as 

akam poems and the remaining seven as pUTam poems,c, There is not, however, really a 

consensus on the classification of all of these poems as either akam or pUTam,7 

Fttuttokai is a collection of eight anthologies of poems. Four collections of the 

eight have four hundred poems: Netuntokai (The Collection of Long [PoemsJ),R NaTTiI:wi 

(The Good Tinai), KUTuntokai (The Collection of Short [Poems!), and PUTan{uJuTu (The 

Four Hundred Putam lPoemsl).9 The first three are anthologies of akam poems and are in 

akaval metre. The last is a collection of pUTam poems and has poems in aka val and vanci 

meters. Netuntokai is organized according to a numerical scheme based on poetic 

situations. For example, the poems of piilai situation appear as poems 1,3,5, and so on 

in the collections. Poems on kurinci situations are numbered 2, 8, 12, and so on. The 

poems of Nan.'iI:zai and KUTuntokai show no particular organizational scheme. 

PUTanii1)IITU tends to be grouped according to the hero praised, if this is known, as well as 

the theme of the poems. The poems of Netuntokai are thirteen to thirty-one lines long. 

Those of Na!Ti~llli are eight to thirteen lines long. The KUTuntokai poems are four to eight 

lines long. The poems of PUTanii1)UTU are generally between five and twenty-five lines. to 

:; This poem is also included in the eleventh TirumuTai of the Tamil Saiva 
Siddhanta canon. 

(, N. Subrahmanian, An Introduction to Tamil Literature (Madras: Christian 
Literature Society, 1981), 16. 

7 Parthasarathi, "Puram Poetry," 163. 
R This is also known a AkaniitlUTu (The Four Hundred Akam [Poems D. 
9 The following discussion follows Kamil V. Zvelebil, Tamil Literature (Leiden: 

EJ. Brill, 1975), 78-102, except where otherwise indicated. The extant number of poems 
in these collections is actually 400 plus or minus one or two depending on whether or not 
the invocatory verse is included or poems are missing. 

10 John Ralston Marr, The Eight Anthologies: A Study in Early Tamil Literature 
(Madras: Institute of Asian Studies, 1985),69. 
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The remaining four collections are: Kalittokai, Ailikll[llnii[ll, PatilTllppattu and 

Paripatal. Kalittokai (The Anthology of Kali IPoems!) and AiJiku[unii[u (The Five Short 

Hundred IPoems]) are collections of akam poems. Patin:uppattu (The Ten Tens) is a 

collection of pu[am poems. Paripatal is classified as either akam or put(lltl.11 All the 1.50 

poems in Kalittokai are in kali metre. Likewise all the 22 extant poems of the original 70 

in Paripatal are in paripatal metre. Aifiku[unii[u's.500 poems and Patit[uppatfu's poems 

are in akaval metre. The poems of Kalittokai and Ailiku[uml[u are grouped according to 

the five situations of akam poetry. Aifiku[uniitu has 100 poems on each situation. The 

poems of Kalittokai are divided unevenly among the five situations. In both collections, a 

single author is credited with all the poems on one situation. Pati[tuppattu is a collection 

of ten decades each dedicated to a king of the Cera lineage. Eight of the ten decades are 

extant today. The poems in Aifiku[uniiTU are 3 to 5 lines long. Those of Kalittokai vary 

from 11 to 80 lines. The poems of Paripatai run from 32 to 140 lines. Patin:uppattu 

poems are between 8 and 57 lines in length. 12 

AilikuTunii[ll exhibits a further organizational pattern. Each group of one hundred 

poems is organized into a decade. The poems of each decade are on the same theme or 

linked together by a repeated phrase or word and sometimes also with the technique of 

antati. The repeated phrase or word, or the common theme is also the title of the decade. 

For example, the twenty-fifth decade of the second hundred is called "Veri pattu". As 

Jotimuttu explains: "Veri is the process of divination of the priest of Murukan, the deity of 

the mountainous region."n Each of the poems in this decade is on this theme. 1-1- Decade 

11 For example, Marr refers to it as an akam collection (The Ei!;ht AnthoLogies. 
369-70,327), and Parthasarathi asputam ("Puram Poetry," 613). 

12 Subbiah, "Patterns in Religious Thought in Early South India," 45-6. 
13 P. Jotimuttu, trans. and comm., Ailikurumiru: The Short Five Hundred (Poems 

on the Theme of Love in Tamil Literature): An AnthoL~)gy (Madras: Christian Literature 
Society, 1984),25. 
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26 is an example in which all the poems repeat the same phrase. Each poems begins with 

the phrase: "kulJTak kUTavalJ" which means "Inhabitant of the Mountain".15 Decade 39 is 

called "The Peacock Decade". The word mannai, peacock, appears in each poem of the 

decade. The examples four and five for akam poems below are taken from this decade. 

Antiiti is a poetic technique in which the last segment of the preceeding poem begins the 

following poem. Sometimes the last segment of the final poem begins the first poem of a 

group allowing all the poems enclosed in this way to be taken together as a unit. This 

technique is used to some extent in AilikuTunuTu decade 18. The title of the decade is "The 

TO~lti Decade" because T()~ti, the name of a town appears in each decade. Most of the 

poems are linked byanN/ti.I() "Tiruvcmpavai" and "TiruppalJiyelucci" are like the decades 

of AilikuTuni"ITu in which poems with repeating phrases are grouped together and entitled 

by that same phrase. Furthermore, "TiruppalJiyclucci" is also like those decades in which 

the poems are all on the same theme. Whether or not these collections of poems should be 

taken as a sequence is a matter of interpretation, and wilI be discussed in Part II. 

The dating of the classical poetry is tenative. Zvelebil has written extensively on the 

subject. In his more recent, Companion Studies to the Histor.v of Tamil Literature, he 

devotes a chapter to the discussion of problems and issues on dating the classical 

literature. 17 Zvelebil dates all of the Pattuppiittu poems except "Tirumurukarruppa!ai" 

between 190 CE and 275 CE. He is not so clear about the date of "Tirumurukarruppa!ai", 

putting it both around 2.50 CE and also later at the close of the classical period and the 

I...J. See Jotimuttu's explanations of each verse. He does not attempt to link the 
verses in a sequence. AilikuTunUTU, 24-29. 

15 Marr cites this example. The Eight Anthologies, 345. 
I() Thomas suggests that the organizing and linking features of the classical 

anthologies are the forerunners of the totarnilai (the sequencing of verses). "Literary 
Genres in TamiL" 347. 

17 Zvelebil, Companion Studie.\, 98-128. 
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beginning of the bhakti period. Zvelebil dates the poems of Natthwi and KUtlintokai 

between 100 and 250 CE. He places the poems of A iii kliTunUTU slightly later, between 150 

and 300 CE. He suggests that the poems of PUTaniitlllTli were composed over a longer 

period, 100 BCE to 300 CE. Of the second group of four collections, Zvelebil dates 

PatiTTuppattli as the earliest with its poems being composed between 150 to 200 CE. He 

places the composition of the poems of AilikuTUllllTli slightly later at 180 to 250 CE. 

Zvelebil dates both Paripiital and Kalittokai in the transition stage from the classical era to 

the bhakti era between the fourth century to fifth century CEY~ 

The characteristics of "Tiruvcmpavai" and "TiruppaUiyclucci" identified in the 

previous chapter are like many of the akam and pUTam poems of the earlier classical age. 

The structure of akam and pu[am poems continues on into the devotional period, although 

the content is adapted to the devotional milieu. In the following pages, I will show that the 

structure of the akam, pll[am and devotional poetry is the same. The examples of classical 

poems presented below have been selected from four of the anthologies: KUTuntokai, 

AifikuTUflllTU, Kalittokai and PUTaniiuuTu. 

Akam Poems)') 

I. K uruntokai 42 

o man from the land 
where a waterfall 
in the cleft of a mountain 

lR K. Y. Zvelebil, Tamil Literature (1975), 78-102 and Subbiah, "Patterns in 
Religious Thought in Early South India," 54. As Subbiah notes, Yaiyapuri Pillai dates 
"Tirumurukarruppatai" as late as the eighth century. 

)9 I have consulted Tamil editions of the poems: Po. Ye. C6macuntarallar, 
KUTlintokai (Tirunclveli: TCllllintiya CaivacitUinta Nu.rpatippuk Ka!akam Limitq, 1965); 
Po. Ye. Comacuntarallar, AiJikuTullllTu (Tirunclvcli: TCllllintiya CaivacitHinta Nu.rpatippuk 
Kalakam Limitc!, 1972); and Po. Ye. Comacuntarallar, Kalittokai (Tirunclveli: Tc@intiya 
Caivacittanta NllrPatippuk Kalakam Limi~ct, 1975). 



declares that a great rain 
fell in torrents 
last night: 

even if your passion dies, 
will the love between us 
ever fade? 

Kapilar 
(trans. M. Shanmugam Pillai and David E. Ludden20) 

In this poem the speaker and addressee are explicitly indicated by first (em) and second 

person markers (niita, ni!}). The gender of the speaker is not known. The vocative niita 

indicates that the addressee is male. The setting of the utterance is ambiguous. 

2. Ku[untokai 36 

That day when my man 
from the hilly land, 
where a miif}ai vine clings 
to an elephant that sleeps 
by a bo[u]lder, 

embraced my shoulders and spoke 
an undying oath, 
saying, "You are in my heart 
and without you. I am not!" 
was it painful to you, my friend? 

Paranar 
(trans. M. Shanmugam Pillai and David E. Ludden21 ) 
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The speaker is not identified explicitly in the poem, even though the translation includes 

first person markers.22 First person markers are present in the speech of the man which is 

reported by the speaker of the poem (ale!}, yii!}). The addressee is indicated explicitly in the 

poem by "you friend" (tali ni!}viiyi!}). The setting in which the speaker speaks is not 

indicated. 

20 M. Shanmugam Pillai and David Ludden, trans. Ku[untokai: An Anthology of 
Classical Tamil Love Poetry (Madurai: Koodal Publishers, 1976), 116. 

21 Shanmugam Pillai and David Ludden, Kuruntokai, 141. 
22 "rM]y man" in the translation is "he" (ava!}) or "he of the land" (niita!}) in the 

poem. Likewise, "my shoulders" in the translation is "good shoulders" (na[[af) and "my 
friend" is "friend" (tali). 



3. Kutllntokai 11 

These bangles, 
carved from the shining conch, 
slip from my wrists. 
Everyday, sleepless, I live in loneliness 
with my weeping eyes. 
o my heart: 
we will escape from living here 
like this; 
rise up and lead the way 
to where he is! 
He is beyond the good land 
where Vatllkars I wear] garlands of basil flower, 
beyond the frontiers of many-speared Katti: 
and even though they speak in foreign tongues, 
I will follow him. 

Maram Ulanar 
(trans. M. Shanmugam Pillai and David E. Ludden23) 

This poem is addressed to the speaker's heart. The speaker is indicated by first person 

singular markers (etz, vajipatal) and the plural marker (uykumm). The addressee is 

indicated by a vocative (neiice), an imperative (eju), and an optative (viiji). The time and 

place of the utterances are not mentioned in the poem. 

4. Ailiku[unii[u 295 

My heart that went away with the chieftain 
of the mountainous region, where 
the peacock that returns to its abode 
because of the fire of the mountaineers 
goes like girls playing ball, 
afflicting the birds on the stubbles-
will it ever return by itself? 
Or since it longs to stay, will it abide there? 

Kapilar 
(trans. P. Jotimuttu2~) 

23 Shanmugam Pillai and David Ludden, Kutuntokai, 416. 
2~ Jotimuttu, Ailiku[uniitu, 52. 
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The speaker is irydicated explicitly in this poem by the the first person singular pronoun 

(e~).25 The addressee is not indicated explicitly. The setting of the poem is not specified. 

5. Ailikuruniiru 299 

Even the long-petalled blue water-lily 
which blossomed in the lovely pool 
on the slope of the mountain of the chieftain of the hills 
does not have the radiance like the eyes 
of the mountain lassie of lovely, adorned hair and a swinging gait. 
Nor does the peacock have a grandeur like hers! 

Kapilar 
(trans. P. 10timuttu2(i) 

There are no first person or second person markers identifying the speaker or addressee in 

this poem. The setting for this poem also is not explicitly indicated. 

Akam Dialogue 

1. Kalittokai 94 

The following is an excerpt from Kalittokai poem 94 which is forty-five lines long and is 

not divided into verses. I have selected Ramanujan's translation of only the first eight lines 

to illustrate the existence of dialogue in the classical collections. Many of the poems in 

Kalittokai are dialogues.27 

Hunchback woman, 
the way you move is gentle 
and crooked as a reflection 
in the water, 

w hat good deeds 
did you do that I should want you so? 

25 In this poem and the previous poem, the first person speaker is indicated by 
exactly the same phrase, e~l neiice (my heart). Here the e is an emphatic, not a vocative as 
in the previous poem. The verb endings referring to the heart are in the third person 
singular. 

2(, 10timuttu, AiJikllrllmiru, 54. 
27 Subbiah, IfPatte~s in -Religious Thought in Early South India, If 79-80. 



o mother! (she swore to herself) Some 
auspicious moment made you dwarf, 
so tiny you're almost invisible, 
you whelp born to a man-faced owl, 
how dare you stop us to say 
you want us? Would such midgets 
ever get to touch such as us!28 

The dialogue is between a male dwarf and a hunchback woman. In both exchanges the 

speakers are indicated explicitly in the poem by first person markers (uciivurc!J. emmai). 

Also in both exchanges the addressee is explicitly identified by second person markers 
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(tiJrra!Jai, iyaluriiy, ni!J!JiJtu, ni, l'ilakki!Jai, ni!J). The characters' identities as a hunchback 

and a dwarf are know by description. Their respective genders are conveyed by gendered 

references: 0 son! (nwka!Jc): and, later on in the poem, female hunchback (kiitli). The 

setting, mentioned further on in the poem, is a palace at high noon. 

Puram Poems29 

1. Puraniitulru 92 

You cannot compare them with a lute. 
The tenses are wrong, the meanings unclear, 
and yet the words of a little son 
fill a father with love. 
The words of my mouth are like that also, 
o Nqumal} Aiici 
who have taken many enemy forts with guarded walls, 
for they make you show your love. 

Auvaiyar 
(trans. George L. Hart IIPO) 

28 A. K. Ramanujan, Poems of Love and War: From the Eight Anthologies and the 
Ten Long Poems (~f Classical Tamil (New York: Columbia University Press, 1985),209. 

29 I have consulted the Tamil edition by U. Ye. Caminataiyaravarkal, Pu!'anii!JuTu 
Millamlima Pl1jaiya UraiYllm (Madras: Dr. U. Ye. Carninataiyaravar Library, 1971) . 

.30 George L. Hart III, Poets of the Tamil Anthologies: Ancient Poems of Love and 
War (Princeton: Princeton University Press, 1979), 162. 
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The speaker is indicated by the first person singular pronoun (eLl). The addressee is also 

the hero of the poem. He is identified by name in a form which can be understood to be a 

vocative (Nc~umal) Afici) and by the second person singular familiar pronoun (Ill). No 

particular setting is evident in the poem. 

2. PUTaniiLliiTll 87 

Enemies, be careful when you take the field. 
Among us is a warrior 
who will face you in battle. 
He is like a wheel made over a month 
painstakingly 
by a carpenter who makes eight chariots 
in a day. 

Auvaiyar 
(trans. George L. Hart III 31 ) 

The speaker is indicated by one first person singular marker (em). The addressees are 

identified by a second person plural imperative (i)mpllmil) and a second person plural 

address (tel'l'ir). The address conveys the addressees' role as enemies. The identity of the 

hero of the poem is not known. 

3. Pllraniiniiru 101 - --

He welcomes us still 
as on the first of days, 

though we go there 
not just one day, 
or two days, 
but many days 
with many friends, 

does Atiyamal} Afici of the jeweled elephant 
and the artful chariot. 

Whether the time for gifts 

31 Hart, Poet.\ of the Tamil Anthologies, 160. This poem was cited by Cutler also 
in the context of identifying the structures of pu[am poems. Norman Cutler, Songs (~f 
Experience: The Poetics of Tamil Devotion (Bloomington: Indiana University Press, 
1987), 64. 



comes right now 
or is put off for later, 

it's like fodder 
left in reserve 
on the elephant's tusk, 

always there 
at hand, waiting; 
it won't become a lie. 

o wishful heart, 
do not scramble for it. 

Bless him, 
his works. 

Auvaiyur 
(trans., A. K. Ramanujan32) 

The speaker is indicated in the poem by the first person plural verb, cellalam. The 

addressee, according to Ramanujan's translation and the notes in the Tamil edition, is the 
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heart indicated by "heart" (neiicam) and the optative (l'iijka). However, there remains some 

ambiguity regarding whether or not the "heart" is the addressee, as it is not in the vocative 

form and the optative in Tamil conveys no person, number or gender. The hero, Atiyamut} 

Ariei, is explicitly mentioned in the poem. 

4. Pllraniiniirll 312 - --

To bring forth and rear a son is my duty. 
To make him noble is the father's. 
To make spears for him is the blacksmith's. 
To show him good ways is the king's. 

And to bear 
a bright sword and do battle, 
to butcher enemy elephants, 
and come back: 

that is the young man's duty. 
Pot}m u\i yar 
(trans., A. K. Ramanujan33) 

32 Ramanujan, Poems of Love and War, 139. 
33 Ramanujan, Poem.\ (if Love and War, 185. 
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The speaker is identified explicitly in the poem by first person singular pronoun (etJ). It is 

clear that the speaker is a woman from the reference to giving birth in the poem. The 

addressee is not explicitly indicated in the poem. No setting is indicated in the poem. 

5. Putaniil)11[u 128 

When the ape 
on the bough 
of the jackfruit tree 
in the town's commons 

mistakes for fruit 
the eye 
on the thonged drumheads 
hung up there by mendicant bards, 

he taps it, 

and the sound rouses 
the male swans below 
to answering song 

in Potiyil, that hill where the clouds crawl, 
hill of Ay 
with war anklets on his feet, 

hill inaccessible 
to great kings, 

yet open to the approaches 
of dancers. 

MUlam6ciyar 
(trans., A. K. Ramanujan3~) 

There are no markers in the poem which identify the speaker or addressee. The hero of the 

poem is named, Ay. The poem describes his place, Potiyil. His place mayor may not be 

the setting for the poem. 

3~ Ramanujan, Poem5 of Love and War, 152. 
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Description 

Each of the akam and pUTam poems cited is a monologue, with the exception of Kalittokai 

94. Each represents a single scene or episode. As with "Tiruvcmpavai" and 

"Tiruppaijiyclucci" the time it takes to utter the poems is the duration of the action of the 

poem. This episodic quality of the poems is characteristic of the classical poems in general. 

As G. Subbiah says: 

Perhaps the most striking feature of the classical Tamil poems is that each has been 
conceived and delivered within a discrete spacial context and moment. The relatively 
longer poems in the pattu. \sicl collection also are 'occasional' or solitary poems which 
do not develop or expand any story in a linear or continuous manner over an extended 
period of time.35 

The speakers in both the akam and pu[am poems are anonymous. At most the 

speaker's gender or role is conveyed either explicitly or implicitly. In Kalittokai 94, the 

speakers are a male dwarf and a female hunchback. In PUTaniif}UTu 312, the speaker is a 

female, more specifically a mother. The examples of the classical poems provided here, 

and the poems of "Tiruvcmpavai" and "TiruppalJiyclucci" are exactly the same in that no 

speaker has an identity beyond gender or role. 

The treatment of addressees varies. In some poems the addressee is anonymous 

without even the characteristics of gender or role as in the akam poems AilikuTuniiTli 295 

and 299, and the pu[am poems Pu[aniif}u[u 312 and 128. In some poems, gender or role 

is provided, as in the akam poems KUTllntokai 42,36, 11 and Kalittokai 94, as well as in 

the pu[am poems Pu[aniif}ttTll 87 and 101. In the pUTam poem PUTaniitul[u 92, the 

addressee has a particular identity; he is NclumalJ Afici. "Tiruvcmpavai" and 

35 Subbiah, "Patterns in Religious Thought in Early South India," 173. Some 
scholars suggest that the akam and pIttam poems were originally part of long narratives 
and were taken from these narratives and collected into anthologies. Subbiah provides a 
strong argument against this position (173-81). In any event, the classical poems have 
been preserved as anthologies of single solitary stanzas. 
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"TiruppaHiyclucci" are the same as the examples provided with respect to the treatment of 

the identity of the addressees, as the addressee in those poems varied from simply having 

gender to being specifically identified as Siva. 

The setting in the classical poems, as in "Tiruvcmpavai" and "TiruppaHiyclucci", is 

suggested but never certainly provided. Kutuntokai 42 refers to the man of the hills. but it 

is not clear where or when the poem is actually spoken. Likewise PutaniilJiitu 128, refers 

to Potiyil, the place of Ay. The poem may be spoken there or it may be spoken somewhere 

else, perhaps to inform others about this particular place. So also in "TiruppaHiyclucci", 

the addressee is referred to in a number of poems as Lord of Tiruppcrunturai. This 

suggests that the setting of the poems is Tiruppcrunturai. The poem could. however, be 

uttered anywhere with Siva of Tiruppcruntufai in mind. Although the hero of a particular 

poem is connected to a particular place, the event of the poem (its utterance) need not 

necessarily be tied to that place. Some poems do not provide a specific setting but only a 

type of setting such as the suggested battlefield in PutaniilJzitu 87. The poem could be 

spoken at any battlefield. Likewise in "Tiruvcmpavai", a number of poems refer to bathing 

in a pond, but the pond could be any pond. There is ambiguity regarding the settings of the 

classical poems and the poems of "Tiruvcmpavai" and "TiruppaJJiyclucci". 

The examples of the classical akam and putam poems, and "Tiruvcmpavai" and 

"TiruppaHiyclucci", as examples of Saiva Siddhanta canonical poems, share the 

characteristics of being episodic poems whose speakers are anonymous, whose addressees 

mayor may not be particularized, and whose settings are ambiguous. These characteristics 

are also found in later Tamil poetry. Furthermore the organizational features evident in the 

bodies of poetry from which the classical examples and "Tiruvcmpavai" and 

"TiruppaHiyclucci" have been taken are found in later poetry as well. 
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Later Developments 

"Tiruvempavai" and "Tiruppap'iyelucci" are themselves early forms of what became two 

independent genres. Tamil texts divide Tamil literature into genres by varying criteria such 

as content, form, pattern arrangement, number of stanzas, folk verse rhythms and content, 

letters of the alphabet, garland (malai) (grouping verses on basis of content, or formal 

devices such as refrains), two or more criteria, and whether or not it is narrative verse. 

"Tiruvempavai" is an example of a genre based on refrain. "Tiruppa!}iyelucci" is an 

example of a genre based both on theme (awaking from sleep) and refrain.36 

There are at least six other piivai collections of poems. The most famous of these 

is "Tiruppavai" by Al}ta! who is often dated slightly before MiiQikkavacakar. There is 

evidence of a Jain piivai poem based on a verse quoted in the Yapparwikalavirutti. In 

addition to those, there are two Tiruvempavai poems by the Advaitan Tattuvaraya of the 

fifteenth century ,37 one by another Advaitan Kacikanantafianaccarya Svamika! about Sri 

Viracekarafianatecikar, and one composed by Utumalai IJankawal] in 1982 about Murukal] 

at Tiruccentiir. 

There are at least fourteen collections of pa!!iyejucci poems composed from the 

ninth century until now. Mu. Arul}acalam identifies the following ten pa!Jiyejucci poems 

by six different authors: Tomaratippotiyalvar's (nineth - early tenth century) 

"TiruppaUiye!ucci" addressed to Vi~l}u in Srirallkam; Tattuvaraya Cuvamikal's (fifteenth 

century) five paltiyejuccis poems addressed to Grace, Civappirakaca Cuvamikal, 

Con1pal]anta Cuvamika~ Tattuvappirakaca Nayal]ar and Paripllral}appirakaca Nayal]ar; 

Citampara CuvamikaJ's "TiruppaJ1iye!ucci" to Murukal] at Tirupp6riir (eighteenth century); 

36 Thomas, "Literary Genres in Tamil," 344-46. 
37 Mu. Artu}.acalam, "Tiruppa!}iyelucci" in Tiruviicakam - eila Ariiyccik 

Ku[ippukkal (Citamparam; Caiva Cittanta Maka Camaja, 1965), 14-16. 
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Iramaliilka Cuvamikal's "TiruppaHiyclucci" (nineteenth century) addressed primarily to the 

great light of grace; the famous Subramania Bharati's "Paratamata TiruppalJiyelucci" 

(twentieth century); and Ccilkalvaraya PiHai's "Tal)ikccar Tiruppa}liyclucci" (composed in 

1959).3x In addition to these there are: VeHiyampala Tampirat}'s (seventeenth century);39 

Civappirakacam's (seventeenth century);-UJ Tiruppiival)am Kacikanantaiian.fccarya 

Svamika} about Tirukka}ar Sri Vlracekamiianatecikar; and recent one by Utumalai 

llailkat:ll)at} about Murukat} at Tirucccntiir. 

I have been able to see four of the pilvai poems and five of the pa!!iyejucci poems 

listed above:-I-\ The basic structure remains the same. They are collections of episodic 

poems, although the number of poems varies, linked together by a common concluding 

phrase. In the pilvai poems, the concluding phrase is a variation of" emparai". In the 

pa!!iyejucci collections, it is a variation of "ejuntaru!iiye". Most of the poems in these 

collections of poems are monologues. An exception is poem fifteen of ADlaI's 

"Tiruppavai" which can be interpreted as a dialogue. As with the examples of classical 

poems and Mal)ikkavacakar's "Tiruvempavai" and "TiruppaHiyelucci", the addressees in 

the poems are particularized to a varying extent. The addressees change in At:l\aI's 

"Tiruppavai" as they do in Mal)ikkavaeakar's Tiruvempavai. 

Generally in these poems the speaker is either not indicated at all in the poems, or is 

only indicated by first person pronouns or by gender. In other words the speaker is 

anonymous. There are two exceptions to this: the last poem of the Vai~l)ava 

3X Arul)acalam, Tirul'acakam, 13-17. 
:w ZvelebiL Tamil Literature (1975),205 
-UJ Mu. Varadarajan, A Hi,Hory of Tamil Literature, trans. E. Sa. Visswanathan 

(1972 Tamil public.: New Delhi: Sahitya Akademi, 1988,206-7. 
-tj The piivai poems are: Antal's "Tiruppavai", the Jain verse, 

KaeikanantaiHinaccaraya Svamikal's, and U\umalai Ilailkal)l)at}'s. 
The pa!!iye!ucri poems are: TOl)laralippoliyalvar's, lramaliilka Cuvamikal's, 

Subrahmania Bharati's, Kacikanantafianaccaraya Svamika!'s, and U\umalai Ilailkal)l)at}'s. 
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"TiruppaUiyclucci" by T()I)~ara~ippotiyalvar and the last poem of Al)tal's Vai~l)ava 

"Tiruppavai". Both of these are signature verses which identify the author of all the poems 

of the collection. A signature verse is the last poem of a small collection of poems (usually 

ten) which generally identifies the poet of the collection and the benefit to be gained from 

singing or hearing the poem. 

There is some debate regarding whether the signature verses were composed by the 

poet of the collections or by later authors, and were then added by redactors of the 

poems.-I-2 These poems, however, are present in the canonical presentations of the poems, 

and do make a connection between the poet and the previous poems of the collections, even 

though the previous poems do not themselves identify the poet. 

It is important to understand that signature verses make up only a small portion of 

the Saiva devotional poems. For example, the canonical collection of the four major Tamil 

Saiva Siddhanta poets, Tiruna1}acampantar, Tirunavukkaracar ("Appar"), Cuntarar and 

Mal)ikkavacakar consists of 8928 poems.-I-3 Only about five percent of the poems by these 

four poets are signature verses.-l--l-

Furthennore, poems that are associated with a signature verse in a canonical 

presentation, may in usage be disassociated from the signature verse. Saivas often sing a 

combination of their favourite poems culled from various decades of the canonical poems 

.. Q Cutler, Songs (?f Experience, 28. , 
-1-3 This calculation is based on: Tel'iiram PafJmutai: Hymnes Sivaites du Pays 

Tamoul, cd. T. V. Gopal Iycr and Frall<;ois Gms, 2 vols. (PondichCry: Institut Fran~ais 
D'Indologie, 1984-85. 

-l--l- Tirul'iicakam has no signature verses, and I am told that Tirunavukkaracar did 
not use signature verses either. This means that there are 3722 poems without associated 
signature verses. Of the remaining 5206 poems which constitute the work of 
Tiruna1}acampantar and Cuntarar, if we assume that there is a signature verse for 
approximately every 10 poems, then there are about 475 signature verses out of a collection 
of 8928 poems. 
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as well as other poems.-l-S Therefore the significance of the signature verses and connection 

between the voice of the poem and the poet becomes even more tenuous in actual usage. 

Most of the pavai and palliycju('ci genre poems referred to here are indisputably 

later than MaQ.ikkavacakar's. They illustrate the same structure as the examples of the 

classical poems provided in this chapter, and MaQ.ikkavacakar's "Tiruvcmpavai" and 

"TiruppaBiyclucci". They are just small samples of a large volume of poetry composed 

since MaQ.ikkavacakar's time. In Part III further examples of poems composed in the post

Saiva Siddhanta canonical period which share this structure will be discussed. 

-l-SAn example of this will be provided in Part III. During the interviews, and 
particularly in the questionaires, the respondents listed the poems which they usually sang 
in personal worship, usually identifying them by the first few words of the poem. The 
group of poems were usually culled from from various authors. 



P ART I: Summary 

The focus in Part I has been on "texts", poems which will be the subject of the 

interpretations in Part II. "Tiruvcmpavai" and "TiruppaJ}iyclucci" are collections of poems, 

while they are also parts of larger collections. The status of the links between individual 

poems within the collections called "Tiruvcmpavai" and "TiruppaUiyclucci" is somewhat 

ambiguous. The poems are short, and each poem in itself represents an event. The 

collection of poems also constitute an event. The setting of this event may be specified to a 

limited extent. Most of the thirty poems are monologues. A few poems are dialogues, 

although the exact number varies with interpretation. The speakers of the individual poems 

have no identity. They may be identified in the poem only by first person markers or 

descriptive material which may indicate gender or role. The addressees are sometimes 

anonymous and sometimes identified as specific individuals. 

These characteristics are also found in the earliest Tamil literature, the classical 

akam and fJuram poems, and Tamil poems composed after the Saiva Siddhanta canonical 

poems. All these poems are organized into nested collections. Both the classical and later 

poems also have specific poems representing individual events in which the speaker is 

unidentified, the addressee may be identified (puram poems only), and the setting is 

specified only to a certain extent. 

These characteristics allow considerable flexibility for interpreting the poems. In 

Part II, I will show how different interpretations provide different contexts in which to 

understand "Tiruvcmpavai" and "TiruppalJjyclucci" and how within these different contexts 

the poems take on different meanings. 
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PART II: INTERPRETATION 

WHAT SHE SAID 

(to her friend who had talked ill of 
him when he could overhear, so he 
would hurry to marry;) 

Wider than the earth 
and higher than the sky, 
and deeper than the vast ocean 
is my love for this man of the hills, 

where bees make honey 
from the black-stalked kllriilci flower. 

TcvakulaWir 
Kuruntokai 3 1 

1 Translation by M. Shanmugam Pillai and David Ludden, trans., Ku[zmtokai: An 
AnthoioRY (d' C/wsicai LOl'C Poetl), (Madurai: Koodal Publishers, 1976), 92. 
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The primary strategy used to interpret "Tiruvcmpavai" and "Tiruppa\liyc!ucci" is to 

provide a context in which to understand them. More precisely, these two poems are 

interpreted by situating them as events which occur in one or more narrative worlds. Five 

different worlds in particular reoccurred in my questionnaires and interviews and in the 

commentaries, as frames of interpretation: the akam world, the pu[am world, the world of 

Saiva Siddhanta theology, the poet's biography, and the personal biography. 

A "narrative world" here refers to a world in which a particular story takes place. 

In the akam narrative world the events are connected to the private world of the unfolding 

love relationship between a hero and heroine. The puram narrative world is constituted by 

events which may acceptably occur in public such as heroic acts, grief over death, displays 

of power or generosity, and praise of virtue, honour or fame. and which may be 

understood within the biography of a hero or poet. The events of the Saiva Siddhanta 

narrative world are connected to a particular view of the spiritual development of the soul. 

In the narrati ve world of the poet's traditional biography, the events are religiously 

significant developments in his or her life. In the first person or personal biographical 

narrative world the events belong to the life of the reader or reciter.2 

:2 Cutler has already noted the tendency to use narrative as an interpretive device for 
devotional poetry and its precedent in the classical Tamil poetry. According to Cutler, 
devotional poetry is interpreted to be the direct expression of the author, just as pll[am 
poetry is interpreted to be the direct expression of the puram poet, and thus both the 
devotional and puram poets' biographies serve as the frame of interpretation for devotional 
and puram poetry respectively. A "narrative of love" serves as the interpretive frame for 
akam poetry. Cutler emphasizes the poem tied to a particular narrative context: the akam 
poem understood within the akam context; the pUTam within the pUTam poet's biography 
and the devotional poem within the devotional poet's biography. Norman Cutler, Song\ (~f 
Experience: The Poetics o.fTamil Devotion (Bloomington: Indiana University Press, 
1987),62, 102. 107. 

In the perspective I am developing here. I am emphasizing the free-floating poem 
capable of being tied to many narrative contexts because in the following examples of Saiva 
interpretations the same poem is in fact situated in different narrative worlds. 
"Tiruvcmpavai" and "TiruppaHiyclucci" are devotional poems and they are interpreted 
within the devotional poet's biography. but Saivas also interpret them within the akam 
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The different interpreters situate the poem usually by providing an identity for the 

speaker and indicating the occasion on which the poem was uttered or its theme. In doing 

so, the interpreters identify the act of uttering the poem as an event in a specific narrative 

world. 

The significance or "meaning" of the poem then depends on the world in which it 

has been situated, on its position as an event in that specific world. Therefore, the meaning 

or significance of the poem changes when it is situated in different worlds or even 

differently in the same world. The meaning of the poem to some extent depends on the 

poem being understood to be a situation which fits coherently in the narrative world in 

which the poem is being interpreted, and on the poem being shown to correspond 

adequately to that situation. In the examples of interpretations to be presented below, this 

generally has been accomplished by correlating elements of the poems to aspects of an 

event in a particular narrative world. 

All of the following interpretations understand the poems to be religious poems. 

The use of various narrative worlds are different ways of conveying the religious 

significance of the poem. 

Part II of this thesis will consist of examples of interpretations of "Tiruvcmpavai" 

and "TiruppalJiyclucci" in the five narrative worlds. Two interpretations of "Tiruvcmpavai" 

and "TiruppaHiyelucci" understood within the akam narrative world are presented in 

chapter 3. A pUTam perspective of "TiruppaUiyclucci" is provided in chapter 4. I did not 

find any explicitly pliTam interpretations of "Tiruvcmpavai", but I will argue in Part III that 

the use of "Tiruvcmpavai" in ritual is sometimes pllTam in form. Two interpretations of 

narrative world, within the pliTam narrative world, within the Saiva Siddhanta narrative 
world and within the reader or reciter's own life. I am suggesting that the poems are able 
to float freely and be interpreted within different frames most importantly because the 
poems themselves generally do not explicitly provide the identity of the speaker. 



"Tiruvcmpavai" and one of "TiruppaUiyclucci" in the Saiva Siddhanta narrative world are 

provided in chapter 5. In chapter 6, the poems are situated in the poet's and in the "first 

person" biographies. Finally, in chapter 7 the strategy of interpretation evident in these 

examples will be shown to have precedents in the colophons and poetics associated with 

the earlier classical poems. 
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II: Chapter 3: The Poems in the Akam Narrative World 

The akam interpretations of "Tiruvempavai" and "TiruppaHiyelueci" place the 

poems in the world of love. This frames the divine-human relationship in terms of a 

humanized love situation in which God is the male lover and the soul, devotee or poet is the 

female lover. The framing of the relationship in this way is controversial in Saiva 

Siddhanta circles. The dominant view is to reject such an interpretation, but there are 

people who do construe the relationship in the lover-beloved mode. l 

Two interpretations of "Tiruvempavai" and "TiruppalJiyelucci" within the akam 

world will be presented here.2 The first is by NavanIta Kiru~l)a Paraliyar and the second 

by G. Vanmikanathan. NavanIta Kiru~1)a Paratiyar's commentary on "Tiruvcmpavai" and 

"TimppaHiyclucci" is taken from his voluminous commentary on the Tirul'iicakam 

published shortly before his death in 1954. He was a scholar of classical Tamil literature 

who early in his career conducted research on the TirumuTai at one of the major Saiva 

Siddhanla institutions, TiruvavalulUrai AUlJam. The middle and later parts of his career 

were spent in Sri Lanka as an educator. He maintained his connections to Tamil Nadu 

through the Madurai Tamil Cankam (Sangam) as an examiner, and through contributions to 

their pUblication, Centami]. .~ 

1 Four questionnaire respondents (two male and two female) framed 
"Tiruvcmpavai" in terms of the lover-beloved relationship with God as hero and the soul or 
Manikkavacakar as heroine. I know for certain that one of the four is a follower of the 
Sai~a Siddhanta tradition. I deduced that the other three are also Saivas based on 
attendence at a Saiva temple, knowledge of Saiva Siddhanta tradition, and the singing of 
Saiva songs in personal worship. In an interview, another important spokesperson for 
Saiva Siddhanta said that Mal)ikkavacakar represents the lover-beloved relationship with 
God. 

2 Radha Thiagarajan also interprets "Tiruvcmpavai" in this frame: A Study (~f 
Mysfici.\tn in Tinl\'iicakam (Madurai: Madurai Kamaraj Univ~rsity, 1983), 144-5. 

J Ka. Cu. NavanIta Kiru~l)a Paratiyar, commentator, Sri Ma/}il'iicakapa PerumiifJ 
Tirul'iiy Malarntaru!iya Tirul'iicakam Ariiyccip Perurai (MaviHapum, Ilailkai: Palma 
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G. Vanmikanathan was an important lay scholar of Tamil religious literature. His 

interpretations of "Tiruvcmpavai" and "TiruppaHiyclucci" are taken from the introductions 

to individual poems and the essay at the beginning of his English translation of the 

Tiru\'acakam, first published in 1971. He maintained that he arrived at his akam 

interpretation prior to seeing Navanlta Kiru~l)a Paratiyar's commentary.~ Vanmikanathan 

regarded the Advaitan Smikaracarya of Kafici as his guru, but was an adherent of Saiva 

Siddhanta theology. Interestingly enough his potentially controversial translation was re

issued in 1980 by SrI Kasi Ma~am, another important Saiva Siddhanta institution. He died 

in the late 1980s.5 

The chapter will begin with a brief overview of akam poetics in order to provide a 

context for understanding the interpretations of NavanIta Kiru~l)a Paratiyar and 

Vanmikanathan. This will be followed by presentations of their interpretations of 

"Tiruvcmpavai", and then their interpretations of "TiruppaHiyclucci". 

The Akam Narrative World 

In explaining the basic parameters of akam poetry, I will use the Tolkappiyam Poru! 

Atikaram. a grammatical and poetic treatise, usually dated with the classical Tamil poetry in 

the early centuries of the common era, and the Nampiyakapporu! Vi!akkam, a late thirteenth 

Patippakam, 1954). The information on NavanIta Kiru~l)a Paratiyar's life is taken from 
"Uraiyaciriyar" by Iraja. Civa Campacivacarma (xiv-xvii) in the above edition of the 
commentary and from an entry in Cu. A. Iramacamippulavar's Tamijp Pulal'ar Varicai, 
Pakuti 3 (1955, rpt.: Madras: Tirunclvclit TCI}I}intiya Caivacittanta Nurpatippuk Kalakam 
Limi~cL 1969), 134-6. 

~ G. Vanmikanathan, trans., Pathway to God throuRh the Thiruvuachakam (New 
Delhi: The Delhi Tamil Sangam, 1971; repr., Tiruppanandal: Kasi Mutt, 1980). See 214-5 
for Vanmikanathan's statement that he developed his akam interpretation independently of 
NavanIta Kiru~l)a Paratiyar. 

5 Details about Vanmikanathan's life are taken from the back cover of Pathwav to 
God through the Thiruvaachakam, 1980 edition. Information about his death was -
communicated to me in 1990. 
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century or early fourteenth century work on akam poetics, as well as the insights of 

modem scholars.() The theory of akam poetry is defined in terms of different poetic 

situations, the number of characters and the occasions on which the characters may speak. 

The different akam poetics situations were not explicitly linked into a narrative sequence in 

the early theory of the Tolkiippiyam.7 Theoreticians of later times did create a narrative out 

of these poetic situations. 

Akam poetry proper has 5 situations (tiIJai).H The five divisions and the 

corresponding situations of love are: kurinei - lovers' union, mullai - patient waiting, 

nc.ytal- anxious waiting, marulam - infidelity, and piilai - separation. Each situation is 

correlated to a time, a place, and a set of animate and inanimate things appropriate to that 

() Scholars have debated the date of the Tolkiippiyam. Some of the issues are 
whether the text preceeds the classical poetry, or was composed after, or was composed in 
sections over a period of time. Generally it is associated with the same time frame as the 
classical poetry. There has been a substantial amount of scholarly work on classical 
poetics. Some titles have been cited in the introduction (2-3). My intention here is to 
provide what is needed to understand the akam interpretations of "Tiruvcmpavai" and 
"TiruppaHiyclucci". 

All references to the To/kiippiyam are to the Tolkiippiyam POnt! Atikiiram siilras 
numbered according to P. S. Subrahmanya Sastri, Tolkiippiyam: The £arliest Ertant Tamil 
Grammar (Madras: Kuppuswami Sastri Research Institute, 1949). 

7 J. Parthasarathi, "Akam Poetry" and "Puram Poetry" in The Emyclopaedia (~f 
Tamil Literature. vol. 1 (Madras: Institute of Asian Studies, 1990), 151-2, 163. An 
overview of akam poetics can be found in John Ralston Marr, The Eight Anthologies: A 
Study in Early Tamil Literature (Madras: Institute of Asian Studies, 1985), 14-30; K. V. 
Zvelebil, Tamil Literature, vol. 10 in A History of Indian Literature (Weisbaden: Otto 
Harrasowitz, 1974),34-42; Ramanujan, Poems (l Love and War, 231-297; M. 
Shanmugam Pillai and David Ludden, KUTuntokai: An Antholo!D' (?!,Classica/ Love Poetl)' 
(Madurai: Koodal Puhlishers, 1976). 1-30; and K. Zvelebil, The Smile of Murukan on 
Tamil Literature (?f South India (Leiden: E. J. Brill. 1973). 

H Akam in its broadest understanding has two additional situations, kaikki!ai and 
perul1tit:wi. Peruntit:wi is "forced loveless relationship: a man and a woman, mismatched in 
age, coming together for duty, convenience, or lust," while kaikki/ai is "(literally. the 'base 
relationship'), the one-sided affair, unrequited love, or desire inflicted on an immature girl 
who does not understand it." Ramanujan, Poems of Love and War, 236. 
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spatio-temporal circumstanceY These phenomena are used to suggest the particular theme 

of the situation. For example, kUTiiici is associated with the mountains, the cold and early 

frost seasons, and night time. A poet attempting to suggest a theme in the situation of 

lovers' union could use anyone or more of these elements to indicate the general situation 

of lovers' union. lo Occasionally, phenomena from two different regions could be 

combined in a poem, thereby providing different nuances on a theme in a situation. I I 

The people described in akam poetry are generally thought to be characters in roles, 

rather than particular individuals. 12 The basis for this view is the To/kilppiyam Pom! 

Atikilram sutras which say: "In the five ti~zais which are in the middle where mention is 

made of human beings, their individual names should not be mentioned. Individual names 

may be mentioned in pliTa-t-titJai and not in akattitJai." 13 This rule ensures that no 

individual identity, nor any particular historical context, is provided for akam characters.l-l 

The Tolkilppiyam and Nampiyakapporu! indicate which kinds of characters may 

inhabit the akam narrative world by indicating who may speak, the occasions on which 

they are permitted to speak, who may have their speech reported, and whom can be 

') PiLlai is not assigned a separate region as it is thought to be a condition which can 
occur in the other four situation. It is, however, assigned a temporal circumstance with its 
own animate and inanimate objects. See Ramanujan, Poems (?f Love and War. 237 and 
ZvelebiL Tamil Literature (1974),36-40. 

10 See Ramanujan, Poems oj Love and War. 242; Zvelebil. The Smile (?fMurukan. 
92-100. Tolkiippiyam POl'll! Atikiiram, slltras 56, 57. 

II Ramanujan, Poem.\ (?/Love and War, 241-3. See also G. Sundaramoorthy, 
Early Literary Theories in Tamil: In comparison with Sanskrit Theories (Madurai: 
Sarvodaya Ilakkiya Pannai, 1974), 23-4. 

12 On the basis of these ,wltras the characters of akam poetry are usually understood 
to be human archetypes or human ideals. See Shanmugam Pillai and David Ludden, 
KUTlinfokai. 3; Ramanujan, Poelm (if Love and War. 235; Cutler 1987: 62. 

13 Tolkilppiyam Poru! Atikilram, sutras 56-7. Sutra 80 on the other hand says that 
gods are not prohibited from verses concerned with love or human beings, and sutra 84 
says that "Predecessors have said that the true names of heroes may be mentioned in erotic 
verses". The issue of the use of names is further discussed in chapters 4 and 7 below. 

l-l Ramanujan, Poem.\ (~f Love and War, 235. 
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addressed. The Tolkappiyam recognizes the akam relationships as having two main stages: 

premarital (ka!avu) and marital (kalPU). In the premarital stage of love, there are six 

characters who may speak: the hero (kija\'(Jfj), the heroine (kijatti). the hero's friend 

(palikalJ). the heroine's friend ([fiji), the foster mother (cel'ili) and brahmins (parppaIJ).15 

After marriage, six additional characters may speak: the minstrel (piit:zllLl), the dancer 

(kiittaLl), one female dancer (vitali), the courtesan (parattai), learned men (lltivar) and 

passers-by (kat:zti'jr).I() The Nampiyakappo1'll! adds one's own mother to this second 

group.J7 The following characters do not speak directly, but may have their speech 

reported: villagers (itrar), neighbours (ayaWr), residents of the street (ceriyiir), those who 

know of the stages of lovesickness (mJY marulikatiiiar), the father (tantai) and the elder 

brother (taIJIJai).IR The heroine's mother never speaks to the heroine or the hero, I <) but 

she may speak with those who saw (ka~lt(Jr) the event, her daughter's friend (piiliki), the 

foster mother (ce\'ili), those who know the affliction of Ithe daughter'sl mind (cintaiJUJY 

ariwk), the wise (arivar), neighbours (ayaWr), divinity (teyvam), and brahmins 

(antat:zar).20 The Nampiyakapporu! indicates that all the characters who are allowed to 

speak (except the heroine's mother), are also permitted to hear the speech of the hero and 

heroine.21 The speeches of the brahmins and the wise can be heard by all characters.22 

15 Sundaramoorthy, Early Literary Theories in Tamil. 57; Tolkiippiyam Poru! 
Atikiiram, siitra 492. See also the Nampiyakappol'll! ,riitra 213. 

\() Sundaramoorthy, Early Literary Theories in Tamil, 68-69; Tolkiippiyam Poru! 
Atikiiram, slitra 493. 

17 Ka. Ra. Kovintaraca Mutaliayar, cd. & notcs, Narkaviraca Nampi lyarriya 
Akapporu} Vi}akkam Palaiya UrdiYU\al} (1943, rpt. Madras: Tirunclvclit TCl}l}intiya 
Caivacittanta Nurpatippuk Kalakam Limite\, 1989), slitra 214. Zvelebil dates this work 
during the reign of Maravarma Kulacekara 1,1268-1308/9. K. V. Zvelebil, Companion 
StuJie.\ to the History (!fTamiL Literature (Leiden: E. J. Brill, 1992), 14K 

IR Tolkiippiyam POl'll! Afikiiram, sufra 494. See also Nampiyakapporu!, 215. 
19 Tolkiippiyam POl'll! Atikiiram, sutra 495: Nampiyakapporu!, 21K 
20 NlImpiyakapporu/, 219. See Subrahmanya Sastri, Tolkiippiyam, 73. 
21 Nampiyakapporu!, 225 and the accompanying note. 
22 NampiyakllPporu/, 226. 
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The main characters, the hero and heroine, are expected to reflect a standard for a 

love relationship. Zvelebil, explains: 

According to TP 25-6, and Ilampl1raQar's commentary, only free men can lead a happy 
life. Servants and workmen are outside the five akam-types, for they cannot attain 
wealth, virtue and happiness; they do not have the necessary strength of character: they 
are moved only by passion and impulses. Only the cultured and well-matched pair is 
capable of the fuIl range of love, , , , The lovers should be well-matched in lineage, 
conduct, wilL age, beauty (orfigure), passion, humility, benevolence, inteIligence and 
wealth (TP 273).23 

The Tolkiippiyam Pont! Atikiiram indicates on which occasions a character may 

speak. The following are a few examples of the many possible occasions. The hero may 

speak to the heroine after their first meeting describing how attractive she is or trying to 

make her understand his suffering (slltra 98), He may speak when he has been sent 

away, or when the heroine's friend is about to decide to help him meet the heroine (siitra 

100).2..J. 

The connecting of akam poetic events into a sequence which constituted a narrative 

world evolved over time. The sequencing of akam situations in poetry is manifest, in the 

k/)vai genre. The earliest of the h5vai is PiilJtikhJvai, thought to have been composed in 

approximately the 7th century.25 Another early hJvai work is TirukW\'{liyiir attributed to 

MaQikkavacakar. It consists of four-hundred verses representing a sequence of akam 

situations. 2(' 

23 Zvelebil, The Smile (if Murukan on Tamil Literature of South India, 92. 
2..J. More occasions are provided in the Tolkiippiyam Pont! Atikiiram regarding 

when a character may speak. There is some disagreement among commentators in the 
discussion of siitra 105 regarding whether the occasions listed apply to the hero or heroine. 
See Subrahmanya Sastri, Tolkiippiyam, 73. 

25 C. Manoharan and M. Mathialagan, "Akapporul Kovai" in The Enc:vclopaedia (if 
Tamil Literature, vol. 2 (Madras: Institute of Asian Studies, 1992),48-50. If however, an 
early date for MaQikkavacakar is accepted, then his Tirukk61'aiyiir would be the earliest 
k(Jvai collection. 

2(' Cutler discusses the k6vai genre and Tirukkol'aiyiir in Songs (if Experience, 
chapters 4 (81-110) and 5. 
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Over time. in theoretical works. sequences of akam events were articulated in great 

detail. The exact details vary somewhat among the different trends of akam theory.27 J. 

Parthasarathi provides an overview of the sequence of akam events based on the trend of 

Nampiyakapporu! and its successors. which has been, according to him, the most 

influential tradition of akam poetic theory. His sequence of akam events is broadly divided 

into ka!al'u (secret love) and kalPU (married love). In ka!avu there are four main sequential 

situations: I) natural union (i:\"{lrkaippu~Ulrcci); 2) union which occurs on the second day 

(itantalaippiitu); 3) the situation in which the hero's friend finds out about the relationship 

(piiflkarh"ittam); and 4) the situation in which the heroine's friend finds out about the 

relationship (t6jiyirkiittam). Within these four situtations there are many sub-situations. 

Here. only the last will be elaborated as it has direct relevance for understanding the 

interpretations to be discussed below. 

According to Parthasarathi. the majority of akam poems are concerned with the 

fourth of the premarital situations. He illustrates this division with a few sub-situations. 

One subdivision is the group of possible situations in which the heroine's friend actually 

learns about the relationship. He provides three examples: a) the friend realizes that the 

hero is up to something when he comes into the presence of the heroine or the friend under 

a pretext; b) the friend realises that the heroine has had union because she will not violate 

27 Parthasarathi divides most of the theoretical work on akam poetry from the 
Tolkiippiyam upto the ninteenth century into four main trends. The four main trends stem 
from the Tolkiippiyam, /taiyatziirakapporu!, Nampiyakapporu! and Pcraciriyar's 
commentary on the Tirukk6vaiyiir as reproduced in the Muttuviriyam. "Akam Poetry," 149. 
Other summaries of the sequence can be found in Sundaramoorthy, Early Literary Theorie.\ 
in Tamil. 26-39 and Shanmugam Pillai and David Ludden, Kuruntokai, 5 -14. 
Sundarmoorthy describes this narrative structure in great detail, and closely relates his 
description to the siitras of the Tolkiippiyam. He suggests that the hero and heroine have 
no verbal or physical contact on their first meeting. This is reserved for subsequent 
meetings. He notes that the Tolkiippiyam is not clear on whether or not the lovers are 
sexually intimate before marriage. He indicates that the poetry suggests that they are. 
Sundaramoorthy, Earz\' Literary Theorie.\ in Tamil. 26-34. 
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her chastity by worshipping another besides her "husband"; c) the friend realizes that there 

is a relationship when the hero comes to give the heroine the talai (dress made of foliage). 

A number of sub-divisions follow the heroine's friend's discovery of the 

relationship. Each sub-division has its own set of possible situations. After finding out 

about the relationship, the friend may refuse to help the hero meet the heroine. As a result, 

the hero may threaten to make the relationship public by taking drastic action such as riding 

the palmyra horse or jumping off a mountain. The hero will eventually convince the 

heroine's friend to help him. She will then arrange for the hero and heroine to meet in 

fields near her house or even within the boundaries of her house. These clandestine 

meetings may lead to gossip and scandal, which results in the heroine being confined to the 

house. The heroine's friend may then demand that the hero marry the heroine. According 

to Shanmugan Pillai and Ludden, also during the arranged meeting stage the hero may 

leave the heroine for several reasons, one of which is to search for wealth for their marrige 

and married life.2x During this stage the heroine may show physical signs of stress, either 

because of the hero's absence, because of gossip, or because of fear that he may not 

become her husband for some reason or other.2<) The heroine's mother may become 

concerned about her state and cal\ in a diviner to identify what is ailing her. The friend may 

then reveal the cause of the heroine's suffering to the foster mother out of concern for the 

heroine, who in tum tells the heroine's mother. This results in either the marriage of the 

hero and heroine, or in their elopement if the parents do not approve of the marriage.~() 

Parthasarathi lists six situations of the marital stage in the relationship (kalPU): 1) 

making the relationship public; 2) enjoyment of married life; 3) sulking; 4) love quarrel; 5) 

2X Shanmugam Pil\ai and David Ludden, Ku[untokai, 8-9. 
2<) Shanmugam Pillai and David Ludden, Ku[untokai, 9-10. 
~o Parthasarathi, "Akam Poetry," 155-8. 



restoration of no.nnalcy: and 6) separation. The sulking and love quarrel are usually a 

result of the husband's affairs with other women} I In the marital stage, as in the 
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premarital stage, the hero may leave the heroine for various reasons, such as to study, to be 

an ambassador, to go to war, or to acquire wealth):! 

The Poems in the Akam Narrative World 

NavanIta Kiru~l)a Paratiyar and Vanmikanathan understand themselves to be interpreting 

"Tiruvempavai" and "TiruppaUiyclucci" within the akam narrative world.JJ Their 

interpretive efforts are for the most part directed towards showing how the poems fit into 

the akam world by identifying the speakers and addressees as characters of that world, and 

by showing that the poems are events in that world. They generally agree on what akam 

identities are assigned to the speakers and to the addressees, but, they do not agree on the 

akam occasions on which the two poems are spoken. The two poems have different 

meanings in the two interpretations, because the interpreters emphasise different aspects of 

the poems and place them in different positions in the akam narrative world. 

In NavanIta Kiru~l)a Paratiyars interpretation of "Tiruvempavai", the main 

characters are the heroine, her friends, and the hero. The event to which the poem 

~ I Parthasarathi, "Akam Poetry," 159. 
32 Parthasarathi, "Akam Poetry," 159. 
3J NavanIta Kiru~l)a Paratiyar's commentary on "Tiruvcmpavai" is found on 457-

504, and his commentary on "TiruppaHiyelucci" is found on 770-87 of Tinn'iicakam. The 
relevant pages for Vanmikanathan's interpretation of "Tiruvcmpavai" and 
"TiruppaHiyclucci" are in Vanmikanathan, Pathway to God through the Thiruvaachakarn, 
37-70,213-228,314-19, and 325-6. See NavanIta Kiru~l)a Paratiyar, Tirul'iicakam, 457 
for an explicit reference to his view that "Tiruvempavai" is akam. 

Vanmikanathan's interpretation is in English, and he actually uses very little of the 
technical terminology of Tamil poetics. Besides explicit statements that he is interpreting 
within the Tamil frame of love, the occasional akam technical term does appear such as 
"thalaivi" (heroine), "kalaviyal" (secret courtship), and "karpiya\" (public declaration), 37-
47. 



corresponds is the MiirkaJi bathing ritual in which young girls undertake a vow directed 

toward a piivai (a doll or temporary image) in order to obtain good husbands for 

themselves and rain for the land. The friends have already discovered the relationship 
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between the heroine and the hero. Situated in this way, the poem is understood to be about 

the heroine's friends prodding the heroine to participate in the vow so that she may marry 

her lover and they may marry his followers. 

Navanita Kiru~l}a Paratiyar provides identities from the akam world for most of the 

speakers and addresses of the poems.34 The speakers in "Tiruvempavai" are the heroine 

(talaimaka!, talaivi) or her friends (iiyattiir). The addressees are each other, the hero 

(talaivaIJ) who is god, the temple girls or a cloud. The speaker or speakers are one or more 

of the friends in poems 1,5 to 8,13 through 15, 17 and 18. All these poems are addressed 

to the heroine. The fifth poem is also in part addressed by one companion to another. The 

dialogue poems (2, 3 and 4) are an exchange between the companions and the heroine. In 

poem 9 the friends address the hero, who is God. The companions and the heroine 

address the temple girls who have rights to serve in the temple in poem to. Navanlta 

Kiru~l}a Paratiyiir identifies the speakers of poem 11 only by the third person plural 

pronoun (avar), but in the preceeding (10) and the following poem (12) the companions 

and the heroine both speak. Navanita Kiru~l}a Piiratiyar seems to take poem 11 also as the 

speech of the companions and heroine together. God is the one addressed in poem 11. In 

poem 12, the companions and the heroine encourage each other to praise and bathe. Again 

in poem 16 there is some ambiguity as to whether or not when the companions speak the 

heroine is included. This poem is addressed to a cloud. Poem 19 is the companions' 

3-J. Navanila Kirul?l}a Paratiyar allows for the possibility of more than one identity 
for the speaker and addressee in some poems. In poems 3, 4 and 7, I have used what 
appears to be his primary choice in his discussion of the speakers and addressees of each 
poem. 
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address to God. Poem 20 is addressed to God and we assume Navanlta Kiru~Da Paratiyar 

who uses the third person plural (avar), means it is to be spoken by the companions. 

NavanIta Kiru~Da Paratiyar provides a full explanation of how he understands the 

setting and sequence of events in "Tiruvcmpavai". He argues that poems 1 through 5 occur 

before the heroine has opened her door, which means that the event which the poems 

represent takes place at her house. Poems 6 to 9 are uttered while the companions and the 

heroine proceed along the street.35 He does not specifically state the setting for poems 10 

through 20, but poem 10 is addressed to the temple girls, so it seems clear that he assumes 

the group is at the temple. Poems 11 through 20 enjoin bathing, so he again seems to 

assume that they are at the water. His analysis implies that poems 1 through 10 represent a 

fixed sequence of events, and he assumes they should be taken in the order in which they 

occur in the canon. 

The point of connection between "Tiruvcmpavai" and an event in the akam narrative 

world is the bathing ritual. NavanIta Kiru~Da Piiratiyar explains how the bathing ritual fits 

into the akam world. 

All the ancient books call the Markali bath the "Tai bath". The hero comes of his own 
accord to virgin girls and he gives the garland and waist dress of leaves in such a way 
that they accept, and thereby he makes public his hidden love and leaves. These virgin 
girls who naively accept that \ gift], being chaste (karpu), feel they should marry \himJ: 
this is the tradition - so the MarkaJi bath is intended for the purpose of obtaining 
marriage (translation mine)Y' 

In the sequence of akam situations described by Parthasarathi (see above), the 

hero's giving of the waist dress is a situation in the premarital stage of love in which the 

35 See NavanIta Kiru~Da Piiratiyiir, Tiruviicakam, 477-478. 
3(, Navanlta Kiru~ma Paratiyar, Tirul'acakam, 463-4. In support of this he cites the 

classical poems: Narri1:wi 80; Kalittokai 59; Paripatalll, 74-92, 116-21, 134-40. The 
word Navanlta Kiru~Da Paratiyar uses for garland is "tar", and for waist dress leaves is 
"talai". Cutler discusses the possible association between the Miirkaji and the Tai bath in 
Comider Our Vow, 5-14. 
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heroine's friend comes to realize that there is a relationship between the heroine and the 

hero. Placing "Tiruvcmpavai" at the time of the Miirkaji bathing ritual indicates that the 

heroine has already received the waist dress and that the friends already know about the 

relationship between the hero and heroine. In Navanlta Kiru~I:Ja Paratiyar's view, the 

friends want the heroine to marry the hero so that they in turn can marry the hero's friends 

and all can enjoy a good life.:n "Tiruvcmpavai" is about a heroine who has a relationship 

with a hero which has been discovered by her friends already. She and her friends are 

doing the Miirkaji bathing ritual in order to obtain the hero as her husband and to ensure 

her chastity so that in due course the friends can marry his followers.38 

NavanHa Kirut'l)a Paratiyar situates "Tiruvcmpavai" even more specifically within 

this general situation. The heroine had promised to awaken her foster-mother and her 

companions, but the heroine did not come. The poem begins with the speech of a person 

who is angry firstly because the heroine did not come and awaken her, and secondly 

because the heroine did not get up when they all came to awaken her. Instead of getting up 

she sobs and rolls around because she had forgotten her promise to awaken them.39 

Navanlta Kiru~ma Paratiyar also makes connections between many of the individual 

poems and the akam world by showing how specific elements of the poem bear an akam 

interpretation.-1-0 As an example, we may consider his interpretation of the word, iijiyal}, 

37 See NavanHa Kirut'l)a Paratiyar's commentary on verses 9 and 19, 
Tiru\'iicakam, 483-5,502-4. 

38 For examples of references to the heroine's current state of love and previous 
experience with the hero see NavanTta Kirut'l)a Paratiyar's commentary on poems 6, 7, 9, 
and 13, Tiru\'(icakam, 479, 480-1, 484, 493). See the commenatry on poems 9,16 and 19 
for NavanIta Kirut'l)a Paratiyar's explanation that the companions are requesting to marry 
the devotees and that that request is a request for the hero to marry the heroine also, 
Tirul'iicakam, 483-5, 496-7, 502 . 

. ~9 NavanHa Kiru~ma Paratiyar, Tiruviicakam, 466,468-69. 
-1-0 See Navanita Kirut'l)a Paratiyar's commentary on verses 7, 8, 9, 11, 12, 13, 14, 

15, 16, 17, 18 and 20, Tirul'iicakam. 
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which occurs in poem 8. He takes this to mean "because of drawing the circle". 

According to him, the hero has come, given the garland, instilled love in the heroine and 

left. The heroine who is now separated from the hero, draws a circle as a way of divining 

when the hero will return:+1 

"Tiruvcmpavai", in NavanHa Kiru~J;ta Paratiyar's interpretation, is a poem about a 

heroine in a love relationship. Her friends have discovered the relationship and are eager 

that she undertake the bathing ritual with them, so that she will quickly marry the hero and 

they will soon marry his friends. 

"Tiruvempavai" - Vanmikanathan's Interpretation 

"Tiruvempavai", in Vanmikanathan's interpretation, is a poem about how the friends of the 

heroine discover that she is in love with the hero. The main characters and the setting are 

the same as in Navanlta Kiru~Qa Paratiyar's interpretation. Vanmikanathan, however 

emphasises a different aspect of the poem when situating it as a different event in the akam 

narrative world. 

Vanmikanathan's characters are also drawn from the akam world. They are the 

heroine, the hero and the heroine's friends. Unlike Navanlta Kiru~Qa Paratiyar, however 

Vanmikanathan assigns a specific identity to the heroine. The heroine is "MaQikkavacakar" 

who has "become a young girl" in this poetic situation. He gives "her" the name of 

-41 NavanIta Kiru~Qa Paratiyar, Tirul'aeakam, 482-3; Dr. A. Al}antaracal} explained 
to me that, following an old superstition, she closes her eyes and draws the circle. If the 
two ends of the circle join it means the hero will return quickly, and if they do not join, his 
return will be delayed. A. Al}antaracal}, interview with the author, Palkalainakar, Madurai, 
15 April 1991. The line in the verse then becomes: "Is this the way of love in which you 
draw the loop?" Vanmikanathan's translation of the same line is: "Is this the way to 
become love-filled towards the Sea of grace?" Vanmikanathan takes "ajiya1)" to mean "Sea 
of grace" thereby interpreting "aji" to mean "sea". 
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"Civakaami".-t2 He understands poems L 5 through 9 and 11 through 19 as entirely taken 

up with the speech of the friends. Poem 9, 11, and 19 are addressed to the pclvui. On the 

other hand in his translation he uses male addresses which suggest the poem is addressed 

to the hero. The piivai is the female deity to whom the girls direct their vow. It is an image 

temporarily constructed for and worshipped during the vow.-t3 In poems 12 through 15. 

17 and 18, the girls address the heroine, enjoining her to join them in the bathing ritual. 

Like Navanlta Kirwgla Paratiyar, Vanmikanathan takes poems 2, 3, and 4 to be dialogues 

between the friends and the heroine. Vanmikanathan understands the heroine to speak to 

herfriends in poem 10. He also implies that poem 16 is said by the girls. In his translation 

it is addressed to the cloud. Poem 20 is the speech of the girls and perhaps also the 

heroine.+l 

Vanmikanathan discusses the setting in more detail than Navanlta Kiru~l)a Paratiyar 

did. He sees the general setting as the Markaji bathing ritual undertaken in order to gain a 

suitable husband. Undertaking the bath does not imply any prior relationship with the 

hero, as it does in Navanlta Kiru~l)a Paratiyar's interpretation.-ts 

Vanmikanathan also provides settings for most of the individual poems. Poems I 

through 10 are set at the heroine's house and poems 12 through 18 take place at the pond. 

The location of poems I I. 19, and 20 are not specified but he seems to place poem I I at 

-t2 Vanmikanathan, Pathway to God,rhrou~h the Thiruvaachakam, 41-3. Civakami 
is the name of Na~aracar's (or the Dancing Siva's) consort in Citamparam. This is an 
interesting correlation as Mal)ikkavacakar's biography depicts Mal)ikkavacakar's 
attainment of mutti as a merging with the image of Na~aracar at Citamparam. 

-t3 Vanmikanathan, Pathway to God through the Thiruvaachakam, 41-2. 
-+-+ Vanmikanathan identifies most of the speakers explicitly, except for poems 8, 16 

and 20. From his comments about these verses it seems clear that they are the words of the 
girls. Furthermore, he has put the heroine's words in italics and explicitly says this. 
Pathway to God throu~h the Thiruvaachakam, 215-6. Since the words in verses 8 and 20 
are not in italics and he does not identify any other characters for this poem, it seems 
reasonable to conclude that these verses are attributed to the girls. 

-t5 Vanmikanathan, Pathway to God through the Thiruvaachakam. 41-4. 
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the heroine's house,-\.() and poems 19 and 20 still at the pond. He suggests that the girls 

arrive at the heroine's house between 4 and 5 AM, and that the time of the event in poem 8 

occurs at about 5: 15 or 5:30 AM when dawn is just breaking. He sets poem 18 at 6:30 AM 

at the earliest:-P 

Like Navanita Kim~1Ja Paratiyar, Vanmikanathan also sees the events alluded to in 

the poems in a definite sequence. In poem 1 the girls have arrived to take the heroine to the 

river. Poems 2, 3, and 4 represent an argument between the heroine and the girls at the 

heroine's house. In poems 5, 6,7 and 8 the girls stand at her window. She has not gotten 

out of bed and will not speak to her friends. In poem 9 the friends, exasperated with her, 

make the image of the pami and make their vow without her. In poem 10 the heroine, 

drowsy, annoyed and impatient, comes out and addresses her friends. In poem 11 the 

astonished girls again address the pami. Poems 9, 1 L 16 and 19 represent occasions 

when the friends remember their vow, which they had forgotten as a result of being 

distracted by the state of the heroine. In addition to remembering their vow in poem 19 

(requesting devotees for husbands) they also ask the piivai "to take care of this God-

intoxicated child". In poem 20 they praise the feet of God. Vanmikanathan understands 

the injunction to play in the water to be spoken by the companions, who are themselves in 

the water, to the heroine, who is at the water's edge and does not participate in the bathing 

activity. He suggests that because the friends urge the heroine to join them in verse 18 

("play") the heroine never did leave the water's edge and participate in the bathing ritual.-18 

-\.(', According to Vanmikanathan, they worship the pavai at the heroine's house, and 
in poem II seem to turn to make one more prayer to it. 

.. 1-7 Vanmikanathan, Pathway to God through the Thiruvaachakam, 215-217, 227, 
n. 18. 

-18 Vanmikanathan, Pathway to God through the Thiruvaachakam, 215-7. 
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The aspect of "Tiruvcmpavai" that Vanmikanathan focuses on when situating the 

poem in the akam narrative world is the state of the girl described in the first poem as 

crying, rolling and falling on the floor, completely unaware of herself. He writes: 

"A single song of St. Thirunaavukkarasar serves as a summary of the 20 stanzas of this 
decad\el and as an irrefutable authority for my interpretation, (pp. 40 et. seq.). St. 
Tirunaavukkarasar sings: 

First, His name she heard; 
The colour of His form she heard; 
Later, of His AAroor she heard; 
Straightway, mad after Him she became. 
Mother and father the same day she forsook; 
She abandoned the traditions of her neighbours; 
She forgot herself; her name she lost; 
And set forth, our maid, to the Chiefs feet:.j.<) 

In Tirunavukkaracar's poem the girl hears of the hero, becomes mad for him, abandons all 

conventional reality, goes to the hero and reaches him. Vanmikanathan's interpretation of 

the first poem of "Tiruvcmpavai" is that the heroine heard her friends coming down the 

street singing about Siva and became overwhelmed with love. This is the state in which 

her friends found her. Her friends did not understand her state because of their own 

immaturity.50 The purpose of Vanmikanathan's citation of Tirunavukkaracar's poem 

seems to be to indicate that the behaviour of the girl in the first poem is that of one 

overwhelmed by love. The puzzled reaction of the girl's friends suggests to 

Vanmikanathan that these girls do not know about her love and therefore the relationship 

has been a secret. During the MiirkaJi bathing ritual the friends begin to discover the 

relationship. The central event in this interpretation is a stage of premarital love, where the 

love is not yet known to her friends, and certainly not yet to the wider public . 

.j.l) Vanmikanathan, Pathway to God through the Thiruvaachakam, 2]4. 
50 Vanmikanathan, Pathway to God through the Thiruvaachakam, 40-44. 

Tolkiippiyam Poru! Atikiiram 97 identifies continuous thinking of the loved one as a stage 
in kala\'U. 
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Vanmikanathan's interpretation of the poem, places the event earlier in the sequence of the 

lovers' relationship than NavanIta Kirul:'l)a Paratiyar's interpretation did. 

Both interpreters place "Tiruvcmpavai" in the akam narrative world which means 

that both understand the poem to be about a love relationship between a hero and heroine. 

They differ in that they position the event of the poem at different stages in the narrative. 

The interpreters give different elements of the poem priority when situating them. For 

NavanIta Kiru~l)a Paratiyar the important factor for placing the poem is the MiirkaJi bathing 

ritual itself, which indicates to him that the heroine is in a relationship which is known to 

her friends, and that the heroine undertakes the bath in order to obtain the hero as her 

husband. Vanmikanathan, however, focuses on the state of the heroine in the first poem, 

and the discovery of that state by her friends who mock her because they do not understand 

her to be in love. Vanmikanathan then interprets the poems to be about a strong secret 

love. The meaning of "Tiruvcmpavai" is different in the two interpretations, even though 

the same interpretive frame is used, because the interpreters focus on different aspects of 

the poem when identifying it as an akam event. 

"TiruppaHiye!ucci" - Navanita Kiru~t;la Paratiyar's Interpretation 

The main characters of Navanlta Kiru~l)a Paratiyar's interpretation of "TiruppaHiyclucci" 

are again the heroine, her friends and the hero. The akam event which the poem represents 

is the heroine and her friends awakening the hero from sleep on the morning after the 

marriage of the hero and heroine at his house. This places the event later on in the akam 

narrative sequence than "Tiruvcmpavai". 

NavanIta Kiru~l)a Paratiyar assigns the identities of akam characters to the speakers 

and addressees of "TiruppaHiyc!ucci". He generally identifies the speakers as the heroine 

and her companions when he discusses the whole of "TiruppaHiyclucci" in his 
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introduction. When commenting on each poem he attributes the poems to either the heroine 

(l and 4), the companions (2), or both the companions and the heroine (3), although it is 

sometimes unclear which one of these three possibilities he intends. 51 He understands the 

addressee to be the hero in every poem. 

The individual poems represent a sequence of mood-events experienced by the 

heroine and her friends while they try to awaken the hero. The chronology of mood 

changes, however, is not found in the traditional order of the poems. In NavanIta Kiru~Da 

Paratiyar's alternative order the 10th poem is understood to be first, the 5th second, the 8th 

third, the 9th fourth, the 7th fifth, the 1 st sixth, the 3rd seventh, the 2nd eighth, the 4th 

ninth and the 6th last. He rearranges the poems in an order which illustrates a progressive 

frustration on the part of the heroine and companions. The heroine and companions feel 

that by not getting up the hero is keeping himself from them, and they become disappointed 

and then frustrated. Initially they respectfully and cheerfully ask him to get up (10 and 5). 

In his third poem in the sequence (8), the cheerful effort to awaken him gives way to other 

feelings. They become frustrated because they cannot awaken him unless he is willing. In 

the next poem (9), Navanita Kiru~Da Paratiyar sees a suggestion of separation due to a love 

quarrel,52 for by prolonging sleep he is keeping himself from them. In the following poem 

(7) they think he is not arising because he is displeased with them, so they ask him what it 

51 For example in poem 2, NavanIta Kiru~Da Paratiyar indicates that the attendents 
and the heroine (al'a!ai u!/ittiir) awaken the hero (ava!:!). He concludes the prose rendering 
of the verse with 'she said' (e~lTa/), in the expanded explanation of the verse he attributes at 
least a part of the verse to "the companions" (ilu 16jiyar kUlTu). Tiruvamkam, 775-76. 
Because of this explicit statement, I take it that he assumes the companions are speaking in 
this verse. In poems 5 through 10 the speakers are referred to in the third person plural 
(avar), so it is not clear whether he means the companions or both the companions and the 
heroine are speaking. 

52 NavanIta Kiru~Da Paraliyar deduces the love quarrel from the reference to sugar 
cane. Love quarrels, whether real or fake, are thought to enhance the relationship. 
Navanlla Kiru~Da Paratiyar, Tiruviimkam, 784-5. 
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is that he wants them to do so that he will again be pleased with them. In the next poem 

(1 ), they decide that what they should do is serve his feet, but he must get up so that they 

can do that, so in the following poem (3), they ask him to show his feet. NavanIta Kiru~l)a 

Paratiyar sees in verse 3 a suggestion of the akam theme of separation in the reference to a 

kind of bird called kllyil.53 They ask him why he is inaccessible to them now when 

previously he was accessible to them. In the next poem (2), the companions say that the 

hero has not come and seen the sights of dawn, and therefore they have not seen his face. 

They are disappointed and the heroine has closed her eyes because of this. Finally, in the 

last two poems (poems 4 and 6) they ask him if he is not willing to arise for them, would 

he please at least do so for the others who have come and are waiting to see him.:H 

Before setting the poem in the akam frame, NavanIta Kiru~l)a Paratiyar 

acknowledges that the theme of awakening the hero from sleep is mentioned in two pllram 

theoretical texts as a theme of putam poetry .55 His argument is that when the hero is 

awakened in the encampment by bards, the theme is a puram theme. On the other hand, 

when the hero is awakened in his house by female attendents the poem should be 

understood as an akam poem. He makes several points to support this argument. Firstly, 

53 NavanIta Kiru~Da Paratiyar actually connects the kuyil to the hot season in the 
situation of akam. Dr. AQantaracaQ explains that the akam situation here is separation. A. 
AQantaracaQ, interview with the author, Palkalainakar, Madurai, July 1990. 

54 This understanding of NavanIta Kiru~I:Ja Paratiyar's interpretation comes from 
his explanation of the reordered verses in the introduction (Tiruviirakam, 772), and his 
commentary on each verse. 

55 The two slltras are: 
1. Tolkiippiyam Purattil:wi 36 (Tolkiippiyam POrIt! Atikiiram 87). Subrahmanya 

Sastri translates this slltra as "bards singing about the King's spotless good fame to wake 
him while asleep" (tavi1 nallicai karutiya ki~ant()rkkuc ciitar eLtiya tuyil c~ai ni1aiyum). 

2. Purapporu! Ve~lpii 9,9: "So that the kings of the earth who have extensive 
tribute may honor you with the spear who/which gives abundance, open the eyes which are 
like the white blossoms of lotus which surround the ponds around which birds sound on 
the flower blossoms which flourish in the place" (aJantatiraiyar akali~attu maQI}ar vaJan 
tarum vcWy val)ailkak - kaJampoliya piimalarrncl puJ olikkum poykai ciill] tamarai 
tiimalarkkal) (-)rkatuyil) (quoted from NavanIta Kiru~l)a Paratiyar's commentary). 



91 

he says there is no poetic rule prohibiting the theme of a hero being awakened at home by 

female attendents. Secondly, the theme of women awakening a hero never occurs as a 

pu[am theme. Thirdly, he claims that there are other akam poems with the theme of 

awakening from sleep: i.e. Ku[untokai 147 and Ku[untokai 107.56 

After arguing in support of an akam interpretation of "Tiruppa}liyclucci" NavanIta 

Kiru~l)a Paratiyar situates the whole poem in the akam narrative world. I will translate this 

portion as it illustrates several important aspects of the argument of this thesis: 

Let lusl take the meaning appropriate for this section to be that the heroine and the 
female attendents awaken the hero who prolongs sleep desiring sexual union: "We saw 
the beauty of you sleeping on the bed and stand desiring to see the beautiful sight of 
you sitting majestically in the audience hall in the morning. We and your other female 
attendents have been expecting you with intense desire." 

Let I us I take it as: All the companions including the very modest heroine, awaken 
from sleep the hero who prolongs false sleep because of a great desire for sexual union, 
even though it has dawned, even though the sun has risen and even though many wise 
ones and devotees had come to see [him/. 

This is the awakening from sleep at early dawn of the day after marriage to the hero 
who had delayed marriage [in order to collect] wealth, and upon collecting wealth, 
returned. 57 

NavanIta Kiru!:,l)a Paratiyar indicates that he is explaining the "meaning" (poruf) of this 

section. His explanation of the meaning consists of: identifying the speakers as the 

heroine and female attendants; identifying the addressee as the hero; identifying the setting 

as around dawn; and stating that the specific event was the awakening of the hero on the 

morning after the marriage. He elaborates on the situation by saying that the hero prolongs 

5(' Ku[untokai 147 is addressed to the dream which had awakened the hero from 
sleep. The dream was about the speaker's lover. The colophon attributes the dream to the 
hero, and indicates that the poem was said after the hero had awakened from a dream which 
he dreamed while he was separated from his lover. 

Ku[untokai 107 is addressed to a rooster which had awakened the heroine while 
she slept with her lover. The colophon identifies the speaker as the heroine (she) and 
situates the occasion as being after the hero had returned from collecting wealth. 

For translations see Shanmugam Pillai and David Ludden, Kuruntokai, 409,249. 
57 NavanIta Kiru~l)a Paratiyar, Tirul'iicakam, ~1-3, 771. 
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sleep even though people are waiting to see him because he desires sexual union. The 

heroine and the female attendents wish to see him in his audience hall. 

Navanlta Kiru~l:la Paratiyar's commentary on poem 1 provides an explanation of 

why he places the poem after marriage in the akam sequence. He interprets two vocatives 

in poem 1 as refering to the heroine's married state: "0 Source of my life" is understood to 

mean "0 lover who is the source for my domestic life", and, "You who possess me" is 

understood to mean "0 He who made me a housewife".58 Navanlta Kiru~t:la Paratiyar 

understands the epithets, "0 Lord Civan who dwells in Tirupperunturai", "You who 

possessed the raised banner", and "You who possess me" cumulatively to be refering to the 

hero's coming, possessing her, then leaving to make money, and finally returning to marry 

her. He identifies Tirupperunturai as the place where the hero entered into the love 

relationship with her (enslaved her). The reference to the banner is the banner that he 

carried when coming to her on a horse. The reference to possessing her is understood to 

indicate both sexual possession and marriage.59 In addition, her attitude of appreciation 

and devotion, and the fact that she has arisen earlier than her husband indicates that she is a 

proper wife.6o 

Navanlta Kiru~t:la Paratiyar utilizes several aspects of the poem in order to situate it 

in the akam world. The primary focus seems to be the repeated reference to arising from 

bed and the several references to dawn. He identifies the awakening as a situation early in 

58 "TiruppaHiye!ucci": "eIJ vii} mutal iikiya poru/e" , Navanlta Kiru~t:la Paratiyar: 
"eIJIJutaiya ilvii}vitku mulapporu!iikiyakiitalalJe"; "Tiruppalliyelucci": "eIJai utaiyiiy"; 
NavanIta Kiru~t:la Paratiyar: "e1JlJUi maIJaiyatap paIJiyiit{iyiika kOIJtavaIJe", Tiruviicakam, 
773-4. 

59 Navanlta Kiru~t:la Paratiyar, Tiruviicakam, 772, 773-5. 
60 "She said: 'I enjoyed seeing [you] lying on the bed, and upon seeing you arise 

from sleep fI] must praise [you]'. This section indicates that: 'sleeping after [the husband], 
rising before [the husband], and worshipping the husband's feet is the duty of a chaste 
[wife]" (translation mine). Navanlta Kiru~t:la Paratiyar, Tiruviicakam, 771-2,773-4. See 
also Tirukkuta/, chapter 6 kuta( 5. 
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married life on the basis of his interpretation of the vocatives and the behaviour of the 

speaker in poem 1. 

"TiruppaUiyelucci", in Navanlta Kiru~t:la Paratiyar's interpretation is, then, a poem 

about a wife and her companions awakening her husband from sleep the morning after their 

marriage. Her husband playfully pretends not to be awakened, while she and her 

companions, misunderstanding his playfulness, become progressively frustrated with him. 

"TiruppaUiyelucci" - Vanmikanathan's Interpretation 

Vanmikanathan's interpretation of "TiruppaHiyelucci" is brief and somewhat confusing. 

He seems to move back and forth between an akam interpretation and a more mystical 

interpretation of the poem. The characters in his interpretation are the heroine, the hero and 

her family. The setting is her house. The event is a request for the consummation of the 

heroine's sexual desire. 

Vanmikanathan's choice of akam characters differs from Navanlta Kiru~t:la 

Paratiyar's. Vanmikanathan includes the heroine's family, but excludes the heroine's 

friends. The heroine is the speaker in all the poems. The addressee is the hero, God. 

Vanmikanathan understands the heroine's own family to be her audience.61 

Vanmikanathan does not explicitly provide a setting for "TiruppaHiyelucci". The 

setting can be deduced from his reference in the collection of poems preceeding 

"Tiruppalliye!ucci" ("Tiruttacankam"), where he explains that the hero comes to her house, 

and that poem 7 of "TiruppaHiyelucci" is intended to be heard by her family.62 We can 

only assume that he also sets "TiruppaUiyelucci" at her place. Vanmikanathan provides no 

specific time at which the poem takes place. 

61 Vanmikanathan, Pathway to God through the Thiruvaachakam, 59. 
62 Vanmikanathan, Pathway to God through the Thiruvaachakam, 57-9. 
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There is also no explicit indication whether or not he considers the poems to 

represent a sequence of events. Since Vanmikanathan does not mention a sequence as he 

did for "Tiruvcmpavai", and since he refers to a single realization by the heroine about the 

nature of the hero, it would seem that he takes all ten poems collectively as representing a 

single state of mind. 

Vanmikanathan does not explicitly identify "TiruppaUiyclucci" as an akam event. 

Rather he situates "TiruppaHiyclucci" by placing the previous and following collections of 

poems as a sequence of events in the akam narrative. It is, therefore, possible to infer the 

akam event from the chronological position of "TiruppaHiyclucci" within the others. 

Vanmikanathan implies that the event of the poem is a request by the heroine to the 

hero for sexual fulfillment. Vanmikanathan places "TiruppaHiye!ucci" prior to, but at the 

verge of, marital consummation. He divides the sixteen collections of poems which he 

interpets in the akam frame into ka/avu (secret relationship) and kalPU (public relationship). 

The transition from the secret to the public stage occurs in collections fifteen to seventeen. 

In collection fifteen ("Tiruttol)()kkam"), the heroine declares her love to the hero directly, in 

violation of all norms of behaviour, because of her intense passion.()3 In collection sixteen 

("Tiruppol}l}ucal"), she despairs over whether or not he will accept that love. According to 

Vanmikanathan, the actual shift to the kalPli stage occurs in collection seventeen 

("AI}I}aippattu") in which she, prompted by town gossip, publicly declares her love for the 

hero to her mother. In collection eighteen ("KuyiWattu") she asks the kuyil bird to call her 

lover to her, and in collection nineteen ("Tiruttacankam") the hero comes. I have inferred 

that for Vanmikanathan, the hero's arrival represents acceptance of her love. Collections 

63 Tolkappiyam Poru! Atikaram 97, as translated by Subrahmanya Sastri, identifies 
"transgressing the bonds of modesty" as a state in ka!avll. 
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twenty ("Tiruppal}iyclucci") through twenty-two ("K()yil Tiruppatikam") represent the 

movement into marital status which culminates in sexual union.(>-I-

Although Vanmikanathan situates and understands "TiruppaHiyclucci" and the 

following two collections within the akam frame, his discussion of them tends to digress 

into spiritual issues. In his discussion of collection twenty-two ("Koyil Tiruppatikam") he 

explicitly correlates sexual and mystical union, and supports this equation with reference to 

the Hindu understanding of spiritual development. Collection twenty-two represents the 

consumation of marriage. The heroine has experienced sexual union with the hero, even as 

the soul is mystically united with God. The saint, "Mal)ikkavacakar", has become a 

fiva1)mukta (a soul who is released while embodied).65 "TiruppaUiyclucci" represents a 

movement into marriage and a corresponding movement into mystical realization. 

Vanmikanathan does not say what preliminary stage of marriage this is, only that it is at 

"the threshold of the nuptial chamber" .f>(, He translates the concluding refrain of each poem 

as, "Do graciously rise (in my heart)".67 This implies that union has yet to occur. 

Nevertheless, some realization does take place at this stage according to Vanmikanathan, 

which is expressed in poem 7: "'This is He, this is His beautiful form"'. The hero has 

come to the heroine, and he is before her. This immediacy gives her greater clarity about 

him which Vanmikanathan interprets to be a realization that God is already in the soul 

waiting to be recognized.6R The saint is on the verge of mystical union with God. The 

314. 
(>-I- Vanmikanathan, Pathway to God throuf?h the Thiruvaachakam, 44, 47, 54-70, 

(,5 Vanmikanathan, Pathway to God through the Thiruvaachakam, 70, 314, 325-6. 
6(, Vanmikanathan, Pathway to God through the Thiruvaachakam, 314. 
m He also uses two variations of this translation of the refrain: "Do rise in Your 

grace, (in my heart)", and "Do, in Your grace, rise (in my heart)". 
fiR Vanmikanathan, Pathway to God through the Thiruvaachakam, 58-9. 

Vanmikanathan specifically invokes the Mahavakya statement, "Tat tvam asi", which he 
translates as, "that art thou", 59. His interpretation is somewhat ambiguous as he heads his 
discussion with, "He is arisen in me", yet translates the refrain as a request: "Do graciously 
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heroine is on the verge of sexual union with the hero.69 Vanmikanathan, in emphasising 

the spiritual implications of his akam interpretations of "TiruppaUiyelucci", chooses not to 

be explicit about the akam correlate of the spiritual interpretation of, "Do graciously rise (in 

my heart)." There is no doubt, however, that in the akam frame, "TiruppaUiyelucci" 

represents the heroine's request to have her intense desire consummated.70 

As in the case of "Tiruvempavai", both NavanIta Kiru~I).a Paratiyar and 

Vanmikanathan understand "TiruppaUiyelucci" within the akam narrative frame, and 

thereby understand the poem to be about the love relationship between a hero and heroine. 

However, they place the poem differently, and thus the poem has two different meanings. 

NavanIta Kiru~I).a Paratiyar places the poem later in the narrative sequence after the 

marriage and presumably consummation has taken place. The poem is about the 

frustrations of the heroine and her friends when they try to awaken the hero while he 

playfully resists. Vanmikanathan places "TiruppaUiye!ucci" at the verge of sexual 

consummation. The poem is about the heroine's intense sexual desire for the hero. Both 

interpretations emphasize the awakening expressed in the refrain which ends each of the 

poems of "TiruppaHiye!ucci". The awakening is understood by NavanIta Kiru~I).a 

rise (in my heart),'. In the Saiva Siddhanta tradition, when a saint's song is correlated to a 
specific event it can be sung before or after the event with which it is connected. The 
significant point is that the song and the event are related. A song which Cuntarar sang, 
after having received wealth from Siva, is recommended today to devotees to be sung to 
ensure that one has food and clothes in this life, as well as to gain mutti. See Ti. Cu. 
Cokkaliilkam Cettiyar, Palm) Tarum Tirumuraip Patikwika!um Tutippiitalka!um 
(Varaliiru-PalalJ-Uraiyu!alJ) (Maturai Valamapuri Accakam, 1977), 139-45. All eleven 
verses are cited in chapter 11 below. In a similar way, Vanmikanathan is not particular 
about his use of tense in discussing this song. Here also it is possible that the chronology 
of the song and event are not so significant as the fact that the song is associated with the 
desired result. 

69 Vanmikanathan does not imply that sexual union occurs in the stage of secret 
love. 

70 See Part III: chapter 11 for a description of the extreme state of desire of the 
heroine at this point in the sequence of love. 
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Paratiyar's interpretation to refer to the impatience of a married heroine. In 

Vanmikanathan's interpretation, the awakening refers to the longing for consummation of 

the marriage. 

Summary 

Navanlta Kiru~I':la Paratiyar and Vanmikanathan employ the same strategy for interpreting 

"Tiruvempavai" and "Tiruppaijiyelucci". They place the two poems as events in the akam 

narrative world by assigning the characters of the poems the identities of characters of the 

akam world, and by identifying the occasion on which the poems are uttered as 

circumstances in that world. They differ regarding what events in that narrative world the 

two poems represent because they focus on different aspects of the poem when situating 

them. As a result of being situated differently the same poem sometimes has different 

meanings. 

In the following chapter, I will show how the meaning changes even more 

drastically when "TiruppaUiyelucci" is placed in the other classical frame of interpretation, 

the pu!am world. 



II: Chapter 4: "TiruppaHiyelucci" in the Pu[am Narrative World 

Interpretations of poems in the puram narrative world construe the divine-human 

relationship in terms of the king-subject, hero-bard, or master-servant relationship. In 

devotional poetry God is the king, hero, or master, while the devotee, soul or saint is the 

subject, bard, or servant. The relationships of the puram world are public in contrast to the 

private relationships of akam. 

In the secondary literature, and in the questionnaires and interviews I conducted, 

"TiruppaUiyelucci" was quite often connected to the puram narrative world. I have not 

seen "Tiruvempavai" explicitly connected to the puram narrative world. However in 

chapter 7, and in Part III, I will show how it is interpreted in terms of individual 

biographies, which is a puram style of interpretation. 

In this chapter, Mu. AruQacalam's interpretation of "TiruppalJiyelucci" will be 

presented, following a description of the parameters of the puram narrative world. l This 

interpretation appears in a collection of essays written on the Tiruviicakam published in 

1965.2 Arul)acalam, who died only recently, was a widely respected Tamil scholar who 

wrote a number of books in both Tamil and English on Tamil culture and on Saivism. He 

was connected to the Saiva Siddhanta organization, Caiva Cittanta Maka Camaja. 

The Pu[am Narrative World 

Whereas the akam narrative world is about the love relationship between the hero and 

heroine, the puram narrative world is constituted by events which may acceptably occur in 

1 Mu. Arul)acalam. "TiruppaUiyelucci" in Tiruviicakam: Cila Ariiccik Kurippukka!, 
(Citamparam: Caiva Cittanta Maka Camaja, 1965). 

2 Arul)acalam, "TiruppaHiyelucci," 12-23. 

98 
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public, such as heroic acts, grief over death, displays of power or generosity, and praise of 

virtue, honour or fame} 

There are two main Tamil theoretical works about puram poetry: Tolkappiyam 

Poru! Atikaram (TOL) and Purapporu!velJpamalai (PPVM) . ..f These texts articulate puram 

poetics primarily in terms of poetic situations and themes, rather than in terms of characters 

and the occasions on which they speak. These poetic situations and their corresponding 

themes are listed below.s 

TOL Akam TOLPu[am No. of PPVM No. of 
Situations Situations Themes situations themes 
kurinei "e!ei 14 cattle raid veld 20 

" verei 21 cattle-recovery karantai 36 
mullai mnd 13 war prepar, invasion mnci 21 
manltam ulil1ai 8 siege of a fort ulinai 29 

" uliilai 12 defence of a fort noeci 9 
neytal tumpai 12 pitched battle tumpai 24 
palai l'akai 18 victory l'akai 33 
peruntilJai kanci 20 transcience of the kanei 22 

world 
kaikkiJai pa!a~l 20 praise pa!alJ 48 

general heroism potuviyal 12 
one-sided love kaikki!ai 19 
mismatched love pe runtitJai 36 
residuary items ojip(val 18 

3 See A. K. Ramanujan, Poems (~f Love and War: From the Eight Anthologie.\ and 
Ten Long Poem.\ (~fC!as.\ica! Tamil (Princeton: Princeton University Press, 1985),235, 
262-9. Ramanujan provides an interesting discussion of akam and puram as a shifting pair 
of terms . 

..f According to Parthasarathi, later works are more or less repetitions of these two 
works. J. Parthasarathi, "Puram Poetry," The Enc:vcLopaedia of Tamil Literature (Madras: 
Institute of Asian Studies, 1990), 163f. 

Zvelebil dates the Purapporu!wJlJpamalai between 800-1000 CE in Companion 
Studies to the History of Tami! Literature (Leiden: E. J. Brill, 1992),51. 

Overviews of puram poetics and poetry can be found: John Ralston Marr, The 
Eif!,ht Anthologies: A Study in Early Tamil Literature (Madras: Institute of Asian Studies, 
1985),31-52: K. Zvelebil, Tami! Literature, vol. lOin A Histor.v of Indian Literature 
(Weisbaden: Otto Harrassowitz, 1974),34-36,42-44; Ramanujan, Poem.\ of Love and 
War, 231-297. 

S Adapted from K. Zvelebil, The Smile (~f Muruf!,an on Tamil Literature of South 
India (Leiden: E. 1. Brill, 1973), 104, 106. 
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The Tolkiippiyam lists seven situations, five of which deal with various aspects of war. and 

the remaining two which are praise and the transcience of life.6 The Tolkiippiyam 

correlates the five situations of war with the five situations of akam proper. It also 

correlates the two situations of love which are inappropriate to akam proper, peruntilJai and 

kaikkilai, to worldy transience and praise. The correlation of the puram situation to the 

akam situations indicates that one could establish a correspondence of puram situations to 

akam geography. Ramanujan, however argues that the puram poets do not always use 

geographical indicators to suggest a puram situation.7 The Plltapporu!l'e~lpiimiilai 

expands on the situations set out in the Tolkiippiyam by including under puram the two 

kinds of love inappropriate to akam proper (kaikkilai and peruntiJJai), and by introducing a 

category for general heroism and one for miscellaneous matters. 

Although Tolkiippiyam and Purapporu!l'efJpiimiilai do not discuss pllram poetry in 

terms of characters, characters can be deduced from the situations listed in the To/kiippiyam 

and the poems. There does seem to be some restriction on roles in puram poetry as there 

was in akam poetry. The heroes are not depicted as lovers, rather they are depicted as 

kings, chieftans, patrons, warriors and noblemen. Kings and warriors are usually the 

dominant characters: many of the themes listed in the Tolkiippiyam and poems are directly 

concerned with them.H 

6 For a translation of the pUTam situations and themes of the Tolkiippiyam see P.S. 
Subrahmanya Sastri, trans. and comm., Tolkiippiyam: The Earliest Extant Tamil 
Grammar Text in Tamil, and Roman Scripts with a critical CommentaJ)' in EnKlish: 
Tolkiippiyam Ponif Atikiiram-Tamil Poetics (Madras: The Kuppuswami Sastri Research 
Institute, 1949), slltras 58-87. 

7 Ramanujan, Poems (~f Love and War, 251-3. 
H A perusal of the description of the themes in the puram section of the 

Tolkiippiyam illustrates this. See sutras 58-87. Ramanujan makes the interesting point 
that female characters are prominant in akam poetry, while male characters are dominant in 
puram poetry. He illustrates this by a comparison of the akam collection, Kuruntokai, 
with the putam collection, PutaniilJUtli. He says that in Ku[untokai, 334 poems are 
assigned to women characters, whereas only 64 are assigned to male characters. In 
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The women characters of pu[am poetry, rather than being the young heroine, her 

friends, foster-mother and real mother, are older. They are usually mothers and wives of 

male heroes. In the list of themes found in the Toikiippiyam, female characters appear most 

prominently in the situation of kiiF1Ci (transitoriness). There are two themes of mothers 

lamenting a famous son's death, and a theme about a mother ready to die on behalf of her 

son's honour. In the same situation Ui/:tai) there are themes of the wife fearing demons, 

and, therefore, not going near her wounded husband: the magnamity of the wife killing 

herself with the spear left by the dying husband; the wife lamenting the loss of her 

husband, the pitiable life of a widow: and the words of a wife to those who try to prevent 

her from entering the funeral pyre. The woman's role in these themes is primarily one of 

responding to the death of her son or her husband. The mother or wife may herself be a 

hero by virtue of her response to the death of her husband or son. PutaniilJutu 278 depicts 

a mother who has heard that her son died in a cowardly way on the battle field. She 

declares that if that is true she will slash the breast that nursed himY This poem powerfully 

expresses the valour of both the warrior and his mother. 

Putam poetry exhibits some of the same male and female characters as akam 

poetry, but their function is different. Dancers (kzlttar), minstrel (piil}ar), and female 

dancer (viraiiyar) are characters in both types of poems. In akam poetry one of their roles 

is to be messengers between the quarreling husband and wife. In pu[am poetry their role 

is to praise the patron and direct others to him.w 

The theoreticians of putam poetry did not connect the puram situations into a 

sequence of events as the theoreticians did for akam poetry, nor did a genre of poetry 

Putaniil}litll, discounting poems by women in the role of bards, he says that there are only 
18 poems about or by women. Ramanujan, Poems of Love and War, 268. 

9 For a translation see Ramanujan, Poem5 (if Love and War, 182. 
10 See Toikiippiyam POrIt! Atikiiram 87, 150, 166. 167, 176 and 191. 
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develop linking heroic events. It is possible that the poeticians provided for a sequence of 

events through the rule in the Tolkiippiyam that permits the use of individual names in 

pll[am poetry. Parthasarathi writes: 

The line of demarcation between pu[am and akam poems is stated to be 
the avoidance of specific personal names of the heros in the latter, 
mentioning only generic appellations; this contrasts with the use of such 
names allowed in the former (Tolkappiyam Poru!. Akatti/Jaiy(ral-54). 
(Incidently we find that notwithstanding this freedom to use personal 
names, pUl'am poetry in practice prefers to use generic appellations to an 
overwhelming extent).11 

The rule permitting the use of individual names, whether actually used or not, invites 

interpretation of the poem in terms of its place in an individual's life. This suggests that the 

sequential component of the plll'am narrative world could be supplied by individual 

biographies, even though the poem itself may mention only generic appellations. 

However, only that portion of the individual's biography which falls into the pu[am world 

of public activity is appropriately provided. The portion of the individual's life concerned 

with the private world of love should not be used. By using a particular biography as the 

sequence within which to understand an event, the plll'am character is given a specific 

identity. 

The poeticians, therefore, provide for sequence differently in the akam and pUl'am 

narrative worlds. In the akam narrative world, the poeticians constructed a general 

sequence of events from which poems are framed or against which poems are understood. 

In the plll'am narrative world the poeticians did not construct the sequence, but provided 

for the possibility of sequence by allowing the introductions of names in the poems. The 

name situates the poem as an event in the public life of a person. 

II Parthasarathi, "Puram Poetry," 163. In fact names are permitted in akam poetry, 
as Parthasarathi goes on to say, but only as names of figures who form part of the 
background landscape. For a translation of the rule see chapter 3 above. 
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Interpretation in the pu[am narrative world is then a two-fold process. Firstly, the 

characters in a poem must be assigned a role from the pu[am narrative world - such as 

bard. Secondly the poem must be given a sequence, in which the event the poem 

represents is understood, by assigning a character a particular identity. One or more 

biographies could be assigned: one for the addressee, one for the speaker, and one for the 

hero if his name is not mentioned in the poem or if he is not the addressee. 

In emphasizing this two-fold process for situating poems in the pu[am narrative 

world I am aware that I depart somewhat from the widely held view that pll[am poems are 

concerned with specific historic individuals. I am aware that the poetic rules for pu[am 

poems allows them to be about specific historic individuals, but this is the case only where 

poems mention a specific individual. According to Parthasarathi the use of specific names 

in pu[um poems is actually not very common. 12 Among the classical pu[am poems I am 

familiar with, specific names are used for heroes and addressees, but never for speakers. It 

is, therefore, not quite correct to say that specific historic poets normally speak in their own 

voices in the pu[am poems, as Ramanujan, Cutler, Samuel and Zvelebil seem to imply.n 

"TiruppaJJiyelucci" in the Puram Narrative World 

AruQacalam's interpretation of "TiruppaHiyclucci" has to be understood in two stages. He 

first situates the poem in the pu[am world, and then he places it as a specific event in the 

12 See the long quotation on the previous page (Parthasarathi, "Puram Poetry," 
163). 

13 See for example Ramanujan, Poem.\ of Love and War, 257; John Samuel, 
"Akappatal" In Encyclopaedia of Tamil Literature, Vol. 2 (Madras: Institute of Asian 
Studies, 1992). 40-1; Zvelebil, Tamil Literature (1974), 94; Norman Cutler, Songs of 
Experience: The Poetics of Tamil Devotion (Bloomington: Indiana University Press, 
1987), 62, 102. 

Cutler, in an endnote, acknowledges that "based on textual evidence alone, the 
narrator's identity may be ambiguous", Songs of Experience, 76 n. 9. 



life sequence of a specific individual, MUI)ikkavucakar. In working through this 

interpretation he has to superimpose a number of roles upon one another. 
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The several superimposed roles in AruI)ucalam's interpretation are the bard-king 

relationship, the servant-master relationship, and the particularized relationship of 

MUI)ikkavacakar and Siva. The bard and king are pU[llm characters. When 

"TiruppaHiyclucci" is understood in terms of these roles, the speaker of all the poems is the 

bard and the addressee is the king. The roles of servant and master are not so clearly 

pU[llm characters. However, they provide an overlap of probable inhabitants of the pli[llm 

world and the world in which MaI)ikkavacakar lived. Framed in this relationship, the 

speaker of the poems is the servant, and the addressee is the master. Finally, the 

relationship between MaI)ikkavacakar and Siva becomes the particular example of the other 

two relationships, and "Tiruppa}1iyclucci" is understood as a poem MaI)ikkavacakar 

addresses to Siva. In AruI)acalam's interpretation, MUI)ikkavacakar, in the roles of bard 

and servant, sings "TiruppaHiyclucci" to Siva, his king and his master. 

The setting for the event of "TiruppaHiyclucci" when framed by these different 

relationships is in each case the home of the addressee early in the morning. The bard 

sings the song to the king in his encampment, or in his palace, at daybreak. The servant 

sings to his master in the early morning at his house. MaI)ikkavacakar sings to Siva in his 

temple at dawn. 

Arul)acalam emphasises two features of "TiruppaUiyelucci" when he argues for 

understanding the poem as a pu[am event. The first feature is the reference to awakening 

in the refrain of each verse. The second is the question regarding what form of service the 

addressee requires of the speaker in poem 7. 

AruI)acalam indicates that awakening the hero is a well-known theme in pU[llm 

poetry: 



"We know from the ratikam texts and the Tolkappiyam ... that when the 
king who had gone to war is sleeping without worry because of his great 
power in the anny camp. the cutar sing in order to awaken him from sleep 
at daybreak; the plllJar sing to awaken the king from sleep at daybreak in 
the castle." 1-+ 
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One type of bard, the cillar, awakens the king in the army camp, and another type of bard, 

the palJar, awakens the king in his castle. The question of how to interpret awakening the 

hero in his own home is a point of disagreement between AruI)acalam and Navanila 

Kiru~I)a Paratiyar. According to AruI)acalam it is a nonnal [Juram theme. According to 

Navanlta Kiru~I)a Paratiyar it is an akam theme. 15 

ATUI)acalam also focuses on the idea of service expressed in poem 7: "0 King of 

Tiruppcruntu[ai! We ask what is the way in which we may serve I you)'?" 1(, In order to 

explain this phrase he brings up two situations which he suggests MaI)ikkavacakar would 

have witnessed frequently. The first is the servant-master relationship in an agricultural 

setting, and the second is the servant-master relationship in a palace. According to 

AruI)acalam, a landholder of the nobility would have had a number of scattered fields 

requiring different kinds of care. A good servant would come to the master even if the 

master had not arisen, awaken him, praise and worship him, and then ask what fields he 

1-+ Translated from AruI)acalam. "TiruppaHiyc!ucci." 13. See also pp. 12. 18. The 
Tolkappiyam Poruf Atikaram reference for this theme is sutra 87. 

15 Arul)acalam. "Tiruppa}liyclucci," does not provide the specific references to 
support his argument. Neither the Tolkappiyam POrtt! Atikiiram sulra nor the 
Plltapporu!l'e~lpamalai siitra specify where the king is awakened. and the Tolkappiyam 
sulra mentions only that the ciilar was awakening the king. 

NavanIla Kiru~l)a Paraliyar understands this sulra to refer to awakening the king in 
the encampment (pacarai) only. See Ka. Cu. NavanIta KiTU~l)a Paratiyar, commentator. 
,~ri MalJivacakapa PcrumafJ Tirul'ay Malarntaru!iya Tiruvacakam Ariiyccip Perurai 
(Mavigapum. Ilailkai: Palma Patippakam, 1954), 770. 

The Purapporu!l'elJpiimiilai sUlra does not mention who does the awakening. and it 
seems that Arul)acalam only surmises that a palJar might awaken the king in the palace. It 
is an important point, as NavanIta Kiru~l:ta Paratiyar argues, as we have seen, that the 
setting is a house, and that the heroine and other female attendents perform the task of 
awakening. 

1(, "ctu cmaip pal)i kolum aru atu ketpom". 



should work in and what duties he should attend to that day. In a similar way the army 

commanders and royal administrators would enquire about their duties each day. 17 

According to Arul)acalam, Mi:iI)ikkavacakar, as the prime minister to the Pal)tiya king 

would have witnessed both these types of situations. 
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Arul)clcalam suggests that when Mi:iI)ikkav3cakar renounced worldy life, he 

continued with this servant role in his relations with Siva; he went to Siva awakened him, 

and asked what service he should perform: 

When he renounced the world, and was made a servant and taken into the 
service of God, he did not forget this. With this thought he went and 
asked God what service [he should do]. He awakened and asked: "How 
do you accept me into service today? What service will I do today? 
Please give the command (translation mine).l8 

"TiruppaHiye!ucci" then, when fully interpreted by Arul)3calam, is a puram event 

situated in a particular individual's life. It is about Mi:iI)ikkavacakar (the bard-servant) 

awakening Siva (the king-master) from sleep, and inquiring how he should serve him. The 

event occurs after he has renounced his position as prime minister to the PciI)tiya king. 

The basic contours of the puram frame provides the substance of the interpretation. 

Arul)acalam identifies the event as a puram event, and assigns puram roles to the speaker 

and addressee in the poem. He then provides a puram setting, and finally provides an 

individual biography as the background narrative sequence against which the single event 

of uttering "TiruppaJ!iye!ucci" should be understood. This interpretation contrasts sharply 

with the akam interpretations of Navaruta Kiru~l)a Paratiyar and Vanmikanathan. In the 

first case the heroine and her friends were seen as trying to awaken the playful hero. In the 

second, the intensely passionate heroine was asking the hero for sexual fulfillment. In this 

17 Arul)acalam, "TiruppaHiye!ucci," 21-2. 
18 Translated from Arul)acalam, ''TiruppaHiye!ucci,'' 22-3. Arul)acalam follows 

this statement with a full quotation of poem 7. 
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pu[om framework the poem becomes respectful awakening of a king/master by a 

bard/servant. In chapter 5, I will show how the meaning of the poems change once again 

when understood in terms of the theological narrative world of Saiva Siddhanta. 



II: Chapter 5: The Poems in the Saiva Siddhanta Narrative World 

Interpretations of the poems in the Saiva Siddhanta narrative world construe the 

divine-human relationship in terms of the relationship between Ultimate Reality, Sivam, 

and the soul. 1 Whereas in akam and putam poetry the relationships are portrayed as those 

appropriate to human life in the world, the Ultimate Reality-soul relationship is appropriate 

to all worlds, and its final fulfillment is beyond corporeal existence.:! 

In this chapter, two interpretations of "Tiruvcmpavai" and one of 

"TiruppaHiyelucci" which situate the poems in the Saiva Siddhanta narrative world will be 

considered. The three Saiva Siddhanta commentaries under consideration are dated in the 

eighteenth or nineteenth century. Aphorisms explaining the meaning of the nruvamkam 

predate these commentaries,3 but these interpretations are the earliest known written 

explanations of any length on the poems of the Tiruvamkam. 

The first interpretation of "Tiruvcmpavai" is called "Tiruvcmpavaik Karuttu" 

("Intention of "Tiruvcmpavai")" and is of uncertain authorship. Almost all subsequent 

publications of "Tiruvcmpavai" make some reference to this interpretation. A 

Tiruvavaluturai AUI)am publication attributes the authorship to TiruttaI)ikai SrI 

VicakappcrumaJai, and its initial publication to Kaficipuram SrI Capapati Mutaliyar in 

1871.-1- According to ZvelebiL TiruttaI)ikai SrI Vicakappcrumalaiyar was born in 1798 and 

was the son of a famous VIrasaiva scholar. He became a professor of Tamil and a prolific 

author. Among his commentaries are one on the grammar, Na~lIJul, and one on 

I Ultimate Reality is referred to by neuter gender in Saiva Siddhanta. 
:! Saiva Siddhanta regards the earth as one of many worlds. 
3 See the list in the introduction. 
-I- Ta. Ca. MII)alcicuntaram PiHai, ed. Tirurempamik Karuttu MutaliyalJa 

(Tiruvavatuturai Atlnam, 1952), 1-6, 9. . - -
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MaQikkavacakar's Tirukki)Wliyiir. He also coauthored Winslow's well known Tamil 

Dictionarv .5 

Another source attributes the authorship of "Tiruvempavaik Karuttu" to the 

eighteenth century Tirupporur Citamparacuvamikal.(l He also was a Vlrasaiva, and a native 

of Madurai. According to tradition, the Goddess of Madurai, MIQalci, directed Tirupporur 

Citamparacuvamikal in a dream to go to TiruppC)fllr. There he was associated with the 

MurukaQ temple. He wrote a number of poetic works on the God, MurukaQ, and one on 

MIQalci, as well as commentaries on various works. There is a story that he began a 

commentary on Tirul'iicakam, but did not finish it.7 

If either of these people were the author of "Tiruvempavaik KaruUu", we could say 

that the interpretation is dated to the eighteenth or nineteenth century. Since we are not sure 

of the authorship, I will refer to it as "Tiruvempavaik Karuttu". The presentation of it here 

is based on the version found in the Tiruvavaluturai AUQam publication of 1952, which is a 

prose explanation of about five small pages on the first ten poems of "Tiruvempavai".x 

.5 K. Zvelebil, Companion Studies to the History of Tamil Literature (Leiden: E. J. 
Brill, 1992), 162; N. Subrahmanian, An Introduction to Tamil Literature (Madras: 
Christian Literature Soceity, 1981), 80-81. Zvelebil does not specifically connect 
TiruttaQikai SrI Vicakappcrumiijaiyar to ''Tiruvcmpavaik Karuttu". 

(, Ma. PalacuppiramaQiya Mutaliyar, "Al)inturai" in nruvempiirai -
Tiruppa!!iyejucci (Mii/amum Uraiyum) (CeQQai: Caiva Cittanta Makacamajam, 1955), ix. 

7 This information is pieced together from the following sources: N. Subrahmanian 
1981:56,72; Mu. Varadarajan, A History (~fTamil Literature, trans. E. Sa. Visswanathan 
(New Delhi: Sahitya Akademi, 1988),208; M. Arunachalam, "Saiva Literature" in 
Literary Heritage of the Tamils, ed. S.V. Subramanian and N. Ghadigachalan (Madras: 
International Intstitute of Tamil Studies, 1981), 193; R. Visvanathaiyar, "MuQQurai" in 
Tiruviicaka Vyiikhiinam by Kali TaQ9avarayar, Part I (Adyar: Mahamahopadhyaya Doctor 
V. Swaminathaiyar Library, 1954), xvi; K. Zvelebil, Tamil Literature, vol. 10 in A 
History (if Indian Literature (Wiesbaden: Otto Harrassowitz, 1974),214. Subrahmanian 
places him in both the seventeenth and eighteenth centuries. Varadarajan, Arunachalam, 
and Zvelebil place him in the eighteenth century. These scholars do not link Tirupp()rur 
Citamparacuvamikal to this interpretation. 

x MIQalcicuntaram PiHai, Tiru\,empiivaik Karuttu MutaliyalJa. 



Although the authorship of "Tiruvempavaik Karuttu" is linked to scholars with 

VIrasaiva backgrounds, the interpretation has considerable authority in Saiva Siddhanta 

contexts. Vanmikanathan and Navaratnam both acknowledge it before proceeding with 

their own interpretationsY Vanmikanathan even makes "Tiruvempavaik Karuttu" sound 

like the official Saiva Siddhanta interpretation when he says in his introduction to 
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"Tiruvempavai" that "Sri Dhandapaani Dhesikar of Thiruvaavaduthurai Mutt (monastery), 

in fact, condemns those who do not subscribe to this view". \0 Each of the three main 

Saiva Siddhanta institutions (TiruvavalUturai AtlI}am, Tarumapuram AtlI}am, TiruppaI}anta} 

SrI Kaci Malam) have included it with their published "Tiruvempavai" editions. I I 

The second Saiva Siddhanta interpretation of "Tiruvempavai" and the one of 

"TiruppaHiyclucci" are taken from Kali Ta!)lavarayar's commentary on the Tiruvacakam. 

Little is known about "CIkali" Ta!)lavarayar. His name suggests that he is from CIkali. He 

was a disciple of CivakurunatariiQakuru Cuvamiyatika} in the Porpatakamala Aceariya 

spiritual lineage at TiruvaIiir. The commentary was written in the second quarter of the 

nineteenth century. This places Kali Ta!)lavarayar in the early to mid-nineteenth century. 

') G. Vanmikanathan, Pathway to God throuf;h the Thiruvaachakam: An Orif;inal 
Interpretation and Complete Translation, 2nd ed. (Thiruppanandal: Thiruppanandal Kasi 
Mutt, 1980); Ratna Navaratnam, A New Approach to Tiruvacaf;wn, 2nd. ed. 
(Annamalainagar: Annama1ai University, 1971), 193-4. 

\0 Vanmikanathan, Pathway to God throuf;h the Thiruvaachakam, 213. 
II The Tarumapuram AnI}am version is: Ca. Ta!)tpa!)itecikar, Tirztvamkam: 

Niiliiriiycci Klitippliraika!u!aJ! (Tarumapuram AUI}am, 1949). 
In a later Tarumapuram AUl}am edition of Tirlll'iimkam, Aru!)aivalivcl Mutaliyar 

criticizes "Tiruvcmpavaik Karutlu" for it takes the meaning of one or two poems as the 
meaning for all the poems. Aru!)aivalivcl Mutaliyar, Mii/Jikkal'iicaka Cllviimika! 
Tiruviimkam Tirukkijvaiyiir Aki)'a E!!iin TirlimUrai I Kllrippuraiyu!a~ll (Tarumapuram: 
Tarumapuram AUl}am, 1966),271-2. This issue will be discussed in chapter 7. 

The TiruppaI}antal Sri Kaci Malam version is: Ma/Jikkaviimka Clll'iimika! Arzt!iya 
Tirllvempiimi KUTippuraiyu!aJJI Tiruppa!!iyejurri (Pojippuraiyu!aJJ) (TiruppaI}antal SrI 
Kaci Malam!), 1961). 



The commentar~ was edited by R. Visvanathaiyar and published by the 

Mahamahopadhyaya Dr. V. Swaminathaiyar Library in 1954. 12 

I I I 

In contrast to the abbreviated "Tiruvcmpavaik Karuttu", Kali Tal)tavarayar provides 

a general overview of the meaning as well as a poem by poem explanation. The 

commentaries on both "Tiruvcmpavai" and "TiruppaHiyclucci" begin with the Akattiya 

Cuttiram and are followed by a summary commentary (pojippurai anupiiti). In addition, 

each poem has its own commentary. The poem is introduced with a phrase, which often 

seems to be a sentence fragment. It is followed by the poem and then a small section 

giving a Saiva Siddhanta prose expansion of the poem. The commentaries are extremely 

terse and damaged in some places, and in spite of the fact that they are full commentaries, it 

is still difficult to gain an overall understanding of his view of the poem. 13 

This commentary was chosen, in spite of the difficulties in understanding it, for 

three main reasons: it is the first known full commentary on the Tiruviicakam; the author 

12 The biodata is from Visvanathaiyar, "MuQQurai," xvii. According to this 
introduction, KaH Tal)tavarayar began the commentary in Kaliyukam 4945 or Ciiiil'iikatwm 
1756 (i.e. 1833). 

13 In his introduction to the commentary, Ka!i Tal)tavarayar writes that his guru 
taught him the meaning of the Akattiya Cuttiram and the summary commentary. The 
commentator says he wrote a word by word commentary (pata\'iyiikkiyiiIJam), an 
cxplanation of the minute dctails (nutpam) and an elaborate commentary (viri). The 
detailed commentary on "Tiruvcmpavai" and "TiruppaHiyclucci" to which he refers are 
apparently missing. See the "Uraippayiram", 11-12. 

The editor of Ka!i TaQtavarayar's commentary provides the version of 
"Tiruvcmpavaik Karuttu" but does not provide much help in understanding this 
commentary. My presentation of Kiili TaQtavarayar's interpretaton of "Tiruvcmpavai" and 
"TiruppaHiyclucci" is particularly dependent upon the guidance received from Dr. 
(MuQaivar) A. AQantaracan who is a scholar of both Tamil language and literature, and of 
Saiva Siddhanta. He was able to recognize a number of oblique references to other texts 
and partial quotes whose source was not identified either by the commentator or by the 
editor, and thereby suggest what invoking that text in the particular context might mean. 
Interviews with the author, Palkalainagar, Madurai, February - April 1991: February-July, 
1994. Notwithstanding A. AQantaracaQ's invaluable insights, the presentation of the 
commentary is still somewhat tentative. 



explicitly states that it has a Saiva Siddhanta perspective; 14 and it exhibits interpretive 

strategies which seem to me to situate the poems in the Saiva Siddhanta narrative world. 

As in the previous two chapters, I will begin with an explanation of the narrative 

world. This will be followed by "Tiruvempavaik Karuttu" of "Tiruvempavai", and then 

Kali Tfu;l!avarayar's interpretation of "Tiruvempavai" and then "TiruppaHiyelucci". 

The Saiva Siddhanta Narrative World 

The Saiva Siddhanta narrative world is one in which all events are related to a particular 
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understanding of the spiritual development of the soul. As there are a number of works in 

Tamil which articulate the poetics of the akam and pu[am poetry, so also there are treatises 

on Saiva Siddhanta from which it is possible to extrapolate the parameters of the Saiva 

Siddhanta narrative world. These works are the MeykalJ,fa Ciittiram and their subsequent 

commentaries and secondary literature. There are fourteen MeykalJ,ta Ciittiram dated 

between the twelfth and fourteenth centuries. 15 

The characters in this narrative world are the souls, devotees (souls who have 

become followers of Sivam), Sivam and Catti (Sakti). Sivam is Ultimate Reality in its 

1-1- He refers to the Civafiii1)apotam and the Civafiii1)acittiyiir, two of the fourteen 
core Caiva Cittiinta Ciittiram in the introduction. According to Al}antaracalJ with whom I 
went over this diffisult portion of the author's introduction, Kali Tar;ttavarayar's perspective 
is that civaflii1)am (Siva-knowledge) is the essence of Tiruviicakam, civaflii1)am is 
explained in the Civaflii1)apotam, and civaflii1Jllm is what is elaborated on in the 
commentary. A. Al}antaracalJ, interviews with the author, Palkalainagar, Madurai, 11 July 
1994. 

15 They are: 1. Tiruvuntiyiir; 2. Tirukka!irruppa(iyiir; 3. Civaflii1)apotam; 4. 
Civaflii1)acittiyiir; 5. Irupii Irupatu; 6. UlJ,maivi!akkam; 7. Civappirakiicam; 8. 
Tiruvarutpaya1); 9. VilJaver;tpa; 10. Porrippa!srotai; 11. KO{ikkavi; 12. Neflcuvi(u tutu; 13. 
UlJ,mainerivi{akkam; 14. Canka[pa niriikaralJ,am. They are also called the Caiva Cittiinta 
Ciittiram. Overviews of all fourteen texts can be found in T. B. Siddalingaiah's Origin and 
Development of Saiva Siddhanta Upto 14th Century (Madurai: Madurai Kamaraj 
University, 1979); and M. Dhavamoney's Love of God According to Saiva Siddhanta 
(Oxford: University Press, 1971). Both also discuss the preceeding devotional poetry. 
The most fundamental of these texts is the Civaflii1Jllpotam. 



ultimate state or anyone of its manifestations. Sivam's anthropomorphic manifestations 

are male. Catti is Sivam's power or grace. Catti also has many manifestations. Catti's 

anthropomorphic manifestations are female. 16 

All the characters in this world except Siva represent roles rather than particular 

historical or mythical figures, although they may be given a specific identity in a specific 
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poem. For example souls which are not devotees may be given the identity of such figures 

as the demon, Raval)aQ, or the Jains or Buddhists. Or in the other extreme a devotee may 

be given an identity such as the saint M~ikkavacakar or the God Vi~l)u. Sivam, however, 

is a specific deity. His position as ultimate being cannot be fulfilled by any other deity. 

In Saiva Siddhanta theology, the souls are divided into three classes: 

vififiiiIJiikalar, pira!ayiikalar, and cakalar. The categorization is based on the number of 

bonds (malam) which bind each soul. The vififiiiIJiikalar souls are only bound by one 

bond, ii1;laVamalam, the primordial impurity attached to all souls. The vififiiiIJiikalar souls 

dwell in the higher, pure regions of the Saiva Siddhanta universe. The pira!ayiikalar souls 

are bound by two bonds: iilJavamalam and karma, the predispositions accumulated from 

previous existences which determine the situation of the souls' current and future lives. 

The piralayiikalar souls live in the middle realms of the universe. The cakalar souls are 

bound by all the bonds: iilJavamalam, karma and miiyai, matter. The cakalar souls live in 

the lower realms of the universe. Human beings are counted among the cakalar class of 

souls. The last topic of the twelfth sutra of the Tamil CivafiiiIJapotam states that this text is 

for the souls with three malas, the cakalar (kuruviil iIJtu innul mummaimalarkku). 

Therefore, the sequence described here is concerned only with the cakalar. 

16 The gendered distinction between Siva and Catti cannot be maintained too 
rigourously. All forms of Siva, including his adornments and weapons are grace. 
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The spiritual development of the cakala soul is divided broadly into three stages: 

kevalam, ('akalam, cuttam. Souls are understood to be beginninglessly covered by 

impurity (iifJavamalam), and are, therefore, considered to start life in an unconscious stage 

called kevalam. Siva brings about the worldly process so that the souls may enter the next 

stage, cakalam in which they attain partial consciousness through embodiment. 

Embodied souls become attached to the world. A given soul may overcome this 

attachment by cultivating indifference to the outcome of its good and bad actions 

(iruvi1Jlliyoppu) through various paths of devotion to Siva. Therefore it is in the cakala 

stage, rather than the kevala stage, that a soul has the possibility of becoming a devotee of 

Siva. When equanimity with respect to the two kinds of action has been achieved the 

devotee's original impurity is considered to be mature and ready to be nullified 

(malaparipiikam). This is accomplished through the descent of grace (cattinipiitam). 

Siva's power (Tir6tfuJacatti) which up until this time had functioned concealed in the soul, 

now operates openly (AruJcatti), finally revealing Siva's existence in the soul, the cutta 

stage. This enlightenment experience is generally referred to as attaining or seeing God's 

feeL 17 

Siva's activities concerning the spiritual development of the soul are referred to as 

the five cosmic actions. They are: 1. creation (pa!aittal); 2. preservation (kiittal); 3. 

17 The basic form of this sequence is found throughout the sutras and sub-topics 
(atikaranam) of MeykaI)tars Civafiii1)apotam. For example see sutras 1; l.2.a, b; 2.1.c; 
2.2; 2.3; 3.7.a; 4.2; S.2.a; 6; 6.1; 6.2.a; 8 all; Il.2.d. The first number refers to the 
sutra, the second number to the topic, and the letters to the examples under each topic. 
, An English translation of the sutras and an exposition based on a commentary by 
Sivafiaoayogi of the eighteenth century is found in Gordon Matthews, Siva-nana-bodham: 
A Manual of Sa iva Religious Doctrine (Oxford: University Press, 1948). Subsequent 
Saiva Siddhanta works elaborate the basic ideas found in the Civafiii1)apotam and debate 
various interpretations. For example malaparipiikam is thought to occur at four different 
rates which have been expanded into sixteen rates. Some of the terminology used in my 
summary such as maJaparipiikam and cattinipiitam to my knowledge do not appear in the 
Civafiii1)apotam itself. 
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destruction (ajitta!); 4. concealment (ma[aitta/); and 5. gracing (ani/a/). The first three 

activities are God's action with respect to inert matter, activities which are indirectly done 

on behalf of the souls. Creation is the act by which God makes the appropriate body for 

the souls, the appropriate instruments of knowledge, and the apropriate world out of matter 

(miiyai). Preservation means sustaining the world for a period of time so that the embodied 

souls may undergo experiences. Destruction refers to removing the souls from the grosser 

products of miiyai. It is a period of rest for the souls. The products of miiyai devolve back 

into acutta miiyai where they remain until it is time for the universe to be recreated. 

The last two of the five activites are God's action with respect to the soul. 

Concealment refers to God's activity as catti of stimulating the soul so that it is capable of 

undergoing worldy experience in accordance with its karma. God's activity in the soul at 

this time is concealed from the soul. The mechanism by which God limits the soul's 

knowledge and remains concealed is iil)amma/am, or primordial impurity. God activates 

al)amma/am and makes it function over a number of the soul's different embodiments. 

This activity weakens the power of iil)avama/am, and when its power has been sufficiently 

reduced, its effect is nullified. The soul's knowledge is then free from limitation, and the 

soul is able to experience God's presence within itself. God's first act of grace is the 

nullification of iil)avamaiam. and the second is God's revelation of himself within the soul. 

The mtti which functions concealed in the soul while the soul's knowledge is limited by 

iil)avama/am is called Tir6Uil}acatti (the mttj of concealment). The catti which removes 

iil)avama/am and is revealed within the soul is called Arulcatti (the catti of grace). 18 

18 See the entry "Aintol" in A. Al}antaracal}, "Kalaiccol Vilakkam" in Ul)mai 
(Cinkapur: n.p., 1993), 173; A. Al}antaracal}, interviews with the author, Palkalainagar, 
Madurai, February 1994. 
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Siva's five cosmic actions are depicted iconographically in Siva's dancing form, 

Nataracar. Creation is symbolized by the drum in the upper right hand; preservation by the 

right hand raised as the symbol of hope; destruction by the fire held in the upper left hand, 

tirotii!}a or concealment by the right foot which stands on the demon, and mutti (mukti) by 

the raised left foot .19 The image of Nataracar is important for this study because 

MfuJikkavacakar, the author of "Tiruvempavai" and lTiruppaUiyelucci", is especially 

associated with this form of Siva both in his biography and in one of the rituals studied 

here.2o 

Four paths are prescribed for spiritual development while in the human form. 

These are: cariyai, kiriyai, )'6kam, and fiiil)am. These are generally thought to be 

successive stages, although those in the later stages may still follow the patterns of 

behaviour characteristic of the earlier paths. The first three lead to births in other worlds. 

The last, fiiil)am, is the stage in which one attains enlightenment.21 In the path of fiiil)am, 

when the individual has reached the stage of iruvil)aiyoppu, the guru comes to the 

individual and enlightens the person. The soul for the first time has a direct unmediated 

realization of Siva, but even after enlightenment the soul in its human form is in danger of 

losing the clarity of its realization of Siva due to the residual effects of rnalam. These souls 

19 Ut:tmaivi!akkam # 35. See C. N. Singaravelu's translation in Unmai Vilakkam 
(The Exposition of Truth) of Manavasagam Kadanthar (Saiva Siddhanta Maha Samajam, 
1981),52-54. The Unmaivilakkam; is one of the fourteen Caiva Cittiinta Ciittiram. 

20 Mfu:likkava~akar r~fers to Na!aracar in 11 Tiruvempavai" , as any reference to Siva 
in Tillai, The Place of the Dance, is taken as a reference to Na!aracar. Poem 12 has a 
particularly clear reference. 

21 Each of the four great Saiva saints are thought to exemplify one of the four paths 
and one type of relationship with Siva. Tirunavukkaracar is the exemplar of cariyai who 
stands as a servant to Siva the master. Tiruiifu}acampantar is the exemplar of kiriyai and 
stands as a son to Siva the father. Cuntarar is the exemplar of the path of y6kam and stands 
as friend to,siva. Mfu:likkavacakar is the exemplar of fiii!}am and stands as disciple in 
relation to Siva the guru. The first three are believed to have attained mutti (mukti), even 
though they exemplify the patterns of behaviour which do not directly lead to mutti. 
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may prevent this by keeping the company of other devotees and by continuing spiritual 

practice.22 

The Saiva Siddhanla narrative world is like the akam narrative frame in that it 

provides a general sequence of events. It is like the pu[am frame in which the hero is 

identified in the poem, and the hero's biography is invoked as the specific sequence for 

interpreting the poem, but the speaker's identity is not indicated in the poem. In both the 

pu[am situation and the Saiva Siddhanta sequence, the hero is given a particular identity, 

but anyone can be the follower of that hero. 

The "Tiruvempavaik Karuttu" Interpretation of "Tiruvempavai" 

"Tiruvempavaik Karuttu" situates the poems of "Tiruvempavai" as utterances which are 

constitutive of the creation of the lower orders of the universe. The utterance of the poem 

is then God's act of creation which includes the embodiment of the souls. The 

interpretation begins with enough of an explanation of the temporal and spatial aspects of 

the Saiva Siddhanla universe to situate the poem as an event of creation, and then it 

identifies the key characters and their activity. This is followed by situating each of the first 

ten poems, and by providing the speakers and addressees with the identities of characters 

within this world. 

The characters in this interpretation are some of the cattis and souls of the purer 

realms of the Saiva Siddhanla universe. The speakers are the nine cattis involved in the 

22 See Civafiii1)apotam, siitras: 8all;9;9.1;9.3; 10, 10.1; 10.2.a,c,e; 11.2; 
11.2.d; 12.2, 2.a; 12.3,3a; 12.4.a, b. Subsequent texts elaborate and debate various 
aspects of these paths such as the fruits of the first three, their relation to fiii1)am, exactly 
what the guru does which leads to a discussion of initation types, and types of aspirants. 
Specifically the Civafiii1)apotam enjoins meditation on Siva (l.4.c), reciting the 
paficiikkaram (9; 9.3), praising God (11.2), keeping the company of devotees (12, 
12.2,2.a), and worshipping the dress (and symbols) and the shrines of Siva (13.3, 3.a; 
12.4, 4.a). 
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periodic re-creation of the universe. Each of the first seven poems is addressed by one of 

the rattis to another. MaI}oI}maI}i addresses poem 1 to another catti, CarvaputamaI}i. 

CarvaputamaI}i in turn addresses poem 2 to PclappiramataI}i. PclappiramataI}i then speaks 

poem 3 to KalvikaraI)i. She in turn addresses Kali with poem 4. Poem 5 is Kali's address 

to Rauttiri. Rauttiri addresses Cenai with poem 6. Poem 7 is Ccnai's address to Vamai. 

Poem 8 is the speech of Vamai. Lines one through five of poem 8 are addressed to 

Anantatcvar, and the remaining lines are addressed to a Civacatti (Sivasakti) in the sphere 

of Vi~I)u. Anantatcvar is a highly evolved soul who is leader over the eight Vittiyccuvarar, 

who act as Siva's agents in the impure realms of the universe. In particular, Anantatcvar 

initiates the re-creation of the mixed (impure mayai) and impure realms (pirakiruti) of the 

universe.2~ The commentary indicates that the Civacatti who resides in the place ofVi~I)u 

is concerned with the re-creation of elements from pirakiruti. The nine cattis speak poem 9 

amongst themselves. The identities of the speakers and addressees for poem 10 are not 

clear. It may be spoken by the nine cattis mentioned in the first eight poems.2-+ Other 

versions of this interpretation attribute poems 9 through 20 to the nine cattis as a group.2S 

23 See Richard H. Davis, Ritual in an Oscillating Universe: Worshiping ,S'il'a in 
Medierallndia (Princeton: Princeton University Press, 1991),118. Davis uses the scheme 
of Saiva Siddhanta cosmology based on the Sanskrit Saiva Siddhanta Agamas. 

See also K. Vajravelu Mudaliar, trans., Civanana Mapatiyam, by Civanana 
Munivar (Madurai: Madurai Kamaraj University, 1985),175,246.18. The Miipii{iyam is 
an eighteenth century commentary on the Cil'afiiil)ap6tam. 

2-+ Visvanathaiyar, editor of Kali TaI)tavarayar's commentary, suggests that others 
say all nine rattis sing this poem. He is supplying portions oflramacami Mutaliyar's 
version which, with pw:zarcci or phonetic changes, are identical to this interpretation. 
lramacami Muta1iyar, Tirul'iicakam: MUlamum Uraiyum (PirUlikimanakaram: lntu 
YUI}iyaI} Accukkutam, 1897). Also in poem 10, Iramacami's version has two less worlds 
than Capapati Mutaliyar's, and one which has a different name. 

2S Mu. IrattiQa Tccikar, Tirul'empiivai Uraiyii{alum Tiruppa!!i Ejucci Uraiyum 
(Tiruvarur: Na. Rutrapati Muta1iyar, MaI)i Vila Ve}iyltu, 1953),30. 

TiruppaQantal SrI Kaci Matam, MiilJikkal'iicakaClll'iimikaj Aruuya Tiruvempiil'ai 
KUl'ipPllraiYll{at1/ Tirllppa/!iyejllrci (Pojippllraiyu{al)) (TiruppaQanHi! Sri Kaci Matam, 
1961), 8. 
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In this interpretation, the activity of "Tiruvcmpavai" is set in the higher and purer 

realms of the Saiva Siddhanta universe. This universe has many worlds. 2() They can be 

categorized into three groups according to the material out of which they evolve: those 

from pure miiyai; those from impure miiyai; and those from pirakiruti, which is an impurer 

sub-category of impure mii)'ai.27 Each group has its own types of beings. The souls who 

live in pure miiyai, the l'ituliifJiikaiar, are the most evolved spiritually. The souls of impure 

miiyai are the pira!ayiikalar. The souls of pirakiruti, the cakalar, are the least developed. 

The human world is one of the many that evolve from pirakiruti. The events of 

"Tiruvcmpavai" as understood in this interpretation take place in pure miiyai. 

In pure miiyai there are five hierarchically arranged regions: niita (the highest and 

the most subtle), l'intll, ciitiikkiyam, makecllram and cllttavittai (the lowest and least 

subtle). Each has a presiding deity. The last three regions each have their own kinds of 

beings: the Al)ucatacivar in riitiikkiyam, the eight Vittiyccuvarar and a group of cattis in 

makccuram, and the Mantirecurar in (·uttavittai. All three of these beings are 

l'iftiiiifJiikafar.2B More specifically the poems of "Tiruvcmpavai" are uttered in the 

makecuram tattva.29 

Ma. Ve. Ncllaiyappa PiHai, Tiruviicaka Aru/ Mutait Tiru!tlt Patavurai Vi/akka 
Uraiylt!aIJ (Tirunclveli: Nc. Nalaraja PiHai, 1943), 102 

A. Uttat)larama PiHai, Tirul'empal'ai (TiruttaQi: Cuppiramal)Isvarar Cuvami 
Vakaiyara TcvastfuJailla}, 1963), 7. , 

2() Lines one and two of poem 10, which refer to Siva's transcendence spatially, are 
elaborated into an apparently exhaustive listing of all the realms in the universe. 

27 The interpretation, in its discussion of poem 10, provides a list of regions with 
the distance between each one from the lowest in pirakirllti to the highest in pure miiyai. 

2~ "Tiruvcmpavaik Karuttu", 3. 
29 "Tiruvcmpavaik Karuttu" places Mal]ol]mal]i and Anantatcvar in the 

makecuramtattva, and refers to the mandala of cattis in that region (1-2). The Miipiitiyam 
refers to the activation of Anantatevar in the context of the discussion of the makccllram 
tattm. Vajravelu Mudaliar, Civanana Mapatiyam, 246.18. 
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The main factor for situating "Tiruvempavai", as a whole, is the reference to the 

month of MiirkaJi in the last poem. In Saiva Siddhanta cosmology, the human year is 

divided into a day and night for the Gods (tevarka/). From Ali month (mid-July to mid 

August) to MiirkaJi month (mid-December to mid-January) is night time for the Gods; from 

Tai month (mid-January to mid February) uptoA~imonth (mid-June to mid-July) is day 

time for the Gods. These six months are respectively the periods during which the 

universe in which human beings live is destroyed (cankiiram) and then recreated (ciru~ti). 

In the yearly cycle of the gods, MiirkaJi month is dawn, and is the time of the re-creation of 

the universe for the benefit of the souls who exist in the lower realms.3D The events of 

"Tiruvempavai" then constitute the re-creation of the lower universes, those of impure 

miiyai and pirakiruti. 

This interpretation explains the various references to awakening in the first eight 

poems of "Tiruvempavai". The utterance of each of the first seven poems is intended to 

awaken the cattis involved in the creation of that universe. "Awakening" the cattis means 

"activating" them to their creative functions. The utterance of poem 8 activates Anantatevar 

who is responsible for the evolution of the impure miiyai, and Civacatti, who is responsible 

for the re-creation of the pirakiruti. Each of the first eight poems is then understood to be a 

stage in the creation of the universe. 

The "Tiruvempavaik Karuttu" interpretation thus situates the utterances in the Saiva 

Siddhanta narrative world as part of an act of creation. In terms of the sequence of events 

of this narrative world, it situates "Tiruvempavai" at the stage where the souls become 

embodied. Creation moves the soul from the kevala state to the cakala state. In contrast to 

the akam and puram interpretations, the activity of these poems is thought of as occuring 

30 M'iI}a\cicuntaram PiHai, Tiruvempiivaik Karuttu Mutaiiyar.w, 1. 



well beyond the human realm, in the higher and purer realms of existence. Both the 

speakers and addressees are ('attis (i.e. forms of divine energy). 

Ka)i Tat:Itavarayar's Interpretation of "Tiruvempavai" 
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Ka!i TalJtavarayar's commentary is terse and the text is damaged in places so that it is 

difficult to gain a complete understanding of it. He does, however, illustrate the strategies 

of identifying the speakers and addressees, and situating the poem in the Saiva Siddhanta 

narrative world. It is reasonably clear in the commentary what the poems taken as a whole 

represent. According to Kali TaQ\avarayar's interpretation, "Tiruvcmpavai" consists of a 

series of events by which the ('attis bring the soul to maturity, and the ensuing experience 

of enlightenment which is enjoyed by both the cattis and the soul. The main characters are 

the ('Qtti.\', the purified soul and Siva. The cattis in this interpretation are those whose 

function it is to stimulate the soul, not those who activate inert matter as is the case in 

"Tiruvcmpavaik Karuttu". The locus of activity in this case is the sentient soul, rather than 

the insentient ('utta realms. 

Ka}i TalJtavarayar assigns speakers and addressees to the poems of "Tiruvcmpavai" 

from the characters of the Saiva Siddhanta narrative world. The speakers and addressees in 

most of the poems are ('Qttis. The Tirotal}acattis appear as a group in each of the poems I 

through 10, but the identity of the other ratti changes from poem to poem. In poem I 

Paracatti addresses, in sequence, Miilamalacatti (alJavama/am), then the Tirotal}acattis, and 

finally the soul. The text of the commentary on poem 2 is damaged. From the editor's 

reconstruction it would seem to be a conversation between the Tirotal}acattis and 

Nal}acatti.'-H Poem 3 is an exchange between "Iccacatti, the activator of Karmamalacatti" , 

31 The editor mentions that the commentary on this poem was damaged in eight 
places. 



and the Tin)talJacattis. Poem 4 contains a discussion between the TiroHilJacattis and 

Kiriyacatti. Poem 5 is a dialogue between the Mature Catti and Aticatti. In poem 6 the 

discussion is between Mature TirotalJacatti and IlJpacatti. In poem 7 the TirotalJacattis 
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addresses Tcrulcatti. Poem 8 is an exchange between the Tin)talJacattis and Arulcatti. 

Poem 9 is the exchange between the Tirotaqacattis and II)pakiyasivacatti, in which God also 

is addressed. Poem IO is an exchange between the TirotalJacattis and IlJpanta aruJcatti. 

In poems 11 through 20, Siva often is the addressee, and the soul or the cattis are 

the speakers. In Poem II the speaker is not identified. There are two addressees, the 

image of Siva at the Madurai Mll}alci-Cuntarccurar Temple, Kaiiyal)acuntaraI), and the 

"Girl of Knowledge". Poem 12 is the speech of the "Civacattis who desire maturity", who 

we can conclude are the Tin)taI)acattis. It is addressed to the "Girl of Knowedge". In 

poem 13 the "Cattis of Grace" speak to each other. The text of poem 14 has a gap in the 

portion which summarizes the poem and identifies the speakers and events, but a portion 

indicates that some class of cattis are the speakers in this poem. In poem 15 Paracatti 

addresses the TirotaI)acattis.32 The identity of the speaker is not provided in poem 16 but 

the poem is addressed to the "Girls of NalJam who are the Friends of the Soul" .33 In poem 

17 the speaker is not identified, but the poem is addressed to the "cattis who activate the 

pure souls". Paracatti addresses the cattis such as TiroUiI)a in poem 18. In poem 19 and 

20 the pure soul (cuttalJma) speaks. In poem 19 the Tif()tilI)acatti address Pariicatti, and 

then the pure soul addresses Siva. Poem 20 is the statement of the soul who has attained 

release addressing God. 

32 "Girls of NalJam" is probably the cattis addressed at the begining of the 
commentary. A. AIJantaracaI) commented that anything said about Tiroti'iI)acattis is 
normally applicable to the soul. Interviews with the author, Palkalainagar, Madurai, 9 
February 1994. 

33 The choice of ti>ji to indicate friend is interesting, since it is a technical term used 
to refer to the friend of the heroine in akam poetics. 



Eight of the first ten poems are interpreted as dialogues between various cattis. 

This contrasts with the interpretations of Navanlta Kiru~t:la Paratiyar and Vanmikanathan 

which understand only poems 2,3 and 4 to be dialogues, and "Tiruvempavaik Kamttu" 

which does not seem to take any of the poems as dialogues.34 All of the three dialogue 
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poems in Navanlta Kiru~t:la Pfu"atiyar's and Vanmikanathan's interpretations are between 

the heroine and her companions, suggesting that the three poems are part of the same event. 

For Ka!i Tarytavarayar, however, the dialogue poems seem to involve at least one different 

catti in each poem, which suggests that each poem is a separate event, as in 

"Timvempavaik Karuttu". Possibly each dialogue poem represents a different stage in the 

development of the soul. 

The summary commentary (pojippurai an up uti) at the beginning of Ka!i 

Tfu}!avarayar's explanation of "Tiruvempavai" situates the whole poem in the Saiva 

Siddhanta narrative world. It describes the first ten poems as events by which the soul is 

brought to maturity. It says that the first ten poems describes the Tirotatjacattis awakening 

the beginningless malacatti (i.e. iifJavamalam). The sentences preceeding the first 

reference to awakening catti situate the awakening activity in the context of the removal of 

the soul from iifJavamalam. The remaining ten poems are about the blissful experience of 

enlightenment. According to the summary commentary, the events of the last ten poems 

are those in which Aru}catti as Paraicatti gives the soul the highest bath of bliss.35 In the 

end the soul has reached the cutta state, or the soul is enlightened. The interpretation, 

34 There are some versions of this interpretation which interpret some of the first 
poems as dialogues. lrattiI}a Tecikar, Tiruvempiivai Uraiyiita1um Tiruppa!/iyejucci 
Uraiyum (poems 2-4) and lramacami Mutaliyar, Tiruviicakam (poem 4). 

35 The polippurai suggests that another meaning for the last ten poems is that they 
are about the evolution of the uni verse from cutta mayai. The poem by poem commentary 
on the last ten poems focuses on the bath of bliss, and does not seem to make any reference 
to creation. I know only of "Tiruvempavaik Karuttu" (discussed above) which interprets 
"Tiruvempavai" as being about creation. It focuses on the first 10 poems. 
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therefore, focuses on God's two cosmic actions with respect to the soul, the concealment 

(poems 1 through 10) and granting of grace (poems 11 through 20). 

Kali Tfu:ttavarayar's comments on poems 10 and 11 confirm that he is following 

the direction provided by his teacher. In the explanation of poem 10, he says that 

malaparipiikam is occurring. Introducing poem 11 he says: 

Now, because the malacatti, which is inside, becomes mature as a result of the 
question and answer of the ten cattis in the previous poems, tirotii!}am arises outside 
becoming arul, so [the soul] stands and obtains the bath of periIJpam which is dancing 
without ego, awakening from the sleep of mala in the space of parai (iiiilJam) [itl 
bathes in the ultimate bliss (cukiititam).36 

Kali Tfu:llavarayar here indicates that the questions and answers of the previous ten poems 

constitute the actions which bring the soul (that is iit;zavamalam) to maturity. When the 

soul is mature, when it has attained the state in which malam is mature (malaparipiikam), 

the hidden catti (Tir6tfu]acatti) reveals itself (becomes Arulcatti), and the soul's 

consciousness transcends the world and experiences the consciousness of Siva. The result 

of the events of the first ten poems is, then, the bliss or enlightenment of the soul. Kali 

Tal)tavarayar says that tirotiilJa becomes aru!. This is a description of the event from the 

perspective of the activity of catti. This same event from the perspective of the soul is 

expressed as an "awakening from the sleep of rnalam (impurity) in the space of parai 

(iiiilJam) (knowledge)". 

The point of departure for situating the first ten poems seems to be the "awakening" 

activity expressed in the form of dialogues in eight of the first ten poems. This question 

and answer, as we saw in the introductory remarks to poem 11, brought about the maturing 

of iit;zavarnalam. The point of departure for the remaining ten poems is the "bathing" 

36 Translated with the help of A. AqantaracaJ}, interviews with the author, 
Palkalainagar, Madurai, 30 April 1991. He says the sentence is not complete. 
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which is referred to in all the poems. Kali TaDtavarayar interprets this bath to be the bath of 

bliss, which is experienced when the soul is in the ultimate state of union with Siva. 

"Tiruvcmpavai" in this interpretation reflects events which take place in the soul. In 

the first ten poems, the Tinltal]acattis are awakening the iilJavamalam residing in the soul. 

The TiroUil]acattis are the energies of Siva that function concealed in the soul prior to 

enlightenment. The activity of the final ten poems is the soul bathing in the bath of bliss. 

The Tirotal]acattis who have before functioned in a concealed way now reveal themselves 

in and to the soul. This is the enlightenment experience. Throughout the interpretation the 

locus of the activity of "Tiruvcmpavai" is the soul. 

It seems in general that Ka!i TaI)\avarayar interprets the first ten poems as a 

sequence of events by which the soul is brought to maturity, and the last ten as a collection 

of poems on the experience of mutti. The introductory statement to poem 11 implies that 

the soul's attainment of enlightenment is a result of the sequence of events that lead up to 

poem 11. On the other hand Kali TaI)\avarayar identifies poem 1 as Paracatti grasping the 

highest soul, a clear reference to a state of enlightenment, but in the other poems in the first 

group it seems that enlightenment has not been obtained.:n Probably he takes poem 1 as an 

introduction. Alternatively we might imagine, as in Navantta Kiru~I)a Paratiyar's 

interpretation of "TiruppaHiyclucci", that the order of the poems in the edition does not 

represent the order of the poems as a sequence of events. One could, for instance, imagine 

poem I as the final event in the sequence of the first ten poems. Poem 10 says 

17 For example, the elaboration of poem 2 says that the maturity of mala has not yet 
come. Poem 4 is understood to contain a request for the state of' niUai', a technical term 
referring to the soul's ultimate experience of Siva or ''.~ivap{jkam''. In poem 5 there is a 
request to open the door of delusion, which suggests that iilJavamalam, the deluding 
principle, has not yet been removed. Poem 6 contains a reminder of the promise to give 
nii1}am (enlightenment). In poem 8 the addressee is asked if her sleep is the result of 
malam, again suggesting that iilJavamalam has not yet been removed. 
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malaparipiikam has occured, or the iilJammalam has matured and is ready for removal. 

Poem II talks about the bath of bliss. Poem I would fit in between these chronologically 

as the actual removal of the mature iilJavamalam which leads to the bath of bliss. The last 

ten poems seem to be a collection of poems around the topic of experiencing mutti and do 

not seem to represent a sequence. 

"Tiruvcmpavai" has been situated differently by the two commentators in the Saiva 

Siddhanta narrative world. In "Tiruvcmpavaik Karuttu", "Tiruvcmpavai" is about the 

creation of the universe. The first eight poems represent a sequence of single events in that 

process. In Kali TaQlavarayar's interpretation, "Tiruvcmpavai" is about the maturing of 

iilJG1'amaiam and the soul enjoying the experience of bliss in multi. Ka!i TaQ\avarayar's 

interpretation assumes the creation of the world. "Tiruvcmpavaik Karuttu" set the poems 

earlier in the sequence of the soul's spiritual development than does Kali TaQtavarayar's 

interpretation. Both interpretations are quite different from the akam understandings 

discussed earlier. 

Kali Ta-:ttavarayar's Interpretation of "TiruppaHiyelucci" 

Kali Tal)tavarayar's commentary on "TiruppaJliyelucci" is very terse and difficult, and the 

ideas presented in the following analysis must be taken only as suggestions. He provides 

an identity for the addressees and some of the speakers in the poems of "TiruppaHiyclucci". 

He also provides the situation for "TiruppaHiyclucci" generally, and a suggested theme of 

each of the poems. Furthermore, in his prose expansions on the poems, he introduces a 

large number of Saiva Siddhanta technical terms. "TiruppaUiyclucci" in this interpretation, 

is taken as a collection of poems on the same theme, but the poems do not necessarily 

represent the same event, as they do, for example, in Vanmikanathan's interpretation. The 

poems also do not seem to reflect a sequence of events which add up to a single event, as in 
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"Tiruvempavaik Karuttu" of "Tiruvempavai" or Ka!i TfuJ.tavarayar's interpretation of the 

first ten poems of "Tiruvempavai". If this is the case, each poem would seem to have its 

own meaning, as each poem represents a separate event. Therefore it is not possible to 

provide a meaning for "TiruppaHiye!ucci" as a whole. 

Kali TfuJ.tavarayar provides identities from the Saiva Siddhiinta narrative world for 

the addressee in all the poems, but identities for the speakers only in poems 1 through 4. 

The addressee in all poems is God, specifically identified as Siva except in poem 8. Part of 

poem 7 is also addressed to the [evar (gods).38 The speakers in the first poem are the 

women, who are the "Citcattis of the enlightened soul" (malaparipiikaviif)macir-

cattippel)ka{). The speaker in poems 2, 3 and 4 is a devotee (a(iyef). Ka!i T3.Q~avarayar 

refers to the speakers in the remaining six poems only by first person pronouns. 

The setting for the poems of "TiruppaUiye!ucci" is not clear. In most of the poems, 

the speaker speaks about aspects of enlightenment, without any indication of where the act 

of speaking is taking place. In poems 1 and 2 the setting is clear. In poem 1 the Citcattis in 

the enlightened soul address Siva who is also in the soul. In a similar sense, the 

enlightened soul addresses Siva within the soul in poem 2. The activity of these two 

poems, at least, takes place within the enlightened soul. 

The summary commentary at the beginning of "Tiruppa!liye!ucci" identifies the 

collection of poems as being about a state of enlightenment in which the soul is absorbed in 

Siva to the exclusion of other experience.39 The summary commentary itself phrases it as 

the rising of the sun in the soul (uyir), which is the fifth state beyond the kevala, cakala 

and ('utta states. This places the theme of "Tiruppalliyelucci" at an advanced stage in the 

38 In the Saiva Siddhanta world view, tevas are souls who have attained a more 
exalted life form because of good karma in their previous life. 

39 I am following an interpretation of the summary commentary suggested by A. 
At.!antaracaI}, interviews with the author, Palkalainagar, Madurai, November 1990. 
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soul's spiritual development. The point of departure for situating the ten poems of 

"TiruppaUiyelueci" in this way is the reference to the rising sun in three of the poems, and 

the refrain which requests the addressee to arise.-I() 

In Saiva Siddhanta theology, there are at least two schemes describing the devotee's 

evolving awareness of Siva. One has four stages and the other has five stages.-I-l The last 

two stages in both schemes refer to the two different ways of being enlightened: 

,~i\'ayijkam and ,~i\'apijkam. ,~i\'ayijkam is the state of the soul in union with AruJcatti. It is 

a state of enlightenment in which the soul can be active in the world. The soul uses grace 

rather than the instruments of miiyai for knowing the world. In other words the soul is 

directed by grace. In ,~i\'apjjkam the soul is completely immersed in the experience of Siva 

and enjoys his qualities. ,~ivapi5kam is a state of bliss. The soul is incapable of knowing 

anything else while in this state, and is incapable of functioning in the world. This is the 

highest state for the embodied soul, but it is only temporary because embodied souls 

continue to participate in the world. Viewed from this perspective the fully evolved 

embodied soul is capable of these two modes of being. Perhaps when the summary 

commentary says that the soul leaves the cutta state and is in the fifth state, it means as 

Ai}antaraeaI) suggests, that the soul enters ,~i\'apjjkam.-I-2 This interpretation implies a more 

-1-0 Dawn is explicitly mentioned or described in poems 1,2, and 3. 
-1-1 The stages in the four-fold scheme are: I. kettal (hearing); 2. cintal (reflecting); 

3. te/ital (clarity); 4. nittai (experiential realization). The five-fold scheme is: l. cutta 
ciikkiram; 2. cutta coppatwm; 3. cutta cuJutti; 4. cutta turiyam; 5. cutta turiyiititam. The 
five stages are the normal stages of the embodied soul (waking, dream, sleep, deep sleep, 
deepest sleep) with the adjective "pure" attached. In the Saiva Siddhanta view, as one 
proceeds from wakefulness to deep sleep one moves deeper into the darkness of 
ii~wvamalam. On the other hand, the soul advancing spiritually moves into greater degrees 
of purity rather than impurity. A. Ai}antaraeaI), interviews with the author, Palkalainakar, 
Madurai, August 1990 and February, 1994. See also A. AI)antaracaI), Tacakiiriyam 
(Tirunclvc1i: Arulnanti Civam Arutpa1)i MaI)ram, 1993), 13-4. 

-1-2 A. AI)antaracaI), interviews with the author, Palkalainagar, Madurai, August, 
November 1990; February 1994. 
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limited definition of the culla state as that of the pure embodied soul still functioning in the 

world. 

Kali Tfu:1tavarayar identifies the theme for each of the poems of ''TiruppaHiyclucci'' 

in the introductions to the individual poems. In poems 1,2,3,5, and 6 the connection 

between the general situation described in the summary commentary and the situation of the 

individual poems is fairly clear. The introductory comment on poem 1 says that it is about 

the "arising of grace", which is the experience of Siva in the soul. Poem 2 speaks about 

"when piicam leaves andparafiii1]am emerges". Piicam andparafiii1]am are Saiva 

Siddhanta technical terms. Piicam refers to the three bonds of the soul: mayai, karma and 

iil}al'am. Parafiii~lam is the highest knowledge by which one experiences and realizes 

God. It is possible only when the soul has been freed from pacam . ...J.3 The situation 

provided for poem 3 is that "the feet which are rare for others are easily accessible to me a 

devotee". Experiencing Siva in the soul is regularly referred to as "experiencing the feet". 

The theme provided for poem 5 is that the "bent red foot is the ultimate satisfaction", This 

is a reference to the raised left foot of Nalaracar which symbolizes the bestowal of grace 

and the experience of enlightenment. The theme of poem 6 is "God lives in the mind which 

has become diffuse". The main point of the Saiva Siddhanta prose expansion is that the 

special devotees in the Nittai state have pervasive minds and they worship the feet as a 

symbol of God's human form. Nittai is a technical term in Saiva Siddhanta referring to the 

soul's ultimate experience of Siva. It is also called ,~ivapijkam . ..g 

In Kali Talnavarayar's interpretation, the poems of "TiruppaHiyelucci" seems to be 

a collection of poems about various aspects of a situation, and they do not form a sequence 

-1-3 See Civafiii1]apiJtam, siitra 11 and Civafia1]acittiyiir Cupakkam, 310 & 3}} in 
Meykal}!a Cattiranka! (CcIJIJai: Caiva Cittiintat Turai, CCIJIJaip Palkalaik Kalakam, 1988) . 

..g See notes 38 and 42 above. 
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of events or represent a single event. This point can be suggested by considering three 

poems: 1,2 and 7. 

The theme Kali TiiI).tavarayar gives for poem 7 is that it is a request for grace. In 

his prose expansion of the poem, the speaker asks: "Will we receive the true teaching?" 

The "TiruppaUiyelucci" refrain is interpreted as a request for the arising from the bed which 

is a request for enlightenment. Poem 7 is a request for the experience of enlightenment. It 

therefore represents a stage prior to the attainment of that stage in the soul's development. 

Poems 1 and 2 are expressions from two slightly different perspectives of the 

experience of Siva in the soul while in that state. These two poems represent an advanced 

stage in the sequence of events leading to the full spiritual development of the soul. The 

introductory statement indicates that poem 1 is about the arising of grace. The next 

statement in the commentary identifies the exact event of the poem: "the cit cattis of the 

soul, in which malaparipiikam has occured, have gathered and are praising the vision of 

God who is sitting in the audience hall which is the mind" (translation mine). Kali 

Tal)tavarayar explains the phrase, "It has dawned", in the poem as "leaving kevala and 

cakala states, fliil.Jam which is the pure holy feet arose in [our/my] knowledge" (translation 

mine). The soul whose rnalam has matured has received enlightenment. We may conclude 

that the vision of God in the audience hall of the mind is another way of saying God has 

revealed himself to the soul and the soul is enlightened. The refrain is understood by Kali 

Tal)tavarayar to be a request for God to accept the speakers' heart (ematulam) as his 

audience hall. An audience hall is where the ruler makes himself available or reveals 

himself to his subjects.45 We may suggest that this is a request that God, having revealed 

himself in the soul, should remain revealed . 

..\.5 Tamil Lexicon (Madras: 1982) provides the following definitions for alakkam: 
Assembly of state, audience, royal presence, durbar; Hall. 
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The event of poem 2 is also an experience of Siva in the souL expressed this time 

from the perspective of the soul. Kiili TaQ~avarayar's prose expansion of poem 2 is as 

follows: 

Now, it tells how when pacam leaves, paranaJ)am emerged. 

Icitation of poem 2\ 

The two deeds of the knowledge of the soul which search after lower [things \ 
became equal (iru)'iJ)aiyoppiiki) and malaparipiikam was born; because of that their 
pacam left before ArUI.laI} who is atitlvaracattinipatam; mayai which resembles a lamp 
is gone: as a result of the dawn of grace, the sun which is great bliss (peril}pam) and 
the source for that grace shines, and gives grace for the soul, that compassion increases 
more and more, when the scent of Siva which is in the soul diffuses, appearing as one 
with the soul (apetal'attuvitakkatciyaka), that great compassion of our Lord is the basis 
for that bliss lin the soull: while the bees who are the devotees stand praising row by 
row, this is definitely the way of realizing the foot! 0 Highest Siva of Tiruppcrunturai! 
o Mountain of periJ)pam which is the glance of grace Iwhich leads the soul tol 
experience of Siva lin itsl own experience giving Ito it! the gem of bliss! 0 Ocean of 
Knowledge! It is necessary to celebrate the festival of awakening in the mind of me 
your devotee! (translation mine).-I(, 

The imagery of dawn in this poem is interpreted in Saiva Siddhiinta technical terminology. 

Arul)an is the charioteer of the sun and represents dawn ... n AruQan's arrival is compared 

to the descent of grace. Darkness leaving is compared to pacam leaving when grace 

descends. The rising of the sun is compared to the occurrence of great bliss (periJ)pam) 

which follows the descent of grace. The explanation indicates that the soul had attained 

equanimity with respect to the outcome of its good and bad actions (iruviJ)aiyoppu) and the 

maturity of malam (malaparipakam). Because of that pacam left when grace descended 

(cattinipatam). The lamp of miiyai left. This means that the soul ceases to know by the 

instruments of miiyai, the mental and sensory organs. It implies that the soul knows by 

grace, and therefore that the soul has achieved the state of ,Sivay6kam. Up until this point, 

-1(, Kiili Tiil)Qavarayar, Tiruvacaka Vyakhanam, 737 . 
.. p Tamil Lexicon: Arul)an can also mean the sun. In the commentary, however, 

there is a clear distinction between dawn and the sun. 
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the commentator uses only the past tense, and he does so three times, thereby emphasising 

that the state described has been attained. The commentator then shifts to the present 

continuous form of the verb when he describes the rising of the sun and the experiencing of 

pleasure. As the result of the dawn of grace the sun of great bliss arises and fills the soul. 

This is attaining the feet (tirul'ati):~ The use of the present continuous suggests that this is 

the state from which the speaker speaks. The soul moves into the state of ,~il'apljkam. The 

commentary concludes with the statement that God should enjoy the festival of the bed in 

the devotee's mind. We may suggest that this reference is a longing that God should 

remain revealed in the soul. 

The events of poems 1 and 2 are the actual experience of ,~ivapl)kam, and the 

speakers speak from that state. The event of poem 7 is a request for that experience, and 

the speaker speaks from a different state. The first two poems talk about the same 

experience from the viewpoint of two different speakers. This suggests that the poems of 

"TiruppaHiyclueei" are not a collection of poems expressing a single event as they are in 

Vanmikanathan's interpretation. It also seems that since the same experience is expressed 

from two different view points, and that poem 7 is an event which occurs prior to the event 

of poems 1 and 2, that in Kali TaI)~avarayar's interpretation the poems of 

"TiruppaUiyclueei" do not represent a sequence, as they do in Navanlta Kiru~I)a Paratiyar's 

interpretation. 

The meaning of Kali Tamavarayar's interpretation of "TiruppalJiyelueei" differs 

from that arrived at through the interpretation of NavanIta Kiru~I)a Paratiyar, 

-t8 "kil na~aHil}a paeupota iruvil}ai yoppaki, malaparipakam pif'dntatu; ava![il 
atitIvara cattinipatamal}a aruI)aI] mUI] avar paeam akavratu; vilakkar:Jaiya mayaiyaI]atu 
vitintatu; tiruvaru! utayamakavc, avvaruJukku mutaliya pcriI]pae et1riyaI] 
vilailki .. .ivvakaiyo tiruvati peru vatu" (emphasis mine). Kali Tar:lC)avamyar, Tirul'iicaka 
Vyiikhiinam, 737. 
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Vanmikanathan or ArUI)acalam. In Navanlta Kiru~l)a Paratiyar's and Arul)acalam's 

interpretations, the speaker(s) awaken the addressee from sleep. For Navanlta Kiru~l)a 

Paratiyar, the speaker is the wife and her companions who want to see the hero sitting in 

state attending to those who have come to see him. For Arul)acalam, the speaker is the 

bard-servant-devotee, M~ikkavacakar, who wants to find out from Siva what service he 

should perform for him. In Vanmikanathan's and Ka!i T~tavarayar's interpretations, the 

poems of "TiruppaUiye!ucci" are about an awakening of the speaker. For Vanmikanathan 

this awakening is the heroine to sexual fulfillment which he correlates to mystical union. 

For Ka!i T~tavarayar it is an experience of L~ivapjjkam. In Vanmikanathan's interpretation 

the fullfillment has not yet happened. In Ka!i T~tavarayar's interpretation in at least two 

poems it is happening at the moment the poem is uttered, and in another it has yet to 

happen. 

Summary 

"Tiruvempavai" and "TiruppaUiyelucci" have been situated as events in the Saiva Siddhanta 

narrrative world by the strategy of assigning characters of that world to be the addressees 

and speakers in the poems and by indicating the situation in that world to which the poems 

correspond. "Tiruvempavai" was situated as two different events and therefore the 

meaning of it was also understood differently in the two interpretations. According to 

"Tiruvempavaik Karuttu", the utterance of "Tiruvempavai" is the act of creation of the 

impure orders of the universe. In Kali T~tavarayar's interpretation, the utterance of the 

first ten poems effects the purification of the soul and the remaining ten poems are 

expressions of the resulting experience of bliss in the enlightened state. KaIi TaQtavarayar 

utilized the strategy of assigning identites to the speaker to a lesser extent in his 

commentary on "TiruppaUiye}ucci", but he did provide a theme for each of the poems, as 
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well as the general situation for the collection of poems as a whole. According to Kali 

TaDlavarayar, "TiruppaHiyclucci" is about the experience of ,~i"ap()kam, a complete blissful 

immersion in Siva to the exclusion of all other experience. 

In this chapter, "Tiruvempavai" and "TiruppaHiyclucci" have been understood in 

terms of Saiva Siddhanta theology. The events as understood in the interpretations 

presented here occur beyond the world of every day experience, as part of a cosmic drama. 

In chapter 6, I will consider the meaning of "Tiruvcmpavai" and "Tiruppa}liyclucci" when 

they are understood in terms of the lives of individuals living in the human realm of 

experience. 



II: Chapter 6: The Poems in the Biographical Narrative Worlds 

Interpretations of the poems in biographical narrative worlds depict the divine-

human relationship as one between a god and a particular individual. The events are 

ordered according to the chronology of the individual's own life. Either the speaker or the 

addressee have a specific identity. The setting is the specific time and place that the poem is 

uttered. The meaning or significance of the poems is the meaning or significance that it has 

when uttered at a particular point in the speaker's or addressee's own life. 

Two biographical worlds will be considered in this chapter: the life of the 

composer of "Tiruvcmpavai" and "TiruppaJ!iyelucci", MiiI)ikkavacakar, and the "first 

person" narrative world. A brief summary of MiiQikkavacakar's life will be provided, 

followed by an interpretation of "Tiruvcmpavai", in terms of that biography, by R. 

Navaratnam. Then an explanation of the "first person" biographical world will be given, 

and several examples of the significance of "Tiruvcmpavai" and "TiruppaJJiyclucci" to the 

lives of individuals will be presented. 

"Tiruvempavai" in Mat:tikkavacakar's Biographical World 

There are several sources which provide information on MaI)ikkavacakar's life. I His story 

has been told in four episodes in perhaps the earliest account of the "sixty-four sports of 

Siva in the Madurai area", Tiruriilarii:ru!aiyiir Tirul'ilaiyii!al Purii~wm. and retold again in 

a more popular and later account, Tiruvi!aiyiital PuriilJam by Paraficoti.2 The main source 

I K. V. Zvelebil, Tamil Literature (Leiden: E. J. Brill, 1975),221. See the list of 
sources in Radha Thiagarajan, A Study (~rMysticism in Tiruviicakam (Madurai: Madurai 
Kamaraj University, 1983), I n. 1. 

2 See the introduction. According to Zvelebil references to Siva's "sports" occur in 
various earlier sources, the earliest being the Cilappatikiiram which mentions two sports. 
Zvelebil estimates a date for Paraficoti between 1450 and 1625. K. V. Zvelebil, Tamil 

135 



is the Tiruviitavuratika! PuriilJam by KatavulmamuI]ivar.3 The whole puriilJam is an 

account of Mfu:1ikkavacakar's life. The following account of Mfu:1ikkavacakar's life is 

based on the English summaries of the Tiruviitaviiratika! PuriilJam by G. U. Pope and 

Glenn Y ocum:-l-

Ma.,ikkavacakar's Narrative World 

Mfu:1ikkavacakar was a brahmin from Tiruvataviir, a village located a short distance 
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northeast of Madurai city. He was a talented and educated youth who at an early age 

became chief minister of the Pfu:1tiya king. He shone in this post. While chief minister, he 

was sent by the king to Tirupperunturai5 to buy horses. Meanwhile, Siva and his retinue 

appeared in Tirupperuntu!ai. Siva sat under a tree, disguised as a human guru, surrounded 

by his retinue in human form. Mfu:1ikkavacakar arrived in Tirupperunturai, met this 

"guru", received spiritual teaching, and became enlightened. He then donated all his and 

the king's wealth to this guru. His assistants, unable to alter his course of action, returned 

and reported what had happened to the king. The king sent a message ordering 

Mfu:1ikkavacakar to return. Mfu:1ikkavacakar consulted Siva who told him to return to 

Madurai and he would follow with the horses on an auspicious day. Mfu:1ikkavacakar 

returned, and when the horses did not appear after some time, he was imprisoned. 

Literature, vol. 10 in A History of Indian Literature (Wiesbaden: Otto Harrassowitz, 1974), 
177-185. 

3 This puriilJam has been published with commentary by Pu. Ci. PUI]I]aivaI]anata 
Mutaliyar, Katavu!mamulJivar Aru!iya Tiruviitavurafika! PuriilJam Miilamum (1957; 
reprint, Tirunelveli: Tirunelvelit TeQ1}intiya Caivacittanta Niirpatippuk Kalakam Limi!e!. 
1967). Zvelebil dates KatavulmamuI]ivarin the fourteenth to fifteenth century. Zvelebil, 
Tamil Literature (1974), 176; and Tamil Literature (1975), 221. 

40. U. Pope, The Tiruvaragam or 'Sacred Utterances' of the Tamil Poet, Saint, 
and Sage Miinikka-viiragar, 3rd ed. (Oxford: Clarendon Press, 1900; republished by 
University of Madras, 1979), xvi-xxxii. Glenn E. Yocum, Hymns to the Dancing Siva: A 
Study of MiilJikkaviicakar' s Tiruviicakam (New Delhi: Heritage Publishers, 1982), 50-4. 

5 Today Tirupperunturai is identified with Avu!aiyark6yil. 
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Eventually, Siva arrived with the horses disguised as a horse trader. MaQikkavacakar was 

released. In the night, however, the horses turned into jackals, caused havoc and escaped. 

The horse trader was gone. The king, angry, ordered that MiiQikkavacakar stand in the dry 

Vaikai river-bed in the mid-day sun. The saint appealed to Siva who, then, made the 

Vaikai River flood. Everyone was required to build up a portion of the river bank. An old 

lady who was not capable of doing the work herself, appealed to Siva for help. He came 

disguised as a labourer and offered to do her work in exchange for the rice cakes that she 

sold. The labourer sported and behaved like a mad-man. The king ordered him to be 

beaten. The blow on his back was felt by all beings. The king realised that the labourer 

was Siva, and as a result released Mfu)ikkavacakar from service. 

Once MaQikkavacakar was free from his worldy duties he became an ascetic. He 

returned to Tirupperunturai and remained there with Siva and his devotees. After some 

time, Siva prepared to return to Kailacarn. He told the devotees to remain with 

Mfu)ikkavacakar for a little while longer and then to return to Kailacam also. He told 

MaQikkavacakar to go to Citamparam, visiting shrines along the way. MaQikkavacakar 

begged to go with Siva, but was not permitted. Siva left and the devotees remained for a 

little longer and then left also. 

MaQikkavacakar composed a number of poems while in Tirupperunturai. Then he 

travelled to Citamparam, visiting several places and composing poems along the way. He 

finally settled in Citamparam where he composed most of his poems. While in Citamparam 

he defeated the Buddhists in a debate. 

One day Siva came to him disguised as a ascetic from the Pfu)tiya country. He 

asked Mfu)ikkavacakar to sing his songs, and while Mfu)ikkavacakar sang Siva recorded 

them. The ascetic then asked him to sing a kava; which he also recorded. Siva took these 

songs to Kailacam and sang them to all the gods. Then Siva placed them on the steps of 
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Citamparam Temple. The priests of the temple discovered the songs and sang them before 

a crowd that had gathered. The crowd went to MaQikkavacakar to ask him to explain the 

songs. MiiQikkavacakar took them all to the temple. At the temple, MaQikkavacakar 

pointed to Na~aracar and said that he was the meaning of the songs. MaQikkavacakar then 

went into the sanctum and merged with Nataracar, attaining mutti. 

"Tiruvempavai" in Mal)ikkavacakar's Biography:Navaratnam's Interpretation 

The interpretation presented here is by Ratna Navaratnam, a Sri Lankan educator and 

scholar of Tamil Saivism. She was educated in Tamil Nadu and in London, England. She 

was later the principal of Ramanathan College in Sri Lanka, and subsequently held 

positions in the education department of the Sri Lankan goverment, ultimately as Director 

of Education. She is a Saiva. Her interpretation of "Tiruvempavai" are found in her study 

of Tiruviicakam which she submitted as a thesis to Annamalai University in Tamil Nadu in 

1946.6 

Ratna Navaratnam uses MiiQikkavacakar's biography as the frame for interpreting 

the Tiruviicakam in general, and "Tiruvempavai" in particular. In her view, the poems, in 

their canonical order, reflect MiiQikkavacakar's spiritual development.7 She provides an 

6 This thesis was published twice, firstly under the title of Tiruvachakam: The 
Hindu Testament a/Love (Bombay: Bharatiya Vidya Bhavan, 1963) and then under the 
title A New Approach to Tiruvacagam (Annamalainagar: Annamalai University, 1971). 
The second publication appears to be a somewhat revised version of the first. The 
information about her life comes from the back cover of the first publication, as well as 
from her introductory remarks. 

7 See Navaratnam, New Approach to Tiruvacagam, 32-3. Yocum notes that the 
order of the poems in standard editions of the Tiruviicakam differs from the order provided 
in the Tiruviitavuratika! PuriiIJam. He also suggests that the poems in their standard order 
do not reflect a spiritual development, as the poems at the end are not much different from 
those at the beginning. Yocum, Hymns to the Dancing ,~iva, 56. Vanmikanathan agrees 
with Navaratnam that the standard order of the 51 units reflects MiiQikkavacakar's spiritual 
growth. G. Vanmikanathan, Pathway to God through the Thiruvaachakam: An Original 
Interpretation and Complete Translation (ThiruppananadaI: Sri Kasi Mutt, 1980), 19-26. 
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identity for the speakers and addressee(s), establishes the setting, and locates the 

composition in the poet's life. According to Navaratnam, "Tiruvcmpavai" was composed 

in Tiruval)l)amalai, while Mal)ikkavacakar was travelling to Citamparam. It represents an 

effort to lift his disheartened spirit. 

Navaratnam assigns identities to the speakers and addressees in "Tiruvcmpavai" in 

three ways. Firstly, the speakers and addressees are given a general role, and then are 

assigned the identities of individuals from Mal)ikkavacakar's biography. The speakers and 

addressees in the first set of identities are young girls: girls inside different houses and 

friends outside who try to encourage them to join them. The girls are historic individuals, 

but they have no specific identities.R In the second set of identities, Mar:tikkavacakar is the 

girl inside the house, and Siva's incarnated devotees are the group of girls outside. In this 

assignment of identities, the different girls in different houses from poem to poem become 

the same girl, "Mar:tikkavacakar", in all the first eight poemsY In the third set of identites, 

Mar:tikkavacakar is the speaker as both the girl inside the house and the group outside. In 

this set of identities he talks to himself. 10 

Corresponding to the three sets of identities are two settings and three events. The 

first setting is the town of Tiruval)l)amalai in December at dawn. Mal)ikkavacakar 

witnesses young girls going from house to house awakening their friends and going to the 

Radha Thiagarajan agrees that the poems of Tirul'iicakam reflect Mal)ikkavikakar's 
spiritual development, however, she does not see this development in the standard order of 
the poems. Rather, she suggests an alternative sequence for the poems which does reflect 
it. In this new sequence, "TiruppaHiyclucci" is reflective of an experience which occurs 
earlier in Mal)ikkavacakar's development than "Tiruvcmpavai". Thiagarajan, Mysticism in 
Tiruwicakam, xiv, 193-7. 

R Navaratnam, New Approach to TiruvacaRam. 188-193, 195. 
9 Navaratnam's first set of identities follows the same assumptions about the formal 

units of the early poems of "Tiruvcmpavai" as in the "Tiruvempavaik Karuttu". Her 
second set of identities follows the same set of formal assumptions about the early poems 
as in the akam interpretations of Vanmikanathan and NavanIta Kiru~l)a Paratiyar. 

10 Navaratnam, New Approach to Tiruvacagam. 195-7. 
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tank to bathe. I I This activity is the inspiration for this song. Both this activity, and 

Mal)ikkavacakar's utterance of it, according to this interpretation, occur in 

Tiruval)J.lamalai. 12 The second setting is in the poet's mind. The poems of 

"Tiruvcmpavai" are an imagined dialogue between himself and the incarnated devotees, and 

a real dialogue with himself. In the second event, the incarnated devotees urge a 

despondent Mal)ikkavacakar to come, join them and go to Siva. The third event is 

Mal)ikkavacakar's effort, inspired by the exuberance of the girls whom he witnessed in 

Tiruval)l)amalai, to arouse himself out of his discouraged state. 

Navaratnam places the composition of "Tiruvcmpavai", and the experience which 

she feels it expresses, during Mal)ikkavacakar's travels from Tiruppcrunturai to 

Citamparam. The poet had been left by his guru and his guru's devotees in 

Tiruppcrunturai. Following the instructions of Siva, he was proceeding to Citamparam, 

and on his way he passed through Tiruval)J.lamalai. While there he saw the young girls 

going from house to house, awakening their friends and going to the temple tank to 

bathe. I~ This is the occasion which prompts the composition of the poem, according to 

Navaratnam. 

In situating "Tiruvcmpavai", Navaratnam emphasises the references to Siva at 

Tiruval)l)amalai, the Mlirkaji worship activity of awakening friends and going to bathe, and 

the state of the girl in poem I. Navaratnam places Mal)ikkavacakar in Tiruval)l)amalai 

because in the poem Mal)ikkavacakar can be understood to address Siva in his particular 

form found in Tiruval)l)amalai. In poem 18, Siva is addressed as Lord of Tiruval)l)amalai. 

Also she understands references to Siva as c(}ti (effulgence) to refer to Siva in 

II Navaratnam, New Approach to Tiruvacagam, 195. 
12 Navaratnam, New Approach to Tiruvacagam, 188-9, 195. 
I3 Navaratnam, New Approach to Tiruvacagam, 195. 
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TiruvaQQamalai, because his form there is the Linga of Fire.1-+ The Miirkaji activity 

provides the temporal setting of December and dawn, as well as the activity of awakening 

and the injunctions to bathe, which represent MaQikkavacakar's effort to lift his spirits. 

Navaratnam also focuses on the state of the girl in poem 1 when identifying 

MaQikkavacakar's state of mind during this period of his life. Rather than being 

overwhelmed by love, as in Vanmikanathan's akam interpretation, the girl is disheartened. 

According to Navaratnam, MaQikkavacakar was discouraged and lonely when he was left 

by Siva and the devotees. He was discouraged because he felt that the reason he was left 

behind was because he was spiritually immature. He longs to be back in the community of 

devotees. It is in this state that he arrives in Tiruval)l)amalai. He sees the joyfulness of the 

girls, and their efforts to encourage their friends to participate, and tries to coax himself out 

of his state of despondency. "Tiruvempavai" is thus an expression of this effort. L"i 

The meaning of "Tiruvcmpavai" in Navaratnam's interpretation differs from 

Vanmikanathan's, NavanIta Kiru)l)a Paratiyar's, the "Tiruvcmpavaik Karuttu" and Kali 

Tal)lavarayar's. In NavanIta Kiru)l)a Paratiyar's, Vanmikanathan's and Navaratnam's the 

activity is similar, in that the group of girls awaken one girl and encourage her to join them 

in their activity, but the significance of this activity differs. In NavanIta Kiru\'l)a Paratiyar's 

akam interpretation, the heroine's companions encourage the heroine to participate in the 

Miirkaji bathing ritual so she will marry the hero and they will marry his companions. In 

Vanmikanathan's akam interpretation, the girls are performing the appropriate ritual to gain 

a good husband. They try to encourage the heroine to participate in the bathing ritual but 

1-+ Navaratnam, New Approach to Tiruvacagam, 183-4. See poems 1,2,5,8, and 
14. The reference in poem 5 is to the story in which Siva appears before Brahma and 
Vi~l)u, as a unbounded Linga of Fire, in order to resolve a dispute between them regarding 
which of the three is the greatest. 

15 Navaratnam, New Approach fo Tiruvacagam. 194-7. 
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she is so consummed with love for the hero, God, that she cannot. In Navaratnam's 

interpretation, Mal)ikkavacakar tries to lift himself out of his depression. All three of these, 

more human, meanings of "Tiruvempavai" are quite different from the meanings of the 

Saiva Siddhiinla interpretations, where "Tiruvempavai" is seen as either the act of creation, 

or as the act of purifying the soul and submerging it in an experience of bliss. 

First Person Narrative World 

In the first person narrative world the poem is interpreted by situating it into the sequence 

of events in one's own life. In the previous four frames of interpretation the interpreter 

situates him or herself as part of the audience of the drama which is being enacted within 

the narrative world in which the interpreter understands the poem.I6 In the first person 

narrative world, on the other hand, the interpreter puts him or herself completely within the 

drama. This is possible for several reasons. Firstly, the duration of the event of the poem 

equals the duration of the event dramatized in the poem. It is possible to actually live the 

event of the poem when reading or reciting it. Secondly, the narrators of "Tiruvempavai" 

or "TiruppaHiye!ucci" are minimal in that they simply report the speech of the poem without 

having any presence or identity in the poem at aU.l7 Therefore, the singer can easily 

become the narrator of that poem. In the first person narrative world then, the interpreter is 

the narrator of the poem. In monologue poems, the narrator may also identify with the 

speaker of the poems. The ambiguity regarding the identity of the speaker invites one to 

16 I am indebted to James Lindholm, an honours student in a course I was teaching 
in the winter term of 1993, for the insight that in akam poems the reader may situate him or 
herself variously with respect to the action of the poem and can then take up various 
attitudes concerning that action. 

17 See Seymour Chatman's discussion of minimal or non-narrated narratives in 
Story and Discourse: Narrative Structure in Fiction and Film (1978; rpt.lthaca: Cornell 
University Press, 1989), 166ff. 
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provide an identity. Since the narrator of the poems has no identity either, the narrator can 

become the speaker. This means that to speak about the event is to enact it. Finally, since 

the speaker is also the main character of the events of the poem, the interpreter can become 

the main character and situate the event within their own life while reciting or singing the 

poem. 

The situation for dialogues is a bit more complicated. The possibility of the narrator 

taking on the role of the speaker in the dialogue poems is impeded by the change of 

speakers. IX The speaker may, however, take on the role of the narrator, and incorporate 

the event of relating the poems as an event in his or her own life. 

"Tiruvempavai" and "TiruppaJJiyelucci" in the First Person Narrative World 

When people whose work I read, or with whom I spoke, situated "Tiruvempavai" or 

"TiruppaHiyelucci" in the first person narrative world, they tended to do so in a brief and 

vague way. Generally, there was not the sustained discussion of the poems situated in this 

narrative world as there was in the interpretations presented so far. 

The strategy people use to situate the poems in the first person narrative world 

differs somewhat from those in the interpretations presented earlier. Rather than providing 

a specific identity for the speaker and indicating the specific event which the utterance is in 

that narrative world, the interpreters indicate the significance of situating the poem in the 

first person biography in a general way. There is a general consensus among the examples 

of interpretation provided here that the significance of "Tiruvempavai" or 

"Tiruppa}Jiyclucci" is that one may receive benefits by singing the poems to God or that one 

18 Navaratnam overcomes this impediment between narrator and speaker in the 
dialogue poems by having the narrator take on both speaker roles - MaQikkavacakar 
dialogues with himself. 
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may make requests to God through the poems. The suggested benefit or request may vary 

from interpretation to interpretation. 

In this style of situating the poems, the identity of the speaker is not provided 

explicitly. It is assumed in the statement of the significance. The speaker is anyone who 

sings the songs or who makes requests through the songs. Anybody can sing the songs 

and therefore anybody can situate the poems in their own life and be eligible for the benefits 

or make requests to God through the poems. Sometimes an interpreter may also utilise 

singular or plural first person markers when explaining the poems. This technique 

emphasises that the poem is being situated in the first person biography. 

People can suggest to others only in a general way what the meaning or significance 

of the poem is when it is situated in the first person narrative world because the meaning 

may vary from individual biography to individual biography. In order to know what 

"Tiruvcmpavai" or "TiruppaHiyclucci" actually means in the first person narrative world 

one would have to look at specific examples of people situating the poems in specific 

contexts. We can, however, consider what people have suggested the significance is of 

interpreting "Tiruvcmpavai" or "TiruppaHiyclucci" in the first person narrative world. 

Three examples of the significance of "Tiruvempavai" and four examples of 

"TiruppaHiyclucci" are provided below. All the interpretations are from the twentieth 

century. The three interpretations of "Tiruvempavai" are taken from publications. Two of 

the interpretations of "TiruppaJ}iyclucci" are from questionnaire respondents and one is 

from an interview. The fourth is from a twentieth century publication. 

"Tiruvempavai" in the First Person Narrative World 

Civa Arul)akiri Mutaliyar, in the introductory comments to "Tiruvcmpavai" in his 1927 

edition of the Tirul'acakam, says that one should recite "Tiruvcmpavai" as part of one's 
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daily devotions. The person should arise before dawn, go outside, clean oneself, face 

north and east, apply ash on the forehead, worship KaQapati and the guru, recite the 

Paficiik,mram and then recite Tiru\'empiivai with great devotion. If one does not do the 

singing daily, it should be done at least during MiirkaJi month. Those who worship in this 

way are worthy to receive God's grace, and they will obtain Tiruvaru{iiii!)am, 

enlightenment. 19 Civa AruQakiri Mutaliyar's perspective emphasises the act of reciting 

rather than any aspect of the poem itself, but it is clear that the significance of the poem is 

that one personally gains enlightenment by singing it. 

Ji. CuppiramaQiya PiHai in an 1986 essay on "Tiruvempavai"20 indicates that there 

are both worldly and other-worldly benefits to be gained by singing "Tiruvcmpavai" in 

MiirkaJi. When discussing these benefits he employs the first person plural markers which 

have the effect of emphasising that singing "Tiruvcmpavai" should be an event done in 

one's own life. Firstly he indicates that MiirkaJi itself is a good time for gaining personal 

benefits. MiirkaJi is a time in which darkness leaves and light rises, and is, therefore, the 

appropriate time for the "destruction of our distress" (italics mine), for the "end of 

confusion", for the end of affliction, and for the arising of pleasure. Further on he explains 

that one should arise at dawn, bathe in cool water and sing the piivai songs. If one does 

this, then one will obtain bodily strength, wisdom, knowledge and grace for the soul.21 

He concludes his essay with the injunction to the reader: "Let us study those Ipoemsl and 

obtain the fruits (translation mine). "22 The use of the first person plural markers 

19 Civa AruQakiri Mutaliyar, Tiruviicakamum Tirukhlvaiyiir Ceyyut{irat!um: 
Kutippuraiyum Vi,mya CiicatJamum, 2nd cd. (Cel)l)ai: R{)pil Acciyttiracalai, 1927), 83. 

20 Ji. Cuppiramal)iya PiHai, "Pavaic Cirippu" in Tiruviicaka Neti (Citamparam: 
MaQivacakar Patippakam, 1986), 186-191. 

21 CuppiramaQiya PiHai,"Pavaic Cirippu," 186. 
22 "avarraipa palittup payalJ pcruvomaka", Cuppiramal)iya Pil}ai, "Pavaic Cirippu," 

191. 
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emphasises that the people who should sing are himself and whoever reads his essay, i.e. 

particular individuals. The author then asserts that people should bathe and sing the 

"Tiruvempavai" poems in Mt1rkuji so that they will be healthy and wise and will obtain 

grace. Cuppiramal)iya Pinai emphasises both MiirkaJi month and the act of singing when 

situating the poem in the first person narrative world. 

"Tiruvcmpavai" is included in a collection of songs of praise from the Tirumu[ai 

and other texts, compiled and published in 1977 by a prominent industrialist of Madurai, 

Ti. Cu. Cokkalmkam Cct~iyar.23 He also refers to the importance of recitation and its 

benefits. Under the heading of "tradition" (marapu) he indicates that those who 

customarily recite other Tirumu[ai songs will recite only "Tiruvempavai" during the ten 

days leading up to and including Tiruvatirai day in MiirkaJi month, He argues in his 

introduction that such recitation brings worldy benefits. As he does not indicate any 

specific benefits for singing "Tiruvcmpavai", perhaps he means the regular benefits of 

recitation, but under the heading of "fruit" he indicates that if the singing is done as a young 

girl's vow, the monsoon rain will come, the crops will grow, and the prosperity of the 

world will increase.2'+ In situating "Tiruvcmpavai" in the first person narrative world. 

specifically for young girls, he is emphasing the act of singing, and also emphasising poem 

16, which is usually understood to be a request for rain, and also possibly poem 17, which 

can be understood as a general injunction to bathe so that well-being will flourish. 

23 Ti. Cu. Cokkaliilkam CC\1iyar, Pala~l Tarum Tirumutaip Putikwika!um 
Tutippii!ulka!um (Varala[u-PalalJ-UraiyutalJ) (Maturai Valamapuri Accakam. 1977). 

2.+ Cokkalinkam CeHiyar, PalalJ Tarum Tirumurai, 170. 
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"TiruppaUiyelucci" in the First Person Narrative World 

"TiruppaHiyelucci" is also situated in first person biography as an event in which the person 

sings the poems in order to make requests with a view to obtaining benefits, or without 

specifically making requests, in order to receive some benefit. At least two types of 

requests can be made through singing "TiruppaHiye}ucci": those which pertain to the 

singers' daily activities; and requests for fiiitJam (enlightenment). 

Two questionnaire respondents indicated that the significance of "TiruppaHiyelucci" 

is making requests connected with one's daily work. For one person, a 45 year old 

woman, it was awakening God and receiving permission to begin one's daily affairs.25 

For the other respondent, a 36 year old man, it was awakening God and asking God about 

the appropriate duties to perform.26 Both people employed first person plural pronouns in 

their responses, indicating that others as well as themselves may situate ''TiruppaJJiye}ucci'' 

in their life in this way. These interpretations focus on the awakening of God and the 

request about service found in poem 7. These views of "TiruppaHiyelucci" are similar in 

this way to Arul)acalam's puram interpretation, but different in that in these interpretations, 

it is any individual who may make this request, whereas in Arul)acalam's interpretation, it 

was MiiQikkavacakar who made the request. 

The idea that "TiruppaHiyelucci" is a means through which the singer requests 

enlightenment is brought out in the explanation of the meaning of the poem in an interview 

with an elderly woman who is well respected for her knowledge of Tiruviicakam: 

One conception of pa!!iyeJucci is awakening God and saying "come into the heart". "0 
God! come into my heart, remove my ignorance, graciously arise in my heart so that 

25 "Kalaiyil paUiya,rai tirappata,rku mUI]ll~ pa!appa!um pat-al. lraivat}ai e!uppuvataka 
tiilpiI}um nam nam aluvalkalai tOlailkuvata,rku Irdivat}ilam at}umati peruvataka koUalam". 

26 "Pavat}aiyil IraivaI} \l!aIikuvataka ewi lraivat}ai tiruppa!!iyiI}i1]ru e!uppi 
emakkuriya paQikalai iiQaiyi\u eI}a vel)\uvatu." 
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knowledge will come, give knowledge to me". The song which asks this ispa!!iyelucci 
(translation minc).27 

The interpreter indicates that she is giving a general interpretation of "TiruppaUiyelucci" 

where she says: "the song which asks this is "Tiruppal!iye!ucci"." She, however, makes it 

clear that the significance of the poem is precisely as an individual request to God, by 

expanding on the initial statement about the song in a variety of ways, using a string of first 

person singular pronouns. This interpretation focuses on the refrain which requests God to 

arise from the bed. Here the bed is the speaker's heart and the arising is the arising of God 

as enlightening knowledge in the speaker's heart. This interpretation, like Kali 

Tfu)tavarayar's, associates the "arising" in "Tiruppaijiyelucci" with enlightenment. 

Civa Arul)akiri Mutaliyar is more specific about the benefits of the daily recitation 

of "TiruppaUiyelucci". I translate as follows: "Those who recite this patikam daily in the 

early morning will be worthy of Siva's grace. AlJavamalam will wear away gradually and 

be reduced. "28 Civa Arul)akiri Mutaliyar's interpretation seems to have no obvious link 

with specific poems in "TiruppaUiye!ucci", unless it is a correlation between the removal of 

spiritual darkness and the removal of physical darkness. This association is made in a 

poem by Cekkilar, the author of the Periya PuriilJam. He says: "Tiruppalliyelucci is the 

removal of the inner darkness of those adorned with sacred ash and of the outer darkness 

of full night. "29 If this is so, Civa Arul)akiri Mutaliyar is focusing on the dawn described 

27 "PaUiyelucci ewal iraivaI}ai eluppi uUattile va eme colluki[a pavallai. I,raivaI]e 
eooutaiye uUattile va, eooutaiye aPyamai pokki, arivu varumpatiyaka eoouHuttile e!untaruJi 
enakku nal)attai kotu eIJ!U ketkira patal paUiyelucci." Interview with the Author, Madurai 
District, October 1990. 

28 Civa Arul)akiri Mutaliyar, Tiruviicakamum Tirukkovaiyiir Ceyyuttirattum, 142. 
29 As quoted by Arul)acalam: "nIfaI)intar akattirulum niraikaIikur purattirulum 

mii[avarum tiruppaUiye!ucci". Cekkilar says this in the story about saint Tirunavukkaracar. 
Mu. Arul)acalam, "TiruppaHiye!ucci" in Tiruviicakam: eila Ariiccik Ku[ippukka/, 
(Citamparam: Caiva Cittanta Maka Camaja, 1965), 19. 



in a number of the poems of "TiruppaHiyclucci". In any case. the specific benefit. in his 

interpretation, is the removal of the individual singer's spiritual darkness. 

Summary 
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The interpretations of "Tiruvempavai" and "TiruppalJiyclucci" in the biographical worlds 

indicate the significance of the utterance of the poem as an event in the life of particular 

individuals. Navaratnam understands "Tiruvcmpavai" in terms of Mal)ikkavacakar's 

biography as the poet's own efforts to lift himself out of his dispondent state after he had 

been left by Siva and the other devotees. The significance of the poems in the first person 

biography is that specific requests can be made through the poems. or some benefit may be 

gained by singing them. The latter interpretation is similar to Arul)acalam's interpretation 

of "TiruppaBiyclucci" in which Mal)ikkavacakar is understood to be awakening God and 

asking what service he should perform. The examples of first person interpretation 

provided here indicate, in a general way, what the significance might be of situating 

"Tiruvcmpavai" and "TiruppaHiyc}ucci" in one's own life. To assess the actual meaning of 

situating these poems in first person biographies, specific examples from particular 

situations are required. which will be left to Part III. 

However, before proceeding to Part III it is appropriate to bring into focus some of 

the issues evident in the understandings of "Tiruvempavai" and "TiruppaUiyclucci" 

presented in Part II. In chapter 7. the strategies of interpretation, and the implications of 

these strategies for the notion of "text" and the meaning of the "text", and their precedents 

in interpretation of classical poetry will be discussed. 



II: Chapter 7: Interpretive Strategies and Classical Precedents 

The strategies of interpretation seen in the preceeding chapters have precedents in 

the colophons and organization of the classical poems. The classical poems are situated in 

the akam and pUTam frames by the colophons accompanying the poems, and also, in some 

collections, by the organizational pattern of the poems. These features situate the poems by 

providing identities for the speaker, and sometimes for the addressee, by indicating the 

occasion on which the poem was uttered, or by identifying the theme of the poem. 

There are a few other aspects of the basic strategy of interpretation which were not 

specifically mentioned in the preceeding chapters. One is that different interpreters will 

sometimes take the same poem and situate it as two different events in the same narrative 

frame. On the other hand the same interpreter may use more than one narrative world when 

interpreting a poem. Although there is considerable lattitude among interpreters regarding 

how one may interpret a poem, there are sometimes disagreements regarding the legitimacy 

of using some narrative worlds or frames of interpretation. 

The interpretations in the preceeding chapters and the poetics of classical poetry 

make similar assumptions about what constitutes a coherent understanding of a poem. The 

coherence of an interpretation of a poem depends upon whether the interpreter has been 

able to fit the poem coherently within his or her chosen narrative frame. In addition, there 

is an assumption, especially in akam poetics, that poems are inherently ambiguous. The 

combination of a principle of coherence lying outside the text and the principle that the 

poetry is ambiguous, results in an interestingly fluid notion of "text" and "interpretation". 

This chapter will begin with a discussion of the interpretive strategies of the akam 

and puram poems cited in chapter 2, in order to demonstrate that the same strategies are at 

work in the interpretations of classical poems and devotional poems. Then the use of 
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narrative frames in the classical context, and then in the devotional context will be 

considered. Following that, the idea of coherence and ambiguity will be considered first 

with reference to the classical context, and then with reference to "Tiruvcmpavai" and 

"TiruppaHiyclucci ". 

Strategies for the Interpretation of Classical Poems 

The combination of the organizational pattern and the colophons of the classical poems 

situate individual poems as a situation in either the akam or [Ju[am frames. Below are two 

tables providing the colophon information for the akam and [Ju[am poems cited in chapter 

2. The sample of akam poems were selected from three anthologies: Ku[untokai, 

AinkuTuniiTu and Kalittokai. The colophons for these poems provide akam characters' 

identities for the speakers and addressees of the poems. They also identify the akam 

occasion on which each poem was uttered. The KUTuntokai colophons also provides the 

name of the poet of each poem. The names of the poets and the general situation of the 

poems taken from AinkuTlIl1l1[1l and Kalittokai are known from their position in their 

respective anthologies.! 

I The colophons of KU[llntokai provide the identity the speaker, the occasion on 
which the poem was uttered (which sometimes includes the identity of the addressee), and 
the name of the poet. The organizational pattern of AiilkliTunuru and Kalittokai provides 
the identity of the poet, and indicates in which of the five basic akam situations the poem 
should be placed. One poet is considered to be responsible for all the poems composed 
under one of the five situations. The colophons indicate the occasion on which the poem 
was uttered. M. Shanmugam Pillai and David Ludden, trans., KliTuntokai: An Anthology 
(~rClassicai Lovc Poctry (Madurai: Koodal Publishers, 1976), xiii; John Ralston Marr, The 
Eif?ht Anth%f?ies: A Study in Early Tamil Literature (Madras: Institute of Asian Studies, 
1985).338-9,348-9,357-60,363-4; K. V. Zvelebil. Tamil Literature. vol. lOin A 
History of Indian Literature (Wiesbaden: Otto Harrassowitz, 1974), 12-3,47-8. 
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Poem Occasion Poet 
Kllrllntokai "what her friend (said to him, refusing Kapilar 
422 politely, when he said he wanted more and 

more meetings with her at night)" 

2 Kllnmtoklli "What she said (to her friend, who showed ParaI:lar 
3~ signs of grief during the pre-marital 

separation" 

3 Ku rll 11 to kll i "What she said (to her heart, to be heard by Mamiilanar 
114 herfriend when he was gone)" 

4 Aitikunmilru "What the heroine said thinking about Iher\ Kapilar 
295 heart which had gone with Ithe hero who\ (kllTiiki) 

when he had obtained permission to marry, 
left and was prolonged"5 

5 AilikllTlIniiTll "what the hero said to himself with a joyful Kapilar 
299 heart when he saw the heroine who had (kUTiiici) 

experienced first union amongst her 
friends"6 

6 Kalittokai 94 "a dialogue between the hunchback and the MarutalJiJana 
dwarf who are slaves because of the kanar 
statement "Learned men say that (marufam) 
pu~wrtafl union J, pirital [separtationJ etc., 
are not avoided among slaves and servants, 
but they are outside the range of the five 
tiQais mentioncd, i.c. they helong to 
kllikkijai and peruntit:wi"'.7 

:2 Shanmugam Pillai and Ludden, trans., KllTlllltokai, 116. Ramanujan provides: 
"What her friend said to Him": A. K. Ramanujan, The Interior Landscape: Love Poem.\ 
jrpm a Classical Tamil Anthology (Bloomington: Indiana University Press, 1967),39. 

3 Shanmugam Pillai and Ludden, trans., KllTlIntokai, 1976: 141. 
-l- Shanmugam Pillai and Ludden, trans., Klltllntokai, 416. 
:; Translation mine, from Po. Yc. ComacuntaralJar, AiJikllTllniirli (Tirunelvcli: 

TCIJl]intiya Caivacittanta Niirpatippuk Kalakam Limi~e\, 1972),403. 
(, Translation mine, from C()macuntaral]ar, Aitiklltllniitll, 410. 
7 The colophon is translated from Po. Yc. Comacuntaral]ar, Kalittokai (Tirunclvcli: 

TCl]l]intiya CaivaciWinta Niirpatippuk Kalakam Limi~ct, 1975), 114. The quoted statement 
is siitra 24 of Tolkiippiyam POrzl! Atikiiram as numbered in P.S. Subrahmanya Sastri, 
trans. and comm., Tolkiippiyam: The Earliest Extant Tamil Grammar Text in Tamil, and 
Roman Scripts with a Critical Commentary in English: Tolkiipp(yam Poru! Atikiiram-



153 

The colophon for KU[lllztokai 42 indicates that the poem was addressed by the heroine's 

friend to the hero when he requested her to arrange meetings between him and the heroine. 

This clue places the poem in the fourth of the four premarital stages in the development of 

the love relationship. The colophon of Ku[untokai 36 indicates that the heroine is speaking 

to her friend, expressing her grief at the hero's absence. That places this poem in the 

fourth stage also because it assumes that the heroine has had union with the hero, the friend 

knows about it and the hero has left. According to the colophon, Kll[Untokai 11 is spoken 

by the heroine to her heart, to be overheard by her friend. This poem could be set at the 

same stage in the sequence as Ku[untokai 36. 

The two poems from Aifzku[unu[u are about lovers' union as these are included in 

the kurii'ici group of the anthology. The colophon of Aifzkll[UnU[U 295 indicates that the 

speaker of the poem is the heroine, but it does not provide an identity for the addressee. 

The colophon sets this poem at the very end of the premarital stage or at the beginning of 

the marital stage because the hero has obtained permission to marry and has gone, possibly 

to collect wealth for the wedding. The colophon indicates that Aifzku[unii[ll 299 is spoken 

by the hero to himself. It sets the poem very early in the relationship as it mentions the first 

union with the heroine. 

The placement of Kalittokai 94 in the anthology indicates that it is a dialogue 

between a hunchback and a dwarf. The colophon confirms the identity of the speaker and 

addressee implied in the poem. It does not, however, indicate an occasion for the utterance 

of the poem. The colophon justifies the hunchback and dwarf as being characters in a 

poem because they are slaves and can be involved in a love relationship. Kalittokai 94 is 

Tamil Poetics (Madras: The Kuppuswami Sastri Research Institute, 1949). The translation 
of the sittra is Subrahmanya Sastri's, p. 21. 
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not, however, considered to be a proper akam poem because slaves cannot be involved in a 

love relationship in the refined way of the hero and heroine of akam proper.g 

The puram poems provided in chapter 2 were selected from PU[anlll}iITU. Each of 

the PUTaniit)zITIl poems is accompanied by a colophon which, when it is complete, 

identifies the situation (ti~wi), the theme (furai), the hero and the poetY Some colophons 

provide additional information such as the occasion on which the poem was sungY> 

The colophons which situate poems in the pUTam narrative world, therefore, 

provide slightly different information than do the akam colophons. Rather than providing 

the occasion on which the poem is uttered, the pUTam colophons provide the theme of the 

poem and the identity of the hero if it is known. They also suggest an identity for the 

speaker, but they only suggest an identity for the addressee if he is the hero of the poem. 

The formula in the colophon for identifying the hero and the poet is: "he or she sang about 

him" (avat)ai avaf piitiyatu).11 The poet's or the hero's name will be used in the formula if 

the poet and hero were not the author and subject of the previous poem in the anthology. 

This formula for identifying the poet and the hero strongly suggests that the poet is usually 

identified as the speaker of the poem. This technique situates the poem as an event in the 

lives of two specific persons: the poet and the hero. In this way the previously known 

biography provides the sequence of events in which to understand pUTam poems. 

# Poem Tinai Turdi Hero of Poet 
(SItuation) (Theme) Poem 

Puraniiniiru piitiif} (rat)moji Atiyamal} Auvaiyar - --92 Nclumal} 
Anci 

g See chapter 3 regarding why the hero and heroine, but not slaves and servants, 
are suitable characters for the five akam situations. 

9 Marr, The Eight Anthologies, 73-74. 
\0 See for example the colophon accompanying PUTanlif)uTU 1 13 and 215. 
II This is a portion of the colophon from PUTaniit)llTli 92. 
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2 Pllraniiniiru tumpai tiinaimaram Atiyamal} Auvaiyar - -
87 Nc~umal} 

Anci 
3 Puraniiniiru piitii~l paririlkatii Atiyamal} Auvaiyar 

101 -- nilai Nqumal} 
Afici 

4 Puraniiniiru \'iikai mutinmllllai POl}mutiyar 
312 --

5 Puraniimirll piitii~ viiltlu or Ay12 Uraiyur 
128 -- iyal}moji El)icccri 

Mu\am()ciyar 

According to the colophons, PU[aI1l11}11[U 92, 87, and 101 are poems by Auvaiyar 

about Atiyamal} Nc\umal} Afici. Pll[aniiI}Ll[U 92 and 101 have the same situation of piitii~ 

(praise) but different themes. The theme given for PU[aniitlLl[1l 92 is i.yal}moji. The 

PUTapporu!ve~piimiilai offers two interpretations for this theme: it is a request that the 

donor give to the supplicant like generous people give: or it is praise of the king.r~ 

Tolkiippiyam Poru! Atikiiram 86 lists the theme iyal}moJiviijttu and says it involves praising 

the king with reference to his ancestors. In this poem, it seems that Auvaiyar is praising 

Atiyamal} Nc\umal} Anci's lineage. The theme for Puraniil}llTU 101 is, on the other hand, 

paririlkatiinilai. Neither Tolkiippiyam POnt! Atikiiram nor the Pu[apporu!l'e~piimiilai lists 

this theme. The Tamil Lexicon explains it as: "Ithe tJheme of soliciting bounty from a 

patron who delays favour."I-1- In this poem, Auvaiyar is addressing her heart and indirectly 

requesting benefits from Atiyamal} Nc\umal} Afici. 

The theme of Pu[aniitlLlTli 87 is tiil}aima[am in the situation of tumpai (open 

battle). PUTapporu!l'e~piimiilai provides three possible interpretations for this theme. The 

most appropriate one is that it is about expressing compassion for the enemies who have to 

12 I am following the colophon which says: "Ayai uraiyur cQicccri mutam{)ciyar 
patiyatu" (PuTaniiI}IITu, p. 245); and Marr (The Eight Anthologies, 80), in taking Ay to be 
the name of the hero rather than the name of the place. 

13 PUTapporu!l'e~lpiimiilai 9:6, 7. 
1-1- Tamil Lexicon (Madras: University of Madras, 1982) cites this poem as the 

reference. 
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meet the stronger army in battle. IS PllTliniit1iitll 87 is Auvaiyar's warning to enemies 

about the capabilities of A.tiyamfu} Nc~umalJ Afici. 

The colophon of PuraniilJll[u 312 identifies the poet as POlJmutiyar.\C' The 

colophon does not use the usual formula of saying the poet sings about someone. It just 

provides the poet's name and therefore does not suggest as strongly as is usually done that 

the poet is the speaker. The colophon does not indicate who either the addressee or the 

hero of the poem are. The theme, mutilJmullai in the situation of viikai ("ideals of 

achievement, victory") 17 is, according to the Purapporu!veIJpamiillii. about the heroic 

quality of women of a particular tribe, the Marakku~i.IR Therefore, POlJmu\iyar's poem is 

about the heroic quality of the Marakku\i women. 

The colophon for PUraniilJUrli 128 indicates that the poem is by Uraiyiir El)icccri 

Mu\am()ciyar about the hero Ay. The theme is ,'iijttu or iyalJmoji, as was the case for 

PUraniitlllTll 92, the most appropriate interpretation of this theme is praising the nature of 

the king. PUTantlIJzlTU 128 is therefore Uraiyiir El)icccri Mu\am()ciyar's praise of Ay's 

nature. 

The interpretive strategies exhibited in the classical poems are the same as those 

evident in the interpretations of "Tiruvcmpavai" and "TiruppaHiyelucci" presented above. 

As we saw in Part I, chapter 2, not one of the speakers of either an akam or a pllTam poem 

cited had a specific identity. At most, the poems conveyed the gender or role of the 

15 Putapporu!\,clJpiimii!ai 9.5. The other two versions are: describing the warrior 
who because of his ability fights without perishing and this averts disaster; and describing 
the strength of the king who causes battle. Purapporu!vcIJpiimii!ai 9:3 and 4. 

((, Ramanujan does not include POl}IT1u\iyiir among his list of women poets: Poems 
(if Love and War, 323. N. Subramanian identifies the poet as a woman in The Pre
Pallavan Tami/lndex (Index ofhistorical material in Pre-Palla van Tamil Literature), 
Madras University Historical Series No. 23 (Madras: University of Madras, 1966),618. 

I7 Ramanujan, Poems (~f Love and War, 252. 
IR PUTapporu!w!IJpamiilai 8.21. 
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speaker. The akam colophons of the interpreters supply the speaker with an identity from 

the akam narrative world. The colophons of the interpreters also provide identities for the 

addressees with the one exception of Ainkurllllil[ll 295. Each colophon also identifies the 

occasion on which the poem was uttered, using the list of akam situations, and thereby 

makes the utterance of the poem an event in the akam narrative world. The poet's name is 

given for each poem, but the poet is not equated with the speaker of the poems. Therefore, 

we can say that akam poems are situated in the akam narrative world by identifying 

characters of the poems as akam characters, and by indicating that the occasion on which 

the poem was uttered is an akam event. 

The colophons of the interpreters of the puram poems situate each poem in the 

pu[am world by identifying the themes of the poems as putam themes, and by situating the 

poems in particular biographical worlds. All five poems are given themes from the pu[am 

repertoire which indicate the type of puram event the utterance of the poem involves 

(praise, requesting benefits, giving advice). The colophons strongly suggest who the 

speaker is in four of the five poems, and less strongly in the fifth (Putanal]Cltu 312). The 

colophons identify the hero in the same four, and in three of these the hero is identified in 

the poem itself. I ') In sum, four of the poems are situated in the lives of two historical 

individuals, the poet and the hero. Pu[anat21'itu 312 alone is situated in one biography, the 

poet's. 

The interpreters of "Tiruvcmpavai" and "TiruppaUiyclucci" in the preceeding 

chapters follow the same strategies evident in the classical colophons. "Tiruvcmpavai" and 

"TiruppaHiyclucci" were situated in the akam world by identifying the speakers of the two 

poems as akam characters and by identifying the occasion of the utterance of the poem as 

19 The hero has no specific identity in either Puranal}u!'u '8:7 or 312. 
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an akam event. "TiruppaWyclucci" was situated in the puram narrative world by casting 

the speaker of the poems as a puram bard, and as a particular person, the poet 

Mal)ikkavacakar, and also by identifying the event of the poem as a puram event. 

"Tiruvcmpavai" and "TiruppaHiyelucci" were situated in the Saiva Siddhanta narrative 

world by the two interpreters by assigning the speakers roles from the Saiva Siddhanta 

narrative world, and by identifying the event or theme of the poem (in Kali Tal)tavarayar's 

interpretation of "TiruppaHiyelucci") to be an event or theme in that narrative world. 

"Tiruvempavai" was situated in Miil)ikkavacakar's biographical narrative world by 

assigning Mal)ikkavacakar the role of the speaker, and by identifying the utterance of the 

poem to be a particular event in Mal)ikkavacakar's life. Finally, "Tiruvcmpavai" and 

"TiruppaHiyelucci" were situated in the first person biographical world by assuming that 

anyone could be the speaker of the poem, and by suggesting what type of event the 

utterance of the poem could be, when situated in one's own life. 

The Use of Narrative Worlds 

The classical poems, like "Tiruvcmpavai" and "TiruppaHiyelucci", can be situated 

differently by different interpreters within the same narrative frame, and they can be 

situated in more than one narrative frame at the same time. Interpreters of classical poems 

sometimes disagree about where in a particular frame a poem should be placed. 

Shanmugan Pillai and Ludden make the following statement concerning the akam 

collection, Kurllntokai: 

Each poem is a dramatic monologue spoken by one of the characters at one narrative 
moment, although ambiguities in composition and interpretation of the poems 
sometimes renders it the case that one of several characters might be speaking in the 
poems, at one of several possible narrative moments. For example, many of the poems 
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attributed to "her friend" by the writers of the colophons might have been spoken by the 
female lover herself and vice versa.20 

Parthasarathi makes a similar statement regarding the puram collection, Puraniil)ii[u: 

it is also seen that the specifications of colophons often do not fit (or only loosely fit) 
the content of the poems and that a verse is, on many occasions, assignable to more 
than one turai [theme].21 

According to Parthasarathi, it is also the case that some poems identified as puram poems 

could be identified with several different puram events. 

We recall that NavanIta Kiru~Qa Paratiyar and Vanmikanathan situated 

"Tiruvcmpavai" and "TiruppaHiyclucci" as different events, even though both were within 

the akam narrati ve frame. Likewise, the author of "Tiruvempavaik Karuttu", and Kali 

TaQtavarayar situated "Tiruvcmpavai" at different points in the Saiva Siddhanta narrative 

world, and supplied different identities from that world for the speakers of the poems. 

A second pattern of frame usage in the interpretations above involved more than one 

narrative frame to interpret the poem. Interpretations of classical poems are generally 

understood within one frame or the other, but even there an interpretation occasionally 

utilizes both the puram and akam frames at once. Shanmugan Pillai and Ludden provide a 

modem example. They made the following comments after their translation of Kutuntokai 

147: 

Those separated from their lovers do not scold dreams for waking them with visions of 
their lovers; even though it is usually unpleasant to be wakened from sleep. The poet 
himself is a king; perhaps he had a dream of his wife when he was on a campaign of 
war.22 

20 Shanmugam Pillai and Ludden, trans., Kuruntokai, 22. 
21 J. Parthasarathi, "Pu[am Poetry" in Encyclopaedia (if Tamil Literature, vol. 1 

(Madras: Institute of Asian Studies, 1990), 166. 
22 Shanmugam Pillai and Ludden, trans., Kuruntokai, 409. They say in the 

introduction that these comments are their own, pp. xiii-iv. NavanlLa Kiru~Qa Paratiyar 
refers to this poem when justifying his interpretation of "TiruppaHiyclucci". See chapter 3. 
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In the above comments, Shanmugan Pillai and Ludden employ both the akam and pllram 

frames of interpretation. Their translation of the colophon for this poem identifies the 

speaker as the hero, and the situation to be "separation from his lover after a dream". The 

event itself is an akam event, but that akam event is then situated as a pu[am event by 

suggesting that the king is at war, and more importantly, by making the utterance an event 

in the life of the poet, K()Ppcrufic()lal}. With this interpretive move the poet is now 

speaking in his own voice, so the "impersonal" akam poem is now a "personal" pllram 

poem. 

Some of the interpreters discussed in earlier chapters above combined narrati ve 

frames when interpreting "Tiruvcmpavai" and "TiruppaHiyclucci". Vanmikanathan, for 

instance, employs both the akam frame and the poet's biography to interpret the poems. 

The collection of poems that Vanmikanathan interpreted within the akam frame were a 

group of poems that in turn were seen as part of a particular stage of Mal)ikkavacakar's 

spiritual development. eiva Arul)akiri Mutaliyar's dominant frame of interpretation is the 

first person biography, however his explanation of the benefits of singing "Tiruvcmpavai" 

and "TiruppaHiyclucci" were expressed in Saiva Siddhanta terminology. He therefore 

utilises both the first person biography and the Saiva Siddbanta narrative frames in 

explaining the poems. Navaratnam invokes the akam frame for poems 9, 15 and 19 within 

an interpretation of "Tiruvcmpavai" where the dominant frame is the poet's biography P 

Disagreements among interpreters of "Tiruvempavai" and "TiruppaHiyclucci" 

regarding in which narrative world a poem should be placed has a counterpart in the 

classical context. The classification of poems into the narrative worlds of akam and puram 

23 Ratna Navaratnam, A Nev.' Approach to Tirul'amgam (Annamalainagar: 
Annama1ai University, 1971),190-3. 
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is sometimes difficult because even the fundamental criteria for deciding whether a poem is 

akam or pUTam varies. John Samuel, for instance describes it as follows: 

The classification of Caflkam poetry into akam and pUTam is clearly made on the basis 
of the thematic content rather than another criteria. The former deals with romantic 
sentiments of love and associated situations; the latter is concerned with the heroic 
sentiments and matters not based on the subjectivism of love.2-1 

Parthasarathi, on the other hand, writes: 

The line of demarcation between pUTam and akam verses is stated to be the avoidance 
of specific personal names of the heroes in the latter, mentioning only generic 
appellations; this contrasts with the use of such names allowed in the former 
(Tolkappiyam, Pont!. Akatti~latti1Jaiyiyal -54) .... There is, however, freedom in the 
akam verse-division for using personal names as part of the descriptive equipment of 
the landscape (karupporu!). As a result of this position, the exposition of many 
thematic details of pUTam (like battles, town and city life, etc.) gets included as 
allusions in the backgrounds depicted by the akam verses. Long poems with the akam 
content of love situations (e.g. Netunalvata in Pattuppattu) are classified on 
theoretical grounds under pllTam if they happen to slip in a personal name or an 
indication thereof. 

On the other hand, long poems predominantly dealing with pUTam detail but strung 
on the frame-work of a love-situation as the speech of a character in the love drama 
(like IJattioappalai in Pattuppattu) get classified under akam verse-division. 25 

Ramanujan provides another example: when a woman is thought to speak in her own voice 

about love, the poem is classified as a putam poem.2(, In this case the topic is love and 

based on Samuel's criteria, we might expect it to be understood according to akam 

2-1 John SamueL "Akappatal" in Encyclopaedia a/Tamil Literature, vol. 2 (Madras: 
Institute of Asian Studies, 1992),40. 

25 Parthasarathi, "Puram Poetry," 163. 
2(, Ramanujan, Poems {~f Love and War, 257. He refers to Pu[anii1ju[u 84. 

Interestingly enough, Ramanujan provides other examples of poems understood to be 
spoken by the heroine, composed by women poets. These, however, remain classified as 
akam poems. See for example Ku[untokai 68 (p. 21), 118 (p. 71),202 (p. 91), and 325 
(p.49). Subbiah cites three examples of poems which in terms of content are love poems, 
but because the name of the hero is mentioned in the colophon, the poems are classified as 
pUTam poems. These poems are PUtan{llJutU 84, cited by Ramanujan, and Putanii1jutu 
83 and 85. G. Subbiah, "Patterns in Religious Thought in Early South India: A Study of 
Classical Tamil Texts" (Ph.D. diss., McMaster University, 1988), 194 n. 215. 
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conventions, but, the sentiment is attributed to a specific person, and the interpretive 

strategy becomes pu[am. 

Interpreters of "Tiruvcmpavai" and "TiruppaHiyc!ucci" also disagree over how the 

two poems should be understood. Vanmikanathan dismisses "Tiruvcmpavaik Karuttu" 

because he cannot see what "Tiruvempavai" has to do with creation. In Vanmikanathan's 

understanding, the poem makes sense as understood within the Tamil path of love (i.e. the 

akam narrative world).27 Navaratnam on the other hand dismisses "Tiruvcmpavaik 

Karuttu" because "much of the special charm of this group of spontaneous poetry gets lost 

under the weight of this philosophical approach". In her mind the true meaning of the 

poems is to be found in the poet's expressions of his spiritual experience, and therefore 

they must be understood within the poet's biography.28 Both of these interpreters reject 

the Sa iva Siddhiinta narrative frame. 

On the other hand, according to Arul)aivativel Mutaliyar, the Saiva Siddhiinta 

narrative world is the correct context in which to understand "Tiruvempavai". He rejects 

any interpretation which construes the devotee as the beloved and God as the lover. That 

is, he rejects any interpretations within the akam narrative world such as those of Navanita 

Kiru~Qa Paratiyar's and Vanmikanathan's. His primary reason is that such interpretations 

are inconsistent with the Saiva perspective which he believes does not (like the Vai~Qavas) 

hold that the soul is embodied in the state of salvation. Since ''Tiruvempavai'' is a Saiva 

poem, he argues that it should be understood within the Saiva Siddhiinta narrative frame.29 

27 G. Vanmikanathan, Pathway to God through the Thiruvaachakam: An Original 
Interpretation and Complete Translation, 2nd ed. (Thiruppanandal: Thiruppanandal Kasi 
Mutt, 1980),213-4. 

28 Navaratnam, New Approach to Tiruvacagam, 194. 
29 Specifically, according to Arul)aivalivcl Mutaliyar, Vai~l)avas understand the 

soul to have a divine body in the state of salvation (mutti) with which such a pleasure could 
be experienced. The Saivas do not accept any embodied state as a state of release (mutti), 
and maintain that gender distinctions belong to the body alone. Secondly, the female 
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Interpretations of classical poems and of the devotional poems, "Tiruvcmpavai" and 

"TiruppaHiyclucci", thus both utilize the same basic strategy. They interpret a poem within 

a narrative frame by assigning identity to the characters of the poems, particularly the 

speaker, and by situating the utterance of the poem as an event in that particular narrative 

frame. Within the basic strategy there is considerable interpretive freedom. There are a 

number of narrative frames from which an interpreter may choose. An interpreter may 

situate a poem at more than one place in a particular narrative sequence. An interpreter may 

choose to use more than one frame to interpret a single poem. There is sometimes 

disagreement among interpreters, however, regarding where in a particular narrative frame 

a poem should be situated, or which narrative worlds are legitimate frames of interpretation 

for particular poems. 

Coherence and Textual Ambiguity 

Another feature which the interpretations in the preceeding chapters share with the classical 

poetry is the presupposition that the coherency of the meaning of the poem is determined in 

part by the narrative background against which the poem is understood. This 

presupposition is seen in the articulation of akam poetics and is manifest in interpretations 

of akam poems. The theoretical texts which discuss akam poetics formulate a pattern of 

signs and things signified, which constitute the components of the akam narrative world. 

The signs are the elements of the poetic geography, which consists of the regions, the 

Vai~Qava saint, AQtaJ, sang "Tiruppavai", and is understood by tradition to have married 
God and to have obtained release. The Saiva female poet saint, Karaikkalammaiyar 
referred to God as "Appa" and does not ask for God to be a husband. Thirdly, the Saivas 
accept four paths as a means for obtaining release: servant-master, son-father, friend
friend. and student-teacher; but they do not accept the beloved-lover path. AruQaivativcl 
Mutaliyar, Mii~likkal'iicaka Curiimika! Tiruviicakam TirukkiJvaiyiir Akiya F,ttiin Tirumurai 
/ KurippuraiYlltalJ1 (Tarumapuram: Tarumapuram AUl}am, 1966),264-6. 
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seasons, and the times of day (mutanJoruf), and the animate and inanimate elements which 

inhabit those regions (karupporll/). The things signified are the human moods associated 

with love (uripporuf). According to akam poetics, a poet wanting to create an akam poem 

should express a thought about one of the moods by using the elements of the poetic 

geography which function as signs for that mood.3o Understanding a poem in the akam 

frame, then, depends upon knowing the pattern of conventions which give each sign its 

significance, and upon recognizing the different elements of the poem as signs in a pattern. 

Ramanujan's explanation of KllTlIntokai 3 provides an example of how an akam 

poem is understood in the akam frame: 

What She said 

Bigger than earth, certainly, 
higher than the sky. 
more unfathomable than the waters 
is this love for this man 

of the mountain slopes 
where bees make rich honey 
from the flowers of the kurifici 
that has such black stalks. 

TcvakulaWir 
KUTUlltokai 3 

The kurillci flower and the mountain scene clearly mark this as a kurifici poem 
about lovers' union. The union is not described or talked about; it is enacted by the 
"inset" scene of the bees making honey from the flowers of the kUTifici. The lover is 
not only the lord of the mountain; he is like the mountain he owns. Describing the 
scene describes his passion. The kUTifici. being a plant that takes about twelve years to 
come to flower, carries a suggestion assimilating the tree to the young tropical heroine 
who speaks the poem.31 

30 I am using Ramanujan's language of signifiers and signifieds used in the 
discussion of akam poetics. Ramanujan, Poems (~lLove and War, 236-41. 

31 Ramanujan, Poems of Love and War, 244. Shanmugan Pillai and Ludden 
translate the colophon for KUTuntokai 3 as follows: "What she said (to her friend who had 
talked ill of him when he could overhear, so he would hurry to marry)". Shanmugam Pillai 
and Ludden, trans., KUTulltokai, 92. 
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Ramanujan situates the poem in the akam world by focusing on the kutiiki flower and the 

mountain which identify the poem as being about lovers' union. He then proceeds to 

correlate other elements of the poem to the situation of lovers' union: the activity of the 

bees to sexual union, the mountain to the hero, the kuriiki stalk to the heroine. He ignores 

other elements, the waters or the sky, when situating the poem and assumes that they do 

not functions as signs in the akam narrative world.32 

In akam poetics, there is an assumption that the akam poem has an inherent 

ambiguity. This allows the interpreter to correlate the remaining elements of the poem once 

it has been situated initially in the akam narrative world. This inherent ambiguity is 

referred to in akam poetics as u!!utai uvamam, which is comparison between elements in 

the poem for which there are no explicit markers indicating what elements are being 

compared. This means that the interpreter must identify the comparison and work out the 

correspondences, and this is done against the akam pattern of signification. 

Both Cutler and Ramanujan identify the bees making honey from the ku[iiici 

flowers with the sexual activity of lovers, in Ku[untokai 3, as an example of u!!u[ai 

llvamam.-~-~ The sexual activity of the lovers is not stated in the poem but rather is deduced 

and worked out from the elements of the poem, within the akam pattern of signification. 

Cutler's explanation of this comparison illustrates this process quite clearly: 

Ku[untokai 3 contains several clues that it is a poem of ku[il1ci til:wi and one dead 
giveaway is the reference to the ku[iiki flower. In this poem the image of bees making 
honey from the klt[iiici flower is implicitly compared with the hero and the heroine of 

3~ Ramanujan brings the waters and the sky into the interpretation when talking 
about the movement of the poem from the cosmic to the specific: Ramanujan, Poem.\ of 
Love and War, 244-45. 

33 Ramanujan, Poem.\ (~f Love and War, 244; Cutler, Songs of Experience, 84. 
Discussions of u!!urai uvamam are found in Ramanujan, Poems of Love and War, 244-8; 
George L. Hart III, The Poem.\ of Ancient Tamil: Their Milieu and Their Sanskrit 
Counterparts (Berkeley: University of California Press, 1975), chapter 7. 
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the narrative and their union in love: the hero is likened to the bees, the heroine to the 
kUTifici flowe,r, and honey to their love for each other.3-l 

Several points must be emphasised regarding the interpretation of KllTlintokai 3 

according to akam conventions. Firstly, the poem is situated in the akam narrative world 

as a poem about lovers' union by focusing on certain elements in the poem which are 

understood to be signs in the akam poetic conventions. Secondly, other correspondences 

are worked out either between elements in the poem or between elements of the poem and 

the narrative frame which are consistent with the basic situation of lovers' union. Thirdly, 

the concept of implied comparison provides flexibility in the poem itself for working out 

the points of comparison. This means that there is room for determining how elements of a 

poem will be related to each other, and to the situation of the narrative frame. The 

coherency of the meaning of the poem depends on the poem being situated within the akam 

narrative world in a way which is consistent with the general patterns of signification of 

that world, and on the use of u!!uTai llvamam which allows flexibility for patterning the 

correspondences of elements of the poem. 

The suggestion here is that the presuppositions of coherency and ambiguity evident 

in akam poetics are also at work in the interpretations one finds of the devotional poetry of 

"Tiruvcmpavai" and "TiruppaHiyclucci". The interpretations studied above use the strategy 

of situating a poem in the narrative world by corresponding an element or elements of the 

poem to a situation of that world. Utilising this strategy presupposes that the coherency of 

the meaning of the poem lies to some extent in the pattern of signification of the narrative 

world chosen by the interpreters. 

3-l Cutler, Song.\ of Experience, 84. He goes on to say: "This network of 
associations was well known to the audience of akam poetry, and the ability to discern this 
and other similarly implied meanings in the poems' imagery was an essential part of this 
audience's literary competence." See also pp. 82-3 regarding the importance of 
understanding the narrative frame in order to "successfully" interpret an akam poem. 
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In the akam interpretations of "Tiruvcmpavai". we see that Navanita Kiru~T:la 

Paratiyarfocuses on the MiirkaJi bathing ritual in order to situate the poem, while 

Vanmikanathan gives priority to the state of the girl in poem 1. According to Navanita 

Kiru~Qa Paratiyar, the MiirkaJi bathing ritual indicates the stage of the relationship: the 

heroine had a relationship with the hero; it has been discovered by her friends; and now 

they are eager that she should marry the hero. For Vanmikanathan, the state of the girl in 

poem 1 is the state of the heroine when her friends come to call her to participate in the 

bathing ritual. a state in which she was consumed by love for the hero. 

In situating the poems in the Saiva Siddhanta narrative world, "Tiruvcmpavaik 

Karuttu" emphasises Miirkali in the calendar year, and the awakening activity of the first 

eight poems. Miirkali is the time during which the universe is recreated. The awakening 

activity represents an early stage in the recreation in which the ("Qttis activate one another. 

Ka!i TaQ!avarayar also seems to focus on the awakening activity in the first poems, 

but he interprets it as an awakening of the soul to ilatwm. He emphasises the bathing 

activity when situating the final ten poems of "Tiruvcmpavai", which he takes to be the 

bathing of the soul in the bliss of nw)am. 

In situating "Tiruvcmpavai" in the poet's biography, Navaratnam emphasises three 

elements of the poem: the references to Siva being in the town of TiruvaQQamalai, the state 

of the girl in poem 1, and the awakening and summoning activity. The reference to Siva of 

TiruvaQQamalai indicates where the poet composed "Tiruvcmpavai", and this geographical 

reference enables Navaratnam to determine at what stage in the poet's life the poem was 

composed. The state of the girl in verse 1 indicates MaQikkavacakar's depressed mood at 

this stage in his life, and the awakening activity corresponds to MaQikkavacakar's efforts to 

lift himself out of this state. 
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In situating "Tiruvempavai" in the first person biography, Civa AruQakiri 

Mutaliyar's perspective emphasises the act of reciting rather than the elements of the poem 

itself. CuppiramaQiya PiHai similarly emphasises the act of singing, as well as the fact that 

the singing is done in Miirkali month in particular. According to CuppiramaQiya PiHai, 

MiirkaJi is a good time of year for the individual to gain in physical, mental and spiritual 

well-being. Cokkaliilkam Cctliyar focuses on the act of singing the poem, but emphasises 

the request for rain as well. All three agree that the significance of the act of recitation is 

that the reciter will receive benefits. 

The tendency to focus on an aspect of a poem in order to situate it in a narrative 

world is also seen in the interpretations of "TiruppalJjyelucci". NavanIta Kiru~Qa Paratiyar 

emphasises the awakening activity, as well as references in poem I in order to situate 

"TiruppaUiyclucci" as the act of the wife (the heroine) and her attendents awakening her 

husband (the hero). Vanmikanathan also focuses on the awakening activity, but relies on 

its position between other collections which he also has situated in the akam world, to place 

it specifically as the heroine's request for sexual fulfillment. AruQacalam focuses on the 

awakening activity as a fJuram theme and the request regarding service in poem 7 in order 

to place "Tiruppa}liyclucci" as the event of MaQikkavacakar going to Siva, awakening him, 

and requesting what service he should perform. Kali TaQ~avarayar situates 

"TiruppaUiyclucci" in the Saiva Siddhanta narrative world also by reference to the 

awakening activity and takes the awakening to correspond to the experience of fiii1]am. 

"TiruppaUiyelucci" was situated in the first person biography in various ways. In 

one interpretation, when situating it as one's own act of awakening God and proceeding 

with the day's work, the emphasis was on the awakening activity and the request in poem 7 

to know what service should be done. Another interpretation, understanding the poem as 

one's own request for enlightenment, correlated the awakening activity expressed in the 
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refrain with the arising of Siva as enlightening knowedge in the soul. Civa ArUl)akiri 

Mutaliyar emphasises the act of reciting "TiruppaHiyclucci", but also seems to focus on the 

references to dawn as the removal of spiritual darkness. 

The interpreters of "Tiruvempavai" and "Tiruppa1}iyclucci", like the interpreters of 

the akam poems, situate the poems in the narrative world by emphasising one or two 

aspects of the poems. The interpreters of "Tiruvcmpavai" and "TiruppaHiyclucci", again 

like the akam interpreters, assume an ambiguity regarding how the parts of the poem relate 

to each other, and to the narrative world in which the poem is to be situated. The primary 

point of reference, for removing the ambiguity between parts of the poem, is the event in 

the narrative world to which the event of the poem is correlated. The interpreters' treatment 

of the relationship between the poems of "Tiruvempavai" and "TiruppalJiyclucci" illustrate 

this point. Whether or not interpreters understand the poems of "Tiruvcmpavai" and 

"TiruppaHiyclucci" to represent a sequence, or a collection of poems. depends in part upon 

what event the poem is thought to represent in the narrative world to which it corresponds. 

For Navanlta Kiru~l)a Paratiyar, Vanmikanathan and Navaratnam the poems of 

"Tiruvcmpavai" represent a sequence of events in the order in which they are traditionally 

received. This is consistent with their respective interpretations in which there is some 

sequence of activity. For all three interpreters, "Tiruvempavai" most basically represents 

girls awakening each other and going to bathe, and so they retain the sequence of the 

poems. However the goal of this sequence of activity differs from interpreter to interpreter. 

In NavanIta Kiru~l)a Paratiyar's interpretation the activity is encouraging the heroine to 

participate in the Miirkali bathing ritual so that her chastity can be preserved and they can 

get good husbands. In Vanmikanathan's interpretation, the sequence of activity represents 

the friends' progressive but still incomplete realization of the heroine's state. In 



Navaratnam's interpretation the activity represents MaQikkavacakar's ongoing efforts to 

improve his mood. 
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Similarly, in the "Tiruvcmpavaik Karuttu" interpretation presented here, the first 

eight poems represent a sequence of events correlated to the creation activity. After these 

eight poems the creative activity is completed. Poems 9 and 10 and the remaining poems in 

other versions of this interpretation are taken as a collection of poems. 

Kali TaQtavarayar seems to take the first ten poems of "Tiruvcmpavai" as a 

sequence, but not neccessarily in the received order, and he seems to see the last ten as a 

collection of poems not necessarily in a sequence. The sequence of activity in the first ten 

poems represent the progressive purification of the soul, and the remaining ten are 

collections of poems about the experience of the bliss of enlightenment. 

"TiruppaHiyelucci" is interpreted as both a sequence and as a collection of events. 

Navantta Kiru~Qa Paratiyar interprets "Tiruppal}iyclucci" as a sequence of events but not in 

the received order. The poem as a whole is thought to convey the progressive frustration 

of the heroine and her companions with the hero, so Navantta Kiru~1)a Paratiyar reorders 

the poems so that the sequence reflects this progressive development. Vanmikanathan 

takes the poems of "TiruppaHiyc!ucci" as a collection of poems portraying the same event. 

The poem is a request for marital consumation. All the poems seem to be taken together as 

a single expression of this request. Ka!i Ta1)tavarayar seems to take the poems as a 

collection on the same theme (enlightenment) but constituting different events. Some 

poems are taken as expressions of the soul or the soul's catti while in the experience of 

enlightenment, while another poem is taken as a request to be given the enlightenment 

expenence. 

The various interpretations of poem 9 of "Tiruvcmpavai" also provide an example 

of the process by which the interpreters work out other correspondences once the poem has 
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been situated in a narrative frame. Poem 9 contains four lines in which the speakers 

promise to serve the devotees of the addressee who will become the speakers' husbands. 

Both NavanIta Kiru~I)a Paratiyar and Vanmikanathan agree that the companions of the 

heroine speak all four lines as part of a request that God's devotees become their husbands. 

The fact that the heroine does not speak in this poem is crucial for their interpretation, 

because the girl inside the house is already in a love relation with God, the hero, so she 

definitely could not ask God for one of his devotees as her husband. In the akam frame, 

the heroine is always faithful to the hero, whether or not he is faithful to her.·~5 

In "Tiruvcmpavaik Karuttu" these four lines are attributed to the nine cattis activated 

in the previous poems. The characters to whom the speakers refer are interpreted to be the 

beings of the lower realms of pure mayai. The nine ('Qttis promise to serve the feet of the 

AI)ucatacivar and to be friends to the eight Vittiyccuvarar. They assert that they will marry 

the Mantirccurar.3(, 

Kali TaI)tavarayar attributes these four lines to different speakers: the 

TirCltal}accattis promise to serve the devotees; and Il}pakiya Civacacatti utters the line 

refering to husband(s). The devotees whom the Tir(ltal}acattis promise to serve are the 

souls in whom they operate, who have become God's devotees and have obtained God's 

feet. The Tirotal}acattis promise to operate according to the wishes of these souls.37 

Civacatti says that the God whom they refer to is her husband whom they al1 will serve. 

35 Once the heroine and hero are married, his affairs with other women are a 
frequent source of quarrels. 

3(, AI)ucatacivar are indicated by the phrase tal PQI}iw)m; the eight Vittiyccuvarar by 
palikaw)m (friends); and the Mantirccurar by elikaf}avar. 

37 The logic here may be something like this: before the soul gains enlightenment, 
the soul is activated by ('atti's concealed within them. They are not in a position to direct 
their ('attis. After enlightenment the souls are guided by grace. They are aware of grace 
within them and act according to it. They do not need to be guided unknowingly. 
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The shift in meaning in these four interpretations of poem 9 is apparent. Navanita 

Kiru~Qa Paratiyar's and Vanmikanathan's interpretations reflects the akam emphasis on this 

world and the human love relationship. "Tiruvempavaik Karuttu" reflects the Saiva 

Siddhanta world view, but with an emphasis on creation and the spatial-temporal 

arrangement of worlds and their inhabitants, rather than on souls and their spiritual 

development. In Ka!i TiiQtavarayar's interpetation, the reference to devotees and service 

reflects the worldview of the Saiva Siddhanta narrative world with an emphasis on God's 

action with respect to the souls through his various mttis, in particular those souls who are 

devotees and who have reached God's feet. 

The presupposition that the coherency of meaning lies in the narrative frame and 

that a poem is inherently ambiguous allows considerable flexibility concerning how the text 

is treated when situating it in a narrative frame. In all the interpretations presented, the texts 

that are interpreted, are the twenty poems of "Tiruvempavai", and the ten poems of 

"TiruppaHiyelucci". They all agree on the boundaries of the text, that it consists of twenty 

or ten poems. They do not agree on how the parts of the texts are related to each other. 

For example interpreters disagree on whether the poems of "Tiruvempavai" and 

"TiruppaJJiyelucci" should be taken as they are in their canonical order. They disagree on 

whether the verses should be taken as a collection of utterances on one topic or as a 

sequence of events. They also disagree on which poems are monologues and which are 

dialogues, and on divisions of speech and the meaning of the utterances within poems.38 

38 All modem commentators do not operate on these assumptions to the same 
extent. AruQ.aivativel Mutaliyar does not accept this assumption of coherency if it violates 
the internal coherency of the poem. "Tiruvempavai" is usually introduced in publications 
with the Akattiya Cutra which summarizes the meaning for the poem as "In Praise of Catti 
(cattiyai viyantatu). He rejects this interpretation because, according to him, catti is 
mentioned only in poems 14 and 16. The other verses are not about catti and therefore it is 
not suitable to take the meaning of a part for the meaning of the whole (271-2). He also 
rejects the "Tiruvempavaik Karuttu". He argues that if one accepts that the inner meaning 
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Summary 

The strategies of interpretation evident in the interpretations of "Tiruvcmpavai" and 

"TiruppalJiyelucci" provided in this section have precedents in the interpretations of 

classical poetry. The classical poems and the poems of "Tiruvcmpavai" and 

"TiruppaHiyelucci" are interpreted by situating them in a narrative frame. This is 

accomplished by assigning characters in the poems identities from the narrative world, and 

by identifying the event which the poem represents as an event in the respective narrative 

world. Poems may be situated differently in the same frame, situated in different frames or 

in more than one frame at the same time. There is disagreement within this basic strategy 

regarding what frames serve as the best background for interpreting a poem. This strategy 

has two basic presuppositions which can be traced back to the earliest akam poetics: one, 

the coherency of the meaning of the poem depends to some extent upon the poem fitting 

coherently in the narrative frame in which it is situated: and two, the poems can be 

inherently ambiguous. This strategy and its presuppositions have implications for 

understanding the characteristics of a text. A "text" is what is interpreted by situating it as 

an event in a narrative world. Its order and the relation of its parts depend on how the text 

is understood to be an event in a particular narrative world. 

(u!!Utai pont/) of the first eight poems is the cattis of creation awakening one another, then 
the inner meaning of the remaining twelve poems should be compatible with the creation of 
the world. He says that such an interpretation for those twelve verses is too forced (272). 
Even though AruQaivalivcl Mutaliyar believes that the poems of "Tiruvcmpavai" should be 
interpreted according to the Saiva tradition, this interpretation must present a meaning 
which is consistent for all twenty poems of "Tiruvcmpavai". 



Part II: Summary 

I have argued in Parts I and II that there is a view of text and interpretation evident 

in "Tiruvcmpavai" and "TiruppaHiyclucci" and its interpretations. This view is that the text 

is a poem (or group of poems) which represents an episodic moment in which there is 

some ambiguity regarding the identity of the speaker or narrator, usually the addressee, the 

situation which the poem portrays, and the setting of the poem. The text is understood by 

situating it in a narrative world which resolves some of these ambiguities. I have suggested 

that this concept of text and interpretation has precedents in classical akam and plltam 

poetry. 

In Part II, I have shown how "Tiruvcmpavai" and "TiruppaHiyclucci" have been 

interpreted by situating them in various narrative worlds. I have defined a "narrative 

world" to be a world in which a particular story takes place. I suggested that 

"Tiruvcmpavai" and "Tiruppal}iyclucci" tended to be interpreted in one or more offive 

narrative worlds: the akam world, the pUl'am world, the world of Saiva Siddhanta 

theology, the poet's biography and the first person biography. This does not mean that 

these poems are only interpreted in these five worlds. They may also be interpreted in 

other worlds. I have described each of these narrative worlds, but this does not mean that 

these narrative worlds have been ridgidly defined, or that all interpreters understand these 

narrative worlds in exactly the same way. 

The poems were situated by identifying especially the speaker as a character of a 

certain narrative world, and the occasion or theme of the poem as a situation in that world. 

In determining where in a particular narrative world the poem should be placed, the 

interpreters tended to emphasize some aspects of the poem over others, and then interpret 
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other aspects of the poem in line with the situation in the narrative world in which the poem 

has been placed. 

This strategy involves making certain presuppositions about the nature of "text". 

Firstly, it involves acknowledging that the coherence of the meaning of the text depends to 

some extent on the poem fitting coherently into a position as an event in a particular 

narrative world. Secondly, this strategy assumes that there is ambiguity in how the parts of 

the poem relate to each other, and therefore, that the "text" is not limited to a single view of 

the relation of parts. 

There is a strong continuity between the classical and the devotional milieu in this 

matter of interpretation. The interpreters of "Tiruvempavai" and "TiruppaHiyclucci" assume 

a concept of text and interpretation already evident in classical poetry and poetics. In Part 

III we will see that this same model of text and interpretation is at also work in ritual events 

where "Tiruvcmpavai" and "Tiruppa}Jiyclucci" are recited. 



PART III: MODERN USAGE 

You can praise them, 
tell them just 

what they want to hear, 
cleave to them as servants, 
but they will still give you nothing, 
those fakes-

listen, you poets, 
don't sing to them: 
sing of our father's PukalUr. 

You will have in this world 
rice and clothes, 
a celebration, 
even an end to sorrow, 

and in that other life 
without a doubt 
you will rule Siva's world. 

Oral}, the harsh devotee, 
son of Calaiyal}, 
father of Val}appakai. 
from NavalUr 

(1/340) 

with its flowering fields rich in honey, 
sang these ten songs 
to the wealthy lord who lives in southern PukalUr 

where dense pockets of lotus 
rise high in the paddy-fields. 

Those who can sing them 
will doubtless 
reach the feet of dharma's lord (111 350)1 

1 Translation by David Dean Shulman in Songs (~lthe Harsh Devotee: The 
Tel'iiram (~l CllIztaramiirttiniiyalJiir (Philadelphia: University of Pennsylvania, 1990), 205, 
211. 
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Vai~l)ava and Saiva Tamil poems are sung as part of the daily and yearly worship 

in temples in Tamil Nadu, as well as part of personal or group worship. In Tamil Nadu, 

the month of Miirkaji is considered especially appropriate for worshipping God. People 

awaken to the sounds of religious music playing loudly from loudspeakers between four 

and five AM.2 Singing Mal)ikkaviicakar's "Tiruvcmpavai" and "TiruppaHiyclucci" are 

especially significant during this time. Children learn "Tiruvcmpavai" and 

"TiruppaUiyclucci", along with the Vai~l)ava saint ADlaI's "Tiruppavai", in piivai schools.:i 

One poem each from Al)tal's "Tiruppavai" and one each from Mal)ikkavacakar's 

"Tiruvempavai" and "TiruppaHiyclucci" is sung and commented on each morning of 

Miirkaji on All India Radio. Many temples in Tamil Nadu have "Tiruvcmpavai" festivals 

during this month. People recite the poems in a wide variety of worship contexts: at 

temples, in recitation groups, or at home. 

I chose to study the singing of these songs in three separate ritual events. Two of 

those events take place in the MiQatci-CuntarccuvararTemple in the heart of old Madurai 

city, and the other in the adjoining Citti ViQayakar and Nakamalai MurukaQ Temples in 

Nakamalai Putukk0nai, which is about ten kilometers from Madurai. From a Saiva 

perspecti ve, Madurai and Nakamalai Putukkonai both fall within a sacred geography 

defined by Siva's "sixty-four sacred acts" associated with Madurai. The MIQatci-

Cuntarccuvarar Temple is very large, ancient, and has a very well established ritual cycle. 

2 Fuller also makes this observation: C. J. Fuller, The Camphor Flame: Popular 
Hindui!lm and Society in India, (New Delhi: Viking, Penguin Books, 1992), 182. 

3 See Holly Baker Reynolds' discussion of piivai schools in Madurai: Holly Baker 
Reynolds, "The Changing Nature of a Tamil Vow: The Challenge of Trans-Sectarian 
Bhakti in Contemporary South India" in Boeing\ and Bullock-Carts: Studies in Change and 
Continuity in Indian Civili:;:ation, vol. 4, ed. Bardwell L. Smith (Delhi: Chanakya 
Publications, 1990). 64-95. 
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In contrast, the two village temples are small, relatively new and have somewhat fluid ritual 

cycles. 

The two settings provide three quite different examples of the ritual usage of 

"Tiruvcmpavai" and "TiruppaHiyclucci". In the MIl}atci-Cuntarccuvarar Temple, 

"TiruppaHiyelucci" is sung each morning during the year as part of the TiruvafJantal Pilcai 

ritual. In the same temple, "Tiruvcmpavai" is sung as the central feature in the 

"Tiruvcmpavai" Festival during the month of MiirkaJi. Both events are highly 

institutionalized, with participation restricted, and only male participants. In the village 

context, "TiruppaHiyclucci" and "Tiruvcmpavai" are sung together, along with the 

Vai~l)ava "Tiruppavai" in the "Piimi Singing" which occurs yearly. The singing of the 

poems in this context is done by an informal group of singers who are almost entirely 

female. 

The view of text and interpretation discussed in Parts I and II provides the basis for 

understanding the way in which the poems are used in these ritual events. The "text" of 

each ritual event is not, however, just the canonical text of the ten poems of 

"TiruppaHiyclucci" and the twenty poems of "Tiruvcmpavai", but it is a different "text" for 

each of the three rituals. I will use the phrase "ritual text" to refer to the text that is actually 

used in the different ritual events. By this term, I mean to refer to that which is sung as 

part of the act of worship by those who assume the role of performer of the songs during 

the ritual event. 

A ritual performance of a poem is an interpretation of the poem. In the rituals, the 

poems are situated as part of a particular event in a particular setting. The poems are 

situated in three different biographical narrative worlds in these three rituals. 

"TiruppaHiyelucci" is framed as a pUTam event of awakening a "king", who is the God, 

Cuntarccuvarar, in the Tirul'afJantal Pfwai at MIl}a\ci-Cuntarecuvarar Temple. 
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"Tiruvcmpuvai" in the same temple is framed as an event in MUQikkavucakar's biography in 

the "Tiruvcmpuvai" Festival. In the Nukamalai Putukkonai temples both 

"TiruppalJiyc!ucci" and "Tiruvcmpuvai" are sung as part of individual devotees' worship. 

and are therefore situated in first person biographical narrative world. The significance of 

the poems in each ritual is determined by the significance that the particular ritual has in the 

respective narrative worlds. 

In chapter 8. the daily singing of "TiruppalJiye!ucci" in the Tiru\'a[lantal Piicai at 

MIQutci-CuntarccuvararTemple will be described and interpreted. In chapter 9, the 

"Tiruvcmpuvai" Festival at MiQutci-Cuntarccuvarar Temple will be described and 

interpreted. The temples in Nukamalai Putukkottai and the "Piivai Singing" will be 

described in chapter 10, and interpreted in chapter 11. Chapter 12 consists of a discussion 

of the pattern of behaviour evident in these three rituals, the characteristics of the "ritual 

text", and the assumptions being made about the coherence of the meaning. 



III: Chapter 8: TiruvaTJantal Pucai, Mioa~ci-Cuntarecuvarar Temple: 

"TiruppaHiyelucci" in the Puram Narrative World 

Temples in Tamil Nadu have a calendar of daily and yearly ritual events. In major 

temples, like the the MIl}atci-CuntarccuvararTemple in Madurai, eight prescribed rituals are 

conducted for the presiding deities each day. The first of these daily rituals is the 

TiruvaJ}antal Piicai in which the deities are awakened. In the MIl}atci-Cuntarccuvarar 

Temple, "TiruppaHiyelucci" is sung during this ritual. The singing of the poem is 

understood to be part of the act of awakening the presiding deities of this temple, 

Cuntarccuvarar and MIl}atci. The performer singing is an {jluviir, a temple employee. The 

otuviir has no particular identity in this ritual, except that the singing of "TiruppaHiyelucci" 

is like the puram theme of the bard awakening the king and the iiturar serves as the bard 

and Cuntarccuvarar is the king. 

This chapter will begin by providing a description of the setting of the ritual in the 

MIl}atci-Cuntarecuvarar Temple and in the ritual cycle. It will be followed by a description 

of the characters participating in the event, and then a description of the ritual event. The 

chapter will close by showing that the singing of "TiruppaHiyclucci" is framed by the 

biography of Cuntarccuvarar, as this is expressed in the structure of the ritual. 

Setting: The Place: Madurai and the Mioatci-Cuntarecuvarar Temple 

Viewed from a Saiva perspective, both Madurai city and the MIl}atci-Cuntarccuvarar 

Temple have legendary pasts. The Tiruvi!aiyatal PuraIJam by Parafic()ti relates sixty-four 

of Siva's activities in the Madurai area and in doing so describes a sacred geography of the 

God's domain. The early stories tell about the discovery of the site of the temple, the 

building of Madurai city, and stories about how the deities, MIl}atci and Cuntarecuvarar, 
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came to be the presiding deities in the temple. According to the Tirul'i!aiyiita1 Pu"ii~zam, 

the God Indra discovered a Linga and a tank in a forest. He set up a shrine there, and 

began worshipping. He continued to worship this Linga once a year. The shrine was 

rediscovered for the benefit of earthly beings by a seer who told the Pa1)~iya king, 

KulacckaraQ where it was. The king cleared the forest, and built a temple and a city there. 

Brahmins were brought from North India to perform the worship. In due course, the king 

appointed his son to succeed him and then died. 

The king's son was unable to father a son of his own in spite of ten thousand years' 

effort, so he undertook a sacrifice in order to obtain a son. A young girl three years old 

with three breasts emerged from the sacrificial fire. l Her parents were told to call her 

Tatatakai (lrresistable Valor), to raise her as a prince, and were promised that when she met 

her husband she would loose her third breast.2 

Ta~atakai conquered the whole earth, and even the Gods, including Indra. She then 

went to Kailacam to fight Siva. As soon as she saw Siva her third breast disappeared, and 

she became modest as she realized that he was to be her husband. Siva promised to marry 

her, and so she returned to Madurai to prepare for the wedding. 

Siva came to Madurai and they were married. He was crowned and took the name 

Cuntara Pa1)tiyaQ. They ruled Madurai together for some time, during which Siva as 

Cuntarccuvarar (the Beautiful Lord) performed many gracious acts. In time, they turned 

1 lraya. Co .. notes, Tirul'ilaiyiital Purii1}am (Maturai kii1}tam) (Maturai: MIQatci 
Cuntarccuvarar Tirukk()yil, 1973), 126 v. 537. 

2 See "Tatatagai, Pudumandapam", a photograph of a sculpture of Tatatakai found 
in Putuma1)tapam which is associated with the MIQatci-CuntarecuvararTemple, in D. 
Devakunjari. Madurai Through the Ages: From the Earliest Time~ to lROl A.D. (Madras: 
Society for Archaeological, Historical and Epigraphical Research, 1979), n.p. 
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temple as MIl]a~ci and Cuntarccuvarar .3 
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One ofCuntarccuvarar's sacred acts, before turning over the kingdom to his son, 

was to establish the Vaikai River. A great excess of food remained after Cuntarccuvarar's 

and MIl]a~ci's wedding. In order to dispose of the food, Cuntarccuvarar caused his 

attendent dwarf to experience an insatiable hunger which enabled him to consume all the 

food and still want more. The dwarfs cravings were finally satisfied by the Goddess 

Al]l]apiifl)IcuvarI. His hunger then gave way to an insatiable thirst, and so he drank all the 

water in the country. In order to alleviate the dwarfs thirst, Cuntarccuvarar negotiated 

with the Goddess, Kailkai, to release some water. As a result the Vaikai River was formed 

and still flows through the city . ..f 

The founding of Madurai up until the time when MIl]atci and Cuntarccuvarar retire 

to their shrines in the temple covers only the first twelve of the sixty-four sports of the 

Tirul'i!aiyiital Puriit}am. The other stories are about Cuntarceuvarar's other activities in the 

Madurai area, or those of his followers such as Mal)ikkavacakar and TiruiHil]acampantar. 

Story fifty-one tells of the establishment of an academy of poets at Madurai. This story and 

stories fifty-two through fifty-five link, Cuntarccuvarar directly with the poets of the 

classical poetry, and specifically attribute to him the composition of Kurunfokai 2. These 

3 I have consulted the summaries in J. H. Nelson, The Madura Country: A Manual 
(1868; rpt., Madras: Asian Education Services, 1989), I1I:4-1O; and Dennis D. Hudson, 
"Two Citra Festivals in Madurai," in Guy R. Wei bon and Glenn E. Yocum, ed. Religious 
Festivals in South India and Sri Lanka (New Delhi: Manohar, 1982), 108-112. The 
marriage of Siva and Tatatakai is reenacted every year during the main festival of the 
temple, the Cittirai FestivaL which has been very well described by Hudson. 

See also William Harman, The Sacred Marriage (~f a Hindu Goddess (Bloomington: 
University of Indiana Press, 1989 . 

..f Nelson, The Madura Countrv, 1II:9, Stories 7 and 8; K. V. Zvelebil, Tamil 
Literature, vol. 10 in A History (~f Indian Literature (Wiesbaden: Otto Harrassowitz, 1974), 
181. 
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stories depict Cuntarccuvarar as being directly involved in the composition of poems, the 

adjudication of the quality of poems, and in resolving disputes among poets.5 

There are indirect references to the existence of Madurai city in the early centuries of 

the common era, but much of the structure of the old part of the present city dates from the 

sixteenth century.6 Madurai city today is the capital of Madurai District, and according to 

the 1991 Census the popUlation of the city was 951,696.7 The city is divided by the 

Vaikai River, which is a wide and flat riverbed that for most of the year is reduced to a 

series of small streams. Sometimes, however, the river floods and causes substantial 

damage. The M1uatci-Cuntarecuvarar Temple is at the centre of the old city on the south 

.5 See Nelson, The Madura Countr\\ Part III, 29-32; and Zvelebil, Tamil Literature, 
(1974), 183-4. According to other traditional accounts, there were three academies of 
poets. The first two academies lasted thousands of years and both were destroyed when 
the city was overun by the sea. The third academy lasted nearly two thousand years. All 
of the Ettuttokai are said to have been composed by the poets of the third academy. The 
Tolkiippiyam is associated with both the second and third academies. See K. V. Zvelebil, 
Tamil Literature (Leiden: E. J. Brill, 1975),55-61. The fourth Tamil Cankam was 
established in Madurai in 1901 by Pal}!itturai Tevar, the Cetupati ruler of Ramanatapuram. 
Zvelebil, Tamil Literature (1975), 13. Navanlta Kiru~l}a Paratiyar was associated with this 
Cankam as an examiner of Tamil scholars and as a contributer to their journal, Centamjl. 
See chapter 3. Madurai is well represented in the c1assicalliterature. "Maturaikkafici", one 
of the ten poems in the Pattupapiittu, is on Madurai city. Zvelebil dates this poem around 
215 CE.: Zvelebil, Tamil Literature (1975), 79. It is the longest poem in Pattuppiittu with 
782 lines; see: J. V. Chelliah, trans., Pattupattu: Ten Tamil Idylls: Tamil Verses with 
English Translation (1946; republished by Thanjavur: Tamil University, 1985) 221-282. 
Subbiah indicates that all the existing Paripiitai songs are on the Vaikai river which runs 
through Madurai, or to fonns of Murukal} or Vi~l}u at places near Madurai. G. Subbiah, 
"Patterns in Religious Thought in Early South India: A Study of Classical Tamil Texts" 
(Ph.D. diss., McMaster University, 1988), 72. Kapilar and Paral}ar, two of the authors of 
the classical poems cited in chapter 2 (see also chapter 7), are mentioned in the fifty-third 
story and are therefore linked to Madurai city and the MIl}a\ci-CuntarecuvararTemple. 

6 See Holly Baker Reynolds, "Madurai: K6yil Nakar" in The City as a Sacred 
Centre: Essays on Six Asian Contexts, ed. Bardwell Smith and Holly Baker Reynolds 
(Leiden: E. J. Brill, 1987),21-34 

7 Census of India 1991, Provisional Population Totals, Supplement to Paper-l of 
1991, Series 23: Tamil Nadu (Government of India, 1991),75-76. 
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side of the river, and is surrounded by streets in four concentric squares.8 The traffic on 

the square of streets immediately outside the compound wall proceeds one-way in a 

clockwise circumambulatory direction around the temple. 

The MiQatci-CuntarecuvararTemple has been the subject of a number of scholarly 

studies, and there are therefore a number of descriptions, diagrams and pictures of the 

temple availableY My description will be selective, emphasising those aspects which 

enable one to get a sense of the contrast between the singing of "Tiruvempavai" and 

"TiruppaUiyelucci" in the MiQatci-CuntarecuvararTemple and in the village temples where 

the "Piivai Singing" takes place. The following description is based on my own 

observations in areas where I had free access, and on leyachandran, Fuller, and priestly 

informants for areas to which I had limited access. A diagram of the MIl]atci

Cuntarecuvarar Temple compound is found in Appendix 1.3 and diagrams of Mmatci's and 

Cuntarccuvarar's Shrines are found in Appendices 1.1 and 1.2 respectively. 

The MIl]atci-Cuntarccuvarar Temple consists of a large compound surrounding the 

shrines of the main deities, the Goddess Mmatci and God Cuntarecuvarar. The temple 

compound covers an area of 847 feet on the east-west axis and 792 feet on the north-south 

axis.1O The compound of the complex has entrances on all four sides. One enters through 

tall towers called kopurams at about the middle of the south, west and northern sides. 

There are two entrances on the eastern wall opposite the MIl]atci and Cuntarecuvarar 

8 There are many temples in Madurai. However, the Mll]atci-Cuntarecuvarar 
Temple has geographical prominence and is the largest temple in the city. 

9 See A. V. leyechandrun, The Madurai Temple Complex: With Special Reference 
to Literature and Legends (Madurai: Madurai Kamaraj University, 1985); C. 1. Fuller, 
Servants of the Goddess: The Priests of a South Indian Temple (Cambridge: Cambridge 
University Press, 1984): and Devakunjari, Madurai Through the Ages. 

10 leyechandrun, Madurai Temple Complex (1985). According to Fuller it is 
approximately 850 feet by 720. Fuller, Servants of the Goddess, 2. Reynolds gives the 
measurements as 850 by 725 feet: Reynolds, "Madurai: K6yil Nakar," 22. 
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shrines respectively. Within the compound walls are the Ati Streets which themselves 

enclose the main shrines of the temple. The two shrines are side by side, and open towards 

the east. Each shrine is a complex in itself with its own main deity, surrounding subsidiary 

deities and other significant figures. There is a large tank roughly opposite MIQalci's 

shrine, and another large shrine for CcvvantIcuvarar on the southeastern side of the temple 

inside the Ati Streets and main walls of the temple. There are many other structures such 

as halls (ma~ltapams), rooms of religious organizations, administration offices, kitchens, a 

shopping area, book stores, and quarters for elephants and cows. I I 

The main entrance into MIQatci's shrine is through the KiFkkutu MaDtapam. In the 

MaDtapam opposite the main entrance to MIQatci's shrine there is an image of Nanti, Siva's 

bull, and a palip1tam at which people often worship. On the south side of the outer wall of 

the MIQatci complex is a small shrine housing Citti ViQayakar. On the north side of the 

entrance to MIQalci's complex on the same wall is another small shrine housing KumaraQ 

(MurukaQ) with his two consorts. Also along this wall are the offices of the superintendent 

and his assistant, the place where personal worship (ar('('al)ai) tickets are sold, a book 

stall, a store room, and the Oneal MaDtapam (swing hall). 

The MIQalci complex within the larger temple complex consists of the shrine of 

MIQatci and two pirakarams or concentric surrounding walkways. The whole complex is 

inaccessible to the non-Hindu. The main entrance l2 to the complex is through a door on 

the east side. One proceeds through this doorway into the second pirakaram and 

II For a further discussion of the other facilites in the complex consult Fuller, 
Servants (~t the Goddes.\. Jeyechandrun, Madurai Temple Complex (1985), and 
Devakunjari. Madurai Through the Age.\. 

12 The other enterance to the MIQatci complex is on the north side and leads directly 
into Cuntarccuvarar's second pirakaram. There is also a gate on the west side but it is 
closed. See Fuller, Servants (~tthe Goddess, p. xxvi, and Jeyechandrun, Madurai Temple 
Complex ( 1985), attached map. 
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immediately in front of the door is the flag pole, another palipitam and an image of Nanti. 

There are some shrines and malJtapams in the first and second piriikiiram. These shrines 

are predominantly forms of Siva's consort's divine children, Vil}ayakar and Murukal}. 

The main entrance into the first piriikiiram is on the other side of the flagpole through the 

Six Pillared Hall which is a raised platform in the second piriikiiram at the center of the 

eastern side. The first piriikiiram and the central shrine are therefore higher than the 

second piriikiiram. 

The main shrine is situated on the western side of the first piriikiiram midway 

between the north and south walls. It is divided into several rooms into which only the 

priests, their assistants and the Vedic chanters may go.13 The Goddess MII}atci, 

represented by an anthropomorphic image, resides in the innermost room. Extending from 

the outer room of MII}atci's immediate quarters are two long rails with a walkway in the 

middle. Towards the end of the rails, at the opposite end from the main shrine, there is an 

image of Nanti facing MII}iitci. People worshipping MII}iitci stand on the outer side of 

these rails. Conventionally, men stand on the south side and the women on the north side. 

The priest attends to the devotees from the middle. At the end of the rails along the north 

wall facing south is the pa!!iyarai (bedroom). There is a large mirror hanging high up on 

the wall opposite MII}iitci which devotees can look into and see the piicai if the crowd is so 

great that they cannot work their way up to the railings. 

The complex of Cuntarecuvarar 's shrine, like Mil}atci's, consists of a main shrine 

and two piriikiirams (walkways). However, Cuntarecuvarar 's complex is significantly 

larger than MII}iitci's and contains many more shrines. Images of the sixty-three saints 

whose stories are told by Cekki!ar in the twelfth Tirumurai, The Periya PuriilJam, and 

13 All three of these groups are brahmins. Fuller, Servants of the Goddess, 33-42. 
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other important saints are found in Cuntarccuvarar 's complex, but not in MIl)alci's. Also 

unlike the MiI}atci complex, non-Hindus may enter the second piriikiiram, but not the first 

piriikiiram or the main shrine area. 

The second piriikiiram of Cuntarecuvarar's shrine is very large and spacious. 

There is a shrine for the classical poets in the northwest corner.l-+ The walkways of the 

south, west and north sides open into a large area on the eastern side. In approximately the 

center of this area there is the Kampattati MaJ;ltapam, which is an area enclosed by fencing, 

with a very large image of Nanti facing Cuntarecuvarar, a large palipilam and a flagpole. IS 

At the far northeastern corner is the Hundred Pillared Hall in which there is a large image of 

Nataracar. In the southwest comer of the Hundred Pillared Hall is the shrine for the 

Navakkirakam (nine planets). Proceeding southward from the Hundred Pillared Hall along 

the outer wall are two very large images of AkkiI}ivlrapattiral) and Ak6ravrrapattiral) 

surrounded by an iron fence. On the other side of the eastern entrance there is another set 

of equally large images, OrttuvataI}tavar and Pattirakali, also surrounded by an iron fence. 

At the foot of OrttuvataI}lavar (a dancing form of Siva) is an image of Karaikkalamrnaiyar 

(one of the Saiva canonical poets) watching him dance. 

In the outer southeastern comer of this large area there is the Tirufi~acampantar 

MaI}!apam containing the images of eight Saiva saints. The images proceeding from the 

left to the right side of the ma1Jtapam are of: Mfu:likkavacakar; Cuntarar; Tirunavukkaracar; 

Tirufi~acampantar; NeturnaranaYal)ar; Mankaiyarkkaraci, Kulaccirainayal)ar, and 

MtlrttinaYal)ar. The first four saints are worshipped in many places in Tamil Nadu whereas 

the remaining four are specifically connected with Madurai. 

1-+ Devakunjari provides a picture of the outside of the ma1J!apam entitled 
"Entrance--Sangattar temple". Devakunjari, Madurai Through the Ages, n.p. 

15 See the picture entitled "Nandi Shrine--Kambattadi MaI}(,lapam". Devakunjari, 
Madurai Through the Ages. n.p. 
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The outer wall of the first piriikiiram also contains a number of shrines. On the 

north side of the entrance proceeding south are two Lingas and three shrines of different 

forms of MurukalJ: MurukalJ as the Ascetic Tal)tayutavalJ at PalalJi Temple: MurukalJ as 

Kumaral} at Kalukumalai Temple and MurukalJ as a child, Palamurukal}. On the south side 

of the wall proceeding south there is a shrine to Al}ukkaivil}ayakar, the form of Vil}iiyakar 

who grants permission to enter the temple, and two more shrines with Lingas. 

On the outer edge of the entrance into the first piriikiiram are rather large images of 

the four main Saiva saints: Tirunavukkaraear and TiruniilJaeampantar on the south side, 

and Cuntarar and Mal)ikkavaeakar on the north side. Inset into the south side of the thick 

entrance is an image of AtikaranantL chief of the temple. 

The first piriikiiram of Cuntarceuvarar's complex has many shrines. There are 

images of human figures such as Cckkilar, the sixty-three saints, and the ten collections of 

Saiva saints If>. There are images of the Goddesses Caraeuvati, Turkkai, and Makalatcumi. 

There are also images of Siva's children, Vil}ayakar and MurukalJ. There are images of 

various forms of Siva: Taleil)amDrtti (Siva as guru), IliIi.k()!pavar (Siva as the column of 

fire), KacivieuvanatalJ (Siva as lord of Kaei), the processional images of Siva as the 

Dancing God, Na~aracar, Cittar (Siva as a yogi) as well as various Lingas. 

The main shrine ofCuntarecuvarar consists of the rooms in which he resides and a 

larger area called the Makamal)~apam. As is the case for Mil}atei, Cuntarccuvarar, 

represented by a Linga, is in the inner of the rooms to which only the priests, their 

assistants and Vedic chanters have access.J7 Two rails extend from the outer of the rooms 

\(, The Tamil Lexicon (Madras: University of Madras, 1982) identifies nine 
groups. Fuller says there are ten. Fuller, Servants (~fthe Goddes.\, xii. I am following 
Fuller as he is specifically speaking about the MIlJatei-Cuntarceuvarar Temple. 

\7 Fuller, Servunt.\ of the Godde.\!;, 33-42. 
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towards the Makamal)tapam, and the worshippers stand on either side of the rails as in 

MIl}atci's shrine. 

There are several shrines in the Makamal)tapam. An image of Na\aracar is installed 

in a Silver Hall on the north side of the Makamal)tapam. On the south side there are the 

festival images of the four saints (Miil)ikkavacakar, Cuntarar, Tirunavukkaracar, 

Tirufial}acampantar), the sixty-three saints and the collection of ten saints, and the festival 

images of Cittar and of Siva in his form as Cantiracckaral}. 

The MIl}atci-CuntarccuvararTemple evolved over many centuries. I will briefly 

mention the stages of evolution suggested by A.V. Jeyechandrun. He proposes that there 

was a very basic shrine with an enclosing wall for Siva in the seventh century. By the 

twelfth century the shrine for Siva inside the wall had developed into a three-room inner 

sanctum. In addition, a small shrine for MIl}alci had been built outside this complex. He 

suggests that in the thirteenth century the second piriikiiram wall was added for 

Cuntarecuvarar and a wall was built for MIl}alci's shrine which became the second 

piriikiiram wall. The temple complex was partially destroyed by the invading Muslims in 

the fourteenth century. The po{{iyoroi, the first piriikiiram wall for MIl}atci's shrine and a 

hall for Nataracar in Cuntarccuvarar's Makamal)lapam were added in the fifteen century. 

Most of the other structures of the temple were built between the sixteenth and eighteenth 

centuries, although additions and repairs continue to the present day.l~ 

l~ Jeyechandrun, Madurai Temple Complex (1985), 159-201. There is 
inscriptional evidence from which to reconstruct the evolution of the temple from the 
twelfth century onwards. Jeyechandrun also uses literary works. 
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Temporal Setting: the Ritual Cycle of Mj~ultci-Cuntarecuvarar Temple 

The MIl}atci-Cuntarccuvarar temple has a well developed and complex ritual cycle. 

The rituals of the MIl}atci-Cuntarccuvarar Temples are said to follow the KiimikiiRama and 

Kiira~liiRama, as well as Akoracivacariyar's manual, ,~rJ Piiriittanittiyapi1jiil'iti-Uttaram. 19 

The temple has daily, weekly, monthly and yearly worship cycles. 20 During the hours 

which the temple is open, but not during any piicai, the priests perform special offerings on 

behalf of devotees.21 On some auspicious days couples are even married in MIl}a\ci's 

shrine. 

The formal ritual activity of the temple consists most basically of piicai and 

processions. According to the Agamas. piicai is a form of worship consisting of a series 

of offerings (upaciiram) to the deity. The number of offerings varies from list to list in the 

different Agamas.22 Fuller has provided the following list:2~ 

1. Invocation of the deity 
2. Offering a seat to or installation of the deity 
3. Offering water for washing the feet 
4. Offering water for washing the head and body 
5. Offering water for rinsing the mouth 
6. Bathing 
7. Dressing or offering a garment 
8. Putting on the sacred thread 
9. Sprinkling perfume 

)9 Carl Gustav Diehl, Instrument and Purpose: Studies on Rites and Rituals in 
South India (Lund: CWK Gleerup, 1956).57,98, 148; Fuller, Servants (~lthe Godde.n, 
136. 

20 There are also rare ritual events such as the purification of a temple, or the 
installation of a new image, or the consecration of a part of the temple. 

21 See Fuller's description. Servants (if the Goddess, 21-2. 
22 See Richard H. Davis, Ritual in an OscillatinR Universe: WorshipillR ,Siva in 

Medieval India (Princeton: Princeton University Press, 1991), 179 n. 8. 
23 Fuller indicates that he has reproduced this list with modification from Jan 

Gonda. Vi~\'~luism and ,Sil'ism: A Comparison (London: Athlone, 1970). Camphor Flame, 
67. Jeyechandrun provides the same list expressed in slightly different English 
terminology. Jeyechandrun, Madurai Temple Complex (1985). 231 n.76. Davis provides 
a description of offerings based on Agamic texts: Davis, Ritual in an OscillatinR Universe, 
148-159. 



10. Adorning with flowers 
II. Burning incense 
12. Waving an oil lamp 
13. Offering food 
14. Paying homage by prostration, etc. 
IS. Circumambulation 
16. Dismissal or taking leave of the deity 

According to Fuller, items one through five, and fourteen through sixteen, are 

omitted in the MIl}a\ci-Cuntarccuvarar Temple. Items six through thirteen are offerings 

which are made by the priests to MIQalci and Cuntarccuvarar. These items are normally 

referred to under four headings: bathing (api!ckam or ahhi\\'ekam), decorating 
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(alafzkiiram), offering food (naivcttiyam) and offering lamps (tlpiiriital)ai).2'+ Fuller does 

not include singing or the recitation of texts as part of his list of offerings, but according to 

the KiimikiiRama, the recitation of texts, singing of songs (in various languages) and 

dancing should follow the offering of incense to the deity.25 

The cycle of daily p(U'ai refers to the pumi offered to the presiding deities in their 

immovable forms in the main shrines. Piimi is conducted eight times a day for the 

presiding deities in the MIl}alci-Cuntarccuvanu Temple, although some of the pucais are 

joined together so that there is actually only six separate pumi times. According to the 

2.+ Fuller provides a composite description of pucai as it is conducted at the MIQalci
CuntarccuvararTemple. Bathing is item six; decorating includes items seven through ten, 
offering food is item thirteen, and waving the lamp is item twelve but is sometimes 
preceeded by an offering of incense (item eleven). Camphor Flame. 64-67. 

25 Davis cites the KiimikiiRama 4.436-39: "He should have songs consisting of 
mantras sung, or else vina music may be played. After the offering of incense, there 
should be Vedic recitations or readings from other sacred texts, and after that songs in the 
Gau<)a, and other languages. Afterward he should have performed songs composed in the 
Dravidian language. or in un corrupt Sanskrit,joined with dance, or songs in the eighteen 
languages using many tones." Ritual in an OscillatinR Universe, 150. 
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Agamas, eight daily pilcais is the optimal number.2(, The names and times of the pilcai III 

the MIl}atci-Cuntarccuvarar Temple are posted on a board in the temple: 27 

Daily Worship 

I. Tiruvanantal 
2. Vilapiicai 
& 3. Kalacanti 
4. Tirikalacanti 
& 5. Uccikalam 

6. Cayara!cai 
7. Arttacamam 
8. PalJiyarai 

Mimltci AM . 
5:00 
6:30-7:00 

10:30-11 :00 

PM 
4:30-5: 15 
7:30-7:45 
10:00 

Cuntarecuvarar 
AM 
6:00 
6:45-7:30 

11 :00-11 :30 

PM 
5:00-5:30 
7:45-8:30 
9:30 

These Pllcais usually start earlier in MIl}a!ci's shrine than in Cuntarecuvarar's 

shrine. The exception is the last pLlcai of the day, which begins in Cuntarccuvarar 's shrine 

because it is the piicai in which his image is brought back to her shrine to spend the night. 

A procession is the essential element of festival worship, during which movable 

images (uT('avamiirtti) are taken around the precincts of the temple or to areas outside the 

temple. In the MIl}a!ci-CuntarccuvararTemple, the deities are taken in procession within 

the piriikiirams of the temple, along the square of Ati Streets within the compound walls, 

or along the other three concentric squares of streets surrounding the temple compound.2R 

Festivals are conducted throughout the year, and according to Jeyechandrun there 

are festivals for the various deities or saints on 300 of the 365 days.29 Fuller lists eight 

2(, Ar. Supramal)iyal}, "Parartta Piijai" in ,~iva Temples and Temple Rituals, ed. by 
S.S Janaki (Madras: Kuppuswami Sastri Research Institute, 1988), 78. 

27 As of 3 July 1990. The same pucai order is given by NT. CI. CuntararamaQ, 
"Maturaik K()yil Nittiya Valipatu" in Malurait Tirukkijyil (The Madurai Temple Complex): 
nruUuta NmJ1Jlriittup Peruvijii Malar (Kumbabhisheka Souvenir), cd. A. V. 
Jcycchandrun (Madurai: Arulmighu Meenakshi Sundaresvarar Tirukkoil, 1974),271-3. 
The number of pu('ais, their order and times differ from Diehl's record of the Dcvastanam 
list: Diehl, Instrument and Purpose, 148-152. 

2H See Fuller, Servants afthe Goddess, 17-21. 
29 Jeyechandrun, Madurai Temple Complex (1985),215. 
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festivals for M1I}atci and Cuntarecuvarar together, and four for MII}atci alone.3o The most 

important of these festivals is in Cittirai month in which, among other events, the marriage 

of M1I}atci and Cuntarccuvarar is reenacted. There are two festivals for Siva in his form as 

Nataracar: one in A~i month and one on Tiruvatirai day of MiirkaJi month. Festivals for 

ViI}ayakar. Murukal} and Nanti are held in Mad month. The saints' birthdays are 

celebrated by festivals as well. 

Certain days of the week and certain days of the month also involve special 

worship. For example on Fridays the swing festival is conducted for MIl}atci and 

Cuntarccuvarar, during which they are swung on a swing in Oncal MaQtapam. On 

piraflJtam day,31 Cantiracckaral} is taken in procession into the second piriikiiram of 

Cuntarccuvarar 's shrine. 

Tiruvanantal Piicai 

"TiruppaHiyelucci" is sung during Tirul'QlJantal Piicai, the first p(U'ai of the daily ritual 

cycle at the MIl}atci-CuntarccuvararTemple. The piicai takes about an hour to complete 

and involves quite a number of temple staff. 

Cast and Audience 

The MII}atci-Cuntarccuvarar Temple is huge and therefore requires a very large staff. 

Fuller has discussed the staff of the temple as of 1980, and it is only necessary here to 

consider the staff directly involved in the TiruvQlJantal pucai.32 In TiruvQlJantal Piicai, a 

30 Fuller, Servants (~f the Goddes.\, 18. 
_~l According to the Tamil Lexicon, this is the thirteenth lunar day of the dark 

fortnight, a day which is auspicious for worshipping Siva. 
32 Fuller, Servants of the Goddess, chapter 2,23-48. Fuller gives a short 

description of the duties and rights of the various positions, and their relative position in the 
heirarchy in society and in the temple. 
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number of priests, assistant priests, other temple support staff, iJtu\,ars and musicians have 

direct roles. All these roles are filled by men. The many other staff which indirectly have 

roles such as the cleaning staff, the kitchen staff and the administrative staff will not be 

discussed here. 

The role of the priest is the most important role in the overall ritual event in which 

"TiruppaUiye!ucci" is sung. It is the priest who attends to the deities and makes the 

offerings duringpLicai. There are two priestly families at the MIl}a\ci-Cuntarccuvarar 

Temple who have hereditary rights to perform priestly functions, but only one of these 

families has the right to perform the daily pLicai.:t!. Every day there is one priest to attend to 

MIl}a\ci and one to attend to Cuntarecuvarar. The two positions are filled by a different 

priest each day according to a monthly schedule.3-1- The Tiruvaf]antal Pucai is conducted 

entirely by the priest of Cuntarccuvarar's shrine, even though the piicai takes place in both 

MIl}a\ci's shrine and in Cuntarccuvarar's shrine}5 He usually has two brahmin assistants 

which accompany him as he goes from shrine to shrine. 

The (>tlll'ars are the professional singers of Tamil songs in general and of the 

Tirumu[ai in particular. They sing the songs primarily in temples during daily ritual and 

festival ritual. In the MIl}a~ci-CuntarccuvararTemple, the {jturars give a recital of Tamil 

songs, accompanied by instrumental musicians, in the morning and evening in Kilikkii\u 

MaI)\apam. It is the i>tul'ars who sing "TiruppaHiyelucci" and "Tiruvcmpavai" in the 

MIl}a\ci-Cuntarccuvarar Temple. 

33 Fuller discusses these two families and their respective rights at some length: 
Fuller, Servants of the Goddess. 

3-1- MIl}a\ci-CuntarccuvararTemple Priest, interview with the author, Hamilton, 
Canada, December 1991. 

35 I am told that Cuntarccuvarar's priest does this piicai because this is the piicai in 
which Cuntarccuvarar's image is returned to his own shrine. 
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The actual singing pattern of the iJtu\'ars deserves a separate study, however, a few 

general comments can be made here. One iJtuvar summarized the daily singing duty as 

singing the PaikapuralJam in the daily pucais. This summary glosses over some 

interesting points. It seems that the iJtu\'ars sing the PaiicapllralJam only during the 

middle four daily pucais and only in Cuntarccuvarar's shrine. In the first and last piicai 

times different songs are sung. The PancapuralJam consists of selections from each of the 

following groupings of five Tirumurai texts: 

1. Tevaram, the first through seventh Tirumurai, which contains the poems of 
TirufiaQacampantar, Tirunavukkaracar, and Cuntarar 
2. Tiruvacakam and Tirukk6vaiyar, the eighth Tirumurai, by MaQikkavacakar 
3. Tirul'icaippa, which is a group of poems composed by nine different authors, in the 
ninth Tirumurai 
4. TiruppallalJ!u, composed by CcntaQar, also in the ninth Tirumurai 
5. Periya PuriilJam, the twelfth Tirumlltai, composed by Cckkilar 

The 6tul'iir.\ probably select one poem from each of the five groups according to their 

liking, as they do when they sing the PmlcapuriilJam in the "Tiruvcmpavai" Festival. 

Another (jtuviir informed me that during the daily piicai to MIQatci, rather than the 

PancapuriilJam, the MUl'iir sings songs from other works such as Maturai MIIJatciyammai 

Pi!/ait Tamil and Apiriimi Antati, which are not part of the TirztmutaiY' The singing of the 

TirumuTai songs in Cuntarccuvarar's complex but not in MIQatci's complex is an important 

distinction which corresponds with the fact that the images of the saints who composed 

those songs are found in Cuntarccuvarar's complex but not in MIQatci's. 

There were six iJtul'iir positions in the MIQatci-Cuntarecuvarar Temple in 1993-94. 

One is the hereditary position of the Stala (}tuviir and the other five are non-hereditary 

salaried positions. While the position of Stala Otuviir may be several hunderd years old, 

3(, The MIQatci-CuntarccuvararTemple (}tuviirs, interviews with the author, 
Madurai, August 1990; July 1994. 



the position of non-hereditary salaried otuviir seems to be a fairly modem development 

which began around the 1940s.:n 
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The otuviir has a limited role in the TiruvaIJantal Pucai. The pucai takes about fifty 

to sixty minutes, and the otuviir participates for only about ten minutes. The singing 

37 The superintendent, the Stala Otuviir and a few other otuviirs verified the 
number and status of otuviirs. I was told that the family of the Stala (5tuviir was appointed 
with an endowment at the time of Tirumalainayakkar (seventeenth century), and that it is 
recorded in Telugu on a copper plate. Details about the appointment of the Stala (jtuviir at 
the time of Tirumalainayakkar were provided by the Stala Otuviir and mentioned 
independently by a friend of the family. 

An entry in the Government records of 1836 records a late succession dispute over 
the hereditary position of otuviir in the MIQatci-Cuntarecuvarar Temple, because the right to 
the position had been registered in the names of the heirs of only two of three brothers. 
The third brother was claiming his share from his nephews. Devakunjari mentions that 
during the Nayak period and the early British period there were two otuviirs working in the 
MII}atci-Cuntarecuvarar Temple. It is not clear what the source of her information is, and it 
is possible that the two mentioned by her may be the two brothers recorded in this dispute. 

There are at least two factors which suggest that the appointment of non-hereditary 
otuviirs began in the 1940's or 1950's. The first is that in the 1940s in the MII}a!ci
Cuntarecuvarar Temple the role of the temple dancers (tevatiici) was eliminated, and the 
otuviir apparently took over some of their duties. Fuller had evidence that the tevatiicis 
used to sing in the first (TiruvaIJantal Pucai) and last pucai (Pa//iyarai Pucai), but notes 
that the tevatiicis stopped working in the MIQatci-Cuntarecuvarar Temple in the 1940s and 
that the dedication of girls as tevatiici was banned by a law in 1947. Fuller, Servants of the 
Goddess. 38. 40-1, 188 n. 24. 

The second reason for the change in the role of the otuviirs in the 1940s was that 
The Hindu Religious and Charitable Endowments Department developed a deliberate policy 
of appointing otuviirs and Vedic reciters in temples in Tamil Nadu. Administration Report 
of the Hindu Religious and Charitable Endowments (Administration) Department for the 
periodfrom 1 April 1953-54 (Madras: Superintendent, Government Press, 1955). 12-4. 
This is the earliest report that I saw. The policy could have been in place earlier. See also 
the reports of 1954-55: 16, and 1955-56: 17. 

The reports for the years 1954-55 and 1955-56 show that two temples in Madurai 
District had otuviirs and Vedic reciters. Administration Report of the Hindu Religious and 
Charitable Endowments (Administration) Departmentfor the periodfrom 1 April 1954-5 
(Madras: Superintendent, Government Press, 1957), 16,92; Administration Report of the 
Hindu Religious and Charitable Endowments (Administration) Departmentfor the period 
from 1 April 1955-56 (Madras: Superintendent, Government Press, 1957), 17.64. 

By the time of the 1960-61 report, only four more temples in the Madurai District 
had otuviirs or Vedic reciters appointed. Administration Report of the Hindu Religious and 
Charitable Endowments (Administration) Department for the period from 1 April 1960-1 
(n.p., n.d.), 101. 
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during this pLlcai is done by one of the non-hereditary /jtul'iirs who take turns performing 

this duty. 

The instrumental musicians playing during Tiruvatjantal pzicai include a 

niitasvaram (wind instrument with a long pipe) player, a cymbal player and one or two 

drummers. They are present for most of the pucai but do not play continuously. They 

proceed ahead of the priest during any major change of location, such as the procession 

from Ml1]a\ci's temple to Cuntarccuvarar's. In this segment there are also bearers who 

carry the palanquin carrying Cuntarccuvarar's image from MII:!a\ci's shrine. 

The audience for the Tiruvaf]antal Pucai consists primarily of devotees. The size 

of the crowd varies. In Miirkaji month the crowd is very large, including a significant 

number of Ayyappa hhaktas on pilgrimage to Sabarimala in Kerala. During MiirkaJi 

month, the coldest and darkest time of the year, getting up very early and going to the 

temple is considered to be especially meritous. When I was observing this pZlcai in 1990-

91. I noticed that many of the same people came to the temple on a regular basis. On the 

occasions when I went into MI1]a~ci's shrine, the atmosphere at this early hour was relaxed, 

friendly and sociable. 

Devotees are entitled to view the images of the deities (taricatJam) in the main 

shrines and to receive various piracatam, or substances that transfer the deity's grace to the 

devotee, but they are not permitted to go close to the deities. In the MI1]a\ci-Cuntarccuvarar 

Temple, devotees must also satisify a basic dress code in that men are not permitted to wear 

a kaili or patterned piece of cloth; nor are they allowed to wear a palJiyalJ or sleeveless 

undershirt. 

Thus during Tiruvatjantal Pucai, the priest of the Cuntarccuvarar shrine conducts 

the pucai aided by assistants, the iJtu\'iir sings, the musicians play, the bearers carry Siva's 
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image back to his daytime seat in the main shrine, and the devotees may view the deity 

(tarical}am) and receive grace (piraciitam). 

The Event38 

The Tiruval}antal Pucai is primarily the act of awakening the God and Goddess, and 

returning them to their respective shrines for the day. Cuntarccuvarar, who is represented 

by an image of his feet when he joins MIQii\ci every night, is returned to the Linga in his 

sanctum. The piicai thus begins at MIQii\ci's shrine and concludes in Cuntarecuvarar's. 

Only two of the four offerings discussed above are included in this plicai. In other 

words, there is no ahhi\\'ekam or a/Glikiiram, but there is an offering of naivettiyam and 

tipiiriitGl)ai. The piicai starts at 5:00 AM and concludes before 6:00 AM. The ritual 

movement of the plicai in both shrines is from the periphery toward the centre and back 

outside again. The motion inward and outward generally moves about the shrines in a 

38 There are several sources which refer to the Tiruvatzantal Piicai. Fuller gives a 
brief description of the main features of the ritual as they ocur at the MIQii\ci
Cuntarccuvarar Temple and a list of deities worshipped during the plicai. There are some 
minor differences between his list and mine: Fuller, Servants (~lthe Goddess, 11-2; 168-
70. 

Diehl provides a fairly long description of the rituals the priest performs in order to 
prepare himself to undertake the worship, and a brief description of the worship itself 
based on Ak()racivacariyar's manual on worship, ,~rl Piiriitta Nittiya Pl~iiiviti. The 
description based on the manual seems to have little correspondence with what is actually 
done in the MIQatci-Cuntarccuvarar Temple: Diehl, Instrument and Purpose. 98-107. 

Jeyechandrun provides another brief description based on the Tamil text, Tami] Vitll 
Tutu. Jeyechandrun, Madurai Temple Complex (1985), 223-4. 

Another short note about this plicai is found in CuntararamaQ, "Maturaik Koyil 
Nittiya Valipiitu," 271. 

My description of the ritual is based on a detailed account from a priest, subsequent 
verification of that description with the same priest and another priest, clarifications from 
atUl'iirs and my own observations in 1990-91 and 1993-4. The description relies most 
heavily on informants for activity which is done inside the restricted area, and most heavily 
on my own observations for the activity done in areas to which I had access. I did see the 
Tirllval}antaJ Plicai on two occasions in the restricted area, and was given a fairly detailed 
tour of the inner areas. Therefore, I have an idea of the layout of the restricted area and 
some sense of the activity of the pucai which takes place there. 
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clockwise circumambulatory direction. Diagrams of the route of the Tiru\'a~llmtal Piimi in 

MIlJalci's and Cuntarccuvarar's Shrine are found in Appendix I, Diagrams I and 2 

respectively. The numbers beside the names in the text below correspond to the numbers 

on the diagrams. The numbers indicate the location and the position in the sequence 

followed as the images are worshipped during this pi/mi. 

The pumi begins outside MIlJalci's shrine at the Citti VilJayakar shrine (I) which is 

on the south side of the outer wall of MIlJa\ci's second piriikiiram in Ki!ikkulu MaI)\apam. 

The assistant priest holds out a pot containing the nail'cttiyam and offers the food to the 

deity with motions of his hand. Then he shows the five flame camphor lamp to that deity 

while he rings a bell. The priest and assistant priest, followed by a fluid audience, then 

move to the KumaralJ shrine (2) on the opposite side of the door leading into MIlJalci's 

shrine, and there they repeat the same actions. 

Then the priest and his assistant enter MIlJalci's shrine and proceed to the bedroom 

(pa!!iya[ai) in order to wake up MIlJalci and Cuntarecuvarar (3). The crowd follows and 

gathers around the pa!!iya[ai. The ijfuviir stands on the west side of the door to the 

pa!!iya[ai. Usually he sings only one poem of "TiruppaHiyclucci" ,39 and then the door to 

the pa!!iyatai is opened. The nai)'cttiyam is offered in the same way as at the other shrines 

by a motion of the priest's hand. Then a series of lamps are shown to the God and 

Goddess. 

The priest and assistant go into MilJalci's sanctum, and rejoin her with her main 

image there (4 ).-10 They then leave the inner room and come out to one of the outer rooms 

39 During the ten days of the "Tiruvcmpavai" Festival some otuviirs say they 
should sing "Tiruvcmpavai" during this segment also. On two days in 1993 they sang the 
first poem of "TiruppaHiyclucci" at the pa!!iyatai and the last poem of "Tiruvcmpavai" in 
TiruiHilJacampanlar Mm)tapam . 

...j.() According to Fuller, the priest puts back MilJalci's nose ring and thereby restores 
her powers to her main image: Fuller, Servants of the Goddess, 12. 
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to offer naivettiyam to her with the curtain drawn so that the public cannot see. This is 

followed by the offering of a series of lamps to MIQa~ci. The curtain is opened as the first 

lamp in the series is offered. The last lamp is then brought to the people who pass their 

hand over it and then raise their hands to their faces. The priest then distributes 

kUJikumam, a red saffron powder associated with the Goddess. Passing one's hands 

through the camphor flame and receiving kwikumam are two ways of receiving grace from 

the deity:-l-l 

Once MIQu!ci has been restored to her main shrine, the priest then returns the image 

of Cuntarecuvarar's feet to his shrine. There are a number of stops on the way. The priest 

and his assistant return to the paUiya[ai (5) and take the image of the feet to a palanquin 

which is kept opposite thepa{{iya[ai in the secondpiriikiiram (6). The palanquin is taken 

in the non-circumambulatory direction to the Tirumalainayakkar statue (7) in the southeast 

corner of the second piriikiiram:~2 A single wick lamp, a five layer lamp and a camphor 

flame are offered to the image in the palanquin on behalf of Tirumalainayakkar, the 

seventeenth century ruler of Madurai. Between the ViQuyakar shrine and the Six Pillared 

Hall (8,9) two more lamps are offered to the image of Cuntarccuvarar's feet. The 

palanquin is then taken out of MIQa!ci's shrine and into Kilikku!u Mal)!apam where another 

lamp is offered to Cuntarccuvarar beside a large granite stone (10).-1-3 These four offerings 

of lamps are provided for by katta/ais, which in this context means provisions for a special 

-1-1 Fuller, Servants of the Goddess, 14. 
-1-2 That is, in a non-circumambulatory direction because Siva should not be thought 

of as worshipping MIQu!ci. MIQatci-CuntarecuvararTemple Priest, interview with the 
author, Hamilton, Canada, December 1991. The list of services offered to a deity includes 
circumambulation. If Siva were to be taken in the circumambulatory direction he would be 
thought of as worshipping MIQU\ci. 

-1-3 I have not actually seen this stop, as on the occasions on which I observed this 
pucai, the palanquin proceeded straight into the second pirakaram of the Cuntarccuvarar 
shrine without stopping. 



201 

service to be offered to the deity on behalf of, or for the benefit of, some individual. In 

observing the ritual, it was not possible to identify who had provided for the services, nor 

on whose behalf they were being offered.-I-f 

The image of the God's feet is then taken into Cuntarccuvarar's shrine on the 

palanquin, led by the musicians and accompanied by the priest and his assistants. They 

proceed around the second piriikiiram of Siva's shrine in the clockwise circumambulatory 

direction. A number of stops are made on the way to the first piriikiiram. The palanquin 

haIts briefly at the shrine of the classical poets, the CaitkaWir temple (11) in the second 

piriikiiram. I did not see any offering made there. The palanquin then continues its round 

of the second piriikiiram, going around the large Nanti and stopping just in front of the 

guard (fu\,iirapiilakar) on the south side of the door to Cuntarccuvarar's shrine. An 

offering is made to AQukkaiviQayakar there (12) because it is he who gives permission to 

enter the temple. He receives nai\'ettiyam and the five flame camphor plate. The palanquin 

remains by the guard, and the priest and an assistant go to worship Atikarananti, the chief 

of the temple who is set into the south side of the main door. They offer him nai\'ettiyam 

and the five flame camphor plate (13). The priest and his assistant return to the palanquin 

and offer a single oil lamp. a five layer lamp and then a single camphor flame to the image 

of God's feet (14). This service is provided for by a katta!ai;~5 and this is one of the 

favourite places for devotees to line up along the route and wait for the palanquin to come. 

The palanquin is then taken inside to the first piriikiiram and placed at the bottom of 

the steps on the south side of the main shrine beside the entrance leading to 

Cuntarecuvarars shrine (15). The priest takes the image of the feet and places it facing east 

-I-f The priest did not know who had provided for these services, nor on whose 
behalf they were being offered . 

.+5 There is no obvious beneficiary for this service either, based on an observation 
of the ritual. 
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near the Siva Linga in the inner sanctum (16). NaivNtiyam is offered while the curtain is 

closed. Then, the curtain is opened, and the same series of lamps offered to Mll]alci is 

offered to Cuntarecuvarar. Afterward the priest brings the camphor flame to the devotees 

and distributes the sacred ash.-t() The sacred ash is associated with Siva, as the kwikumam 

is with Mll]alci, and to receive the ash is to receive grace from God.-I-7 At this point, 

Cuntarccuvarar has been restored to his main shrine. 

The final portion of the TiruwJI)antal Piicai is the worship of many of the 

inhabitants of the shrines beginning in the MakamaI)lapam, proceeding to the first 

piriikiiram and finishing in the second piriikiiram. The priest first offers naivettiyam to 

images in the MakamaI)lapam, starting with the Nalaracar in the Silver Hall (17). Nalaracar 

is offered nail'ettiyam, a single lamp and a camphor flame. The priest then offers 

nail'ettiyam and the camphor to Cantiracckaral] (18), Urcavacittar (19) and the NaIvar or 

four saints (20). 

The priest and the assistant then exit the MakamaI)lapam and proceed to the 

southeast corner of the first piriikiiram where they worship the deities proceeding around 

the piriikiiram in the circumambulatory direction. They begin with Cckkilar(21) and 

continue in the following order: the sixty-three saints of the Paiya Puriinam (22), the 

Goddess, Caracuvati (23), Siva in his form as guru, TalciI)amiirtti (24), the festival deities 

(25), the festival image of Karttikcyal] (26), Siva in his form of the column of fire, 

Lit'lk()!pavar (27), Siva as Lord of Kasi, Kacivicuvanatal] (28), Cittar (29), the Goddess, 

Tiirkkai (30), the festival images of Nalaracar (31 ), the Ncara Lilikam (32), the Goddess, 

Makalalcumi (33), and Iratlil]acapai Nalaracar (34). The priest offers all of them 

..j() At some point the image of the feet is then taken to a room and the door is 
locked. 

-1-7 Fuller, Servants of the Goddes.\, 14. 
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nail'cttiyam and the five flame camphor lamp. The festival images of Siva, his consort, his 

children, CantiracckaraQ and Atikarananti (25) are offered one more lamp between 

naivettiyam and the camphor. 

The priest and his assistants leave the first piriikiiram and proceed to the second 

piriikiiram led by the musicians. They worship the deities in the Kampatta~i MaQ~apam 

proceeding in a clockwise direction. All receive naivettiyam and are offered the five flame 

camphor lamp. The priest worships the large Nanti first (35). They then proceed to the 

three forms of MurukaQ on the outer first piriikiiram wall and offer worship first to 

Ta1)!ayutavaQ (36) and then to Kalukumalai KumaraQ (37) and finally to PalamurukaQ 

(38).-+R The priest then goes to the Navakkirakam (nine planets) and worships them as a 

group (39). The priest offers worship to Na\aracar, who is in the Hundred Pillared Hall, 

from the steps leading into the hall (40). Then the priest makes the offerings first to 

AkkiQivlrapattiraQ and Ak6ravirapattiraQ as a pair (41), and then to Orttuvata1)~avar and 

Pattimkali also as a pair (42). 

Finally, the priest and his assistant go to the TirunaQacampantar Ma1)~apam. At this 

stage, the i>tuviir rejoins the piimi. Inside the Ma1)~apam, a single flame is shown to the 

eight saints. The iJtul'iir sings a poem which is inaudible from outside the mal}!apam. On 

the floor in the mal}tapam are several pails of milk. A brass pot is placed before the 

buckets of milk. The priest passes his hand over the brass pot. The brass pot is filled with 

milk. A ladle of milk from the brass pot is put into each bucket. The five flame camphor 

plate is shown. The flame is passed to the people inside (i.e., the iitul'iir) and then brought 

to the devotees outside the mal}tapam. 

-+R I was told that worship was offered to PaIamurukaQ, but I did not actually see 
him receive it. I did not see the pucai on the day that the priest who was describing it to me 
conducted it. Perhaps when he did this pumi he made an offering to PalamurukaQ. 
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The devotees line up to receive piraciilam from a platform near the 

Tirunal}acampantar Mat)tapam (44). The naiviittiyam for this piicai consists of fried rice 

(pori) and milk. The Tirul'afJanfal Piicai ends with the distribution of the piraciifam (milk 

only) to devotees. In the month of Miirkaji the crowd is so large that bamboo rails are 

erected to direct the line up of devotees for the piraciifam. 

The "Ritual Text" 

The only poems sung in the TirumfJantal Piicai are those sung at the pa!!iyarai at the 

beginning and in the Tirunal}acampantar Mal)!apam at the end. Therefore the ritual text of 

Tiruvatzantal Piicai can be said to consist of only one poem selected from 

"TiruppaHiyclucci" and another poem chosen by the (jtuviir which is sung in praise of the 

saints at Tirunal}acampantar MaDtapam. The second poem may be a poem in praise of one 

saint one day, and another saint on another day. I was told that during ten days in Miirkali 

month "Tiruvcmpavai" is sung in place of the PaiicapuriilJam in the temple, but during all 

ritual events there was some disagreement among the (iluviirs regarding whether or not 

"Tiruvcmpavai" should also be sung instead of "TiruppaHiyclucci" during those ten days. 

During at least a few of the ten days in Miirkali month in 1993-94 the (ituviir on duty sang 

the twentieth poem of "Tiruvcmpavai" in the Tirunal}acampantar MaDtapam, but he also 

sang a poem from "TiruppaHiyclucci" in the pa!!iyarai. 

The "ritual text" for this ritual is then short and composite, drawing on only two 

source texts on anyone day. The first source text is MaQikkavacakar's "TiruppaHiyclucci", 

and the second is any text which is a song in praise of one or more of the saints. The text 

is stable in that it consists of two poems, one of which is almost always from 

"TiruppaHiyclucci ", yet fluid in that there is flexibility regarding which poem from 

"TiruppaHiyclucci" is used, and which poem is chosen to be sung in the Tirufial}acampantar 



MaI)tapam. It is not possible to say definitely what the structure of the whole text is 

because the poem which is sung at the end of the piimi in the Tirunfu.:Jaeampantar 

MaI)tapam may vary daily and it is the choice of the iJfuviir. 
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Interpretation: The Pu[am Narrative World & Cuntarecuvarar's Biography 

The singing of this "ritual text" is part of the Tiruval}antal Piimi, which is one event in the 

actvities of the lives of Cuntareeuvarar and MIl}atci and their entourage at the MIl}atci

Cuntarecuvarar Temple. The Til111'al}antal Piimi is the event of awakening the presiding 

deities, Cuntarecuvarar and his wife MIl}atci. The singing of these two poems in this event 

incorporates the utterance of the poems into the act of awakening. The event is understood 

like the putam event of awakening the hero from sleep. In the MIl}atci-Cuntarceuvarar 

Temple, the "hero" is the deity Cuntarccuvarar. The voice heard in this narrative frame is 

not that of the source poet nor that of individual devotees, but rather the voice of a special 

servant of the hero, who plays the role of the bard in the putam frame. Therefore the event 

of awakening is situated as an event in the life of a specific hero, but not as an event 

involving a specific poet. 

The singing of "TiruppaHiye}ucci" is unequivocally associated with the awakening 

of Cuntarccuvarar and MIl}atci. The priest, his assistants, the l"jtul'iir and the audience 

stand before the bedroom. The iJtuviir first sings a poem from "Tiruppa!}iyelucci", then the 

door to the bedroom is opened, nail'ettiyam is offered and then tlpiiriital}ai. In this 

context, the poem is sung as a song of awakening. The poem is not sung at any other point 

during the pI/mi. 

This particular use of the song evokes the putam theme mentioned in the previous 

section on interpretation, namely the theme of awakening the king from sleep. We see part 

of AruI)acalam's putam interpretation of the hero being awakened in his castle by the bard 
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being evoked here. In this ritual setting, the king is the God. Cuntarccuvarar, and his wife, 

the Goddess, Mll}a\ci, and the bard is a temple representative who is especially assigned to 

this task. The puram-like event takes place in the quarters of MIl}a\ci at the bedroom. 

This perspective is given some support by the comments of a priest. He explained 

that there are two ways to enjoy God: absorbing him (akattii/yjmai) or going to him 

(purattii/yjmai). "Tiruppal}iyclucci" is the second variety. The priest's comments are 

suggestive of the classical akam and pu[am context, although he did not specifically make 

the connection. The akam (love) frame would be an indicator of the lover-beloved 

relationship with God or a mystical union: and the pu[am frame would be an indicator of 

the public relationship of king-subject with its primary motif of going to the hero and 

praising him. The priest, then, casts the worship of God in these two modes which seem 

to correspond to the two narrative worlds of akam and fJu[am, and he seems to situate the 

singing of "TiruppaUiyelucci" in the puram narrative world. 

The singing of the poems as part of a pu[am-like event of awakening the hero is 

situated in the biography of a particular hero and his heroine, rather than in the biography 

of a particular speaker, such as the poet. Although "TiruppaHiyclucci" is sung in the 

TirztvW'Jantal Piicai in other Saiva temples, the singing of it described above is a particular 

ritual form which takes place in a particular temple, the MIQa\ci-Cuntarecuvarar Temple. 

There is no mistake about which deities are being awakened: they are Cuntarecuvarar and 

Mll}a\ci, the particular forms of Siva and his consort who have manifested themselves in 

Madurai, who have a history in Madurai and who, as the Tiruvi/aiyiital PuriiIJam tells us, 

have proven to show concern for the inhabitants of Madurai and the surrounding area. 

The emphasis in this ritual is on Cuntarccuvarar. The piicai is conducted by the 

priest who attends to Cuntarecuvarar that day, even though part of the event takes place in 

Mll}a\ci's shrine. The actual proportion of the ritual conducted in MIl}tt\ci's shrine is 
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minimal. There is the necessary preliminary worship of Vinayakar and MurukaQ at the 

beginning, but no other supporting deities are worshipped there. The worship on the route 

is directed towards the image of the feet of Cuntarccuvarar in the palanquin rather than 

towards MIQatci or the other images in her shrine. In contrast there is an elaborate worship 

which includes many of the subsidiary deities and saints after the procession reaches 

Cuntarccuvarar's shrine. The TiruvafJantal PiU"ai is particularly associated with 

Cuntarecuvarar, and it is specifically the awakening of him and his household from sleep. 

The event of awakening involves not only awakening the presiding deities, but 

establishing them in their day-time positions, making them comfortable, honoring them, 

and honoring other members of their household. The second poem used in the ritual is 

situated as part of the honoring of members of the hero's household, the saints. The event 

concludes with a sharing of the deity's beneficience (piraditam) among his followers. 

The speaker or performer of "TiruppaHiyelucci" is not situated in any individual 

biography. The voice heard in this frame is not that of Mal)ikkavacakar's, the composer of 

the source poem, nor that of the composer of the other poem (especially since this identity 

may change from day to day), nor that of individual devotees. Rather it is the voice of an 

officially appointed person for whom this is one of his duties. Neither Mal)ikkavacakar 

nor any other poet has any particular presence in name or in image within this pucai. The 

piicai is called TiruvafJantal Pucai, and it would not be called Mal)ikkavacakar's 

Tiru\'a~lantal Pucui or any other poet's pucai. At no time during the piicai is 

Mal)ikkavacakar's image worshipped by itself. It is worshipped as one of the four saints 

in Siva's Makamal)tapam (20) and as one of the eight saints in TiruiiaQacampantar 

Mal)tapam (43), but in these contexts, Mal)ikkavacakar has no priority over the other 

saints. 
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The voice of the song cannot belong to the audience. The (,Iud,,. is separated from 

the audience spatially in that he stands on the east side of the steps before the pa!!iyarai 

while the audience is off to the south. In the month of MarkaJi when the crowd is bigger. 

the audience is separated from the immediate ritual space by ropes and at the end of the 

ritual, the Muvar goes inside the TiruiiaIJacampantar Mal)tapam, while members of the 

audience may not. Furthermore, devotees in their role as devotees or as particular 

individuals are not permitted to sing in this pucai; for it is only the (Huvar who is permitted 

to sing as one fulfilling a role. 

In the formal structure of the temple ritual, the otuvar does not sing on his own 

behalf. It is the duty of the salaried iJtuvars to sing during this ritual as appointees. not 

because of who they are as individuals. There is no special association between an 

individual ijful'ar and the Tiruvatzantal Piicai, it does not matter which particular ()tUl'ar 

performs that task on any given day. 

The "ritual text" of the TiruvaIJantal Pucai, which consists of a poem of 

"TiruppaHiyclucci" and another poem in praise of the saints, is situated and ritually 

interpreted, as part of the pu[am event of awakening the hero. The event takes place in the 

hero's house, the MIIJatci-Cuntarecuvarar Temple in Madurai, and consists of awakening a 

particular hero, Cuntarccuvarar. his wife, MIQatci. and his household and preparing them 

for the day. The performer of the ritual text, the 6fuvar, has no particular identity and 

fulfills a role like the puram bard. In contrast, as we will now see, in the singing of 

"Tiruvcmpavai" in the "Tiruvcmpavai" Festival, the speaker is given the particular identity 

of the poet, Mal)ikkavacakar, and the interpretation of the "ritual text" is clearly in terms of 

the poet's biography. 



III: Chapter 9: "Tiruvempavai" Festival, Mioatci-Cuntarecuvarar Temple: 

"Tiruvempavai" in MaQikkavacakar's Biography 

In the MIDatci-Cuntarccuvarar Temple, "Tiruvcmpavai" is sung only during the ten 

days up to and including Tinn'iitirai day in MiirkaJi month. During these ten days the 

i)tuviirs will substitute "Tiruvcmpavai" for the PaiicapuriilJam in all ritual events. Also, 

during these ten days a special festival is celebrated to honor Mill)ikkavacakar and 

"Tiruvcmpavai" in the temple. The entire festival is situated as an event in 

Mal)ikkavacakar's life. He is identified as the singer of the poem and he sings before 

different deities, although Nataracar, the dancing form of Siva, has special prominence. 

This chapter will begin with a short description of the characters who participate in 

the festival, and will be followed by a description of the festival itself. The final portion of 

the chapter will provide a short description of the "ritual text", and a discussion showing 

how the festival portrays Mal)ikkavacakar to be the singer of "Tiruvempavai". 

Caste and Audience 1 

1 My observations of this festival were made most extensively in 1993-94, and the 
description presented below is based primarily on those observations. 

Technically, the festival took place in December 1993 and did not span into January 
1994, however I am referring to it throughout as "1993-94" since it is often the case that 
the "Tiruvcmpavai" Festival does span 2 calendar years. 

The data included from the 1990-91 festival will be noted when used. In 1990-91 
the festival ran from 22 December to 1 January, and in 1993-94 it ran from 20 December to 
29 December. I also conducted interviews with the (jtuviirs and one priest in 1990-91. and 
had ongoing discussions with some of the (jtul'iirs, several priests and the superintendent 
of the temple in 1993-94. References to their views are taken from these interviews and the 
ongoing discussions. 

Fuller provides a brief description of the festival. C. J. Fuller, The Camphor 
Flame: Popular Hinduism and Society in India (New Delhi: Viking, Penguin Books, 
1992), 195; and also mentions it in passing: 182-203. 

There is an inscriptional reference to kOl'alJars singing "Tiruvcmpavai" at MIDa\ci
CuntarccuvararTemple dated in the thirteenth century; see. ARE [Annual Report (on South 
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The main figures in the festival are the otuviirs, the priests and their assistants, the 

musicians, the bearers and the audience. All participants, except a few members of the 

audience, are male. 
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The most important role in the festival belongs to the otuviirs, and in particular the 

Stala Otuviir. The Stala Otuviir is distinguished from the other otuviirs by receiving a 

special honor (particularly the parivat!am (which is a long piece of cloth tied around the 

head).2 The otuviirs sing "Tiruvempavai" during the festival. All the otuviirs of the temple 

participate in this festival. 

Indian) Epigraphy1192/ of 1942-3 quoted in A. V. Jeyechandrun, The Madurai Temple 
Complex: With Special Reference to Literature and Legends (Madurai: Madurai Kamaraj 
University, 1985), 366. 

A date of the thirteen century is provided by K. G. Krishnan, "The Growth of the 
Madurai Temple Complex" in Maturait TirukkOyil (The Madurai Temple Complex): 
Tirukku!a Na1)1)iriiUup PeruviJii Malar (Kumbabhisheka Souvenir), ed. A. V. 
Jeyechandrun (Madurai: Arulmighu Meenakshi Sundaresvarar Tirukkoil, 1974), 196. 

Devakunjari writes that a ten day festival conducted for Mfu)ikkavacakar in MiirkaJi 
month in MiQatci-Cuntarecuvarar Temple was listed in a British record of 1802: D. 
Devakunjari, Madurai Through the Ages: From the Earliest Times to 1801 A.D. (Madras: 
Society for Archaeological, Historical and Epigraphical Research, 1979),307. 

There are inscriptional references to the singing of "Tiruvempavai" in other temples. 
Four inscriptions refer to the "Tiruvempavai" rights of the "devarac,liyar/devarac,liyal" at 
VilvaraI)yesvara Temple at Nalliir in South Arcot District: Annual Report on South Indian 
Epigraphy (New Delhi: Department of Archaeology), ARE 143, 149, 160 and 161 of 
1940-41. 

There is also an inscription referring to the recitation of "Tiruvempavai" before 
MiiQ.ikkavacakar at the Vtraganesvara Temple at Valuvur in Tanjavur District: South Indian 
Epigraphy, ARE 421 of 1912 

Younger provides a description of the singing of "Tiruvempavai" at Citamparam 
Temple during MiirkaJi: Paul Younger, [forthcoming]. 

2 "Honors" is a system of giving special recognition to people who are important in 
a particular ritual context. These people may be temple personnel or donors. Breckenridge 
defines a donor as any devotee who offers services, or supplies, or both, for the purpose 
of worshipping the deities. Carol Appadurai Breckenridge, "The Sri MII}iik~i 
SundareSvararTemple: Worship and Endowments in South India, 1833-1925," (Ph.D. 
diss., University of Wisconsin-Madison, 1976), 105. She discusses honors in the 
MIQa!ci-CuntarecuvararTemple on 105-24. 

Recognition is bestowed upon the important person by giving them one or more 
items such as a headband (pariva!!am) during the ritual event. The primary significance of 
the honors is the prestige bestowed represented symbolically by giving the clearly specified 
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The priest and his assistants are perhaps the next most important individuals as they 

conduct the piicai which accompanies the singing of "Tiruvcmpavai". I was told that for 

each day of the festival a different priest had the rights to perform the priestly duties, but I 

observed that the same priest performed the duties for most of the festival. The priest 

makes the offerings of naivettiyam and tipiiriitm)ai to the deities and to the image of 

Mat:likkavacakar, distributes honors, and gives piraciitam to the audience. 

There were two groups of musicians in the festival. both of whom have roles in 

some segments. The first group is associated with the temple worship generally, while the 

second group only accompanied the ijtul'iirs. The temple group is comprised of a 

niitasvaram player, cymbals player, drummer and accordian player who perform during 

daily piicai, and play in front of the image of the deity when it is being carried in 

processions. There are three musicians who accompany the otuviirs: a drummer and two 

accordian players. They walk with the jj!uviirs behind the image of Siva in the procession. 

and they accompany the all/viiI'S during the daily singing sessions in the Kitikkii~u 

Mat:l~apam outside MI1}a~ci's shrine. The (5!ul'iir's musicians also receive honors in this 

festival. 

Another visible role in the festival is that of the bearers. The bearers carry the 

platform with the festival images from place to place. Their level of fatigue dictates the 

pace of some segments of the festival, and they routinely receive piracii!am. 

I am using "audience" here to refer to those who come to the temple but do not 

fulfill any of the above roles or any official temple function. During this festival there is a 

items in a ritual setting. Fuller suggests that the parivattam is one of the most important 
item to be given. C. J. Fuller, Servants (~tthe Goddess: The Priests (~ta South Indian 
Temple (Cambridge: Cambridge University Press, 1984),44-7. 
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very small crowd which watches the ritual in the various segments. receives the camphor 

flame and ash in the appropriate places, 0r goes in procession with the festival image. 

Segments and Sequence 

The festival may be divided into three segments: I. the activities of the first day; II. the 

repeated pattern of core activities of the second through the ninth day; and III. the activities 

of the final day. Segment I takes place in the Makamat:ttapam of Cuntarccuvarar's shrine. 

Segment II takes place in several places: the east side of the Kampattati Mal)tapam, the 

Hundred Pillared Hall. the A\i streets. the Kilikkl1\u Mal)\apam outside MIl}alci's shrine. 

and the second pirakiiram of Cuntarccuvarar's shrine. Segment III is conducted at the 

Timfial}acampantar Mal)\apam. (Diagram 3 of Appendix I shows the locations of the 

various parts of the festivals.) All activities of the festival, with the exception of Segment 

I. occur in areas of the temple accessible to non-Hindus. 

Segment I: First Day in the MakamaQtapam of Cuntarecuvarar's Shrine 

The first segment of the festival represents a movement into the festival time. It is a 

relatively short event which takes place on the evening of the first day. It consists of 

rek~~'iipantalJam3 for MUl)ikkavucakar, and singing before the Linga and Na\aracar. The 

following description of this segment is based on a general description by a priest, my own 

observations. and a discussion with the Stala (}tul'iir. 

According to an official statement about the festival, it was to begin before 

Arttacamam piicai, which on a normal day places the starting time around 7:45 PM. 

However, this festival runs concurrently with a ten day festival for MII}a!ci, and the 

3 I have transliterated the term from the temple notice. 
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opening ritual of this festival starts only after the segment of MIIJatci's festival has been 

completed. 

According to one of the priests, Ma.t:Iikkavacakar is first given abhi~\'ekam (bath) 

and a/mikiiram (decoration) in the certti, the place in the first piriihiram where 

MaI)ikkavacakar's festival image is kept during the ten days of the festival. Part of the 

saint's dress is a pariva(!am (a silk scarf of special honor). The adorned festival image of 

the poet, MaI)ikkavacakar, is then brought into the MakamaI.1tapam of Cuntarccuvarar's 

shrine, and placed opposite the Na!aracar in the Silver Hall in a direct line with the Linga in 

the main shrine. A string is then tied on MilI)ikkavacakar's right wrist (rek~'iipllnt(Jl]am) to 

protect him during the course of the festival. The iitu\'iirs sing the twenty poems of 

"Tiruvempavai". After each poem, there is naivettiyam and tipiiriital]ai. The Illlivettiyam 

consists of a banana and betel leaf. The tipiiriital]ai consists of a single flame oil lamp and 

the five layered lamp. After the last poem there is a special series of lamps. The priest 

adds that the Stll/a Otuwlr receives a parirattam, and the other (jtul'iirs are given sacred 

ash. 

My observation of this segment was restricted to what was in immediate line with 

the main doorway,-l- and it seemed to me that the image was being decorated in the 

MakamaI.1tapam itself by the i)tuvilrs at around 8: 15 PM. MaI)ikkavacakar was placed in 

direct line with the Linga as the priest described, and the priest stood between 

Mal)ikkavacakar and the Siva Linga (Cuntarccuvarar), very near Mal)ikkavacakar but south 

of the direct line between the Linga and Mal)ikkavacakar. The priest's assistant stood in 

-l- I observed the event from the doorway of the first piriikiiram, the limit to which 
non-Hindus arc allowed to go. Mal)ikkavacakar was placed directly in front of the Linga, 
and therefore directly in front of the door. I could see the activity immediately surrounding 
Mal)ikkavacakar, but could not see the ijtuvar(s) nor hear the singing. 
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approximately the same postion but to the north of the line. The priest periodically rang a 

bell and showed a lamp first to the Linga, then to Nataracar and finally to MaQikkavacakar. 

The SUlla Otuwlr in a later explanation of the ritual sequence, said that he was the 

only {ill/val' who sang, and that he stood just east of a line between Nalaracar and 

MaQikkavacakar. First MaQikkavacakar was given the rek~w'jpllnta[lam, then the Stahl 

(}tuviir received the parivattam, and then he sang twenty-five poems. The first five were 

the Plln(apur{I1:Ulm, and the other twenty were "Tiruvcmpavai" poems. After each of the 

twenty-five poems a lamp was offered. We may recall that the 6tuviirs usually sing the 

PafiCllpur('jf}am during the daily plicai in Cuntarecuvarar's shrine. but sing only 

"Tiruvcmpavai" during the ten days of the "Tiruvcmpavai" Festival. Tying the string on 

MaI)ikkavacakar (rek~'apanlUlJam) and singing the Pancapurii~Ulm followed by 

"Tiruvcmpavai" on the first day seems to represent the transition into the festival time and 

its acti vities. 

Segment II: Days 2 - 9: The Core of the "Tiruvempavai" Festival 

The activities of the festival follow the same basic pattern for the middle eight of the ten 

days. All activities except for the daily decoration of Ma1)ikkavacakar, take place in areas 

accessible to everyone. It was possible, therefore, to observe in greater detail the activities 

of these days.s 

The events of this portion of the festival take place in the morning. According to an 

official acount they should begin at 6:30 AM, but in my observations they began as early as 

6:20 and as late as 6:45. The whole event takes about one hour. 

S I observed the events of segment II for seven of the eight days in 1993-94, and on 
one day of this eight day period in 1990-91. 
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Segment II can be sub-divided into 6 parts. This six-part segment starts after the 

daily decoration of Mfu;1ikkavacakar. which occurs in the certti where the festival images of 

the presiding deities are kept in the first piriikiiram of Cuntarecuvarar's shrine. Each part 

involves different activities. and, with the exception of 1 and 6, they occur in different 

locations. 

Segment 11.1: The Stala Otuviir Sings before Mii1)ikkaviicakar 

The general pattern of 11.1 is: MalJikkavacakar's adorned image is brought on a platform to 

the second piriikiiram, preceeded by the temple musicians. Mfu).ikkavacakar's image is 

placed on the eastern side of the flagpole in the Kampattati MalJ~apam, positioned so that he 

faces the Linga. The platform is very large and is carried with some difficulty by young 

male temple staff. The Stala 6tuviir and the priest or his assistant stand between the 

MalJtapam and Mfu;1ikkavacakar, facing the saint. The priest gives the Stala (}tuviir ash.6 

The otuviir sings a poem in praise of MalJikkavacakar, and plays cymbals. When the 

otuviir finishes the poem, the image of Mfu).ikkavacakar, followed by the otuviir, the priest 

and his assistant, go into the Hundred Pillared hall. 

This poem is found among other poems of praise to various deities and saints at the 

beginning of the Tiruvi!aiyiital Purii1)am. The following is a translation of the poem as it 

was provided by the Stala 6tuviir: 

In Praise of Mfu;1ikkavacakar 

without ever ceasing to worship the God who is the clarity of the Vedas 
with [our] hands folded in worship on [our] heads 
submerged in tears, weeping, 
we will serve the devotees of the devotee who reached the feet} 

(, According to one priest, the Stala Otuviir when receiving the ash is receiving 
piraciitam from Mfu;1ikkavacakar. 

7 Mfu;1ikkavacakar Tuti 
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There was some variation from this basic pattern during the course of the festival. 

On three days this part of segment II was omitted altogether because, either the Staia 

Otuvar or the priest was not there.8 On two of the days there was no i5tuvar so the priest 

sent the platform to the Hundred Pillared hall for segment 1I.2. On the third day there was 

no priest, so the i5tuvar sent the platform to the Hundred Pillared Hall. On yet another day 

when the Staia Otuvar was not there, another i5tuvar was summoned by the priest to take 

his place. 

It is difficult to assess the audience for this part of the ritual as it is conducted in a 

major thorough-fare of the temple and people are passing by who are unaware of this ritual. 

Many stopped and looked, but it is difficult to say whether they had come specifically to 

see this part of the event. 

Segment /1.2: MafJikkavacakar Sings before Na/ararar 

Segment 11.2 consists of the performance of all the poems of "Tiruvempavai" before 

Nataracar. Mfu;likkavacakar is placed on a dais facing Nataracar. The i5tuvars stand in a 

line on Nataracar's right with the Staia Otuvar standing closest to Nataracar. The priest 

stands inside Nataracar's sanctum, also on the deity's right side. The assistant priest 

stands on Na!aracar's left. Nataracar's shrine, the platform on which the i5tuvars stand, 

eluta,ru maraikal tefit iraivaQai 
polutaru kaIattu yeI]fUlTl piicaQai vitatu ceytu 
to!uta kai talaimilu yera tulumpu ka.t)I}irul miilka 
aluta!i atainta aQPaQ atiyavarkku atimai ceyvam 

The i5tuvar cited this as being from the Tiruvi!aiyatai PurafJOm. There is a slight 
difference from a published version of the poem found in Iraya. Co., Tiruvi!aiyata[ 
PurafJam: Maturai KafJtam (Maturai: MiI}iitci Cuntarecuvarar Tirukkoyil, 1973),8. The 
published version has "elli[kmikui" after "i[aiva1)ai", "aru" for "a[u", "taiaimel" for 
"talaimitu", "tu!umpu" for "tuJumpu", and "mii]ki" for "miiIka". 

8 On the day which I observed in 1990 this segment was also omitted. The Staia 
Otuviir came sometime later, and segment 11.2 was delayed until he arrived. 
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and the dais on which Mfu)ikkavacakar is placed, are all raised several feet above the main 

floor. The audience stands on the main floor, usually the men on Na!aracar's right side and 

the women on his left side. People who inadvertently move into the open space between 

MaQikkavacakar and Nataracar, or who climb onto the platform where the otuviirs stand, 

are generally moved away by the otuviirs or the assistant priests. 

The ritual begins with a showing of a series of five oil lamps and a camphor flame, 

shown first to Nataracar and then to MiiQikkavacakar. Then honors are distributed to the 

otuviirs beginning with the Stala Otuviir. The Stala (}tuviir receives the parivattam, which 

distinguishes him from the other otuviirs. Then all the otuviirs, beginning with the Stala 

Otuviir, receive garlands, the camphor flame, ash and sandal. When this distribution of 

honors is completed the singing of "Tiruvempavai" begins. Each otuviir sings a poem, 

beginning with the Stala Otuviir, and proceeding down the line of l5tuviirs, and then back 

to the Stala Otuviir. Mter each poem of "Tiruvempavai" is sung, the priest shows a single 

oil lamp and then a camphor flame first to Nataracar and then to Mfu}ikkavacakar. After the 

final poem is sung and the oil lamp and camphor flame are shown, naivettiyam is offered 

first to Nataracar and then to Mat;likkavacakar. Then a final series of lamps are shown to 

Nataracar and then MaQikkavacakar. These are the same set of lamps that initiated the 

ritual. The final camphor flame is taken to the otuviirs first and then to the audience. Then 

sacred ash, cUlJtal (chick pea snack), bananas and betel (verrilai piikku patti) are distributed 

to the otuviirs in the order in which they stand, beginning with the Stala 6tuviir. Finally 

the sacred ash and cUl}tai are distributed to the members of the audience. 

This general pattern varied in several ways from day to day. I was told that every 

day a different priest had rights to perform in this ritual. Even if that is the traditional 

arrangement, on five of the seven days that I observed this segment the same priest 

performed the duties. This led to continuity in the performance of the priestly side of the 
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ritual. On one of the days on which a different priest officiated there were quite a few 

changes. The nai1'ettiyam, for instance, was offered prior to the initial set of lamps, at the 

beginning of the ritual rather than at the end. Also, this priest showed the initial set of 

lamps, as well as the other lamps after each poem. After the final poem he showed the first 

three lamps to Nataracar and not to Mal)ikkavacakar, and only the fourth and fifth lamps 

were shown to Nalaracar then MaQikkavacakar. 

The number of {jtuvars participating in the ritual varied from three to six. For five 

days the same three {)tllvars performed the singing of "Tiruvcmpavai": the current Stahl 

(ituviir and two others. On the eighth day of the festival the ritual started with only two 

{jtu1'iirs. neither of whom was the Stala ()turiir, and one of whom had not participated on 

the other three days. After a few poems another i5tuviir came, and he stood farthest away 

from Nataracar. During the singing of the next poem the retired Stalel (}tuwlr came and 

took the position nearest to Natariicar. On the final day, five (jtuvars participated and the 

sixth iJtuwlr came in during the final series of lamps. On this day the retired Stala (Jtuviir 

took the position nearest to Na\aracar, and the current Stala {}tuviir actually stood last until 

a sixth jill/riil' arrived and stood after him.9 

Occasionally other people did share the platform with the (iluwlrs. On two days 

there was a lay trustee of the temple, and on one of the days an acquaintance of the trustee 

<) The Stala (}tuvar position is hereditary. The retired Stala {}tuviir is the father of 
the current Stala ()tuvar. When the father acts as Sta/a Otuvar he receives all the honors 
due to the Sta/a ()tlll'ar such as the parivattam and priority in position and in receiving the 
other honors. I asked a priest about the switching of roles and which one of the two 
should receive the paril'aUam, and was told that it does not matter as both are the same, 
they together are the Sta/a ()tllviir. So, although the son is now the current Staia Otllvar, 
when his father participates he defers, usually taking the last position among the salaried 
(ill/val'S and recei ving honors last. 

I did not see a distinction in the type of honors the salaried {jtuvars received. 
However, one of the older salaried ntuviil's usually stood beside the Sta/a (}tllviir and 
therefore was usually second in receiving honors. 
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as well. On another day some boys were permitted by the ljtlll'(irs to share the platform. 

These people did not sing, and I did not see any woman on the platform during the ritual. 

On the final day, the musicians who accompanied the {jtuw,rs stood on the platform behind 

the iJtuviirs, except for the drummer who stood on Na~aracar's left, and after poem 2 

returned to his usual position. 

There were also variations in the distribution of honors. On the day that the two 

guests shared the platform with the 61uviirs, the guests received the initial honors, even 

before the {jtllviirs. No guest, however, received a parimttam, which is the honor due to 

the Stala Otuv(ir alone. The guests also received the substances distributed at the end of 

this segment, prior to the ()tuv(irs. The boys on the platform did not receive any honors as 

the guests had. On another day the garlands and other substances arrived late. Used 

garlands were distributed to the iJtllviirs at the beginning, but at about poem 5, the fresh 

garlands arrived, and there was a break in the singing while the fresh garlands were 

distributed. The Stala Otll)'iir also received the parivattam at this point, and the camphor 

flame was taken to the properly attired 6tuviirs before the singing resumed. On the final 

day, all the (Jluviirs and the {jtuviir musicians received a new piece of cloth as parimttam. 

On this day the Stala Otuviir did not wear the parivattam which he usually wore. On the 

days that the ()fllviirs arrived late, they received honors when they arrived. 

There was little variation in the format of the singing of "Tiruvcmpavai". The 

ijlu)'iirs stood turned towards Nataracar and sang. The {jlllviir closest to Nataracar always 

sang the first poem. The {)tul'iir standing next to him sang the next and so on. The same 

(Jluviirs, however, did not always stand in the same place, so they did not always sing the 

same poems. The singing style was not uniform. Each 6tuviir would give a personal 

rendition of the poem he sang, embellishing one phrase or prolonging another. 
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The audience for this segment was composed of a few regulars, some people who 

came once and appeared to know what was going on, and people passing by who 

apparently saw some activity and came to see what it was. Generally the audience for the 

singing was fluid, composed primarily of people coming and going. During segment 11.2 

the audience sometimes grew to approximately thirty people. The core group, those who 

were present for most or all of this segment on a single day usually included between six 

and eight older women. The core group of men numbered as high as eight, but there were 

none at all on some days. There were about six regular women and one regular man who 

came almost every day and stayed. Occasionally members of the audience tried to sing 

along, but the variation in the (jtul'iirs' personal styles made participation in the singing 

difficult. 

Segment 11.3: Miif}ikkaviicakar's Procession 

After the activites at the Hundred Pillared Hall are finished Mal,likkavacakar's image is 

taken in procession around the Ati streets. He is carried on his platform out the main 

eastern gate of the Cuntarccuvarar's complex to a cart. Meanwhile the other participants in 

the procession gather around the intersection of East Ali street and the hall leading to 

Cuntarecuvarar's Shrine. 

The procession has a number of components. The procession is led by a bull 

covered with an elaborate cloth supporting dmms which the attendant beats. Two 

elephants follow also covered with elaborate cloths accompanied by their attendants. Two 

umbrella bearers follow the elephants. Next are the temple musicians - a niitasvaram 

player, an accordian player and a cymbals player. They are followed by the priest and his 

assistant who are in turn followed by M~ikkavacakar's image on the cart. The atuvars 

follow behind Mal,likkavacakar in a row singing "Tiruvcmpavai" in unison. The 
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procession is completed by the otuviir musicians who walk beside and behind the 

otuviirs.1O 

The procession begins once all the participants have gathered. At the beginning the 

priest offers incense (ciimpiriilJi) to Mfu;likkavacakar. Then the procession sets out in the 

clockwise circumambulatory direction, southward on East Ati Street. At each of the major 

and minor compass points the procession stops and the priest offers incense to 

MiiQikkavacakar. On the South Ati Street the procession stops at the PaIJl}iru Tirumurai 

MaQ!am (Twelve Tirumurai Association).! I Pucai is offered through the priest by 

representatives of the ma!Jtam. A plate with coconut, banana and camphor is handed to the 

priest. The priest breaks the coconut, and then puts it back on the plate. The torchbearer 

lights the camphor and the priest offers the whole plate including the camphor flame to 

Mal)ikkavacakar. The priest then passes the flame on the plate to worshippers and returns 

the plate to the representative from the ma!Jtam. The priest distributes sacred ash. The 

contents of the offering plate are shared with the torchbearers and cartpullers who 

distributed their portion of it amongst themselves. The procession then continues. In 1990 

the procession made at least two additional stops. One was at one of the shops on East Ati 

Street and the other at the Tiruppuka! MaI)!apam near the Twelve Tirumurai Association. 

There was some variation from the general pattern on certain days. On the third day 

of the festival there was a heavy downpour at the time of the procession. The venue was 

changed to the covered second piriikiiram of Cuntarccuvarar's shrine. It took some effort 

to assemble the procession in there. The bull was not in the procession, only the two 

elephants eventually led the procession. One of the elephants was brought in the eastern 

10 The drummer walked beside the otuvilrs and the accordian players followed 
behind. 

II According to one priest, arrangements had to be made in advance with the temple 
administration in order for the procession to stop along the way. 
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door of Cuntarccuvarar's shrine to the south corridor and began the procession, and the 

other elephant joined the procession further on. Also on this day the procession did not 

stop at the Twelve Tirumu!ai Association, which is situated on South A~i Street, and I did 

not see a similar pii('(Ji performed along the second pirakaram route. On the first day of 

the festival there was a man carrying a long silver staff who followed the temple musicians, 

but I did not see him on subsequent days. 

Generally the otu)'ars who sang in the earlier singing in the hall participated in the 

procession also. The exception to this was the retired Stahl (itul'ar who walked before 

Mal)ikkavacakar in the procession without singing and who on the last day did not go in 

the procession at all. The same priest and assistant who officiated in the Hundred PiIlared 

Hall also officiated in this part. On one day someone at the malJtam gave an offering 

directly to Mal)ikkavacakar, but this is generally not permitted as only the priests are 

ritually eligible and have rights to offer worship to the festival images of the temple. 

Few people follow along in the procession. Sometimes a few of the regulars from 

the recitations inside would participate. On at least one occasion a member from the 

Twelve Tirumu!ai Association joined in and followed the procession. 

Segment 11.4: Singing at Kifikkiltu Ma1Jtapam and TirwlalJacampantar Ma~ltapam 

There are two concurrent ritual activities which take place after the procession. When the 

procession concludes at the main eastern gate of Cuntarecuvarar's shrine, the image of 

Mal)ikkavacakar is taken to the Kilikkiitu Mal)tapam and then to MIl}a~ci's Shrine 

accompanied by the priest, his assistant, the Stafa Otu)'ar, and the temple musicians 

(II Aa). In the meantime, the other (jtuviirs and (jtuviir musicians proceed to the 

Tirufial}acampantar Mal)~apam and conclude the singing of "Tiruvempavai" there (II.4b). 
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In the Kilikkl1tu Mat)lapam, MaQikkavacakar is placed in front of and facing Citti 

VilJayakar. The Stahl (}tllviir sings the second poem of "Tiruvempavai". Then the priest 

offers milk, and a plate containing bananas and a camphor flame to Citti VilJayakar. 

Afterwards MaQikkavacakar is taken to the main doorway of MIlJalci's shrine, in the area 

in front of Nanti facing M1lJalci. The priest, assistant and Stala ()tllviir go inside the 

second piriikiiram of MIlJatci's Shrine and stand on the eastern side of the flagpole. Here 

the Stala (}tll\'iir sings the sixteenth poem of "Tiruvempavai". Again an offering is made, 

and on the last day I was able to see that the offering was made only to M1lJatci. not to 

MaQikkavacakar. MaQikkavacakar's image is then taken to face KumaralJ (MurukalJ) in 

the Kilikkl11u MaQlapam. Here, the Stala (jtllviir sings poem 5 of "Tiruvcmpavai", and an 

offering is made to the deity but not to MaQikkavacakar. 1 Z 

There was not much variation from day to day in this segment. The day that the 

current Stala (}tllviir did not come, his father, the retired Stala (}tllviir sang the poems. 

The other ijtuviirs never participated in segment IIAa. On one occasion the 6tuviir put his 

hands over the flame after it had been offered to the deity. Two other times the Stala 

(jtlll'iir received the pirariitam, milk and bananas, which had been offered to the three 

deities after worship was finished at the KumaralJ shrine. On one of these days the (jtuviir 

shared the milk with a couple of female participants, 13 one of whom was a regular attender 

at this event. The position of MaQikkavacakar in front of the MIlJatci Shrine was altered in 

order to prevent people from stepping in the line of MaQikkavacakar's view of MilJatci. At 

first he was placed back from the main door, but on subsequent days he was moved closer 

12 Later some priests and the Stala (}tuviir confirmed that there is no offering made 
to MaQikkavacakar's image during segment IlAa. I was also told by the Stala (}tuviir that 
it is their "family tradition" to sing these particular poems in front of these particular images 
during this festival. 

\3 These are the occasions on which these actions were specifically observed. I did 
not specifically see whether or not they happened on the other days. 
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to the door, thereby blocking the door in order to prevent people from stepping in front of 

MaQikkavacakar. 

1 n the other concurrent component of this segment (II.4b), all the other iHuviirs 

who participated in Il.2 and 11.3 go to the TirufUiQacampantar MaQ~apam accompanied by 

the {jtuviir musicians. They stand at the bottom of the steps of the mafJtapam facing west, 

and complete the singing of "Timvempavai". When this is concluded the {jtuviirs go to 

Kilikkii~u MaQtapam, and generally reached there before that component of part four is 

completed. 

SeRment 11.5: MiifJikka\'iicakar sing' to Cantiracekaral} and Consort in Procession 

Segment II.5 consists of a procession around the second piriikiiram of Cuntarccllvarar's 

shrine in which the images of Siva as CantiracckaraQ and MaQikkavacakar are carried. 

After the worship at the KllmaraQ shrine has been completed, MaQikkavacakar is taken to 

Cuntarccuvarar's second piriikiiram and placed just outside the doorway to Kilikkii~ll 

MaDlapam where he waits with the Stahl ()tu\'iir. 

Meanwhile the priest and his assistant go to bring CantiracckaraQ. First, they 

sprinkle water and show a single flame lamp to the large palipi!am in the Kampattati 

MaQ~apam. Then, they go to the eastern side of the Kampatta~i MaQ~apam, where the 

image ofCantiracckaraQ is waiting there in a silver palanquin. The priest shows a single oil 

lamp to the palanquin. The palanquin is then carried to the south-east corner where another 

lamp is shown to the deities there, and it is then taken to the place where the image of 

Mal)ikkavacakar and the Stala (}tuviir are waiting. The entire procession then proceeds 

around the second piriikiiram in the circumambulatory direction. 

The procession is led by Mal)ikkavacakar, proceeding backwards so that he faces 

the deity. The priest, his assistant, the torchbearer, and the Stala (}tuviir follow 
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MaQikkavacakar (i.e. they are looking at Mal)ikkavacakar, while the deity behind them is 

inside a palanquin). The palanquin comes last with a trident bearer walking nearby. There 

are no bulls, elephants, umbrella bearers, or musicians (temple or iHu\'iir).I-I- No other 

iJtuvars participate in this segment. The Stala (}tuvar sings all the poems of 

"Tiruvempavai" in order while proceeding around the piriikiiram. At each of the eight 

compass points the procession stops and a single lamp is offered to the deity in the 

palanquin. 

In this segment I observed little variation from this general description. On one day 

it seemed that the priest made the motion of sprinkling water on the palip1tam rather than 

actually doing so. Also on one day the trident was absent from the procession. One day in 

particular I noticed that the Stala (}tuviir was singing particularly loudly and in a more 

complex way than usual. It happened to be the same day that one of the regular attenders 

of the festival was walking with the procession trying to sing along. As I said in reference 

to n.2, if she wanted to sing along with the atuviir it would have been difficult for her to 

anticipate where the changes would come, and I wondered if the i)fuviir was trying to 

impede this woman's participation by singing in a more complex manner than on other 

days, because an audience member does not have the right to participate in the festival in 

this way. 

Very few audience members followed along with this procession, and I and my 

colleague were actually the most regular. On one occasion two family members of the 

Stala (}tlll'ar accompanied the procession, and one woman who attended the rest of the 

festival regularly came on this procession several times. 

1-1- I did not notice temple musicians, but one day I did notice the ()tuvar drummer. 
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Segment 116: Maf]ikkUl'acakar and Calltirad:karat1 in Front of the Lingu 

The final part of segment II is a pilcai conducted at the same place at which segment II 

begins, the space on the east-side of the flagpole in Kampattali Mamapam. The procession 

of II.S terminates at this spot, and the image of Mal)ikkavacakar is held facing 

Cuntarecuvarar, as it is at the beginning of this segment. The palanquin is held between 

Mal)ikkavacakar and the flagpole, facing south. The priest and his assistant usually stand 

between the palanquin and the flagpole on the south side, and the Stu/a (}tul'ar stands 

between the palanquin and the flagpole on the north side. If the i5tUl'ar has not already 

completed all the poems of "Tiruvcmpavai" during the procession around the second 

pirakaram, he completes them here, and on two days he sang the twentieth poem of 

"Tiruvcmpavai" at this point, while on other days he had finished singing before he reached 

this position. 

The final pucai includes offerings of incense, a single flame oil lamp, a five layer 

lamp and a single camphor flame. On the last day nail'cttiyam preceeded the offering of 

incense. Each of these things is offered to the Linga, the palanquin and then to 

Mal)ikkavacakar. Occasionally the order of the offerings was changed and it was offered 

to the palanquin first. One day the offerings were made to Mal)ikkavacakar first, but this 

was the day that a non-regular priest officiated. The final camphor flame is passed to the 

audience. 

When this part of the ritual is completed the festival is finished for the day. 

Mal)ikkavacakar's image is taken back to the ccrtti where he resides for the duration of the 

festival. The participants disperse. 

There was usually a fairly large audience for 11.6. The location is a main 

thoroughfare and the participants had difficulty keeping people from walking through the 
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middle of the ritual space while they were getting ready. During the piicai, and especially 

during tlpiiriitatll1i. people crowded around and pushed in to see. 

Segment III: Finale at the Tirufia!lacampantar Mal}tapam 

The last segment of the festival is a performance of "Tiruvcmpavai" before Mi1}a\ci at the 

TiruiHil}acampantar Mal)lapam. This portion takes place in the evening of the final day. 

According to Fuller, this segment coincides with the POI}1}uiical festival of MI1}a\ci which is 

connected to the EI)I)cykkappu Festival.!S 

A festival image of MI1}a\ci is placed on a swing which has been set up temporarily 

in the Tiruiial}acampantar Mamapam. The image of MaQikkavacakar is placed at the 

bottom of the steps leading up to the MaI)!apam on the eastern side of the steps facing west. 

The i5tuviirs line up on the opposite side of the steps. The priest and his assistants stand 

between MaI)ikkavacakar and the ijtul'iirs during the singing of "Tiruvcmpavai", and 

during the rituals which seemed to concern MIl}ii!ci only, they stand or sit inside the 

Mal)\apam. The rather large audience sits on the northwest corner of the steps behind 

ropes and barriers. 

Around 7:0() PM Mi1}alci is brought into the malJ!apam and placcd on thc swing, 

after a short piicai with five other processional deities placed in the pillared area in front of 

the Hundred Pillared Hall. For the next fifteen minutes or so preparations and rituals are 

performed for MIQa\ci. A single flame offered to MI1}a\ci signals the conclusion of these 

rituals. Immediately after this, the ijtuviirs receive sacred ash and a garland, beginning 

with the Stahl {)tuviir. The Stala (}tuviir also receives the parivattam. The ('jtuviirs then 

sing "Tiruvcmpavai". Each sings a poem in turn, beginning with the Stala {)tlll'iir singing 

IS See Fuller, The Camphor Flame, 182-203 for a description of these two 
festivals. 



the first poem. After each poem a single flame oil lamp and a single camphor plate are 

shown while the priest rings a hand bell. The lamp is shown first in the direction of 

SC)maskandar in front of the Hundred Pillared Hall, then to MIl}a!ci on the swing, and 

finally to MaQikkavacakar. 1() 
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I observed that in the 1993-94 festival, four 6tuvars participated in this segment. 

The retired Stala Otuwi,. was acting as Stala Otul'iir, and therefore received the special 

honor of the parivattam. 

The order of showing the lamps varied slightly after the first few poems. One time 

the oil lamp was shown to MaQikkavacakarfirst and then to MIl}a\ci. and on another 

occasion the camphor flame was shown to Somaskandar, MaQikkavacakar, and then 

MIl}a!ci. By far the most common pattern was Somaskandar, then MIQa!ci. then 

MaQikkavacakar. 

When the singing of "Tiruvcmpavai" is finished, the ijtuviirs sing the 

Paiicapurii~lam. No lamp is offered to MIl}a\ci between these five poems. When the 

singing of the PaiicapuriilJam is completed, a single flame oil lamp is shown and a single 

camphor flame. Then the camphor flame and ash are brought to the 6tul'iirs and other 

significant people. In 1993-94. the flame was presented first to a temple administrator who 

was present, then to the 6tul'iirs, and then to some women who participated in the later part 

of the ritual. Ash was then distributed to the administrator and 6tuviirs. Finally the 

ijtul'iirs were given bananas and betel. 

16 The Stala (}tuviir confirmed that the lamp is shown to Somaskandar, one of the 
five festival images temporarily placed in front of the Hundred Pillared Hall rather than to 
Na~aracar inside the Hundred Pillared Hall. 
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Mal)ikkavacakar had no presence in the ritual after this. 17 According to the Stalll 

Otl/viir, this concluded the festival for Miil)ikkavacakar. As the first segment opened the 

festival by singing first the PaikapuriilJam and then "Tiruvcmpavai", this section closed 

the festival by singing first "Tiruvcmpavai" and then the Paficapuriinam. After MII}a\ci 

leaves, Mal)ikkavacakar is returned to the Makamal)\apam of Cuntarccuvarar's shrine, and 

the festival is finished. Any doubt that it was over for Mal)ikkavacakar was dispelled when 

I saw the unceremonious way in which the image was hoisted onto an assistant priest's 

shoulder and carried away. 

The "Ritual Text" 

The "ritual text" of the "Tiruvcmpiivai" Festival at Mll}ii\ci-Cuntarecuvarar Temple is more 

complicated than the "ritual text" of the Tiruva1}antal Piicai. It consists of: PaflCapllrii~lam 

and all twenty poems of "Tiruvcmpavai" in segment 1; the Tiruvi!aiyiital PuriilJam poem, 

the twenty poems of "Tiruvcmpavai" sung twice, then poems 2, 16 and 5 of 

"Tiruvcmpavai", and another singing of the twenty poems in segment II. all of which is 

I7 The remaining portion of this ritual concerns MII}atci, and is part of the 
POI}l}uikal Festival. The retired Staia Otuviir and the current Stala Otlll'iir, the 
administrator and the priest went inside the malJtapam. At 7:35 a bell was rung and the 
swing began to move. At this point, one by one, several women went into the malJtapam, 
performed some actions, and then each received ash and betel, and then they left. This was 
followed by a long, seemingly intricate ritual in the malJtapam which involved 
circumambulating around MIl}ii\ci. Much of it was not visible from our position on the 
floor. After some time the Staia Oluviirs sang four poems from Mal)ikkavacakar's song, 
"Tiruppol}l}ucal". Mll}atci was swung on the swing. The niitasvaram was played. There 
was a final piicai. The same five lamp series and single camphor flame which concluded 
the ritual in the Hundred Pillared Hall concluded this ritual also (i.e. the single flame oil 
lamp; the 5 layer lamp; the cobra headed lamp; the 5 wicks lamp and the pot). Each lamp 
was shown three times to S()maskandar first and then three times to MIl}a\ci. The assistant 
priest then passed the camphor flame to the people and the priest distributed a powder. 
Two women went and received some substance and a garland. MlI}alci was then returned 
to the other deities on the other side near the Hundred Pillared Hall to be taken in 
procession. The ijtuviirs did not receive any special items at this point. 
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repeated on each of the eight days; and a singing of all 20 poems and then the fi ve 

Pancapur{u:zam poems in segment III. 

The "ritual text" of "Tiruvempavai" Festival therefore uses more than three source 

texts and utilizes them in a variety of ways. As we saw above the festival opened and 

closed with the Pancapuriinam. The Pancapuriit:zam consists of five different poems 

drawn from five groupings of the many poems of TirumuTai, composed by sixteen 

different authors. IS On the middle eight days a poem was sung from the Tirul'i!aiyiita1 

Puriit:zam, which is the account of Siva's activities in Madurai,19 and which is not one of 

the twelve Tirumurai. The particular selection comes from the praise portion at the 

beginning of the Purii~wm. "Tiruvempavai" was sung in whole and in part, and the whole 

was repeated three times on each of the middle eight days of the festival. 

This "ritual text" is fairly stable. In 1993-94 the only variation from day to day was 

whether or not the poem in praise of Mal)ikkavacakar was sung, which depended on 

whether or not segment 11.1 was omitted. It is possible that from year to year the specific 

songs constituting Paikapuriit:zam may also vary, thus altering the text from year to year. 

The requirement for singing the Pancapuriit:zam is that the selection be from certain texts, 

but the partiCUlar selection of poems is not specified. 

The Singing of "Tiruvempavai" as an Event in Ma.,ikkavacakar's Life 

In the "Tiruvcmpavai" Festival the singing of "Tiruvcmpavai" is understood as the 

replication of an event in Mal)ikkavacakar's life. The naming of the festival associates it 

directly with the saint, and his image is present in all segments of the festival. The singing 

and the activity is understood by ijtuviirs and priests to be done by Mitl)ikkavacakar 

18 See chapter 8. 
19 See chapter 6 and 8. 



himself. The spatial arrangements, the ritual forms and the singing of the festival create 

distance between the otuviirs, who act on behalf of Mal).ikkavacakar, and the audience. 
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Each of these structural characteristics of the festival prevent devotees from participating in 

the activity associated with Mal).ikkavacakar. In the festival M~ikkavacakar is portrayed 

as the only devotee worshipping at the temple. The meaning of ''Tiruvempavai'' as 

celebrated in this festival, is that it is M~ikkavacakar's mode of praise, worship and 

supplication to God that leads to mufti. 

The festival is referred to both as "'Tiruvempavai' Vila (festival)" and as 

M~ikkavacakar's Festival. A temple administrative notice referred to the festival as 

'''Tiruvempava' Urcavam" (sic., temple festival), and the blackboard in the temple which 

notes the current events, referred to the first day of the festival as "M~ikkavacakar 

Urtsavarampam" (sic., the beginning of the M~ikkavacakar festival).2o One Tamil 

calendar of events (panciinkam), which indicates the starting dates of festivals in various 

temples in Tamil Nadu, refers to the festival as "The Sri M~ikkavacakar Tiruvempavai' 

Festival".21 In name, then, the festival is clearly associated with M~ikkavacakar. 

Mal).ikkavacakar's image is also present in all the segments of the festival, and it is 

the only image that is present in all the segments. Both the specific setting and the 

addressee (to whom the songs are addressed, or for whom they are performed) change 

from segment to segment in the festival. In segment I, Mal).ikkavacakar is brought before 

Cuntarecuvarar and Nataracar in the Makamal).tapam. He receives the protective thread and 

then in the person of the Stala 6tuviir performs his song before these images. In segment 

11.1, he is praised by the Stala 6tuviir. In 11.2 the full "Tiruvempavai" is sung as he stands 

20 The Tamil spelling of "festival" is copied directly from the temple notice and the 
blackboard respectively. 

21 S. Vacan, Viican Cutta Tirukkanita Panciuikam (Cennai: Vacan Pukhavus, 
1993), 14; Ibid., (1994), 14. . - - -
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before Na\araear in the Hundred Pillared Hall. Then in 11.3 he is taken in procession 

around the A\i streets. In 11.4 he is taken before the images of Citti Vil}ayakar, Mll}a\ci and 

Kumaral} (Murukal}). In U.5 he goes with Siva (Cantiraeckaral}) in procession around the 

second pirakiiram. In the last portion of this segment, 11.6 he is worshipped along with 

both Cuntarccuvarar and Cantiraeckaral}. Finally, in segment III he is stood near MIl}alei 

and the poems of "Tiruvempavai" are sung. In the festival MUQikkavacakar is thus brought 

to six different places, and his "Tiruvempavai" is sung before six different deities. 

Although the location of the activites of the festival change, and the deities present for each 

event change, MaQikkavacakar's image is always present. Furthermore, in all portions of 

the festival, the poems of "Tiruvcmpavai" are sung only in the presence of the image of 

MUQikkavacakar. This arrangement contrasts sharply with the singing of 

"TiruppalJiyelucci" in the Tiruvatzantal Piicai where neither MaQikkavacakar nor any other 

person has such a presence, in image or in name, because the ritual use of the poems in that 

case is completely different. 

MaQikkavacakar is especially associated with Nalaracar in this festival. In 

segments I he is brought before Nalaracar in the MakamaQtapam, and in segment II he is 

brought before Nalaracar in the Hundred Pillared Hall. A priest expressed the idea that 

there is a special relationship between MUQikkavacakar and Nalaracar, and an ()tuviir of the 

MIl}a\ci-Cuntarccuvarar Temple suggested that MaQikkavucakar, "Tiruvempavai", and 

Na\aracar are especially linked with one another. These views seem to be supported by 

tradition, and by the poet's biography. Many of the Tiruwlcakam songs are believed to 

have been sung in Citamparam where Nalaracar is the main deity, and, as we saw in the 

summary of his biography provided in chapter 6, MaQikkavacakar is thought to have 

finally attained full mufti by actually merging with Na\aracar at Citamparam. We are 

suggesting that the festival emphasizes this special relationship by associating 



Ma[.likkavacakar.regularly with Nataracar, even though Nataracar is not one of the 

presiding deities of the MIQatci-CuntarccuvararTemple. 
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According to both priests and i5tuviirs, the singer of "Tiruvcmpavai" in this festival 

is Mat:tikkavacakar himself.22 One priest made the point in a negative way by explaining 

that Mat:tikkavacakar in the festival is an idol and cannot sing, so the 6tu\,ii,. acts on his 

behalf. In a slightly different way the point was made by another priest when he referred to 

the events of the festival as a representation in which the lituviirs act as Mat:tikkavacakar. 

Both Stala (}tuviirs regard themselves to be singing the poems of "Tiruvempavai" on 

Mat:tikkavacakar's behalf. One of them actually said at two points during the festival that 

he was Ma[.likkavacakar.23 Regardless of whether the i5tuviir represents Mat:tikkavacakar 

like an actor in a play, or through some stronger ritual identification, it is clear that for both 

the priests and the iJtu\'iirs the singer of "Tiruvempavai" in this festival is understood to be 

Mat:tikkavacakar himself. 

The structure of the festival also suggests that only Mat:tikkavacakar's VOIce 

(through his representatives) should be heard singing "Tiruvcmpavai". Distance is created 

between the i>tuviirs who sing on Mat:tikkavacakar's behalf and any other devotees who 

might want to participate. This is accomplished through spatial arrangement, through 

special ritual procedures and through specialized singing styles. On the first day, the image 

of Mat:tikkavacakar and the Stala (}tul'iir stand in a special formation. The Stala (jtuviir 

stands on the north side of Mat:tikkavacakar and on the south side of Na!aracar. On the 

other hand the audience has to stand on the opposite or the south side of Mat:tikkaviicakar. 

Similarly, in segment 11.2 of the eight day cycle which takes place in the Hundred Pillared 

Hall, the images of Miit:tikkavacakar and Nataracar, and the priests and the 6tuviirs are all 

22 Fuller makes this point also: Fuller, The Camphor Flame, 195. 
23 The 1990-91 "Tiruvcmpavai" Festival. 
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raised above the audience on platforms. The only exception to this was when the VIPs and 

special guests shared the platform with the otuviirs, but these men and boys did not sing 

"Tiruvcmpavai". In the two processions (11.3 and 11.5), the worship at MIQalci's Shrine 

(11.4), and in front of the flagpole (11.6) the spatial distance was not so marked, but at 

MIQatci's shrine and at the flagpole there was a real effort to keep people out of the space 

reserved for the ritual activity. In the final segment of the festival, MaQikkavacakar's 

image, the iJful'iirs, and the other devotees are on the same level, but the devotees are 

behind rails and are moved back from the iJtul'iirs. 

MaQikkavacakar and the {Jtuw,rs are both distinguished ritually from the audience 

(devotees) by special ritual markers. MaQikkavacakar always wears apariva!!am. The 

Sta/a Otul'iir also receive the parivat{am in segments J, II, and III. The other iJtul'iirs and 

their musicians receives parivattams on the last of the eight days. On all the eight middle 

days of the festival in the Hundred Pillared Hall the i)tuviirs receive special ritual attention 

prior to the singing of "Timvcmpavai". They receive the camphor flame (which is not 

taken to the audience), ash, sandal, and garlands. The special guests also recei ve these, but 

they did not join in the singing of the poems of "Tiruvcmpavai". In the final segment, the 

ijtuw,rs also receive similar special recognition before they began singing, and at the end of 

their portion of that event they received bananas and betel. The women who participated 

later in the ritual also received these honors after their participation, but not at the same time 

as the ijtllviirs. 

The use of distinctive singing styles also creates distance between the audience and 

i)tul'jirs. As noted above, in the Hundred Pillared Hall the i)turiirs sing with their own 

personal embellishments, making it difficult to anticipate how the song will proceed and 

therefore making it difficult to sing along. It was also noted earlier how it seemed that on 

one occasion the ljtuviir sang in an even more complex style when someone did try to join 
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in. The easiest place in which a devotee could participate in the singing would be in the Ati 

streets procession, because the spatial arrangement there is less rigid, and during these 

processions there are no clear ritual distinction marking off the place for the otuviirs in the 

procession. The otuviirs are still marked off somewhat because they are walking in direct 

association with the cart carrying MiiI)ikkavacakar and are accompanied by their band. On 

lookers can certainly identify the ijtuviirs as ritually significant, but no one is physically 

prevented from joining them. 

The different segments of the festival show Mfu}ikkavacakar in various devotional 

poses. This is especially prominent in segment II which is repeated for eight days. 11.1 

and II.6 seem to be the preliminary and concluding segments respectively. Segment 11.1 is 

an exchange between the Stala Otuviir and Mfu;likkavacakar in which the Stala Otuviir 

praises Mfu).ikkavacakar before beginning to act on his behalf. Segment 11.6 is a final 

pucai to Cuntarecuvarar, CantiracekaraI} in the palanquin, and to Mfu}.ikkavacakar. In 

between, M3.Qikkavacakar becomes respectively performer (II.2), important devotee with 

all temple honors (11.3), a human worshipper (1104), and a supplicant (II.Y). Using 

language that reflects Mfu}.ikkavacakar as the actor in the festival we can say that in 11.2 he 

goes to Na~aracar, stands before him and performs the 20 poems of "Tiruvempavai". In 

the procession around the Ati streets (II.3), he is given all temple honors: the bull, the 

elephants, parasol, and musicians. According to the otuviirs and priests, taking 

Mfu}.ikkavacakar in a procession with all the fanfare is showing him respect and 

acknowledging that he is an important person. He might be considered important because 

he was, according to his biography, the first minister of the King of Madurai, a great poet, 

and a saint who attained multi. Yet the circumambulatory route and the singing of 

devotional songs picture him in a devotional pose, as one priest said, "worshipping God" 

in the procession. In 11.4, MaQikkavacakar is presented as a human who sings a song (a 
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poem of "Tiruvcmpavai ") and worships Citti Vil}ayakar, MI1}atci and Mumkal}. The fact 

that he is depicted as human here is made clear by the fact that he himself receives no 

naivettiyam or lamps, as he does in some other parts of the festivaI.2-+ Furthermore, like 

other humans he comes with a plate of offerings to be offered to the deity, and then 

receives back the camphor flame and piraciitam through the Stala Otuviir. In the following 

segment (II.S) we see Mal)ikkavacakar as a human supplicant.25 He goes to the second 

piriikiiram, and waits for Cuntarccuvarar to come, and when Cuntarccuvarar arrives 

Mal)ikkavacakar proceeds backwards singing his songs. There are no processional 

elements such as bulls, elephants, umbrellas and musicians in this event Only 

Cuntarccuvarar receives offerings of lamps. These points underscore the fact that 

Mal)ikkavacakar is a human in this segment, and is given no special recognition. In this 

eight day segment, Mal)ikkavacakar is a performer, a great person who receives 

recognition, an ordinary worshipper, and one who makes requests of God. 

Mal)ikkavacakar is, however, no ordinary devotee. He is also depicted as divine at 

some points in the festival because he is offered lamps and the camphor flame. According 

to a priest, tipiiriital)ai is offered only to deities, and Mal)ikkavacakar receives offerings of 

lamps in segment I, segment n.2, 11.3 and n.6, and Ill. This distinguishes him from 

devotees in the audience, and even from the ijtuviirs who are his representatives during the 

festival. He is a devotee, but he has also attained mutti. This gives him a status beyond 

2-+ This point was made clearly to me when I asked a priest and otllviir if 
Mal)ikkavacakar received naivettiyam or tlpiiriital)ai in this segment. I was told, "No!, 
here he is a human doing worship." 

25 The /jtuvar referred to Mal)ikkavacakar as l'il}l}appattiir. When saying this the 
ijtu)'iir made the motion of going backwards bent over with hands folded. The image is 
standing and cannot bend over with hands folded, but it does explain why Mal)ikkavacakar 
proceeds backwards in the second piriikiiram. When I asked why the Ati streets 
procession had a bull, elephants and so on, but in the later procession in the second 
piriikiiram did not, I was told that it was because in the later procession Mal)ikkavacakar 
was a supplicant. 



human. The {)luraI'S and other devotees in attendance at the festival are not recognized 

through ritual as being divine in this way. 
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In an interview with one of the alural's. it was asserted that my questions 

concerning the meaning of the "Tiruvcmpavai" Festival, and the meaning of 

"Tiruvempavai" itself, ultimately come down to the same question. It was agreed that by 

giving importance to the "Tiruvcmpavai" songs, the soul gains perilJpam (multi), and 

because the festival gives special recognition to the "Tiruvcmpavai" songs, it also enables 

one to gain multi. We may suggest that the significance of this festival is that it embodies 

Mal)ikkavacakar's path to final multi. In this festival Mal)ikkavacakar entertains, praises, 

worships and petitions God through "Tiruvcmpavai". and it was through the medium of his 

poems that he attained final multi. The devotee, as an audience member in attendence at the 

festival, witnesses a path that leads to mutti. The devotee may also follow this path. As 

Civa Arul)akiri Mutaliyar suggested, the devotee may sing "Tiruvcmpavai" in his own 

worship of God and attain mutti.26 

Summary 

The poems of "Tiruvcmpavai" are sung in a special way in the "Tiruvcmpavai" Festival at 

the MIl}atci-Cuntarccuvarar Temple in Madurai. The performer of these poems, as 

structured by the ritual and as understood by the i)luval'S and priests, is Miil)ikkavacakar. 

The poems and their significance is understood within the biography of the composer of the 

poems. The significance of "Tiruvcmpavai" as presented in this ritual is that worshipping 

through these songs. as Miil)ikkavacakar did, is a means of attaining the highest goal, final 

multi. In chapter to. we will see how the poems of "TiruppaHiyclucci" and 

26 See chapter 6 above. 



"Tiruvempavai" can be understood quite differently when situated in the biographies of 

individual devotees rather than in the biographies of the "hero" or the "poet". 
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III: Chapter 10: Nagamalai Pudukottai: 

Citti Vioayakar and Nakamalai Murukao Temples 

In the two preceeding chapters I have looked at the singing of "TiruppaHiyclucci" 

and "Tiruvcmpavai" in a large temple complex where there are people whose job it is to 

sing these and other Saiva songs before the deities and saints who reside in the temple. 

Now, in this and the following chapter, I will consider the singing of these same songs in a 

temple setting in which there are no temple officials especially designated for singing. The 

setting of this and the following chapter is the village of Nakamalai PutukkoHai where there 

are two community temples: Citti Vil]ayakarTemple and Nakamalai Murukal] Temple. 

The event is the "Piivai Singing" (piivai piituvatu) which occurs once a year throughout 

Miirkaji month. The performers of the songs are devotees, predominantly woman, and the 

significance of the songs is the significance those devotees give them in terms of their own 

life. 

This chapter will begin with a description of the village, the two temples, and the 

ritual cycle of the two temples. This will be followed by a description of the participants 

and the event. In chapter 11 I will then discuss the "ritual text" of the "Piivai Singing" and 

the interpretation of "TiruppaHiyclucci" and "Tiruvcmpavai". 

The Village 

Nakamalai Putukki)\lai is a village about ten kilometers west of Madurai on a main road 

heading towards the western ghats. A long rocky hill called Nakamalai (Snake Hill) runs 

along the north side of the road, and the Vaikai River runs north of Nakamalai. The 

landscape is dotted with hillocks and fields. 

239 
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The area around the village falls into the sacred geography of Madurai, and the 

domain of Cuntarceuvarar and Mil}atci, as defined by the traditional legends of the 

Tiruvi!aiyatal Pllrii~lam. According to the twenty-eighth episode in that text, the Jains 

(traditional rivals of the Saivas) undertook a sacrifice and created a giant snake in order to 

destroy a zealous Saiva King of Madurai. The king appealed to Lord Cuntarccuvarar, who 

assured him that he would destroy the snake. After more appeals to Cuntarccuvarar, the 

king succeeded in destroying the snake, and legend holds that the body of the dead snake 

became the long hill known as Nakamalai. 1 

A bit further west of the village, on the north side of the Vaikai River is another 

sacred site whose story is told in the sixty-third episode of the Tirul'i!aiyiita1 PuriifJam. 

According to this story, another King of Madurai was a follower of the Jains, and was 

vigorously imposing this religion on his subjects. The Queen, Marikaiyarkkaraci, and the 

Prime Minister, Kulaeciraiyar, summoned the Saiva saint, Tirufial}aeampantar, in the hope 

of restoring the king's faith in Saivism.2 Several contests took place between the Saiva 

saints and the Jains, and in the final and decisive contest, both the saint and the Jains 

inscribed their respective religious principles on palm-leaves and the leaves were thrown 

into the Vaikai River to see which would flow against the current. Only 

Tirufial}acampantar's leaf floated upstream, and all the Jains were converted to Saivism or 

put to death. The saint's leaf floated on until it was found in an area of the river 

surrounded by forest. Where the leaf was found the king discovered a Linga and built a 

I J. H. Nelson, The Madura Country: A Manual (1868; rpt., Madras: Asian 
Education Services, 1989), III: 18-19. 

2 The images of Marikaiyarkkaraci and Kulacciraiyar are two of the four images of 
saints with a special association to Madurai in the Tirufial}acampantar MaQtapam in the 
MIl}atci-Cuntarccuvarar Temple. See chapter 8. 



temple there. This place is known today as Tiruvctakam and there is a reasonably sized 

Saiva temple there, quite near Nakamalai.~ 

Rock carvings on a hillock slightly south of Nakamalai PutukkO\lai provide a 
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concrete reminder of a former lain presence in the immediate area. On this hill there is Jain 

cave with carvings cut into the rock, and higher up near the top of the hill are Jaina figures 

and Kirantam (Grantha; ancient script used by Tamils for writing Sanskrit) inscriptions 

carved into the rockface facing east. 

The population of Nakamalai PutukkoHai was 12,398 according to the 1991 

Census.-+ The village seems to be composed of two different settlements: an older village 

style settlement to the northeast of the main road, and a newer town-like settlement to 

southwest of the road. The older area has narrow winding streets, the housing styles are 

mixed and houses tend to be crowded against each other, and there is a central meeting area 

called a mantai. In the newer area, by contrast, the streets are wider and organized in a 

grid pattern, and the houses tend to be large, free-standing structures within compounds, 

and there is no mantai. The older area is an agricultural settlement. On the other hand, the 

newer area is comprised of recent settlers with no ancestral ties to the land, who either 

work in Madurai, or teach or work in administration at Madurai Kamaraj University a few 

~ The group of poems which the saint is thought to have inscribed on the palm leaf 
is called "Tiruppacuram" and is highly regarded among Saivas. The first verse is included 
in the "Pami Singing". Nelson, The Madura Country, IIl:37; P. S. Somasundaram, 
Tin~iila~za.mmhanadha,.: Religion and Philosophy (Madras: Vani Pathippakam, 1986),27, 
3994-99; Indira Viswanathan Peterson, Poems to ,Siva: The Hymns (~lthe Tamil Saints 
(Princeton: Princeton University Press, 1989),281 n. 232. The temple at Tiruvclakam 
was classified as one of the seven great temples in Madurai along with the MIl}a~ci
CuntarccuvararTemple, Tirupparankul}!am Murukal} Temple, KaHa!akarTemple, and 
three others in the early reports of the British upon their takeover of Madurai (c.a. 1802). 
Carol Appadurai Breckenridge, "The SrI MIl}ak!ji SundarcSvarar Temple: Worship and 
Endowments in South India, 1833 to 1925" (Ph.D. diss., University of Wisconsin
Madison, 1976), 152-3. See also Nelson, The Madura Countrv, IV: 135-6. 

-+ Censu.\ (~f1ndia JCJCJ J, Provisional Population Totals, 'Supplement to Paper-l of 
1991, Series 23: Tamil Nadu (Government oflndia, 1991). 
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kilometers to the west. The inhabitants of the older area tend to dress in the style of the 

Piramalai Kanar of the area, which for women means they wear their saris and hair in a 

distinctive manner. Some of the men wear the uniforms of service employees of the 

university. The women of the newer area wear their saris and hair in the way found in 

Madurai, and the men tend to dress in the western style of pants and shirt rather than in the 

more traditional vetti (dhoti).5 

The two areas of the village maintain a kind of distance from each other. This is 

quite apparent in the following excerpt from the "Nakamalai MumkaJ1 Tala Pural)am": 

In our village of Alvarnakar N.G.O Colony, today there are one thousand houses, 
one college, two high schools, one middle school, a mosque, two churches and three 
temples. But in April 16, 1962 on Catacivam Road when Tim. Amirtaliitkam first set 
up his house, there were no other houses. On Feb. 7, 1964, when the first electric 
connection was installed in his house, there were only fifty houses. 

On September 9, 1964 on ViQayakar Caturtti day, when Tiro. S. 
TarmaliIikamutaliyar installed Lord Vil}ayakar, he made this village in which our 
houses are, a village with a temple. He and the retired post-master Tiro. VeIikacamrav 
who performed the daily pucai, obtained some donations and established the Pi!1aiyar 
Temple (translation mine).6 

Nvarnakar is a sub-division of Nakamalai Putukkottai on the west side of the 

village and south of the main road. The "Tala Pur~am" attests to the newness of the 

settlement and to the number of educational and religious institutions in Alvarnakar. The 

Citti Vil}ayakar and Nakamalai MurnkaJ} Temples are two of the three temples mentioned in 

the "Tala Pural)am". 

The older, northeast area of the village has at least six temples. There is an older 

temple north of the main road that was under renovation when I was there. Proceeding 

north from the main road one also passes temples for Ammal}, Pinaiyar (ViQayakar), and 

5 At the temple the traditional vetti is considered appropriate attire for men. 
6 S. Catacivam, "Tala Pu~am" in Aru/miku Nakamalai Tirumuruka1J Tirukkoyil 

Kutamulukku Vila Malar (n.p.: Malarkkulu, 1993),3. This "Tala Pural)am" is one and a 
half pages long and lacks the legendary quality of those such as Tiruvi/aiyatal Purar.zam. 
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Alakar (Vi~I)u), all of which are visible along the winding road. Proceeding north past the 

settlement and towards the eastern end of Nakamalai hill is a fairly large temple for 

Tatatakai, the valorous form of MIQatci prior to her marriage to Siva as Cuntarccuvarar. 

The image installed in the temple, according to the priest, has three breasts, and the temple 

is said to mark the place of her birth. Preliminary inquiries suggest that the temple existed 

at least as early as 1921, but even it is not included in the enumeration of temples in the 

"Nakamalai MurukaQ Tala PuraQam". It seems clear that the "Nakamalai MurukaQ Tala 

PuraI)am" assumes that the northeast area of Nakamalai Putukk()Hai with its own temples is 

a completely separate area from Alvarnakar. The temples of Alvarnakar, including the two 

about to be studied, serve primarily the relatively new settlement of literate, fairly educated 

middle-class Hindus. 

The Citti Vioayakar and the Nakamalai Murukao Temples 

The "Piimi Sinoino" durin o which "Tiruppalliyclucci" and "Tiruvcmpavai" are sun o is b b' ~ •• - 0' 

arranged so that it begins at the Citti ViQayakar Temple and concludes at the Nakamalai 

MurukaQ Temple. These temples are considerably smaller and newer than the MIQatci-

Cuntarccuvarar Temple complex in Madurai, and the ritual cycles one finds there are much 

less complex than the one at the MIQatci-Cuntarccuvarar Temple. There are only a few 

people on staff in each temple. (A Diagram of the Citti ViQayakarTemple is found in 

Appendix lA, and that of Nakamalai MurukaQ Temple is in Appendix 1.5.) 

The Citti ViQayakar Temple complex is housed in a compound which covers 

approximately 4500 square feet. The only entrance to the complex is on the eastern side of 

the temple. There are six shrines in the complex: the shrine of the presiding deity, Citti 

ViQayakar, and the surrounding shrines of the five subsidiary deities. In front of the 

temple and facing Citti ViQayakar is an image of his mount, a rat (miiflnlr). The subsidiary 
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deities proceeding clockwise around the temple are: Civappirakacanatar, CiQl}a PiHaiyar set 

into the back of the main shrine, PalacuppiramaQiyar (MurukaQ as a child), Cuntara 

Aficancya Cuvami (Rama), and Cuntara Aficancyar (HaQumaQ). All except the CiQQa 

PiHaiyar face the easterly direction and have their own structures. In addition to these 

installed images, there are two festival images, one of ViQayakar situated on Citti 

ViQayakar's right and one of MurukaQ on his left. Within this temple compound there is a 

well,7 three sacred trees and a kitchen. There is also an organization called the Tiruppuka! 

Capai associated with the temple, dedicated to the singing of the songs to MurukaQ which 

were composed by AruQakirinatar (the Tiruppukaj). 

According to the "Nakamalai MurukaQ Tala PuriiI)am", the image of the presiding 

deity in the Citti ViQayakar Temple was installed in 1964. The inscriptions in the temple 

complex provide dates for the other shrines. The picture of Cuntara Aficancya Cuvami was 

installed in 1971,H the structure housing the presiding deity (iilayam) was consecrated in 

1975, and the image of Cuntara Aficancyar was installed in 1976; Palacuppiramal)iyar in 

1991; and Civappirakacanatar in 1992. There are no dates available for the installation of 

CiQQa PiHaiyar, but it is attached to the hall of the presiding deity which was built in 1975. 

The Nakamalai MurukaQ Temple is adjacent to and shares a compound wall with 

the Citti ViQayakarTemple. The compound of the Nakamalai MurukaQ Temple covers an 

area of approximately 6400 square feet and is therefore slightly larger than the Cilti 

ViQayakar Temple compound. It has one entrance which is also on the eastern side. The 

complex contains ten shrines: the shrine of the presiding deity, Nakamalai MurukaQ, and 

the surrounding shrines of the eight subsidiary deities, and an image of MurukaQ's mount, 

7 The well was closed by July 1994. I was told it was polluted and that the temple 
now gets water from the adjacent Nakamalai MurukaQ Temple. 

xCunlara Aficancya Cuvami is represented by a colour picture rather than a 
sculpture as in the other shrines. 
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a peacock (mayil viikatwm), which faces him. Above the entrance to the main shrine is a 

relief of the Goddess, Kajala\cumi. A small image of VilJayakar sits on the top step of the 

MurukalJ shrine to his right, facing east. Three of the subsidiary shrines are attached to the 

main shrine. Proceeding clockwise around the shrine of MurukalJ are: Ta\cal)aml1rtti on 

the south wall facing south: Mahavi~l)u on the west wall facing west; and Turkkai on the 

north wall facing north. There are five other free standing shrines: Cuntarccuvarar (a 

Linga) is behind MurukalJ in the southwest comer facing east. MIlJa\ci AmmalJ is behind 

MurukalJ in the northwest comer, facing east. An image of Siva's mount, Nanti the bull, 

is in front, and faces both the Linga and MIlJatci. Nakarajar is to the northeast side of 

MurukalJ at the compound wall, facing west. The Navakkiraham (nine planets) are situated 

in a single structure to the northwest of Nakarajar but to MurukalJ's northeast. Finally, 

Cal)\ikcsvarar is situated close to MurukalJ's shrine at its northeast comer and faces south. 

The compound has a borewell pump, funded by various branches of the Rotary Club, a 

kitchen, and a number of shrubs and trees. 

The Nakamalai MurukalJ Temple complex evolved even more quickly than the Citti 

VilJayakar Temple complex. The very first structural features, a ma1}tapam and a portion 

of the compound wall, were built in 1985. In July 1989 the temple committee began 

collecting donations in order to build a MurukalJ Temple in the ma~7tapam. In October 

1989 the construction was completed and the image of N akam alai MurukalJ installed. On 

30 August 1991 the ceremony installing the images of VilJayakar, Tatcal)amiirtti, 

Mahavit'l)u, Turkkai, the Navakkiraham, Cal)tikcsvarar and Nakarajar was conducted. The 

construction of the vimiil}am (small tower over the image of the main deity) began 26 

January 1992. The construction of the Mll}atci and Cuntarccuvarar shrines began on 22 

August 1992. On 25 January 1993 the vimiilJam was sanctified and the images of M1lJa\ci 
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and Cuntarccuvarar were installed. It took three and a half years to build the complex from 

the beginning of the collection of funds to its present stateY 

Ritual Cycle of the Citti Vioayakar and the Nakamalai Murukao Temples 10 

Both the temple structures and the ritual calendars of these two village temples are in the 

process of change. The installation of new deities leads to changes in the ritual pattern in 

order to provide for their worship. In the Citti Vil}ayakar Temple the images of 

PalacuppiramaI;1iyar and Civappirakacanatar were installed after I had completed my 

fieldwork in 1991 but before I returned in 1993. As a result the rituals had been expanded 

to include these deities, with Civappirakacanatar included in the daily ritual and 

PalacuppiramaI;1iyar in the daily, monthly and yearly schedule. Two new shrines are 

planned for the Citti Vil}ayakar Temple complex, one for Kacivkuvanatal} and one for 

Rama, Laksmanan and Sita. The ritual pattern will change again to incorporate them. 

When I completed my fieldwork in 1991 only the main Nakamalai Murukal} image was 

installed and receiving worship in the Nakamalai Murukal} Temple complex. Since then all 

the other deities in the temple were installed. Most of the rituals of the current ritual cycle 

developed since the beginning of my fieldwork. I I The description of the two ritual cycles 

here presents what was in place as of mid-1994. 

The Citti Vil}ayakar and Nakamalai Murukal} Temples have daily, monthly and 

yearly ritual activities, and the Nakamalai Murukal} Temple also has some weekly rituals. 

The daily activity at both temples consists of daily pucai and the performance of personal 

worship on behalf of devotees. In contrast to the eight daily pucais at the Mil}alci-

') "Tala PuraQam." 3-4; temple inscriptions. 
I () The information about the ritual cycles is based on interviews with the priests of 

the temples. as well as some input from devotees. 
II For example: Navarattiri, Ali PaufQami for MIl}alci. 
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Cuntarccuvarar Temple, these two temples have daily worship performed twice for the 

presiding deities. The times of the daily pucais are coordinated so that devotees may watch 

at least the showing of the lamps at both temples. The morning pLlcai takes place between 

7:30 and 8:45 AM in the Citti ViI}ayakarTemple and begins at about 8:00 AM in the 

Nakamalai MurukaI} Temple. In the Citti ViI}ayakarTemple the evening Pllcai occurs at 

6: 15 and in the Nakamalai MurukaI} Temple at 6:00. 

In both temples the morning piicai consists of bathing the main deity with various 

substances (apitekam or ahhi,w!kam), dressing and adorning the deity (alatikiiram), 

offering food (naivettiyam) and then showing lamps which culminates in the showing of a 

camphor flame (tfpiiriital}ai). This four-fold structure of worship is the same as a full 

pucai in the MiI}atci-Cuntarccuvarar Temple. 12 The ahhi,\'ckam and alatikiiram is done 

first to the presiding deity and then to the subsidiary deities. Finally the lamps are offered 

to the main deity and then to the other deities. 13 In both temples the evening piicai 

consists of nai\'cttiyam and tipiiriital}ai to the main deity and to subsidiary deities. There is 

neither ahhi,\'ckam nor llimikiiram during normal daily evening pucai. 

In the Citti ViI}ayakarTemple complex there are no special weekly pucais. Every 

month there are two special days for Citti ViI}ayakar, one for Palacuppiramal)iyar and one 

for Cuntara Aikancyar. Yearly there is a four day festival for Citti ViI}ayakar, a six day 

festival for Palacuppiramal)iyar, a one day special event for Cuntara Aiicancya Cuvami and 

a one day event for Cuntara Aiicancyar. For the whole of MiirkaJi there is the special early 

morning pLlcai conducted to awaken the God, as Miirkaji is the dawn of the gods. 

12 See chapter 8 above. Tirul'al}antal PfU'ai is not a full pucai in the sense that the 
deity is not bathed nor dressed during this pucai. 

n In the Citti ViI}ayakarTemple, CiI!I}a PiUaiyar is not included in the daily 
worship. 
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In the Nakamalai MurukaQ Temple complex there is a special ahlzi~\'('kam every 

Thursday morning for Talcal)amlirtti. Tuesdays and Fridays are special for Turkkai and 

Nakarajar. Saturday is special for the Navakkiraham. Monthly, there are two special days 

for Nakamalai Murukal}, one for Vil}ayakar, two for Cuntarccuvarar, one for MIQa~ci 

Ammal} and a l'ilakku (lamp) piicai which is undertaken by the village ladies each month at 

the temple. 

Yearly there are seven special events for Nakamalai Murukal}, six for 

Cuntarccuvarar, and three for MIl}alci Ammal}. Five of the special events for Nakamalai 

MurukaQ are single day events. The main festival for Nakamalai Murukal}, is the 

Kantaca/ti Festival in the Tamil month, Aippacci, which lasts six days. All of the special 

days for Cuntarccuvarar are one day events. Two of MIQalci's yearly events are single day 

events, including her marriage which the reader will remember is the main festival at the 

Mll}atci-CuntarccuvararTemple. Her third yearly event is Navarattiri which lasts nine 

days.l-I- For the whole of Miirkaji there is the special early morning piimi conducted to 

awaken the God. 

"TiruppaHiyclucci" and "Tiruvcmpavai" are sung as part of the "Pii1'ai Singing" 

which occurs every year throughout Miirkaji in the early morning. Three events at 

Nakamalai coalesce in the "Piivai Singing", which are conducted as separate events in the 

Mll}a~ci-Cuntarccuvarar Temple, one is the regular early morning piicai which awakens the 

gods from sleep (TiruvalJantal Piicai), the second is the singing of "Tiruvcmpavai" during 

Miirkaji month, and the third is the special awakeningpil('(Ji for the gods because MiirkaJi 

is dawn for the gods and the appropriate time to awaken. 

1-1- The festival can be nine or ten days depending on the annual calendar. 
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The Ritual Event: "The Piivai Singing" 

Cast and Audience 

The "Piivai Singing" at the Citti Vi1}ayakar and the Nakamalai Muruka1} Temples consists 

basically of ordinary worshippers singing before the deities while the priest and his 

assistant perform the piimi. The participants in the event are the priest, his support staff, 

the singers, the donors and the audience. 

Each of the two temples has only one priest. Both are male brahmins who have 

undergone initiation which qualifies them to perfom piimi in Saiva temples. The priest at 

the Citti Vi1}ayakar Temple previously worked in a temple kitchen, as did his father, but he 

was trained for and then initiated into the priesthood. The priest at the Nakamalai Muruka1} 

Temple comes from a priestly family. Both priests receive a salary, and neither position is 

either hereditary or supported by endowments (katta!ai). Normally, the priest of the Citti 

Vi1}ayakar Temple collects the items for p(icai, prepares and conducts the piicai, prepares 

the piraciitam (food offering) and makes the personal offerings to the deities for 

individuals who come to worship. The Nakamalai Muruka1} priest performs the same 

duties as the Citli Vi1}ayakar priest except that he does not prepare the food offerings. 

Both temples have other staff which participate in the MiirkaJi month piimi. At the 

Vi1}ayakar Temple there is only one other person on staff, the woman who cleans. The 

cleaning lady cleans the temple precincts, sweeps and sprinkles water, draws the Milam or 

rice flour designs on the floor, washes the piraciitam vessels, and also rings the large 

temple bell during tipiiriitalJai.15 During MiirkaJi, one of the female singers also swept, 

sprinkled water and drew the klilam in both temples. The priest arranged to have another 

priest assist him with this piicai during MiirkaJi. 

15 She dressed as a Piramalai KaBar lady and identified Putukk()Hai, i.e. the 
northeast side of the village, as the place where she lived. 
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The Nakamalai MurukaIJ Temple has two other staff members: the assistant priest 

and the watchman. The assistant priest cooks as well as assists the priest in pucai, and he 

also makes private offerings to the deities on behalf of individuals. In the MarkaJi month 

ritual the assistant priest assisted the priest during the piicai. On some days a brahmin 

member of the community also assisted these two priests. To my knowledge, the 

watchman had no special duties during MarkaJi. 

There are two groups of singers, one at the Citti ViIJayakar Temple and one at the 

Nakamalai MurukaIJ Temple. I focused on the Citti ViQayakar Temple group primarily 

because my contacts were with this group during my first field trip, and therefore it was 

convenient to continue with this group during my more extensive study of the singing in 

my second fieldtrip. Also, the singing by a separate group at the Nakamalai MurukaQ 

Temple began in the years between the my two fieldtrips. 

The lay singers in the Citti ViIJayakarTemple are from the immediate surrounding 

community. They are predominantly female, with about two-thirds of the women being 

married and about one third unmarried and young girlsY' The female singers sit in front of 

Citti ViIJayakar in a semi-circle. When they move to the Nakamalai MurukaIJ Temple they 

also sit right in the middle, facing the deity, in contrast to the Nakamalai MurukaQ Temple 

"Piirai Singing" group who sit in two rows at the sides in front of the main deity (see 

Plates No.s 4 and 5, photos 6, 7 and 8). There were occasionally some male singers, but 

they usually stood to the side or sat apart. The group of singers was smallest at the 

beginning of the event and grew as time passed. 

The donors are those who pay for the special MiirkaJi pucai for that day. As each 

temple has its own special pficai, each has its own donors. The name of the donors for the 

1<> This is based on my observation and on the fact that I knew the marital status of 
quite a few of the women. 
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day are written on a blackboard at each temple. Some of the donors are also singers. The 

donor has a special role in the piicais at these temples,17 in contrast to the situation in the 

MiI}atci-CuntarccuvararTemple where the "Tiruvempavai" Festival and the Tirul'aI}anfaJ 

Pucai are largely supported by katta!ais or endowments, and only the seventeenth century 

ruler Tirumalainayakkar (qua donor) has any presence in the ritualY~ 

I am using "audience" here to refer to those who come to the temple, but do not 

fulfill any of the above roles. They represent the normal role of the devotee who goes to 

worship at a temple. They go to the temple, watch the piicai, and when the camphor flame 

comes around they usually touch their hands to it and then to their eyes. Sometimes they 

will put money on the plate and receive sacred ash and kll1ikumam from the priest, and 

piracatam from the priest or devotees assisting the priest in the distribution,19 There was 

usually no audience for the early stage of the singing. The audience builds throughout the 

event at peaks at both temple during tfparatalJai. 

The Segments and Sequence20 

The "Pavai Singing" of the Citti ViQayakarTemple group may be divided into five 

segments: 1. preliminary personal worship at one or both temples; 2. the singing and piicai 

at Citti ViQayakar Temple (the core of the event); 3. singing and piicai to the subsidiary 

17 This will be described below in the discussion of the segments of the event. 
n~ See chapter 8. 
19 At the Citti ViI}ayakarTemple the distributer seemed to be one of the regular 

singers. At the Nakamalai MurukaQ Temple the two distributors were usually a member of 
the temple committee and another man. 

20 The data for the description of the sequence of the events itself was collected in 
MiirkaJi month of 1990-91 and 1993-94. In both years Miirkaji month began on December 
16 and concluded on January 13 making the month 29 days long. The data is based 
primarily on my observations in 1993-94. 
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deities at the Citti Vil}ayakar Temple; 4. singing and piicui at Nakamalai Murukal} Temple; 

5. the concluding worship activities. 

Segment 1: Preliminary Personal Worship 21 

The full preliminary personal worship pattern begins with worship first at the Citti 

Vil}ayakar Temple and then at the Nakamalai Murukal} Temple. This involves 

worshipping the main deity and circumambulation, and stopping at the subsidiary deities of 

one's choice. This pattern may be abbreviated or eliminated altogether. On two occasions 

I saw several people circumambulate at the Citti ViQayakarTemple only, because they had 

arrived after the singing had already begun, or after the singing should have begun. On 

two other occasions this segment seemed to be eliminated as it was late for the singing to 

begin. The people involved were leaders among the singers and had to immediately initiate 

the singing. On another occasion individuals arrived after the singing had started and 

immediately joined in without performing any preliminary worship. The members of the 

audience as well as the singers usually perform personal worship, and it is not uncommon 

to see people worship and circumambulate while the pucai and singing are going on. 

Segment 2: SingillR and Piicui at Citti VitJiiyakar Temple (the Core) 

This segment, which is the core of the event, has two major components: the pucai 

performed by the priest and his assistant: and the singing of the essential songs: 

"TiruppaHiyclucci", "Tiruvcmpavai" and "Tiruppavai". Ideally, at the Citti Vil}ayakar 

Temple, the two components are synchronized. The general expectation is that the singing 

and the pi/cai begin at about the same time and the singing of the essential songs should be 

21 The information concerning this segment is based upon my observation of 
individuals who sang regularly during the month of Miirkaji at these temples. 
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completed before the final portion of the piicai (the showing of the camphor flame). The 

whole segment should be finished shortly after 6:00 AM, but definitely before 6: 15.22 

During the days on which I observed, the singing and the piicai usually began between 

5: 10 and 5: 15, although on a few occasions they started as late as 5:20. They did not 

necessarily start at the same time, and on some days the singing would begin before the 

pikai and on other days the piicai would begin before the singing.2'1 

The MarkaJi p[irai consists of abhi~\·ekam. alwikaram, nail'ettiyam and liparalalJai 

for Citti Vil}ayakar. The priest begins the ahhi,\'ekam by ringing a hand-bell and showing a 

single camphor flame. The abhi,\'ekam consists of the priest rinsing the image with water, 

22 This general expectation was expressed to me several times by one regular 
singer. It was graphically expressed on the first day of Markaji, 199.3-94 when the 
expectation was not met at all. The priest at the Citti Vil}ayakar Temple was new and this 
Ml'rkaji was his first at this temple. The previous priest had been there since about 1975 
and was replaced by the new priest when he retired. Therefore in this particular temple 
there had been a well established pattern for the MarkaJi singing and the special pucai. On 
I Markaji 1993-94 the singing started at 5: 10. The pucai started at 5:30 and was 
completed by 6:30. The third segment was omitted all together and the people at the Citti 
Vil}ayakar Temple missed segment 4, the final stages of pllcai at the Nakamalai MurukaQ 
Temple. At about 6:00 AM when it was clear that the priest was way behind schedule there 
was murmuring in the crowd and calls that the time was over ("neram ayicchu"). One 
person at least was actually telling people to go to the Nakamalai MurukaQ Temple. 
Afterwards steps were taken to inform the priest of the correct time frame during which he 
should complete the pficai. For the rest of the days that I observed, the priest conformed to 
the expected time frame. 

Part of the reason for the late start of the Inlcai was that the priest conducted 
personal arcca!Jai from 5:00 to 5:30. A number of these pucais were for the Ayyappa 
hhakta.\· marking the commencement of their eventual pilgrimage to Sabarimalai. I did not 
notice any such personal piicais for the Sabarimala pilgrims nor others on the first day of 
Markaji in 1990-91, nor during the remaining days of 1993-94 did I see other personal 
Pllcuis conducted during segment 2 of this event. When I pressed a long-time regular 
singer regarding whether or not it was the custom for personal pucuis to be conducted 
during this event or any event, the response was that normally people will wait until after 
the pllcui is over. The person phrased their answer in such a way that no criticism was 
made of either the priest or the pilgrims for the events on the first day of Markaji or that 
anything inappropriate had happened. These events just did not happen again during the 
days I participated in the singing. 

2, In 1990-91 on the 3 days I participated, the singing and the pLlcai started at the 
same time. 



254 

pouring on or applying a substance to the image, and then ringing the hand bell and 

showing a single camphor flame. There are usually five items including milk and the final 

item, sacred ash. The final camphor flame is shown to the deity, and then taken to the 

singers and audience by one of the priests.1.+ Then a vessel of milk and the plate of ash 

which had been collected during the abhi~\'ekam are passed to the singing women for 

distribution amongst themselves, the audience, and those who come later. The curtain in 

front of Citli ViQuyakar's shrine is then closed. 

Behind the closed curtain the priest decorates the image of Citti ViQayakar while the 

singing continues outside. When the alankiiram is complete, the priest offers nail'cttiyam 

to the deity behind the closed curtain. The priest then emerges from behind the curtain and 

goes to the other deities of the complex with a vessel of water and the food offering. Upon 

completion of the offering of naivettiyam to all the deities in the complex the curtain is 

opened revealing the decorated deity. 

The remaining activities of this segment are: the offering of a series of lamps, the 

donors' personal worship, doing arcc(1)ai (placing flowers on the deity and chanting his 

names) and the offering of a final set of lamps. The sequence varied somewhat. 

Sometimes no donors came forward, or the curtain would be opened after the donors' 

personal worship. During the personal worship of the donors, the priest asks the name and 

birth star for all the members of the family. The priest repeats the names to God and makes 

the offering on their behalf so that God will bless the whole family.25 The priest also 

performs ar('ca1)ai. 

2.+ On one occasion at least the camphor flame was handed to one of the women 
singers who then took it around to all the people present including the singers and the 
audience. 

15 Piivai Group Singer, interview with the author, Nakamalai Putukk6Hai, Madurai, 
21 February 1994. 
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The final item of the piicai always is the showing of a single camphor flame and a 

plate with five flames. This seems to be the highpoint of the piic'ai. When these lamps are 

shown the singers and the audience press forward pushing in on one another to see the 

God. At this point the singers and audience become indistinguishable. After the five flame 

lamp is shown to the deity it is brought to the singers and the other worshippers. They put 

their hands over the flame, touch their hands to their faces, and then receive kwikumam and 

sacred ash from the priest. 

The singing follows a regular pattern. It begins with two poems to Vil}ayakar and 

then two poems to Murukal}. Then all 10 poems of "TiruppaHiyc!ucci", all 20 poems of 

"Tiruvcmpavai" and all 30 poems of "Tiruppavai" are sung. The singing of 

"TiruppaUiyc!ucci", "Tiruvcmpavai", and "Tiruppavai" is considered essential for this ritual 

event.26 A poem in praise of the Vai~l)ava saint, AI)~aL is sung after her poem, 

"Tiruppavai". These sixty-five verses were completed on all the days on which I 

participated.27 If there is time before the pucai is completed other songs are sung. These 

additional songs are selected according to personal preference. On most days the 

Pailcapurii~lam was sung after the poem in praise of AI)\al.28 A number of additional 

songs were frequently sung, not all of which were familiar to me. One of the regular 

singers wrote these songs out for me on her own initiative, which I have translated and 

included as Appendix II. 

26 Piivai Group Singer, interview with the author, Nakamalai PutukkoHai, Madurai, 
21 February 1994. 

27 On 10 January 1994 the singing of the verse in praise of AI)~al was completed as 
the final lamp was being shown. 

28 Of the sixteen days on which I was at the Citti Vil}ayakar Temple for all of 
segment 2, I know definitely that the Paficapuriil}am was sung on eleven days: 16 
December 1990; 12, 13 January 1991; 18,30,31 December 1993; and 1-4, 11 January 
1994. I am fairly certain that it was sung on at least one other day (17 December 1993). 
The particular selections constituting the PaficapuriilJGm that were sung came from the 
pamphlet: Tiruccin:ampaiam Paficapuriil}am (Tirunakar: Tirumurai Mal}!,dm, 1990). 
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Segment 3: Singing and PZlcai to the Subsidiary Deities at Citti VilJiiyakar Temple 

Segment three also consists of both worship and singing. After the five flame camphor is 

shown to Citti Vil}ayakar, the assistant priest takes it to the singers and the audience. 

Meanwhile the main priest takes a single camphor flame to the other deities in the complex: 

Civappirakacanatar (sometimes), PaIacuppiramaIJiyar, Cuntara Aiicancya Cuvami and 

Cuntara Aiicancyar. He shows it to each deity in tum and finally it is held for people to 

touch. Then the worshippers proceed to the Nakamalai Murukal} Temple. 

The worship during this segment to some extent goes according to personal 

preference rather than the group consensus evident in segment 2. After receiving the five 

flame camphor plate, people go to the other deites in the complex and worship as the priest 

shows the lamp. However, the priest moves quickly from shrine to shrine, and when the 

crowd is large at the main shrine not all the people can both receive the five flame lamp and 

reach the other shrines at the same time as the main priest. The singers have the advantage 

in this because they are closest to Citti Vil}ayakar and the priest comes to those closest to 

him first. Not all people go to the individual shrines and not all go to all the shrines. 

People often go from shrine to shrine circumambulating at their own speed. 

Some of the regular singers sing at the Palacuppiramal)iyar shrine and some singers 

(and perhaps others) also sing at the Cuntara Aiicancyar shrine. Not all of the people at 

these two shrines sing.29 Neither of these songs is from those sung during segment 2. 

29 This is perhaps in part because the song sung at Palacuppiramal)iyar shrine was 
sung very quickly and one would have to know the song in order to participate whereas the 
song sung at the Cuntara Aficancyar shrine consists of ephithets and a regularly repeated 
phrase. See Appendix II, songs 15 and 16. 
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Segment 4: Singing and Pucai at the Niikama/ai Muruka~l Temple 

A special pilcai is conducted at the Nakamalai MurukaI} Temple on all the days of Miirkaji 

month. Ideally this piirai starts around 5:30 and concludes shortly after 6: 15 AM. It also 

consists of ahhi~\'ekam, alankiiram, naivettiyam and tipiiriitafjai. The personal pucai for 

the donors, wH'afjai and the tlpiiriitafjai to the subsidiary deities are incorporated into the 

sequence of the pucai generally after the alankiiram and before the tipiiratafjai.30 The 

general expectation is that the worshippers from the Citti Vit}ayakarTemple will join those 

at the Nakamalai MurukaI} Temple at least for the final tipiiratafjai.3 1 Segment 4 consists 

30 There are some differences in the pucai. such as at Citti Vil}ayakarTemple the 
priest tends to do the personal pucai for the donors after naivettiyam has been offered to the 
deities, whereas I observed it being done prior to naivettiyam in the Nakamalai Murukal} 
Temple. Also the tipiiriitafjai to the subsidiary deities is done after it has been concluded to 
Cilti ViI}ayakar, whereas at the Nakamalai MurukaI} it is incorporated into the main pi/cai, 
and is done before the final camphor tipam to MurukaI}, the climax of the pi/cai. Generally 
the personal piicai for the donor and the naivettiyam were completed before the curtain was 
opened. The curtain is opened to reveal the adorned God, Nakamalai MurukaI} and is 
immediately followed by the showing of the five layered lamp and a single camphor flame, 
arccafjai, another single camphor to MurukaI}, which is taken to the Pariraram or 
subsidiary deities then back to MurukaI}, the priest chants, and finally shows the five flame 
camphor lamp. The showing of this lamp, as at the Citti ViI}ayakar Temple, is the climax 
of the pi/mi. The people press and lean in to see the God. After the priest takes the five 
flame camphor lamp to the people, and the assistant and a second assistant brings 
kunkumam and ash respectively. This description is based on the 1993-94 MiirkaJi season, 
as in the 1990-91 season the Parivaram deities had not yet been installed. 

31 This statement is based on a number of observations, including: the fact that a 
regular singer and one committee member of the Nakamalai MurukaI} Temple told me that 
the pilmi at Citti ViI}ayakarTemple should finish by 6:00 AM so that the people can corne 
to the Niikamalai MurukaI} Temple for the 6: 15 piicai (16 December 1993); the fact that the 
pi/cai begins approximately half an hour later than the Ciui ViI}ayakar Temple piicai; that 
there is a time when the priest at the Nakamalai MurukaI} Temple is standing and talking to 
people and apparently not doing anything specifically related to piicai as though he is 
waiting for the time to pass (12, 13 January 1994); and the general flow of the crowd after 
the Citti ViI}ayakar Temple pucai is in fact to the Nakamalai MurukaI} Temple. However, 
the pucai at Niikamalai Murukal} Temple will not wait indefinitely for the pucai to finish at 
the Citti ViI}ayakar Temple, as on 16 December 1993 when the pucai at Citti ViI}ayakar 
Temple finished at 6:30, after it had already been completed at the Niikamalai MurukaI} 
Temple. 
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of the portion of the Nukamalai Murukal} Temple piimi for which the Ciui Vil}uyakar 

Temple singers are present. 

The stage in the pucai of the Nakamalai Murukal} Temple at which the Ciui 

Vil}ayakar Temple singers arrive varied because of the day to day variations in the piicais. 

Generally the Citti Vil}uyakar Temple worshippers arrived after the ahhi:\'ekam. almikaram 

and naivettiyam, but before mn'a1Jai and tlparata1Jai. 

The Nakamalai Murukal} Temple also has its own group of MiirkaJi singers. and 

therefore when the two groups join in the final stages of the piimi at the Nakamalai 

MurukaQ Temple a consensus has to be reached about what will be sung. I did not record 

all the songs that were sung during this segment. but I noticed that leaders from the Citti 

Vil}ayakar Temple singers often initiated the singing of the same songs that had been 

written down for me. The core songs, "TiruppaBiyclucci", "Tiruvcmpavai" or 

"Tiruppavai" are never sung during this segment, for they have already been completed 

separately by each group in their respective temples. 

This segment is finished when the priest passes around the five flame camphor plate 

which completes the piicai to Nakamalai MurukaQ, and his assistants distribute kufikumam 

and sacred ash. 

Segment 5: Concluding Worship Activities 

The final segment consists of a final personal worship at the temple, collecting pimcatam, 

and social activity.:n The personal worship consists of circumambulation and stopping at 

the various deities of one's choice for worship after receiving the five flame plate, the 

32 The sequence of this last segment is based on what I observed of the routine of 
some regular singers at the Citti Vil}ayakar Temple. 



259 

kutikumam and sacred ash.33 Most people did this, although like the preliminary worship, 

it is optional. and the feeling seems to be that one should do at least one or the other.J-f 

After the final personal worship, food piraciitam is collected at both temples. The 

piraciitam, in this case, is food that has been prepared at the temple. It is first offered to 

the deity and then passed out to the worshippers after the pucai has been completed. I was 

told that eating piraciitam, and sharing it with others, brings benefit to the individuaP5 

Collecting piraciitam then is an important part of the event. The donors receive a large 

share of the temple's piraciitam which they then distribute to others. The piraciitam is 

often collected in a small containers and then shared with those at homeY' 

This final segment is very sociable. I did not generally notice people socializing 

while they were actually completing the personal worship, but people would stand around 

and socialize while others would worship. The collection of piraciitam at the Citti 

Vil}ayakar Temple was especially sociable. It was often distributed by one of the singers 

and so the ladies would tend to collect together briefly and chat.37 This social period, 

however, was never very long. 

33 This also was different in the Miirkali of 1990-91 as there were no Paril'aram 
deities. Circumambulation still was done at that time (12 January 1991) 

J-f This point was made to me once when one person had to leave quickly. They 
happened to say that they would not circunambulate that day but it was okay because they 
had done it at the beginning (3 January 1994). 

35 Piivai Group Singer, conversation with the author, Nakamalai PulukkoHai, 
Madurai, 22 February 1994. 

3(' In 1990-91 I declined piraciitam as I had been extremely ill since day two of the 
"Tiruvcmpavai" Festival and was reluctant to eat anything I had not cooked myself. This 
was simply incomprehensible and unacceptable. Every day that I went to the temple in the 
I 993-94 season I took piraciitam. Sometimes when I was delayed for whatever reason 
someone made sure that I got piraciitam from both of the temples. Frequently I was given 
an extra portion of piraciitam from the donor's portion. 

37 In contrast the piraciitam was distributed by two men at the Nakamalai Murukan 
Temple, and the singers, who are mostly ladies, do not gather there even briefly to chat. 
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This basic pattern was altered somewhat on certain days. Three of these occasions 

were Tiruviitirai day. days when a Citli Vil}ayakar Temple singer was a donor at the 

Nakamalai Murukal} Temple, and the final day of Miirkaji. 

On Tirul'atirai day the two groups of singers joined together and sang at the 

Nakamalai Murukat} Temple in front of Cuntarccuvarar. Tiruviitirai day of Miirkaji 1993 

was the first time that this special day was celebrated in this temple, as no form of Siva was 

in this temple prior to the installation of the Linga (Cuntarccllvarar) less than a year before. 

On this day there was a special piicai for the Linga which included a nine item ahhi\~'ekam, 

a piicai for a cow. and a special tipiiriital}ai for Mll}a~ci. as well as the early morning 

Miirkaji piicai to all the deities of the temple. The worship began with the ahhi\\'ekam for 

the Linga at about 5:20 AM, and ended with the special fJllcai for Mil}atci 6:50 AM. 

Woven in between was the early morning Miirkaji month pLlcai and the special ahhi\\'ekam 

for the cow. 

The singing of the core songs of "TiruppaHiyclucci", "Tiruvcmpavai" and 

"Tiruppavai" was not correlated with the pucai on Tirul'iitirai day as the singers had 

completed all of "TiruppaHiyc!ucci", "Tiruvempavai" and up to verse 12 of "Tiruppavai" 

before the ahhi\\'ekam of the Li nga had be gun. After completing "Tiruppavai" the leaders of 

the two different groups initiated the singing of the songs, and it was possible to see 

differences between the group that sings at the Nakamalai Murukal} Temple and those who 

usually sing at the Cilti Vil}ayakarTemple. While the Citti Vil}ayakarTemple group 

wanted to sing Tirumutai songs, particularly in the order of the ParllapuriilJam, the leader 

of the other group tended to initiate more informal songs such as response songs composed 

primarily of epithets. For the most part the people sang throughout the pucai. The singers 

were predominantly women. 
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The crowd was very large for this special day. For the most part it was gathered 

around the Linga, but it was so large that it actually spread out all through the temple 

complex. The crowd later shifted and centered around MIQatci for her tJpilrtitalJai at the 

end of the ritual. In summary, one might say that on Tiruvtitirai day, the usual sequence of 

the singing of the Citti ViQayakar Temple group was suspended. Segments 2,3 and 4 

were replaced by the singing in front of the Linga. 

Another occasion on which there was a variation from the basic pattern of singing at 

the Citti ViI}ayakar Temple was when a member of the Citti ViQayakar Tcmple group was a 

donor for the pfwai at the Nakamalai MurukaQ Temple. The abhi~'1ekam at the Nakamalai 

MurukaQ Temple begins at about 5:30 so that the donor would leave the Citti ViQayakar 

Temple ( the abhi,\"ekam forCitti ViQayakar would nonnally be finished by this time) and 

go to the Nakamalai MurukaQ Temple. Other family members and friends also went to the 

Nakamalai MurukaQ Temple, and there they joined in the singing of that group at that 

temple.38 The ladies who stayed at the Citti ViQayakar Temple continued with their usual 

pattern of worship. 

On the final day of Milrkaji, the Citti ViQayakar Temple singers hold a closing 

function. In 1993-94 this was conducted when the curtain was closed after the abhi~\"ekam 

which coincided with the conclusion of "Tiruvcmpavai" and it was completed prior to the 

offering of nail'ettiyam and the reopening of the curtain. When the ceremony was finished, 

the singing of "Tiruppavai" began. 

The first item in the closing ceremony was the handing out of piractitam to those 

who came regularly. The pirartitam consisted of a package containing a comb, mirror, 

38 The singing of "TiruppaHiyc!ucci", "Tiruvcmpavai" and "Tiruppavai" at the 
Nakamalai MurukaQ Temple starts at about 5:00 or a little bit later. Since the pii.cai starts at 
about 5:30 the singing is not correlated to the piicai as closely as it is in the Citti ViQayakar 
Temple singing. 
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green pan leaves, banana, jasmine flowers, a few tumeric lumps and a pot of k1ll1kumam. 

The same lady provides this piraciitam gift every year. This was followed by the 

distribution of prizes to those who had participated in the "TiruppaHiyclucci"-

"Tiruvcmpavai" competition, and the ''Tiruppavai'' competition held at the Nakamalai 

Murukal} Temple.3,) The lady who provides the piraciitam packages was then given a 

presentation in appreciation for her providing the piraciitam. This was followed by a 

statement of the money collected in connection with the MiirkaJi singing at Citti Vil}ayakar 

Temple and its distribution. Then the same lady who provided piraditam for the ladies 

presented some books to a few men . ...J.o The concluding activities finished with the reading 

of a "Vote of Thanks" which expressed appreciation to those who participated in the 

month's singing, and to those who performed various functions on behalf of the singers, 

as well as to the priests and other temple employees. 

Inspite of these twenty minutes of closing activities, the core songs, the verse in 

praise of ADtal, and the Pancapur{u;zam were all completed by the time of the final five 

flame camphor, but there was no time for other songs. This special event did not 

substantially alter the basic pattern of singing at all. 

Summary 

The Citli Vil]ayakar Temple and Nakamalai Murukal} Temple of Nakamalai Putukk{)Uai are 

similar in structure and ritual pattern to the MIl]atci-Cuntarccuvarar Temple in Madurai, but 

39 In 1993-94 two competitions were held at the temple. One was for singing 
"Tiruvcmpavai" and "Tiruppa!Jiyclucci" (sponsored by the Tirunakar Tirumurai MaQram), 
and the other was for singing "Tiruppavai" (sponsored by one of the lady singers). The 
competition was announced at the beginning of MiirkaJi and was held a few days before the 
end of the month. Young boys and unmarried girls and ladies were eligible to participate. 

-10 After this one of the men made an announcement about another matter which was 
not part of the scheduled events and was not, in my opinion, particularly well received. 
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they are much smaller in size and have a simpler ritual cycle. The simpler style of ritual is 

evident in the way in which "TiruppaHiyclucci" and "Tiruvcmpavai" are sung. In the 

MIl}atci-CuntarccuvararTemple, the awakening of the deity with "TiruppaHiyclucci", the 

singing of "Tiruvcmpavai" and the special awakening of the gods in MiirkaJi are separate 

events. In Nakamalai Putukk()Hai they are one event, and the songs are all sung together in 

that one event. Furthermore, there are no temple employees to sing "Tiruppa1Jiyclucci" and 

"Tiruvcmpavai" in the Nakamalai Putukkonai temples, and the singing is part of the 

people's worship. The MIl}atci-Cuntarccuvarar Temple was built by kings and other 

wealthy people over a long period of time, and its rituals are to a large extent financed by 

endowments. The two temples in Nakamalai Putukkonai are primarily community temples. 

Although the Citti Vil}ayakarTemple is run by the state government, and even administered 

through the MIl}atci-Cuntarccuvarar Devasthanam office, it receives only the most basic 

funds from the Devasthanam, and relies on donors from the community for any special 

events;+1 and the MiirkaJi piicai is paid for by local donors. The Nakamalai Murukal} 

Temple is run entirely by a committee elected by a body of people who have donated a 

required sum to the temple and continue to make a monthly donation . ..+2 The rapid growth 

and expansion of this temple attests to a certain amount of wealth in the community, but it 

does not match that available to the Mil}atci-Cuntarccuvarar Temple. 

The initial differences between the MIl}atci-Cuntarccuvarar Temple and the two 

Nakamalai Putukk()ttai temples provide quite different religious opportunities for the 

worshippers. In Nakamalai PutukkoHai, the devotees can go before the presiding deities 

..+1 The Devasthanam pays the salaries, electicity, and provides the piraciitam for 
daily piicai. The Devasthanam counts and controls the funds from the ll~l!iyal (collection 
box): Priest, interview with the author, Nakamalai Putukk(")ttai, December 1993 . 

..+2 Secretary of the Committee, Nakamalai Murukal} Temple, interview with the 
author, Nakamalai Putukk<")Hai, Madurai, August 1994. 
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and perform their song before the deity in conjunction with the pi/rai. In the MTIJa\ci

CuntarccuvararTemple, that right and duty is assigned to a special individual, the iituvar. 

This leads to different types of "ritual texts", and different interpretations of those texts, as 

we shall see more clearly in the next chapter. 



III: Chapter 11: 

"TiruppaHiyeJucci" and "Tiruvempavai" in First Person Biography 

In contrast to the singing of "TiruppaUiyclucci" and "Tiruvcmpavai" at MIQatci

Cuntarccuvarar Temple, the performers of the songs at the Citti ViQayakar and the 

Nakamalai MurukaQ Temples are individual devotees. The "Piil'ai Singing" is situated as 

an event in the first person biography of the singers themselves. The singers' perception 

about what they are doing and about the significance of the songs, indicate that they 

understand themselves to be singing in their own voice, and that this has benefit for 

themselves and for others. The significance of the event is stated in four ways: obtaining 

good husbands for girls; ensuring good rain for crops; obtaining blessings in general for 

oneself and others; and making requests for God's help to resolve specific problems or 

achieve specific goals. The structure of the ritual event reinforces the view that the voices 

heard singing the songs are those of individual devotees rather than a temple bard or an 

original poet. 

This chapter will begin with a description of the "ritual text" of the event, providing 

a short description of the additional songs and a discussion of some of the characteristics of 

the text as a whole. It will then show how the singing of this "ritual text" is situated as an 

event in the lives of the singers by indicating how the singing is understood by some of the 

singers, and by considering the structure of the event spatially, ritually and in terms of 

singing styles. 

The"Ritual Text" 

The "ritual text" of the "Piivai Singing" is considerably more complex than either of the 

"ritual texts" of the Tirul'al)antai Pumi or the "Tiruvcmpavai" Festival. It draws on more 

265 
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source texts composed over a longer period of time. Like the other two "ritual texts" it has 

a stable component and a variable component. 

The "ritual text" of the "Pami Singing" has a wel1 defined structure. In segment 2. 

the group sang four invocatory songs, followed by the three essential groups of poems in a 

specific order ("TiruppalJiyelucci", "Tiruvcmpavai" and "Tiruppavai"), the song in praise 

of AI)\al, the Paikapllra~lUm. and finally the songs of choice. In segment 3 in the Citti 

ViIJayakar complex "Ccntippatipurakkum" was sung at the Palacuppiramal)iyar Shrine, and 

then a poem in praise ofCuntara Aficancyar (called "Jeya HaIJumaIJ") was sung at the 

Cuntara Aficancyar complex. The additional songs, sung in segment 2, if there was time, 

and in segment 4 at the Nakamalai MurukaIJ Temple, were: "Natavintu Kalan", three 

poems provided to me under the title "Valttu", "Song for Camphor Rame" (KafPura 

Arattip Pata}), "NIlankol MckattiIJ", and "Viral MaraIJaintu". 

This presentation of the "ritual text" is necessarily composite, as the choice of 

additional songs varied somewhat from day to day. All the songs of this composite "ritual 

text", with the exception of the three essential songs, "TiruppaHiyelucci", "Tiruvempavai", 

"Tiruppavai", and the PancapurafJam selections, are translated in Appendix ILl The 

additional songs cited here were the ones most frequently sung. The four invocatory songs 

and the additional songs, with the exception of the two songs sung in segment 3 (15 and 

16), were handwritten especially for me by one of singers, without my asking. I refer to 

the songs by title if it was provided, and if not then by the traditional way of referring to the 

song, that is, by the first few words of the first line. 

I "Tiruppavai" has been translated by Norman Cutler, Consider Our Vow: 
Tmnsiation (dTi1'llppami and Tiruvempami into English (Madurai: Muttu Patippakam, 
1979),30-59 and by Vidya Dehejia, AfJta/ and Her Path (~lL(}l'e: Poem.\' (~f'a Woman 
Saint.fi·om South India (Albany: State University of New York Press, 1990), 41-72. 
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The first verse sung in praise of Vil}ayakar, "MaQQulakam TaIJil"( I), explains that 

the speaker worships Vil}ayakar in order to remove the suffering of this birth, and so that 

all desires will be fulfilled. The speaker is indicated by the first person plural verbal fonn 

(pm}intu P()!"rIlw)m). The addressee is not indicated in the poem. The poem is found in the 

praise portion at the beginning of the Kantapurii~zam by Kacciyappacivacariyar, who is 

tenatively dated by Zvelebil in the later half of the fourteenth century.2 

The next poem, sung in praise of Vil}ayakar, "Piliyatal} Urumai" (2), refers to Siva 

and his consort who took the fonn of elephants, which resulted in the birth of KaQapati. 

There are no markers to indicate the speaker or the addressee. Both Siva, as manifested in 

a particular place, and Vil}ayakar, referred to as KaQapati are talked about in the third 

person. The poem is the fifth verse of the 123rd Patikam of the first Tirzm1lttai;~ 

composed by TirufUil}acampantar who is generally dated in the seventh century. 

The third and fourth invocatory poems, which are used to praise Murukal} are 

verses about Siva which refer to his relationship to Murukal}. The third poem, 

"Nmi.ka\ampal}ai" (3), indicates that Siva's consort gave birth to Skanda (MurukalJ). The 

content of this poem is that it is the duty of Siva to support and protect the speaker. who is 

a devotee, and that it is the duty of the devotee to serve. The speaker is indicated by first 

person pronouns and markers (nam, atiyh)ai, eIJ) and the addressee is not indicated by 

markers. The fourth poem, "Camara Curapal}ma" (4), refers to Siva, the father of 

KumaralJ (Murukal}) who killed the demon, Curapal}ma. The poem indicates that servants 

who love Siva will rule in the world of the immortals. Neither the speaker nor the 

addressee are indicated in the poem by any explicit markers. Poem 3 is the ninth verse of 

2 K. V. Zvelebil, Tamil Literature, vol. IO in A History o,f Indian Literature 
(Wiesbaden: Otto Harrassowitz, 1974), 186. 

3 TC"iiram Pal}mllTai: Hymnes ,~i"aites du Pays Tamoul, cd. T. V. Gopal Iycr and 
Fran<;ois Gros, 2 vols. (PondichCry: Institut Fran~ais D'Indologie, 1984-85), I: 128. 
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the 132nd Patikom and the fourth poem is the tenth verse of the 177th Patikom of the fifth 

Tirumutai, composed by Tirunavukkaracar who is also dated in the seventh century. 

The third essential song, "Tiruppavai" (7). if all the poems are taken as a sequence. 

tells about girls undertaking the piivai vow in order to obtain prosperity, abundant rain, a 

land free from harm. and the removal of past and future karma.5 The poem begins with a 

description of the vow and the benefits which will be obtained. It then moves through a 

sequence of verses which awaken and summon girls to join them.() After awakening the 

other girls. they proceed to Knma's house and proceed to awaken members of his 

household. including his wife.7 Then they awaken Kr~na and request the items they need 

to finish their vow.x In the penultimate verse they say that what they really want is to serve 

only Kr~na forever. The final verse of "Tiruppavai" is a signature verse which identifies 

the author and indicates that those who sing these songs will receive the grace of Tirumal 

(Vi~l)u) and will live in joy forever. 9 This is the only verse in the poem which provides 

any identity for a speaker. There are a number of different addressees in the thirty poems. 

As in "Tiruvcmpavai". there is at least one dialogue poem. \0 The poem is by Amell, a 

Vai~l)ava saint, who is dated in the ninth century. I I 

The eighth song of the "ritual text", "Tiru Atippuratti", is the poem in praise of 

Al)\ell. The verse is twelve lines long, eight of which wish her long life. The remaining 

lines wish long life to other devotees. to the form of Vi~l)u at Srlrailkam Temple. to another 

4 TC\'iiram, cd. Gopal lycr and Gros, II: 130, 176. 
5 Poems 3 and 5. 
(, Poems 6 through 15. 
7 Poems 16 through 20. 
x Poems 21 through 28. 
') See Dehejia's summary: Dehejia, AfJtii! and Her Path (~rLO\'e, 62-4. 
10 As is apparent in the interpretations of "Tiruvcmpavai" given above, whether a 

verse is a dialogue or not is to some extent a matter of interpretation. In this case I am 
relying on Cutler's and Dehejia's interpretations of the verses. 

II Dehejia, AfJtii! and Her Path (d"Lol'e, 3. 
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great Nvar poet, Nammalvar, to the world, and to MaI)avaJa Mamul}i, a fourteenth century 

scholar of one of the Srivai~I)ava sects. The portion that wishes well-being contains no 

first or second person markers, and it is not addressed to anyone in particular. The portion 

addressed to MaI)avala Mamul}i also does not contain any first person markers. I was 

unable to obtain the identity of the author or source for this poem, either from the singers or 

from any other source. The poem mentions a fourteenth century Vai~I)ava scholar, so its 

composition is no earlier than that. 

Frequently the Paiicapurii1J.am (9) was sung following the poem to A1)tal (8). The 

same pamphlet was used each time, except on Tiruviitirai day. It generally seemed that the 

only people who knew these songs were the people with the booklet. Most people did not 

sing along, and consequently the singing usually lagged at this point. This particular 

pamphlet has a selection for each of the seven days of the week. The booklet was 

published in 1990 and this particular selection was first used in the Miirkaji of 1990-91. 

This partiCUlar Pancapurii1J.am selection in the "Piivai Singing" is therefore relatively new 

in this "ritual text". These poems are taken from the Tirumu[ai, and are therefore 

composed by sixteen different authors whose dates range between the seventh century and 

the thirteen century. 12 

"Natavintu KalatI" (10) frequently followed the Pancapurii1J.am in segment 2 if 

there was time, and was also sung in segment 4, and sometimes in both segments on the 

same day. This was a popular song with a very pleasing melody. The poem consists 

primarily of various descriptions of the deity. The speaker is not indicated in the poem. 

12 I have chosen not to include a discussion of all the thirty-five songs because, as 
we will see below, while it is significant that the Pancapurii1J.Gm is sung, which particular 
verses are chosen to constitute the Pancapurii1J.Gm each day is not significant. The 
occurrence of anyone selection of songs was at most four times in a month, and since the 
Pancapurii1J.am was not sung every day these songs would not have been sung even that 
often. The rest of the songs of the text were usually sung at least once a day. 
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The poem is addressed to Murukal} in his form at the temple in PalaQi. This song is found 

in a collection of poems called Tiruppukaj composed by ArUl)akirinatar, dated by Zvelebil 

at the end of the fourteenth and the beginning of the fifteenth century. 13 The Timppllkaj 

has six major divisions, each of which is comprised of songs about Murukal} at one of his 

six abodes: TirupparankuQ!am, Tirucccntiir, PalaQi, Cuvamimalai, TiruttaQikai. and 

PalamutircOlai. 

A group of three verses given to me under the title of "Valttu" (11, 12, 13) were 

frequently sung as a unit following "Natavintu KalaU". All three are benedictions. The 

first (11) wishes long life to Murukal}, his emblem, his mount, his two consorts and his 

devotees. The second poem (12) asks for rain, for prosperity, good government. for a 

sufficient life for souls, and for religion to flourish, particularly the Vedic and Saiva 

religion. The third verse (13) requests the well-being of brahmins, the celestials and cows, 

rain, the well-being of the king, that evil and misery in the world should perish and that all 

the world should know about Siva. When the singers sing the three poems under the 

heading of "va!ttu". they repeat three times the line "Let the excellent Saiva way flourish 

throughout the world". This is the only line of the three songs which they repeat. All three 

poems have a similar structure in that all three are not addressed to anyone in particular, nor 

is the speaker explicitly indicated in the verses.l-t Poems 11 and 12 are from the 

Kantapllra~1am by Kacciyappacivacariyar who, as we have already mentioned, is dated in 

the fourteenth century. Poem 1 ] is from the chapter on the marriage of Valli ( MurukaIJ's 

consort)in the sixth book, T ak~mki1IJta. Poem 12 is from the praise portion at the beginning 

of the KantapuraIJam, as is the first invocatory verse. Poem 13 is the first verse of 

13 ZvelebiL Tamil Literature (1974), 108. 
l-t The verse which wishes long life to MurukaQ and so on, is not specifically 

addressed to him as would be indicated by vocatives or second person markers. 
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"Tiruppacuram", the 54th Patikam of the third Tirumu!'ai composed by 

TirufiaQacampantar. 15 "Tiruppacuram", according to tradition, is the collection of poems 

inscribed on a palm leaf which floated up the Vaikai River from Madurai to nearby 

Tiruvctakam and thereby signalled the defeat of the Jains. I () 

The "Song for the Camphor Flame" was often song by some members of the group 

during the offering of the camphor flame to the deity, the ritual act which concludes the 

worship in segments 2 and 4. It is a single verse which says that the addressee is the 

unlimited light in the moon, the sun, the fire, in "us", in ISvara, as well as in the camphor. 

There is a first person marker (etika{) in the poem, and the addressee is indicated by a series 

of second person pronouns (nil I asked several singers about the composer of "The Song 

for the Camphor Flame" and the song in praise of HaQumaQ, which will be discussed 

below, but was unable to get the author's name and thereby find the source for these 

songs. One lady told me that her aunt had instructed her to sing "The Song for the 

Camphor Flame", so she did. 

In segment 3, two songs were frequently sung. The first (15), 

"Ccntippatipurakkum" was frequently sung by some of the regulars at the 

PalacuppiramaQiyar shrine in the Citti ViQayakar Temple complex. This song makes a 

number of requests to MurukaQ. The following is my paraphrase of the summary given to 

me by one of the singers of this song: 

God is asked to protect the devotee from trouble, to shower blessings on the devotee, 
to make the devotee become a great poet, to make the devotee a great scholar in Tamil, 
to remove the devotee's bondage, to help the devotee curb pride of "I and mine", and to 
let the devotee keep company with other devotees. 

15 Tc vii ram , cd. Gopal Iycr and Gras, 1:332. 
1(, See chapter lO above. 
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The speaker is indicated in the poem by first person markers (emmai, iitiyerkum) and the 

God, Murukal}, is addressed with a vocative (Centippatipurakkuncevvl:/e). This selection 

is an excerpt from Kantar Kali1'e~lpii, composed by Kumarakuruparar who is dated by 

Zvelebil in the seventeenth century. 17 The work has 122 stanzas. The first 110 are a long 

description of Murukal} addressed to him. The remaining 12 are a variety of requests also 

addressed to Murukal}. The portion sung at the shrine consists of the last 13 stanzas and it 

actually begins in the middle of the one hundred and tenth stanza in order to include part of 

the vocative. Thus the selection consists of the request part of the work, retaining only one 

line of the address and description. 

The second song usually sung in segment three, " Jeya HaQumal}" (16), consists 

primarily of the phrase "Victory Hal}umal}" (;eya hatlUmiitl) with a few other descriptive 

epithets addressed directly to the deity. There are no first person markers. It appears in a 

small pamphlet of songs printed by a now disbanded organization of these village women. 

The source of the song is not provided in the publication. 

The remaining two songs of this composite "ritual text","NIlari.kol MekaUil}", and 

"Viral Maral}aintu", are addressed to Murukal}. They were frequently sung in segment 4 at 

the Nakamalai Murukal} Temple. "NIlankoJ MekattiQ" (17) is a short poem which consists 

of several descriptive addresses to Murukal} and a request that he please give the garland to 

the girl who has fallen in love with him. "Viral Maral}aintu" (18) is a slightly longer poem 

17 Kumarakuruparar is the founder of the Kaci matam (mentioned in Part II). He 
composed a song about the Goddess MIl}atci at Madurai which he is said to have 
performed before Tirumalainayakkar. He was from a "e!!iila family at Srlvaikuntam in the 
extreme south of India. He was born as the result of a boon bestowed upon his parents in 
response to a prayer to Murukal} of Tirucccntur. The boy was apparently unable to speak, 
so his parents took him to the shrine of Tirucccntur and prayed to Murukal}. The boy had a 
vision of Murukal}, and his response to this vision was to sing Kantar Kalive~pa. K. V. 
Zvelebil, Tamil Literature (Leiden: E. 1. Brill, 1975),229-30; and K. Sivaraman, trans. 
Tiruchendur Kandar Kalivenba afSri Athi KumaraRurupara SwamiRal (Tirupananadal: 
Kasi Mutt 1 %8), 2-3. 
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which asks MurukaQ to remove the want of a girl who is afflicted by love by giving the 

flower garland to her. It also contains several descriptive addresses to MurukaQ. The 

speaker is not indicated in either poem, however in both poems the addressee is God who 

is indicated by several vocatives. Both poems are from Tiruppukaj, composed by 

ArUI)akirinatar. "NIlaIikol MckattiQ" is from a collection of songs which are not associated 

with a particular place, whereas "Viral MaraQaintu" is from the section on Tirucccntiir. 

Summary of the "Ritual Text" 

The "ritual text" of the" Pumi Singing" has a minimal component which is fairly stable, 

and another component which may vary. The minimal text consists of four invocatory 

poems, all ten poems of "TiruppaHiyclucci", all twenty poems of "Tiruvcmpavai" and all 

thirty poems of "Tiruppavai". As far as I have been able to discern, this minimal "ritual 

text" has been stable from year to year, for a number of years. The song in praise of AI)\al 

and the Paikapurul}am songs are almost, but not quite, part of the minimal ritual text. The 

song in praise of AI)\al was sung on every day that I was present, and it was added to the 

"ritual text" some years back, but only after the essential songs were already in place. The 

PaikapllrUl}am was sung on most days prior to the additional songs, but it seems that the 

singing of the Paficapuru~wm depends on whether or not there is time in segment 2. 

The variety in the "ritual text" lies with the "other" songs which are sung and their 

inclusion is determined by factors such as time, personal preference of group members and 

who is leading the singing. IS The songs which follow Paficapuriil}am in Appendix II 

IS Occasionally a man came and sang by himself after the essential songs had been 
sung. He usually sang one or two songs, and these changed from visit to visit. People did 
not join him, but his singing was appreciated by the singers and the leaders encouraged him 
to participate. 
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were almost always sung if any additional songs were sung in segment 2 or initiated in 

segment 4 by the ladies of the Citti VilJayakar Temple group. 

The "ritual text" of the "Piivai Singing" draws on a variety of source texts, 

composed over a long period of time by a variety of authors. If we omit the selections 

from the Paiicapuriif)am, the remaining songs of the composite "ritual text" including the 

essential songs were composed by ten different poets. I') If we include the Pancapllriif)am 

selections, another thirteen possible poets are added to the list. The songs of this "ritual 

text" were composed over a period of approximately one thousand years, from the time of 

Tirunavukkaracar (seventh century) until the time of Kumarakuruparar (seventeenth 

century). The selection of songs is not restricted to Tirumurai songs, because the 

Kantapllra~wm, "Tiruppavai" , the song in praise of AQtal, TiruppukaJ, quite possibly the 

"Song for the Camphor Rame", Kantar Kalivef)pii, and the song in praise of HalJumalJ are 

not Tirumurai songs. "Tiruppavai", the song in praise of AQtal, and song in praise of 

HalJumaQ are associated with Vai~I)avism. 

Interpretation: First Person Biography 

In Nakamalai Putukk()ttai the singing of the songs is an event in the lives of those who sing 

them, primarily local women. The singers sing in their own voices. The event in general 

is worshipping God with the expectation of receiving benefits. More specifically, the event 

is worshipping God through the singing of the piivai songs, and this event is associated 

with specific benefits such as obtaining good husbands for girls, good rain, prosperity, and 

blessings for oneself and others. This understanding of the event is evident from the 

19 Kacciyappacivacariyar, TirunaQacampantar, Tirunavukkaracar, MaI)ikkavacakar, 
AI)lal, an unknown author, AruI)akirinatar, another unknown author, Kumarakuruparar, 
and another unknown author. 
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singers' own per~eptions of what they are doing, and from their understanding of the 

significance of the essential songs and the additional songs. This perception is reinforced 

by features of the ritual context such as the spatial arrangement, the ritual activity and the 

singing style. 

One singer explained the "Piivai Singing" by referring to the following poem by the 

Tirumurai poet, Cuntarar, and emphasized particularly verse I: 

You can praise them, 
tell them just 

what they want to hear, 
cleave to them as servants, 
but they will still give you nothing, 
those fakes-

listen, you poets, 
don't sing to them: 
sing of our father's PukalUr. 

You will have in this world 
rice and clothes, 
a celebration, 
even an end to sorrow, 

and in that other life 
without a doubt 
you will rule Siva's world. 

Even if you call some weakling 
'BhIma' 
or 'a mighty Vijaya with his bow,' 
or praise a miser as a latter-day Pari, 
they will still give you nothing! 

Sing, you poets, 
about PukalUr 

of our auspicious lord, 
his body covered in ash: 

without doubt 
you will rule the kingdom of the gods 
which towers over other worlds 

( 1/340) 

piled upon worlds. (2/341) 

'He owns great tracts of land: 



he is learned, 
supports his kinfolk. 
He holds lavish feasts'--

you can describe them in these terms, 
but they will still give you nothing! 

Sing, you poets, 
of cool PukaHir 

where peasants plough with their bullocks 
while birds cry in song: 

without a doubt 
you will be the linch-pin 
of the gods' own world. 

Even if you celebrate that old man, 
his body wrinkled, white, 
gone slack, 
all atremble when he stands, 

(3/342) 

as a hero whose shoulders are firm as the hills--

he will still give you nothing. 

Sing, you poets, 
about PukaHir 

of the auspicious lord 
who rides the fine white bull: 

without doubt 
you will reign like kings 
over the world of the gods. 

You can call him a saint-
that deceitful liar, 
that fraud, 
that foul and faithless criminal-
but he will still give you nothing. 

Sing, you poets, 
about Pukaliir 

of the auspicious god 
with the matted hair red as gold: 

without doubt 
you will cut away 

the anguish of the heart 
and be redeemed. 

Call a worthless man good, 

(4/343) 

(5/344) 
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a gray-beard youthful--
give a man without family a fine lineage--

they will still give you nothing. 

Sing, you poets, 
of lovely Pukaliir, 

its fields intoxicating 
with their sweet fragrance: 

without doubt 
without confusion. 
you will rule the gods' world. 

You can proclaim that invalid 
a hero with mighty arms, 

or that vile man 
a mother munificent to all poets--

and they will still give you nothing. 

don't wander this world. starving, 
with eyes sunk deep into their sockets: 

sing, you poets, 
of our father's Pukaliir--

without doubt, 
without paying for it, 
you will rule the whole world. 

If a sesame seed falls to the ground, 
they will search for it everywhere 

(6/345) 

(7/346) 

but they wouldn't give anything even to a fly. 

Even if you praise such people 
as great patrons and protectors, 

they will still give you nothing! 

Sing, you poets. 
of lovely Pukaliir. 

where the birds take refuge: 

without doubt, 
without sinking into the mire. 
you will go free. 

You may speak of some ignoramus 
as a fine. learned man. 

say he resembles the lord of love, 

(8/347) 
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make someone wholly immature 
into a paragon of wholeness--

and they will still give you nothing. 

Sing, you poets, 
of PukalUr, 

where the owls in the tree-hollows 
never stop hooting: 

without doubt, 
as masters 
you will rule the gods' world. 

'He is a veritable Kama to women, 
that handsome Lord. 
He brandishes a spear in his hand'--

you may chatter on like this, 
but they will still give you nothing! 

Sing, you poets, 
of Pukaliir, 

(9/348) 

where buffaloes plunge through the ponds and pools: 

without doubt, 
as lords 
you will rule the gods' world. 

Oral}, the harsh devotee, 
son of Cataiyal}, 
father of V al}appakai, 
from Nuvaliir 

( 10/349) 

with its flowering fields rich in honey, 
sang these ten songs 
to the wealthy lord who lives in southern Pukaliir 

where dense pockets of lotus 
rise high in the paddy-fields. 

Those who can sing them 
will doubtless 
reach the feet of dharma's lord ( I 11350)20 

20 From David Dean Shulman, trans. and eomm., Songs (~rthe Harsh Devotee: 
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The Tel'aram (~r CuntaramurttinayalJar (Philadelphia: University of Pennsylvania, 1990), 
205-211. The numbers 1-11 are the Patikam numbers. The numbers 340-350 represent 
the position of these verses within the seventh nrumutai. 
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The signficance of Cuntarar's poem as explained to me was: why praise others, praise this 

God who will give benefits and release also. This is what the "Pal'ai Singing" is: 

individual devotees praising God so that they will receive benefits. 

The references that the women use with respect to themselves indicate that they 

regard the "Piil'ai Singing" as an event in their lives. The following quote is a translation 

of part of the opening paragraph of the "Vote of Thanks" read out to the singers on the final 

day of Miirkaji: 

I give thanks, on behalf of you, to the Lord who gives to us the greatest pleasure of 
gathering here to worship his foot, by bowing lourl heads, seeing {him/ with lourl 
eyes, spreading his fame, extolling his names and beauty with lourl tongues while 
lourl hearts soften and melt: I place my head at his foot and worship.21 

This excerpt indicates that the activity which the singers have been doing for the month of 

Miirkaji is praising and worshipping God. The use of inclusive first person plural 

(nammai, namakku) indicates that the praising and worshipping of God has been done by 

all who are gathered. 

Other references in the "Vote of Thanks" indicate that the specific act of worship is 

singing the piivai songs. The speaker thanked one member of the group for leading the 

singing of the piimi songs (namakku elliim pamipiita atiyetuttuk kotuttu). Then she 

thanked those who came early to sing the piivai songs (piivaipiita parant{)ti mrum 

tiiymiirka!ukkum). Next she thanked the member of the group who collected and managed 

the money for the pucais and gifts "under the auspices of those who sing the piivai each 

year" (iilJtut6rum piivaipiituw,r ciirpil). Afterwords she thanked the lady who gives the 

auspicious items to those who sing the piivai songs each year (iilJ!uti5tum mankalac 

21 "aval} tal vat:lanka nammai cHam inku kuguvittu aval} pukaJaiyum - namattaiyum 
alakaiyum talaiyal vat:lailki kal)ka}al kal)lu, naval cttip paravi. ncki}ntu ullam nckkuruki 
nirkum paramiiQantattai namakku aJitta cppcrumiiQukku mila! al}aivaril} ciirpaka nal}riyait 
tcrivittu avan tal mllu CI} cCl}I}iyai vaittu val)aIikuki[CI}". 
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ci1Jtl11l1ka/ai piimipiitu\,ijrukku a/ittu). Although other songs were also sung, the activity 

for which these ladies are thanked is only connected with singing the piimi songs. The 

perception conveyed by the "Vote of Thanks" is that the ladies have been singing the p£ll'l1i 

songs as an act of worship. 

The meaning of the piimi songs as situated as the event of "singing the pami" in 

the lives of these individual women is that benefits can be gained by singing these songs 

during Markaji. Several explanations were given by singers and by other members of the 

community for what is special about singing pami songs at this time: to gain worldy 

benefits, specific and general, and to attain multi. 

In my preliminary investigations in Nakamalai Putukkl)Hai, I asked what the 

significance of "Tiruvcmpavai" and the Miirkaji festival were. I had thirteen 

respondents22: four men and nine women. Some gave more than one answer. One man 

and five women (one of whom was his wife) said that the significance was so that young 

girls could get good husbands and so that there would be good rain. One of the same 

women and another responded that the meaning of "Tiruvcmpavai" is the individual 

imagining themselves as the woman and God as the hero or lover. Another man said that 

singing these songs was something that women did and was for the benefit of themselves. 

Another man said that it was something that women and children do in order to obtain welI-

being. A gentleman who sang occasionally in 1993-94, provided this answer: "Because of 

our singing "Tiruvcmpavai" and "TiruppaHiyclucci" blessings are available to us so that we 

22 This is not a random sample. Six of the nine women sang both years and are 
leaders of the Citli ViI]ayakar Temple group. One of the remaining three was not able to 
come and sing in the early morning. The remaining woman frequently stays in Nakamalai 
Putukh)ttai, and when there she conducts classes on Tiruva('akam. She was there in 1990-
91 but did not sing due to old age. The last of the ladies was unmarried; I only really got to 
know her in 1993-94. Of the four men, one was one of the priests, another a husband of 
one of the woman respondents who I did not see singing, another I could not identify, and 
another came periodically throughout the month and sang some of the time. 
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may obtain release" .23 The other responses of the women were: for blessings in general 

(3 responses); it is a devotional song (1 response); by observing the Miirkaji activities at 

daybreak, the rest of life will go in an orderly manner (1 response); and it is a time for 

making particular requests to God (2 responses). These remaining reasons are really 

aspects of the same thing: it is a good time to worship God; for worshipping; for blessings 

in general; and for making requests to Him. This enumeration of benefits is similar to 

those listed in chapter 6 by authors who had placed "Tiruvempavai" and "Tiruppalliye!ucci" 

in the first person biography, with the exception that these authors mentioned in chapter 6 

did not mention the purpose of getting good husbands for girls. 

These benefits are actually mentioned in the two piivai songs: "Tiruvempavai" and 

"Tiruppavai". Poems 9 and 19 of "Tiruvempavai" are regularly construed as the request by 

girls for Saiva husbands. Poem 16 is addressed to the cloud requesting it to rain just like 

the Goddess bestows her grace. Poem 17 can be understood as a request for general well-

being: "play, springing into the waters so that well-being will flourish". Poems II, 12, 13 

and 20 suggest that the cleansing activity and the life-style of devotees leads to mutti.24 It 

has already been mentioned above that in "Tiruppavai" the benefits to be obtained from the 

vow are prosperity, rain, a land free from harm and the removal of past and future karma 

which leads to mutti. 

The significance of singing most of the "other" songs echoes the reasons for 

singing the piivai songs. Generally the respondents to my questionnaires were the ones 

2-~ "nam tiruvempavai, tiruppaJ!.iye!uccipatalkal patovataI} mUlamaka nam VIto peru 
ataiya namakku aci kitaikkum". 

24 See the whole of poem 11. Poem 12: "He who is the holy water in whom we 
joyfully bathe to remove the suffering of binding birth". In poem 13 the pond is compared 
to Siva and his consort, and the blemishes that are washed off are often understood to be 
physical and spiritual. Poem 20: "[Your] golden flowers graciously accept [us] so that we 
are redeemed". 
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who determined which additional songs were sung in the Citti ViI]ayakar Temple singing 

group. They shaped the ritual to some extent by their choice of song. I have relied for the 

most part on one of the leaders' interpretation in trying to understand the significance of 

these songs. The reasons for singing the additional songs reinforce the reasons given for 

singing the three essential songs: for good husbands for girls, and for well-being in 

general, including rain and prosperity for oneself and for others. 

The singing of the Pmlcapur[u:wm, the "Natavintu Kalan" song, 

"Ccntippatipurakkum", and the three "Valuu" poems can be understood as songs sung for 

general benefits, including rain and prosperity, either personally for the devotee who sings 

or on behalf of others. 

The pamphlet of PmlcapuraIJam songs used in the "Pami Singing", says that if 

one sings them once a day there will be benefit.25 In response to my query to one of the 

singers about what benefit would be gained, I was told that one's wishes would be 

fulfilled, God would give His blessing, and God would give one the energy to face any 

difficulty. She then said that this list was only an humble attempt to articulate the benefit, 

and in order to really understand, one would have to sing every day and realize the benefit 

for themself.2() "Natavintu Kalan" (9) is interpreted as a general request for grace (ani! 

taray). The fourth verse which specifically asks for grace is repeated at the end of the song 

when it was sung by the group. "Ccntippatipurakkum", as we saw in the earlier summary, 

is a request to God to give the speaker, who is a devotee, a life free from hardship, an 

education, and spiritual maturity. In the second and third of the three verses under the title 

25 The pamphlet says that the Pai1capUra~lam should be sung in the home as well 
as in temples. See the Introductory comments: Tiruccin:ampalam PaiicapuraIJam 
(Tirunakar: Tirumurai MaI]ram, 1990). 

2(, Pami Group Singer, interview with the author, Nakamalai PutukkC)Hai, 
Madurai, 5 April 1994. 
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of "Valttu" (Benedictions) we see a specific request for rain, a wish for a world which is 

prosperous and orderly, in which people, good government and religion flourish. 

The last two poems of the composite "ritual text", "Nnankol Mckattil]" and "Viral 

Maral]aintu" were frequently sung in segment 4 at the Nakamalai Murukal] Temple in 

1993-94 because one lady, who wanted to complete her daughter's marriage soon, had 

asked that it be sung at this time with this purpose in mind.::!7 I was told that previously, 

27 The idea that mothers sing the parai songs so that their daughters will get 
married is a variation on the widespread idea that the parai songs are sung by unmarried 
girls to get good husbands. See Dehejia, Al'Jta/ and Her Path (~f'LO\'(', 4: C. J. Fuller, The 
Camphor Flame: Popular Hinduism and Society in India (New Delhi: Viking, Penguin 
Books, 1992), 182, 197-8; Holly Baker Reynolds, "The Changing Nature of a Tamil Vow: 
The Challenge of Trans-Sectarian Bhakti in Contemporary South India" in Boeinp,s and 
Bullock-Carts: Studie.\ in Chanp,e and Continuity in Indian Civili:ation. voL 4, ed. 
Bardwell L. Smith (Delhi: Chanakya Publications, 1990),64; and Cutler, Consider (Jur 
Vow. I. 

Yet in the two ritual events studied here in which "Tiruvcmpavai" is sung (i.e. the 
"Tiruvcmpavai" Festival in MIl]atci-Cuntarccuvarar Temple, and the "Pavai Singing" in 
Niikamalai Putukk6Hai) unmarried girls have a low profile. In MII}ii\ci-Cuntarccuvarar 
Temple. where this festival is framed as an event in the life of the poet-saint 
MaQikkavacakar, no young girls at all participated in the singing. and they had virtually no 
presence in the audience. 

I have already noted that the group of singers in Nakamalai Putukkonai was usually 
at least two-thirds married women. Prior to MarkaJi in 1993-94, I obtained a list of names 
of the core group of singers in Nakamalai PutukkCi\\ai: and every woman on the list was 
married. During the MarkaJi of 1993-94 all of the core group were married women, and 
the women who included" getting good husbands" as one of the reasons for singing these 
songs in MarkaJi were married women. Clearly they were not singing in order to get good 
husbands for themselves. One of these women did say that before she was married she 
sang verses 9 and 19 of "Tiruvempavai" for the purpose of getting a good husband, and 
she feels that her request was granted. Some of them may have sung these songs for good 
husbands, because many have been singing since childhood. The majority of the 
participants, and especially the leaders of the singing, are not doing what is commonly 
perceived that is done, singing for good husbands for themselves. One of the men said he 
sang specifically to get blessings and in order to attain multi. 

Some of those who came and joined the "Pavai Singing" were unmarried. One of 
the singers who I interviewed was unmarried, and among the five things she was singing 
for in the 1993-94 Markafi, marriage was the last on the list. She mentioned that if she 
had been singing in particular for a good husband this year, she would have followed some 
of the restrictions practiced by those singing for marriage. In 1993-94 she did not follow 
those restrictions. This was not because she thought marriage was unimportant, rather it 
was because fhi.\ :vear marriage was not a priority. 
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these songs had been sung so that the daughters of the women in the group would be 

married quickly, and both of the daughters in question are now married. The women 

believe these marriages were the result of their singing of the songs.2R 

I asked what it was about "NIlankol MckattiQ" and "Viral MaraQaintu" that made 

them suitable to sing in order to complete the daughter's marriage. The response. in 

summary, is that the poems are understood to request the marriage of a girl. Both songs, 

in addition to praising MurukaQ in various ways, request MurukaQ to give a garland to a 

girL To one singer, the garland in the poem represents both MurukaQ's grace and the 

garlands exchanged by the couple in the marriage ceremony. The garland that MurukalJ 

wears is a symbol of his grace. God should show his grace by giving the garland. If God 

There is in fact variety in the way "Tiruvcmpavai" is sung by Saivas during 
Miirkaji. For several years in Nakamalai Putukko\\ai some men used to sing during 
Miirkaji. They would sing "TiruppaHiyclucci", "Tiruvcmpavai", and the other songs while 
walking along the streets. They would leave from Citti ViQayakar Temple and return there. 

Members of the "Twelve Tirumurai Association" housed in the MIQa~ci
CuntarecuvararTemple circumambulate in the MIQatci-Cuntarccuvarar Temple singing 
Tirumutai and TiruppukaJ songs. In 1993 during the "Tiruvcmpavai" Festival at MIQatci
Cuntarccuvarar Temple, I saw them circumambulating in the Ati streets and the second 
piriikiiram. and heard them singing "Tiruvcmpavai". The members doing this were mostly 
men. I did not see any unmarried girls singing in the "The Twelve Tirumurai Association" 
circumambulation. 

Another specific Miirkaji practice, which one lady recalled from her childhood, was 
the gathering of men, boys and girls into a group, and going to some devotees' houses and 
singing there. The people would then give the group something to drink and some ('ulJ!al. 
The ladies sang at the local ma!am. 

There is a strong perception that young girls sing the piivai songs, and in the Tamil 
Saiva context specifically, "Tiruvcmpavai", in order to marry good husbands. In the 
examples cited here, however, there is no evidence to suggest that the singing of the piivai 
songs is an activity undertaken particularly by unmarried girls in order to marry good 
husbands. Yet in Tamil society, securing a good marriage for a girl is thought to be a 
major concern for both the family and the girl. It would be interesting to pursue the 
question as to why there is such a strong association between the singing of the piivai 
songs and unmarried girls, when there seems to be so little evidence of it in current 
practice. 

2g Piivai Group Singer, interviews with the author, Nakamalai Putukk{>ttai, 
Madurai 25, 28 February and] 7 March] 994. 
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gives the garland it means that the girl also will receive the garland from the husband, i.e., 

her marriage will be completed. The reference to "deficiency" in "Vircil MaralJaintu" is 

explained as the deficiency of not being married. Therefore the request to remove the 

deficiency of the girl is a request that she should be married soon. The line which 

expresses the desire that the deficiency of the girl should be removed is repeated by the 

ladies when they sing the poem. When concluding this explanation, I was told that the 

famous commentator on Tiruppllkaj, KirupalJantavariyar, said that a girl should sing "Viral 

MaralJaintu" in particular if she wanted to get married. 

In Part II, we saw that the giving of the garland is a theme in akam poetry. 

NavanHa Kiru~r:\a Paratiyar invokes this theme when situating "Tiruvcmpavai" in the akam 

narrative world. The hero came to the virgin girl and gave the garland making known to 

her his love for her. The heroine then undertook the Tai bath so that she would obtain him 

as her husband?9 Two interpretations of "NIlankol MckattilJ" and "Viral MaralJaintu" 

understand them also in terms of the akam narrative world. In one interpretation the poems 

are a request to the hero on behalf of the heroine to accept the heroine's love.-~() In the other 

interpretation, "Viral MaralJaintu" is understood to be about the suffering of the heroine 

who is in love with the hero, and "NIlankol MckattilJ" is about the heroine wanting the 

29 Ka. Cu. NavanHa Kirwjl)a Paratiyar, commentator, ,S'rT MaIJil'acakapa Perumal} 
Tirul'ay Malarntaru/iya Tirlll'acakam AraJY'cip Perurai (MaviUapum, IlaIi.kai: Patma 
Patippakam, 1954), 463-4. 

30 In a discussion about these two poems, A. AlJantaracalJ also situated the poems 
in the akam narrative frame. According to him, the poems are addressed to Lord MurukaQ 
by the stepmother or a friend. The girl is lovesick and so the stepmother asks MurukalJ to 
give the garland to her as acceptance of her love. Interview with the author, Palkalainakar, 
Madurai, July 1994. 

In Navanlta Kiru~l)a Paraliyar's use of the theme of the hero giving the garland 
when interpreting "Tiruvcmpavai", the giving of the garland is the hero's revelation of his 
love to the heroine. In A. AQantaracalJ's interpretation of these two songs, the same theme 
is used to indicate that the heroine has not yet received the hero's love and is therefore 
suffering. 
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flower garland in order to consummate her desire. In this second interpretation, the heroine 

represents the soul, and the hero represents God.31 

In the ladies' usage of "NIlankol MckattiQ" and "Viral MaraQaintu" in the "Pli\'ui 

Singing", the girl in the poem is either their own daughter or their friends' daughter, and 

MurukaQ is the God who can make the union possible, but not the one to whom the 

daughter should be united. The two songs, when situated in the lives of at least some of 

the singers of the group, are not a request to the hero on behalf of the heroine for him to 

accept her love, nor a request that the Highest soul unite with the individual souL but rather 

a request to God to make possible the marriage of a daughter. 

Even though some of the women consciously sang these songs specifically for the 

benefit of a particular person's daughter, it does not mean that others participated for that 

purpose. Others, outside the immediate group, may not have known the specific reason for 

singing these songs this year. They perhaps sang for themselves or their own daughters or 

for someone else, or maybe they sang just to praise God. 

31 KirupaQantavariyar in his commentary on "Viral MaraI]aintu", which includes a 
reference to "NIIankol MckattiQ", casts the relationship portrayed in the poems in terms of 
the beloved-lover relationship (niiyaki niiyuku pii)'um). He says about "Viral MaraI]aintu": 

For the heroine (tulai\'i) who has love for the hero (talaival}), the cool light of the moon 
is hot and the Tenral wind burns like fire. Here, putting the soul (Fiviil}mii) as the 
beloved (niiyuki) and the God (pammiit1mii) as the lover (nli),ukul}), the soul, who is 
the beloved has love for the hero who is God, becomes increasingly anguished and 
becomes emaciated. In this way, there are many songs in the beloved-lover mode 
(niiyaki niiyuka piivam). 

The commentator cites two other examples and then makes the following comment 
regarding "Nllankol MckattiQ": "In this way, the soul (jiviil}mii), who desires God 
(paramiitln1li), desires the flower garland in order to consummate that desire." 
KirupaQantavariyar, Tiruppukuj Virivurai Tirupparankutwtam Tiru('centii,. 
(mutalpatuivitum. ira~ltiim patah'itum) (CcI]nai: Vaqati Patippakam, n.d.), lR6. 



287 

The Structure of the Ritual and First Person Biography 

Aspects of the ritual reinforce the view that the singing of the songs in Nakamalai 

Putukkf)Hai is an activity of individual devotees, an event in their own lives. During the 

ritual, there is no absolute distinction between the singers and the audience. The audience 

and singers share the same space. The audience can receive any ritual honor that the singers 

receive, and anybody can particpate in the singing. There are also no images or other 

legendary personalities whose voice is heard singing the songs. 

In the ritual event of "Piivai Singing" there is no spatial distance maintained 

between female singers and female audience members or between male singers and male 

audience members. During the "Piivai Singing" the women who sing at the Citti VilJayakar 

Temple sit both in the center of and at the sides of the railings. Any woman or child could 

come and join the singers, to sing or to just sit there. The men generally sat or stood apart 

at the side usually occupied by men during worship, and any man could join in and sing.on 

This is in sharp contrast the Tirul'al)antal Piicai and the "Tiruvcmpavai" Festival of the 

MilJiilci-CuntarccuvararTemple in which the singers, the 6tul'iirs, have a special space in 

the ritual where audience members are not permitted. 

There were also no ritual distinctions between audience and singers in Niikamalai 

Putukk()Hai. The special honor (piraciitam) bestowed on the last day was given to anyone 

who participated regularly. The bestowing of the special honor happens yearly. If one 

wants to, one could come regularly and then receive that honor also. The abhi~oekam items 

(milk and ash) passed out at the end of the abhi~r)ekam were also shared with the audience. 

The lack of ritual distinction is emphasised during the final tipiiriitatzai when the whole 

crowd merges in an effort to see the showing of the camphor flame to the deity and to 

32 The spatial distance between women and men reflects the cultural custom that 
women generally should share space only with men from their own immediate familes. 
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receive the flame, ash and kuflkumam. The singers and the audience are indistinguishable 

at this point, and the priest made no special distinction between the singers and the audience 

when giving the camphor flame, kuflkumam and ash at the end of the piicai. This is unlike 

the "Tiruvcmpavai" Festival in which the singers of the songs, the ijtul'llrs, receive special 

ritual distinction in the form of temple honors. 

The style of singing at the temples in Nakamalai Putukkonai was also uniform. All 

three songs, "TiruppaHiyclucci", "Tiruvcmpavai" and "Tiruppavai" (and also the song in 

praise of Arnal) were sung in the same tune without any variation so that one could join in 

easily. Thus any devotee could become a singer by simply singing, thereby making the 

event one's own. This contrasts with the "Tiruvcmpavai" Festival in which the singing 

style was generally individualized by the ijtu)'iirs, making it difficult to sing along. 

In the Nakamalai Putukkottai singing, there are also no images of saints or poets, 

and generally no special personalities who take over the voice of the poems. The ritual 

does not include any images of saints, poets or other personalities, unlike the continual 

presence of MaT)ikkavacakar's image in the "Tiruvcmpavai" Festival. Furthermore, the 

selections used in the Miirkaji month singing in Nakamalai Putukkottai are removed from 

their original context, as a part of a particular text composed by a particular author with a 

specific life story.33 No information concerning the text, source or the author was made 

known during the singing of the hymns. Even when songs I to 5, 10 to 14 and 17 and 18 

were hand copied by one of the ladies singing and given to me on the first few days of 

Miirkaji month, the selections contained no information about either the author or the title 

of the work. Only two of the selections had any headings: "The Song for the Camphor 

Rame"; and the songs thus collected under the heading "Valttu". Whether or not the 

33 The exception to this is "Tiruppavai" in which the author's identity is given. 
This situation is addressed in the following paragraph. 



person who provided me with copies of the songs knew the sources and author I do not 

know. But it would seem that she did not think it was important for me to know such 
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matters in order to participate in the singing. For her it was important that I have a copy of 

the songs and that I know certain details about how to sing them. 

I have argued that the historical poet is absent for the most part in the Nakamalai 

Putukk()Hai singing, but, in one case the historical author was present. That was in the 

singing of "Tiruppavai" in which the last verse is a signature verse which identifies the 

author. The singing of this verse was immediately followed every day that I was there by 

the verse in praise of this poet. I was told that the reason for singing this song was to 

honor ADlaI. who originally sang "Tiruppavai", thereby setting her apart from them. I then 

asked why no song was sung in praise of MaQikkavacakar who sang "TiruppaHiyclucci" 

and "Tiruvcmpavai", and the answer seemed to be that until that moment nobody had 

thought to sing a song of praise of him}-+ I think the reason that AQ\al is praised and not 

MaQikkavacakar is because "Tiruppavai" ends with a signature verse which brings her into 

the ritual, whereas "TiruppaHiyclucci" and "Tiruvcmpavai" can be sung without ever 

knowing who composed them. The response to AQ\al's presence in the ritual is to honor 

her, and then to continue with what they are doing, i.e. worshipping God through song in 

order to obtain benefits. 

Summary 

The singing of "TiruppaHiyclucci" and "Tiruvcmpavai" at the Ciui ViQayakar and the 

Nakamalai MurukaQ Temples in Nakamalai PutukkoHai is set in first person biography. 

34 This question was posed to one singer who then posed it to some of the other 
singers. The answers were much the same. Piivai Group Singer, interview with the 
author, Nakamalai Putukkogai, Madurai, 21 February 1994. 
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The specific event is the "Piivai Singing" in which the individuals sing songs as worship in 

order gain benefits. The "Piivui Singing" like the singing in the Tiruvutwntul PLicai and the 

"Tiruvcmpavai" Festival, is understood in a biographical narrative world which is a fJurum 

style of interpretation. In chapter 12, I will suggest that the pattern of behaviour exhibited 

by the singers in these three ritual events is also a pUfum style of behaviour. 



III: Chapter 12: Pattern of Usage 

In Part III we have considered the singing of "TiruppaHiyelueci" in the 

Tiru)'{ltUJntal Piicai and "Tiruvempavai" in the "Tiruvempavai" Festival, at the MiIJa~ci

Cuntarccuvarar Temple in Madurai, as well as the singing of both of these collections in the 

"Piivai Singing" at the Citti Vil}ayakar and the Nakamalai Murukal} Temples in nearby 

Nakamalai PutukkoHai. ]n each of these ritual events the significance of the poems is 

different because they are situated in different narrative worlds. In the TiruvatUJntal P{'u'ai, 

"Tiruppa}Jiyelucci" is part of an event of awakening the presiding deity of the temple by the 

deity's especially designated servant. The voice of the poem is that of a bard and the poem 

is situated as an event in the life of a specific hero and his wife, Cuntarecuvarar and 

Mil}a~ci. In the "Tiruvcmpavai" Festival at the Mll}alci-Cuntarccuvarar Temple, the singing 

of "Tiruvcmpavai" is situated as an event in the life of the poet MaQikkavacakar. The 

significance of "Tiruvcmpavai" in this narrative world is that singing "Tiruvcmpavai" is 

MaQikkavacakar's act of worship through which he attains the spiritual goal, multi. In the 

Citti ViIJayakar and the Nakamalai Murukal} Temples, both "TiruppaHiyclucci" and 

"Tiruvcmpavai" are sung as part of the "Piimi Singing", and are understood as an event in 

the first person biography. In this narrative world the songs are sung by individual 

devotees in order to obtain benefits. 

These poems are, therefore, understood in three different biographical worlds in 

these three ritual events. I have argued in chapter 4 that understanding a text in a biography 

is a pittam style of interpretation. I shall now suggest that the singers' pattern of behaviour 

in each ritual event is a pattern of behaviour implied in the classical pUfam poetry: going to 

the hero, singing praises, making petitions and receiving benefits. I will argue that this 
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behaviour pattern is noted specifically in the pu[am guide poems (ii[[uppatai) of the 

classical era. 
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"TiruppaUiyelucci" and "Tiruvempavai" are not the only poems that are sung in 

these rituals, although they have strong associations with the central meaning of the ritual 

events in which they are sung. Each event has its own distinctive "ritual text". I wiIl try to 

show how both the composition of the "ritual text" and the coherence underlying the 

significance of the "ritual text" depends upon the narrative world in which it is situated. 

This chapter will begin with a discussion of the pattern of behaviour evident in the 

three ritual events. That will be followed by showing why this is a basic pu[am pattern of 

behaviour, and the chapter will close with a discussion of the concepts of "ritual text" and 

"coherence" as manifest in the way in which the poems are used in the three ritual events. 

Model of Behaviour Evident in the Three Ritual Events 

The singing in the "Tiruvempavai" Festival, the "Piivai Singing", and, less clearly, the 

TiruvalJantal Pucai exhibit a similar pattern of behaviour, namely a going to the hero, 

singing his praises and receiving benefits. In each event, the singer receives back some of 

the deity's beneficence. 

In the TiruvalJantal Pucai, the otuviir goes to the paUiya[ai and sings to the deity. 

Later on he also sings to the followers of the hero, the saints. So also in the 

"Tiruvempavai" Festival, Mfu}ikkavacakar is depicted as going before Na!aracar, the most 

important form of Siva for Mfu}ikkavacakar, to sing "Tiruvempavai". He also sings before 

MIl)atci and Cuntarecuvarar, the presiding deities. In a similar way the ladies in Nakamalai 

PutukkoUai go before Citti Vil)ayakar and Nakamalai Murukal), the presiding deities in 

their respective temples, and sing songs. In segment 11.4 of the "Tiruvempavai" Festival, 

Mfu}ikkavacakar is depicted as performing various acts of worship before ViI)ayakar, 
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MII}atci and MurukaI}. As part of his worship, he sings a poem from "Tiruvcmpavai" for 

each of them. In a similar way, the ladies at Nakamalai PutukkoHai go before 

Palaccupiramat;iyar and HaI}umaI}, and worship and sing a song before these deities as 

well. 

In both the "Tiruvempavai" Festival and in the "Pilvai Singing" the singers make 

requests to God through their songs. In segment 11.5 of the "Tiruvempavai" Festival, 

MaI,likkavacakar is depicted as a supplicant, and the medium of this request is the song, 

"Tiruvempavai". In a similar way, the ladies in Nakamalai Putukk()Hai also use songs to 

present their requests to God, with the clearest example of a request being for husbands for 

dauuhters throuuh the sinuin u of "NIlatikol Melattin" and "Viral Maranaintu" to Nakamalai o 0 00 • - - -

MurukaI}. 

The singers in each of these events receive in return some of the deity's favour, 

piraciltam. To receive piraciltam is to receive God's grace. We have already noted in 

chapter 8 that the camphor flame, ash, kwikumam, and food distributed after tfpilriltalJai 

transfers grace to the worshipper. Davis notes that many Hindu sects, including some 

Saivas, view the distribution of the food after worship as a "form of divine 'favour'''. 

This food is said to have great powers such as purifying, and destroying sin. l The various 

substances the devotee receives at the end of worship are one of the ways in which the 

deity gives to the devotee. 

1 Richard H. Davis, Ritual in an Oscillating Universe: Worshipping ,S'iva in 
Medieval India (Princeton: Princeton University Press, 1991), 155, 160. Davis goes on to 
quote the Kilmikiigama, one of texts which are said to be the basis of ritual at the MII}atci
CuntarccuvararTemple, in order to say that in a Saiva Siddhanta temple food as piraciitam 
is not distributed because humans cannot bear it. At the MII}atci-CuntarccuvararTemple 
today, however, food is distributed as piraciitam. In Milrkaji month the line-ups for the 
milk at the end of TiruvalJantal Piicai are very long, and one can purchase food piraciitam 
at piraciitam stalls. Also, clearly the ladies in Nakamalai PutukkoUai place importance on 
receiving piraciltam. 
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At the end of the TiruvalJllntal Pucai, the otuviir receives piraciitam: the camphor 

flame, ash and milk, just before the other devotees. In the "Tiruvempavai" Festival, 

Mfu).ikkavacakar is depicted as receiving piraciitam (camphor, milk and bananas) in 

segment 11.4 when he is worshipping ViQayakar, MIQatci and MurukaQ. The ladies 

receive piraciitam several times during the "Piivai Singing". They receive ash and milk 

that had been used in the abhi~·ekam. At the end of the pucai at both temples, they receive 

the camphor flame, kUlikumam and ash. At the end of all segments they receive the 

naivettiyam as piraciitam. 

Even though the pattern of behaviour is the same in these three rituals, there is an 

important difference in the status of MaI)ikkavacakar in the "Tiruvcmpavai" Festival, the 

otuviir in the TiruvOIJantal Pucoi, and the ladies in the "Piivai Singing". The ()tuviir in the 

TiruvalJantal Pucoi and the ladies in Nakamalai Putukkottai are always treated as human. 

Mfu).ikkavacakar is treated as both human and divine. His human aspect is manifested 

ritually by the fact that he receives the parivattam or headscarf and is depicted in various 

human postures.2 Over and over again, however, MaI)ikkavacakar is treated as divine, and 

this is ritually expressed by offering him tlpiiriitalJai. 

The difference is significant because the "Tiruvempavai" Festival confirms ritually a 

pattern of behaviour that leads to mutti, and this is reinforced by Mfu).ikkavacakar's 

biography. In the MIQatci-Cuntarecuvarar Temple festival, Mfu).ikkavacakar goes to 

Nataracar, sings his songs and then he is offered tlpiiriitalJai - a recognition of his divine 

nature. His human postures show how a human should behave, going to the deity and 

2 MaI)ikkavacakar wears the parivattam throughout the festival (segment I, II, III ). 
I was told that this is an honor given to humans, not to gods. Further, his pose as 
worshipper in segment 11.4, and as supplicant in segment B.s, as interpreted by the priests 
and otuviirs, also stress his human aspect. 
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worshipping through song, and being offered tiparata1)ai indicates the result of behaving 

as Mfu)ikkavacakar did, and attaining mutti. 

According to the biography, Siva himself records MiiQ.ikkavacakar's songs and 

thereby legitimizes them. The biography associates MiiQ.ikkavacakar's attainment of multi 

with the Nataracar form of Siva and indicates that the occasion on which he attained multi is 

directly related to the songs. The songs are recorded and MaQikkavacakar has an 

opportunity to explain that Nataracar is the meaning, and then immediately he merges with 

Nataracar. The sequence of events suggests that through these songs one understands 

Nalaracar and unites with him, attaining mutti. 

The Tirumurai texts also construe the deity-devotee relationship in this way. The 

third invocatory poem, "NarikatampaI}ai", sung by the ladies, composed by the Tirumurai 

poet Tirunavukkaracar, describes the relationship between the God and devotee: 

The duty of the Lord of Tirukkara temple of Southern Katampai, 
whose consort bore our Skanda, 
is to support even me, a devotee; 
my duty is to serve.3 

God's duty is to support and protect the devotee,~ and the devotee's duty is to serve (pGlJi 

ceytu). The Tamil Lexicon cites the last line of this poem when it gives the meaning for 

pGlJi as "bowing, reverencing". Therefore, we may understand that service means also 

worshipping. Cekkilar, the author of the twelfth Tirumurai, the Periya Pural)am, while 

relating Cuntarar's biography indicates that Siva prefers the offering of song to all other 

forms of worship. After Cuntarar had been claimed by Siva and had been made to realize 

who the claimant was, Siva said to him: "because singing in love is for us the finest form 

3 My translation of "NailkatampaI}ai" by Tirunavukkaracar, fifth Tirumurai, 132:9. 
~ The verb used to describe God's action with respect to the devotee is tatikutal. 

The Tamil Lexcon gives as the primary meaning for this verb "uphold, bear up, support": 
the secondary meaning "to protect, guard"; and as the third meaning "to give shelter, rest". 
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of worship, sing about us in Tamil words on earth."-" The devotee, then, should serve 

Siva through song. Cuntarar's song, cited in full in chapter 11, indicates that by praising 

Siva through song, one will receive worldy and other worldy benefits. According to this 

song, if one sings about Siva, one will receive rice, clothes, the removal of suffering in this 

life (poem 1,8), the attainment of a high status in another life (1,2,3,4,6,9, 10), and 

mutti (5, II). These three Tirumurai references depict the relationship between Siva and 

the devotee as one in which the devotee serves Siva through song and in tum Siva supports 

and protects the devotee in this world by providing concrete benefits, and eternally by 

enabling the devotee to attain mutti. 

Just as the structure of devotional text and interpretation described in Parts I and II 

has a counterpart in the classical context, so also the pattern of behaviour evident, 

particularly in the "Tiruvcmpavai" Festival and the "Piivai Singing", has its counterpart in 

the classical context. The pattern of behaviour of going to God, praising him, making 

requests and receiving benefits is implicit in the situation envisaged behind fJuram poetry. 

The Puram Pattern 

G. Subbiah has identified three interrelated concepts which he argues identify the world-

view evident in the classical poetry and poetics. These are the "hero", "space" and 

"giving". Subbiah suggests that the Tamil concept of hero included both a human hero and 

a deity, and it is not necessary to see one concept evolving out of the other. According to 

-" Excerpted from verse 70 of the "Ta\utUitk0l)ta Pural)am" in Cekkijiir Perumiit1 
Pcriya Puriinam ClJa Vajatikum Tirutto~ltar Puriinam (Tiruvavatuturai: Tirukkayilaya 
Paramparait Tiruvavatuturai Atll}am, 1988), 27. I am thankful to Dr. Gomathi for this 
reference. 

I am indebted to Dr. Gomathi for her guidance as a scholar and as a singer. Many 
of her insights were expressed as a singer. As I had originally conducted interviews under 
the condition of anonymity, I have not been able to specifically acknowlege all her valuable 
contributions. 
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Subbiah, the distinguishing characteristic of a hero is giving. Valour is necessary to be a 

hero, but a hero attains that most coveted achievement, fame, through giving.{) The ideal 

hero gives out of compassion, spontaneously, without distinction and without expectation 

of return. Two of the most famous donors in Tamil history are the classical heros, Pari and 

PekaQ. Pari is particularly remembered for spontaneously giving a chariot to a vine which 

had no support on which to grow. PekaQ is remembered for giving a robe to a peacock 

which he thought was shivering in cold, because he was overwhelmed with compassion. 

Furthermore, the classical hero is accessible. He has a particular place on this earth where 

supplicants can approach him. According to Subbiah's argument, the classical Tamil world 

had heroes who were able and willing to help others. In the classical Tamil world view the 

ideal hero (human or divine) is found in this world, and all one has to do is go to his place 

and receive gifts from him.7 

In the classical context, the heros are primarily kings and chieftans, and the 

recipients are primarily poets, bards and other performers. The classical puram iin:llppatai 

poem in a sense encapsulates the relationship between hero and bard. In iin:uppatai poems 

one bard, performer or poet directs another to a benefactor. The following example is 

Ramanujan's translation of Puranii[lCtrll 69 by Alattur Kilar about KiHai Va}aval}. 

Dear singer: 

here you are, 
a lute in your hand 
that knows its grammar, 

() See also A. K. Ramanujan, Poems (~fLove alUi War: From the Eight Anti1ologie.\ 
alUi the Ten Long Poem.\ (?f Cla.\.\ical Tamil (New York: Columbia University Press, 
1985), 289. 

7 G. Subbiah, "Patterns in Religious Thought in Early South India: A Study of 
Classical Tamil Texts" (Ph.D. diss., McMaster University, 1988). Subbiah develops this 
argument in chapters III (89-183), IV (183-224) and V (225-268). He summarizes it in the 
conclusion. This study has been published under the title, Roots (if Tamil Religious 
Thought (Pondicherry: Pondicherry Instititute of Linguistics and Culture, 1991). 



a hunger in your belly 
that no one heeds, 
clutching at your waist 
a cloth of patches 
with strange threads, 
damp with sweat, 
on a body aimless as a ruined man's, 
and your large family 
dulled by poverty. 

You round the whole earth 
and you're here 
to ask 
in a small voice 
for help. 

So listen. 

In bannered camps, 
his army slaughters 
the murderous elephants of enemy kings, 
leaves them wounded in pools of blood, 
makes a slaughterhouse of the battlefield. 

He is at Uraiyur. 
city of tall towers; 

he takes up spears only against enemies 
and he moves right into the heart of their country. 

He is KiHai ValavalJ, 

he wears perfect garlands, 
his ornaments are flames 
of yellow gold. 

Go to him, 

and you don't even have to stand 
at his great door. 

Go, fill your eyes 
with the chariots he gives away 
in broad daylight. 

Once you've seen hi m 
you'll wear lotuses of gold, flowers 

no bee will touch, 

and you don't even have to stand 

298 
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there, at that door.x 

The speaker recognises the pitiable state of the singer and urges the singer to go to this hero 

who is mighty, generous and accessibleY The speaker is a living example of the hero's 

generosity and by telling the pitiable singer to go to the same hero, he praises that hero 

also. The key elements of this poem are going to the hero, receving benefits from the hero 

and then praising the hero. \0 

The basic elements of going to the hero, praising the hero, making requests, 

receiving benefits and then continuing to praise the hero occur as themes under the putam 

situation of praise (piitiilJti~7ai) in the Tolkiippiyam Ponl! Atikiiram: II 

"eulogising the giver and reviHing the non-giver"; 
"the kl1ttar, p~u:lar, porunar and viraliyar who have received presents directing those 
who have not received them and telling what they have received"; 
"poets etc mentioning their wants and getting rewards"; 
"eulogising the prosperous condition of the king after receiving the reward and Itaking 
leave of the king I either on his own initiative or on the initiative of the king." 

In addition, a number of poems in the two puram anthologies, Puraniif)uru and 

Pati!TUppattll, have been assigned themes which indicate they are understood to be about 

~ Ramanujan, Poems (dLove and War, 127-8. 
<) See Cuntarar's poem verse 7/346, in chapter 11 above. 
IO Shulman identifies Cuntarar's poem cited in chapter 11 as a guide poem: David 

Dean Shulman. trans. and eomm., Songs (~fthe Harsh Devotee: The Tcviiram (~r 
CWlfaramiirttiniiyaf)iir (Philadelphia: University of Pennsylvania, 1990),210. 

According to traditional accounts, Cuntarar needed money so that his wife 
Paravaiyai could give charity on Pailkul}i Uttiram day. So Cuntarar went to Pukaliir, 
worshipped the form of Siva there, and then lay down to sleep. When he awoke, the 
bricks that he had used as pillows had turned to gold. He then sang these poems to Siva as 
the God of Pukalur. See Ti. Cu. Cokkaliilkam Ccniyar, Palaf) Tarum Tirumutaip 
Patikmika!um Tutippiita1ka!um (VaraliiTU-Palaf)-Uraiyutaf)) (Maturai Valamapuri 
Aecakam, 1977),145. 

II P.S. Subrahmanya Sastri, trans. and comm., Tolkiippiyam: The Earliest Extant 
Tamil Grammar Text in Tamil. and Roman Srripts with a Critical Commentm)' in 
Fnglish: Tolkiippiyam POnt! Atikiiram-Tamil Poetics (Madras: The Kuppuswami Sastri 
Research Institute, 1949),86,87. 
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requests for gifts or presentations of needs to the hero. Subbiah identifies thirty-seven 

such poems, as well as fourteen guide poems. 12 

There is then implicit in the puram poetry and poetics the pattern of behaviour of 

going to the hero, making requests, receiving benefits and then praising the hero. It is an 

appropriate way to interact with the hero. If he is a true hero he responds generously. In a 

similar way, the three ritual events under study here show that the appropriate way to relate 

to Siva is to go to him. and sing his praise. He will bestow benefits immediately in the 

form of pira('atam, and he will respond to requests, provide a good life and finally will 

give multi, all because he is a true hero. 

The presupposition that God is "other" is implicit in the puram pattern. In this 

pattern, God is encountered in a place, in time and space, rather than in mystical 

experience. One can go to that place, worship that manifestation of God, make requests to 

that God, and receive concrete evidence of God's beneficience in the form of pira('iitam. 

The very presupposition of making a request is that there is a distinction between the one 

who makes the request and the one who has the ability to fulfill that request. I am 

suggesting that in the three rituals studied here, that the bard, poet or any individual devotee 

enjoys and interacts with God as "other". 13 

12 Subbiah, "Patterns in Religious Thought in Early South India," 247. 
13 I am differing from Cutler by suggesting that God remains as "other" in these 

three ritual uses of "Tiruvempavai" and "Tiruppa}liyclucci". Cutler seems to suggest that 
the distinction between God, author-poet, professional singer and audience diminishes and 
is removed in the ritual use of Srivai~l)ava and Saiva poems. See Cutler, Song' of 
Experience, all of chapter 2. and also in particular 35, 37, 46-7,52, 73. and 113. 

In the "Tiruvcmpavai" Festival only some of the identifications suggested by Cutler 
are plausible. The structure of the ritual suggests that the i5tuvar. particularly the Stala 
(}tuw,r, may identify with the poet, for the Stala (}tuvar sings as though he is 
Mal)ikkavacakar. Secondly. the act of showing Mal)ikkavacakar tlparatatzai indicates that 
he is divine, which suggests that the poet is identified with God. Tlparatatzai, however, is 
not offered to the aturars, which suggests that some kind of distinction between atUl'ars 
and the poet is maintained. The depiction of Mal)ikkavacakar as a human supplicant in 
segment B.5, and also possibly in segment II A, suggests that for part of the festival a 
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distinction is perceived between the one who requests and the one who is able to give. 
Certainly in the ritual petformance there is no identification implied between the audience 
and the VtUl'ar,\, for there is a very sharp distinction made between the /jtuvars who sing on 
the poet's behalf and the members of the audience, who are kept at a distance spatially, 
ritually and through singing styles (see chapter 9 above). 

In the Tirul'anantal Piicai, the series of identifications also breaks down because 
the original poet has ~o specific presence at all in the ritual, and because the premise of the 
ritual maintains a distinction between the reciter and the deity. The presence of the poet as 
the important personality in the ritual reenactment of the poem would seem to be a necessity 
in Cutler's model, as it is the poet's experience which it seems is reenacted in the ritual 
recitation of the poem (see Cutler, Songs oj Experience, 73,113). I have argued earlier 
that MaIJikkavacakar is at no point specifically associated with his song throughout the 
ritual singing of the poem, and the fact that he is worshipped in a group with other saints at 
one point, almost confirms the fact that he is not the ritual speaker of the poem. 
Furthermore, the purpose of the ritual is to wake up God and return him to his daytime 
location. This assumes a distinction between the one who awakens and the one awakened, 
and one sees no indication that this distinction is negated in the ritual itself. What the ritual 
does underline is the respectful distance of the bard who calls on God as "other" in the 
particular manifestation as Cuntarccuvarar, with ties to the particular locale of Madurai. 

In the "Pami Singing", it is doubtful that identification takes place because here 
identification with the poet is problematic for several reasons, and here the premise of the 
whole activity is very clearly based on a sharp distinction between God and the 
worshipper. There are three factors in the Nakamalai Putukk{)ttai singing which suggest 
that the poet's identity is not an essential part of the singing. One is that people sometimes 
do not know who the composer is. A second is that a large number of source texts are 
used to make up the "ritual text", and these are composed by many different authors. The 
third is factor that the poets have no presence in the ritual, except in "Tiruppavai" which has 
a signature verse. The singing of this verse is immediately followed by a verse in praise of 
this poet, AIJlal. This verse of praise, rather than enabling the singers to identify with 
Amal. distances her from them by exalting her through song. (This potential irrelevence of 
the poet to the usage of the songs was highlighted to me in an interview. The individual 
was telling me her favourite devotional song. I asked who the author was. She did not 
know. Some time later, when we were at another person's house, she asked someone 
there who the author was and was told that the author's name is in the song itself. If the 
name made no sense to her, it is doubtful that the historicity of the author is relevant to the 
use of that song to that individual.) 

Furthermore the ladies' own emphasis on making their own requests through the 
songs also undermines the notion that identity with the deity occurs in this ritual 
petformance of the poems. There is the strong sense both among the singers and also 
among community members that the "Piimi Singing" is done in order to obtain benefits. 
The most specific of these benefits is the ladies' request for husbands for their daughters. 
As we have already said, the act of making a request to someone, for something like the 
marriage of someone's daughter, implicitly maintains the distinction between the 
supplicator and the one to whom the request is made. Even if one sings for the purpose of 
obtaining mutti the implication is that mutti, and therefore identity, has not been obtained. 
The distinction between God and devotee is intact. 
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"Ritual text" and Coherence of Meaning 

The definition of text given at the outset of this study was that the text is that which is 

interpreted by situating it in a narrative world which provides an identity for at least one of 

the speaker, addressee, or the hero, and which identifies the utterance of the text as an 

event in that narrative world. In Part I and Part II, we looked at two texts. the ten poems of 

"TiruppaHiyclucci" and the twenty poems of "Tiruvcmpavai". In Part III, however, the text 

is neither the ten poems of "TiruppaHiyclucci" nor the twenty poems of "Tiruvcmpavai", 

but another text which I have called the "ritual text". The reason for utilising a special term, 

"ritual text", to refer to the text used in a ritual event is to shift the emphasis away from the 

variety of source texts, which may potentially be used, to a text that is actually used. In the 

three ritual events studied, it is the utterances which constitute the "ritual text" that is 

situated in the narrative world. The boundaries of the "ritual text" and the coherence of its 

meaning are determined by the narrative world in which it is situated and the particularities 

of the setting of the ritual event. 

In Part I, we considered "Tiruppal}iyclucci" and "Tiruvcmpavai" as they lie in their 

canonical state. In that state ten poems are marked off as a unit and given the title. 

"TiruppalJiyclucci". Likewise. twenty poems are marked off as a unit and given the title, 

"Tiruvcmpavai". They are associated with other units and all collectively are identified as 

being by one author, in this case, MaQikkavacakar. Organization by author lends itself to 

interpretations such as Navaratnam's or Vanmikanathan's which accept the poems in their 

canonical order as the markers of steps of spiritual development. 

In Part II, we considered "TiruppaUiyclucci" and "Tiruvcmpavai" as they are 

understood by various people who interpreted the poems by situating them in various 

narrative worlds, one of which was the poet's biography. The boundaries of the texts in 

these interpretations are still the ten poems of "Tiruppa1}iyclucci" and the twenty poems of 
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"Tiruvcmpavai", but in Part II we saw great variation in how these texts are understood. In 

the interpretation presented in Part II, the internal relationship of the parts of the poems was 

perceived in various ways. Some parts were given priority over other parts when situating 

the poems, and there was no agreement on whether the poems constitute a sequence or a 

colIection of poems. 

In the ritual events described in Part III, the ten poems of "TiruppaHiyclucci" and 

the twenty poems of "Tiruvcmpavai" are no longer the text. A new text is constructed 

whose composition, boundaries and coherence are all determined by the narrative world in 

which the poems are understood. and by the particularities of the ritual event itself. The 

selection of texts which make up the "ritual text" are connected to the particular biography 

in which the "ritual text" is interpreted. The length and shape of the "ritual text" are 

affected by the parameters of the ritual. 

As we have already seen, "TiruppaHiyclucci" and "Tiruvcmpavai" are treated 

differently in these three different "ritual texts". In the Tiru\'Gf)Qnta/ Pucai, only one poem 

of "TiruppaUiyclucci" is used. In the "Tiruvempavai" Festival, all the twenty poems of 

"Tiruvcmpavai" were used. They are repeated as a whole several times, and at other times 

specific poems from the collection were selected and sung. In the "Piivai Singing", the ten 

poems of "TiruppaHiyclucci" and the twenty poems of "Tiruvcmpavai" are sung in order 

once each day. 

"TiruppaHiyclucci" and "Tiruvcmpavai" were only a portion of the texts in each of 

these ritual events; other poems also become part of the text. The "ritual texts" of these 

events are constructed out of parts and wholes of other texts. 

I argued in chapter 8, that the "ritual text" of the Tiru\'Gf)QntaJ Piicai is part of the 

event of awakening the presiding deity of the temple, Cuntarccuvarar and honoring him and 

other members of his household. The selection of poems which comprise the "ritual text" 
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correspond to these awakening and honoring activities and are appropriate to the particular 

hero, Cuntarccuvarar. "TiruppaHiyclucci", which is often understood to be a song of 

awakening, is sung in order to awaken Cuntarccuvarar and his wife. The 

"TiruppaHiyclucci" chosen is one in praise of Siva, even though there are other 

"TiruppaUiyclucci"s addressed to other (human and divine) figures available.l-l In the 

world of Tamil Saivism, honoring the devotees of Siva is as important as honoring Siva,15 

and the second poem of the "ritual text" sung in the TirunaQacampantar MaQ~apam is sung 

in honor of devotees of Siva who resides in this particular shrine. Only one poem is sung 

in each place because of time constraints; the portions of the ritual in which the poems are 

sung are only small parts of a very long ritual which moves quickly from location to 

location. 

I argued in chapter 9 that the "Tiruvcmpavai" Festival is an event in the life of 

MaI)ikkavacakar and have said that the festival corresponds to the time frame in which 

"Tiruvcmpavai" is given special attention in all rituals. The composition of the "ritual text", 

and its coherence. reflects the emphasis on "Tiruvcmpavai" duing a special time-frame and 

that the singing is portrayed as an event in MaQikkavacakar life. 

The "ritual text" begins and closes with the PmZcapuriilJam. the special selection of 

Tirumll[ai songs normally sung during the temple rituals. MaQikkavacakar sings 

"Tiruvcmpavai" (through the ijtul'iirs) after the first singing of the PaikapuriifJam and 

before the final singing of the PaikapuriifJam. This selection and organization, and the 

fact that MaQikkavacakar is depicted as singing the songs, reflects the shift from the normal 

l-l See chapter 2 above. 
L'i Some of th~ stories of the Periya PuriifJam provide some extreme examples of 

devotees who honor Saiva devotees. 
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pattern of singing Tirumll[ai songs by the ()furiirs (as bards), to the special time of singing 

"Tiruvcmpavai" by MaQikkavacakar. 

The portion of the "ritual text" sung on the middle eight days of the festival focuses 

on the poem and its poet. The repeated singing of "Tiruvcmpavai" by MaQikkavacakar 

through the 6tllviirs as a whole and in selected verses, to the exclusion of any other poems 

by any other authors, except the poem in praise of MaQikkavacakar, emphasises the poem, 

"Tiruvcmpavai" and the singer, Mal)ikkavacakar. The poem of praise sung to 

MaQikkavacakar acknowledges and honors him as the author of the poem. 

The boundaries of the "ritual text" reflect the time-frame of the festival. Days one 

and ten are the opening and closing of the festival. The Pancapllriil)am and 

"Tiruvcmpavai" are each sung once on those two days to open and close the festival. On 

the middle eight days the text, in its general pattern, is the same. The main full 

performance of "Tiruvcmpavai" during these eight days is before Nataracar, a form of Siva 

with whom Mal)ikkavacakar has a special association. The worship in segment IIAa 

involves three short stops at Vil}ayakar's shrine, MIl}a\ci's shrine and Murukal}'s shrine. 

Only one verse of "Tiruvcmpavai" is sung at each shrine, not the full text as is sung in front 

of Nataracar. 

I have argued that the singing of "TiruppaHiyclucci" and "Tiruvcmpavai" at the Citti 

Vil}ayakar and Nakamalai Murukal} Temples in Nakamalai Putukko\tai is part of the event 

of "Piivai Singing" as framed by the lives of individual devotees. The selection of songs 

which make up the "ritual text" and its coherence reflect both the particularities of this event 

and the interests of the leaders of the singing. 

The "Piimi Singing", based on the accounts of these women, is undertaken in the 

month of MarkaJi in order to gain benefits. The essential songs of the "Piivai Singing" are 
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"TiruppaUiyelucci" and the piivai songs, "Tiruvempavai" and "Tiruppavai" .16 

"Tiruvempavai" is a Saiva poem and "Tiruppavai" is a Vai~l).ava poem. As we have seen 

in chapter 11, the piivai poems make requests or mention benefits which are understood by 

the singers to be attained by those who sing the songs. The event is singing the piivai, and 

therefore these two piivai songs must be sung, regardless of the sectarian associations of 

the songs. 

Most of the remaining poems which constitute this "ritual text" reflect the interests 

of the leaders of the singers: their preference for Saivism, the concern for obtaining 

benefits in general for themselves and others, and the concern that (at least) one women's 

daughter should be married soon. 

The formal singing which begins in segment 2 starts with invocatory songs, moves 

to the essential songs and concludes with a variety of additional songs. The first four 

invocatory songs are sung because it is customary, I was told, for Saivas to begin 

devotional singing with songs to Vi1}ayakar and to MurukaI}. These leaders reportedly 

sing these same four songs to begin all singing events. Three of the four songs are selected 

from the Tirumu[ai.17 Three of the four selections depict Vi1}ayakar and Murukal1 as the 

children of Siva and his consort, and therefore situate the worship of Vi1}ayakar and 

MurukaI} within the larger framework of Saiva worship. After the essential songs and the 

song to Amal were sung, the singers invariably sang the Paficapuriil}am if there was time 

prior to the singing of the other songs. Saivas should sing the Paficapuriil}am every day. 

When the singers sing the three poems under the heading of "valttu", they repeat three 

16 "Tiruppalliyelucci" is usually grouped with "Tiruvempavai" in this context, thus 
giving the Saiva component thirty verses to match the thirty Vai1?l).ava poems. 

17 Piivai Group Singer, interview with the author, Nakamalai Putukkonai, 
Madurai, 22 February 1994. The leaders indicated that they prefer to sing songs from the 
Tirumu[ai or songs to MurukaI} in their personal devotions. 



times the line: "Let the excellent Saiva way flourish throughout the world". This is the 

only line of the three songs which they repeat. 

307 

The selections of the additional songs also reflect the concern for obtaining benefits. 

Singing the PancapuriilJam will bring the singer general benefits. As we have seen in 

chapter 11, "Natavintu KalatI" and the three "Valttu"songs are concerned with blessings in 

general. The song sung to Palaccupirama1)iyar also contains a request for a series of 

benefits the singer would like to receive. Finally, the last two songs, "Nilailkol MekattiI]" 

and "Viral Maral}aintu" which were invariably sung at the Nakamalai Murukal} shrine, if 

the leaders of the group had a chance to sing, were specifically sung by the leaders so that 

one of the leader's daughter would get married. 

The boundaries of the text are to some extent determined by the particularities of 

the ritual context. The invocatory and essential songs were always sung in the normal 

course of events. The singing of the additional songs varied according to the constraints of 

time and the presence of other devotees. If for example the singing started late, or as on the 

last day when there were the closing remarks and honors, there would not be so much time 

for singing additional songs. Also, sometimes in segment 2, a man would sing a song 

solo. This reduced time for the ladies to sing songs of their choice. When the ladies joined 

with the other group at the Nakamalai Murukal} Temple, they had to adjust to the singing of 

that group, singing what the other group initiated. If they could initiate the singing, they 

would sing the songs of their choice, particularly "Nilailkol Mekattil}" , and "Viral 

Maral}aintu, but also "Natavintu Kalan", "Valttu" and the "Song for Camphor Flame". 



PART III: Summary 

Part III began by examining two source texts, "TiruppaHiyclucci" and 

"Tiruvcmpavai", in three ritual contexts. The study shows that the source texts do not 

appear alone in their canonical state in these rituals, rather they become part of different 

texts, and in the process they are truncated, elongated, or incorporated in their canonical 

form. They are used in different rituals in different ways. The circumstances of the rituaL 

particularly whose voice is heard singing the songs and the particular ritual event in which 

poems are incorporated, determine the specific composition, boundaries and the meaning of 

the "ritual text". 

The study of the use of "Tiruppa1}iyclucci" and "Tiruvcmpavai" in these three ritual 

events suggests that in each ritual the poems were interpreted within a particular narrative 

world, and that in each case the narrative world was a biography: the biography of the 

hero, the poet or first person respectively. The use of biographies to interpret the poems, I 

have argued in Part II, is a puram style of interpretation. Furthermore, I have suggested 

that in the three rituals presented in Part III, the pattern of behaviour exhibited by those 

who assume the role of performer or speaker of the poems is a puram pattern of behaviour. 

Just as the interpretations in Part II assume that the principle of coherence of the 

meaning of the poem is determined by the narrative world in which it is interpreted, so also 

in the ritual usage of the poems the principle of coherence of the "ritual text" lies in the 

narrative world in which it is interpreted and the particularities of the specific context in 

which the text is used. This principle of coherence, however, has a more radical effect in 

the context of ritual usage, than in the interpretations in Part II. It affects the composition 

or the boundary of the text in the ritual event, whereas in the interpretations in Part II it 

affects only the relations of the parts of the poems and their relative emphasis. In each of 
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the three ritual events, the selection of songs which make up the individual "ritual texts" 

reflects the interests of the particular biography in which the "ritual text" is interpreted, and 

the opportunities and constraints of the particular ritual context in which the "ritual text" is 

sung. 



CONCLUSION 

This study has been about the nature of two Tamil Saiva poems, "TiruppaWyclucci" 

and "Tiruvcmpavai", their structure as text, the style in which they are interpreted, and the 

way in which they are used in ritual events. There is a strong connection between the 

structure and interpretation of the classical Tamil poems, and the pattern of behaviour 

evident in the classical pUl'llm poems on the one hand, and the structure, interpretation and 

the pattern of behaviour exhibited in the ritual usage of these two devotional poems on the 

other. 

"TiruppalJiyclucci" and "Tiruvcmpavai" are collections of poems which are single 

episodic utterances in which neither the narrator nor the speaker is ever given a particular 

identity in the poem, and in which the addressee or hero is only sometimes given an 

identity. These poems are understood in commentarialliterature by situating the utterance 

of them as events in different narrative worlds. The poems represent discrete moments 

rather than longer narrative sequences. This means that they can easily become 

incorporated into a narrative as a moment of that narrative. The speaker and the addressee 

or hero are given identities of characters in the narrative world in which the poems are 

situated. The poems considered in Part II were generally situated into one or more of five 

narrative worlds: the akam world of love, the pUTam world of heroism, the theological 

world of Saiva Siddhanta, the world of the poet-saint's life, and the world viewed from the 

perspective of one's own life. In the three ritual events presented in Part 111, three different 

biographical narrative worlds were used as frames of interpretation: the biography of 

Cuntarccuvarar (the hero), the biography of Mal)ikkavacakar (the source poet) and the 

biography of individual devotees (the first person biography). 
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The significance of a poem interpreted in this style is the significance of the poem 

when situated as an event in a particular narrative world. The meaning therefore changes 

from narrative world to narrative world, and even within the same narrative world, if the 

poem is situated as a number of different events. The coherence of the meaning of these 

poems depends upon the poems fitting coherently as an event in the narrative world in 

which they are situated. In commentarial interpretations, the assumption that the 

relationship between the internal parts of the poem is ambiguous allows flexibility for 

fitting a poem coherently into a narrative world. In the three examples of rituals provided 

here, I have suggested that the assumptions about coherence and textual ambiguity affect 

even the boundary and composition of the "ritual text". The process of constructing a 

"ritual text" involves combining, truncating, and elongating source texts. The composition 

and length of the "ritual texts" presented in this study reflect the particularities of the 

narrative worlds and the specific events in those worlds in which those "ritual texts" have 

been uttered. 

The understanding of text and interpretation proposed here, and the pattern of usage 

evident in the use of these Saiva poems in ritual, have precedents in the earliest Tamil 

literature, the classical akam and puram poetry. The structure of the devotional poems is 

the same as that of the classical poems. The strategies of interpretation have antecedents in 

those implicit in the colophons of the classical poems. The pattern of behaviour evident in 

the use of the poems in the three rituals studied here follows a pattern of behaviour implicit 

in puram poems and poetics. 

Tamil Saivas stress that it is important to sing the Tirumurai songs. In other 

words, in the terminology of this thesis, Tamil Saivas believe that it is important to situate 

the poems in the first person narrative world. These poems can be combined or 

recombined to make different moments in different narrative worlds, as we saw in the ritual 



312 

usage of "TiruppaUiye!ucci" and "Tiruvempavai". Furthennore, the duration of the 

moment of the poem is the same as the duration of the event when the poem is sung or 

recited, which means one can live the moment of the poem by simply singing it. As neither 

the narrators nor the speakers in the poems are given specific identities, one can easily step 

into the role of narrator or speaker. The style of interpretation, specifically assuming the 

coherence of meaning is dependent upon the narrative world rather than in the poem itself, 

emphasises the importance of the poem as part of a narrative world. These factors lead me 

to reiterate a suggestion proposed to me, that the absence of a long tradition of written 

commentary on the Tirumurai poems is understandable precisely because the devotees' 

individual lives are the proper commentary. 

I have suggested that the use of the poems in the three rituals studied here reflects a 

distinctive pattern of behaviour which is rooted in the classical puram poetry. Implicit in 

this pattern of behaviour is an assumption of and maintenance of God as different from the 

devotee. According to Saiva Siddhanta theology, one can enjoy God also intimately, as 

inseparable from oneself. The intimate experience of God, I am suggesting, is the religious 

version of the Tamil concept of akam. The religious lives of the saints, particularly 

Tiruiifu}acampantar, Tirunavukkaracar and Cuntarar, suggest that the enlightened soul has 

the option of experiencing God intimately, or, as enjoying him as "other". It is believed by 

the tradition that these saints were enlightened, yet their biographies also portray them as 

following the puram pattern of religious behaviour described in this thesis. It may be 

fruitful to explore this two-fold experience of God as complementary rather than 

hierarchical in the Tamil Saiva devotional poetry. That is, rather than beginning with the 

assumption that the experience of God begins with God as "other", and evolves to an 

experience of God as immediate, it may be illuminating to explore the possibility that the 



devotee has two modes in which he or she can experience God as "other" and as 

immediate. 
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Diagram 1: TiruvaTJantal Pucai: MitUltci Shrine 

Second piriikJiram 

Firsl piriikJiram 

CDc; 
F 

ArcCtJuai Ollie.: 

Kijikku!u Mal)!apam 

1'0IT'dmanU Tank 

pa« iy 
3,;; atai 

2 

to Cunlar~'Cuvarar's 

SCl:llnU plriikiiram 

~ 

10 

CJ 
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Key for Diagram 1: Tiruva!}antal Piicai: MiQatci's Shrine 
Mioatci-Cuntarecuvarar Temple! 

Location 

MIQalci's 1st piriikiimm 
]7a/!iyaTai 

MIQalci's 1st piriikiimm 
pa!!i ),aTai 

Mil}alci's 2nd piriikiimm: 

near Tirumalainayakkar statue 
between Vil}ayakar & Six-pillared hall 
between ViQayakar & Six-pillared hall 

Kilikkl11U MaDlapam- huge granite slab 

N. Nanti 
F. Flagpole 

Deity Worshipped 

I. Citti Vil}ayakar 
2. KumaraQ (MurukaQ) 

3. MIQa\ci & Cuntarccuvarar's feet 

5. (take feet from pa!!iyaTai) 

6. (take feet to palanquin) 
7. feet of Cuntarccuvarar (kana/ai) 
8. feet of Cuntarccuvarar (ka!ta/ai) 
9. feet of Cuntarccuvarar (ka[ta!ai) 

10. feet of Cuntarccuvarar (katta/ai) 
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! See C. J. Fuller, Servant., (~lthe Goddess: The Priest.' (~la South Indian Temple 
(Cambridge: Cambridge University Press, 1984), 168-70. See also Diagram 2 below. 
Fuller provides a list of deities worshipped in both MIQalci's and Cuntarccuvarar's shrines 
during this pikai. My list differs from his in that his list does not include the offerings 
provided for by the five individual katta/ais in either shrine, nor the offering to Cckkilar in 
Cuntarccuvarar's shrine. Fuller includes Bhik~atana in Cuntarccuvarar's shrine whereas I 
have not. 
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Diagram 2: TiruvaIJantaJ Piicai: Cuntarecuvarar Shrine 
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Key for Diagram 2: TiruvafJantal Piicai: Cuntarecuvarar's Shrine 
Mi9atci-Cuntarecuvarar Temple 

Location 
Cuntarccuvarar's second pinlkaram 

near CaIi.kattar Shrine 

Between doorway of 1st & 2nd pinlkaram 

Cuntarccuvarar's second pirakaram 
temple guard 

Cuntarccuvarar's sanctum 

Cuntarccuvarar's MakamaQ\apam 

Cuntarccuvarar's first pirakilram 

Cuntarccuvarar's second pirakaram 

N. Nanti 
F. Flagpole 

Deity Worshipped 
II. 
12. Al}ukkai Vil}ayakar 

13. Atikarananti 

14. feet of ClIntarccllvarar's (katta!ai) 
15. (remove feet from palanquin) 

16. Linga & Cuntarccllvarar's feet 

17. Nataracar in the VcJliyampalam 
18. Cantiracckaran 
19. Urcavacittar 
20. Nalvar 

21. Cckkilar 
22. 63 Nayal}mar 
23. Caracuvati 
24. Tatcil)amurtti 
25. Processional deities 
26. Karttikcyal} 
27. lliIi.k{).rpavar 
28. Kacivicuvanatan 
29. Cittar 
30. Turkkai 
31. (processional) Paficacapai Na\aracarkal 
32. Atcara LiIikam 
33. Makala~cumi 
34. Irattil}acapai Nalaracar 

35. Nanti 
36. Ta1JlayutavaQ 
37. Kalllkumalai KumaralJ 
38. Palamurukan 
39. Navakkirakam 
40. Na~aracar in Hundred Pillared Hall 
41. Akkil}ivlrapattiral} & AkCiravirapaUiralJ 
42. Orttuvata1Jtavar & Pattirakali 
43. Tirufial}acampantar Ma1Jlapam 
44. Distribution of piracatam (milk) 
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Diagram 3: MilJatci-Cuntarecuvarar Temple: 
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Segments of "Tiruvempavai" Festival 
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Second piriikiiroJll Second piriikiirom 

R 
0 

II.4a 
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D III 
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Other 
Structures 

Other 
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East A~i Street 11.3 
r--
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Diagram 4: Citti Vi,mtyakar Temple, Nal..amalai Putul..kuttai 
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Key for Diagram 4: Citti Vi[Hlyakar l Temple, 

Nakamalai I)utukk()ttai 

I. Citti VilJayakar 

2. Mui1cur (rat) 

3. Civappirakacanatar 

4. CilJlJa PiHaiyar 

5. PalacuppiramalJiyar 

6. Cuntara Aficancya Cuvami 

7. Cuntara Aficancyar 

8. The tCstival image or VilJayakar 

9. The festival image of MurukalJ 

H. UIJ\iyal (locked hox for cash offerings) 

Inscriptions 

1.1 Re: Palacuppiramal)iyar 

1.2 Re: Civappirakacanatar 

1.3 Re: Cuntara Aficancya Cuvami 

1.4 Rc: Cuntara Aficancyar 

1.5 Re: Citti VilJayakar Alayam 
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1 The name of the god VilJayakar, is spelled in two ways: VilJayakar or Vinayakar 
I have spelled the name here to correspond with the spelling on the inscriptions. 



long 
UIVcn:xJ 

platform 

kJtdlCn 

<:) 

trec~ and bu~hc, 

o 
o 0 

o 
o 

o 

& bore well 
supphes 

Diagram 5: Nakamalai Murukag Temple, NlIikamalai Putukkottai 

o 

41 

Sri Nakal11alai Murukal] 

00 
~ 
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I. Vil]ayakar 

2. TatcaT)amurtti 

Key for Diagram 5: Nakamalai Murukap Temple, 

Nakamalai Putukk()ttai 

3. Cuntarccuvarar 

4. Mahavit'l)u 

5. MIl}alci Ammal] 

6. Turkkai 

7. Nakarajar 

8. Navakkiraham 

9. CaT)likcsvarar 

10. Kajalalcumi 

H. UT)tiyal (locked box for cash offerings) 

M. Mayil Vakal]am 

N. Nanti 

Inscriptions 

1.1 Re: Nakamalai Murukal] 

1.2 Re: Nakamalai Murukan 

1.3 Re: Donors of the images of Vil]ayakar, Talcal)amurtti, Mahavit'l)u, Turkkai, 

Cal)likcsvarar, Mayil vakal]am, Navakkiraham 
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1.4 Re: Donors for the installation ceremonies of the subsidiary images and Navakkiraham 

1.5 Re: Donors for the installation ceremonies of the subsidiary images and Navakkiraham 

1.6 Re: Donors for the sanctification of the vimiinam 

1.7 Re: Donors for bore well 

1.8 Re: Donors for instalIation of MIl]atci and Cuntarccuvarar 

1.9 Re: Donors for sanctification of vimiinam 

J.I0 Re: Donors to temple in general - no date 

1.11 Re: Donors of Mahamal)tapam 

1.12 Re: Donors for Navakkiraha Mal)tapam 



APPENDIX II 

Composite "Ritual Ted" for the "Piivai Singing" 
Citti Vipayakar and Nakamalai Murukap Temples, 

Nakamalai Putukkottai l 

1. "Ma.,.,ulakam tapil" 
maI}T.lulakam taIJiI pi!avi macara 
ewiya pomlelam elitil murrura 
kaI}T.lutal utaiyatOr kaJirru mamukap 
pawavaI} malarati paI)intu porruvom 

So that the stains of [this] birth on earth will cease 
so that all things which are thought about will be easily fulfilled 
We serve and praise the flower-feet of the great elephant faced God 
with the eye on the forehead. 

2. "Pitiyatap urumai" 
pitiyataI} urn umai kola miku kariyatu 
vati kotu taI}atati vaJipatum avaritar 
kati kaI).apati vara amJll1aI} miku kotai 
vativiI)ar payil vali valamurai iraiye 

The Lord who gave grace 
with Umai as a female elephant 
[and he] as a male elephant 
so that KaI).apati, who removes the affliction of those who worship his feet, 

would appear, 
is, indeed, the God of Val ivai am, where generous people dwell! 

3. "Nalikatampapai" 
nailkatampaI)aip perra val paitkil]aI) 
tel] katampait tirukkarak koyiliiI] 
tal]kataIJ atiyel]aiyum tfuikutal 
eIJkataI} paI).i ceytu kitappate 

1 The songs are arranged according to the order in which I recorded them as being 
sung. Songs 1 through 8 were always sung in this order. 9 usually followed 8. The order 
of 10 through 18 is approximate, as the order could change from day to day and some 
songs could be sung more than once. Songs 1 to 4, 10 to 14 and 17 to 18 were written and 
given to me by one of the singers. I have deliberately included only the information which 
she provided in the Tamil portion. Other information on the songs is provided in chapter 
11 above. She did not provide translations. These poems have been transliterated from the 
hand written copy. Published versions of the songs are available for those songs whose 
source text has been identified in chapter 11 above. Songs 15 and 16 were given to me by 
another singer upon my request. Dr. Gomathi Sooriamoorthi and Dr. A. AQantaracaI} 
helped me in these translations except where otherwise noted. However, any errors or 
ommissions are my responsibility alone. 
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The duty of the Lord of Tirukkara Temple of Southern Katampai 
whose consort bore our Skanda 
is to support even me, a devotee; 
my duty is to serve. 

4. "Camaracurapaoma" 
camara ciira paJ}I11avait ta!inta vel 
kumaraIJ tatai nark61ampam meviya 
amarar koviI}ukke aJ}putait tOI)tarka! 
amaralokamataJutai yarkaJe 

The servants who love the King of the immortals 
who dwells in good Kolampam, 
the father of KumaraQ 

with the spear that killed CiirapalJffia in battle 
indeed will be born in the world of the immortals. 

s. "TiruppaUiyelucci" 

6. "Tiruvempavai" 

7. "Tiruppavai" 

8. "Tiru atip purattu" (Song in Praise of AIJ.taJ) 

tiru atippiirattu cekattutittaJ va!iye 
tiruppavai muppatum ceppiI}a} vayye 
periyijvar perretutta peI)PiUai vijiye 
perumpiitiir mamuI]ikku piooi:iIJaJ valiye 
oruniigu nawatu miimu uraittaJ valiye 
uyararaitkarke kal)I)i ukanta aJittaJ vijiye 
maruvarum tirumalli valanati vijiye 
Val) putuvai nakar k6tai malarp pataiIka! vii!iye 
a!iyarka! vija aratika natar vija 
catak0paQ tal) tamil nUl vala - katalcfllnta 
maooulakam villa mal)avaJa mamUI]iye 
iIJIJum oru niirraI)tu irum 

iiIJ.ta! tiruvatikaJe caTaI)am 

Prosperity to the foot praised by the world during the Atipiiram Festival! 
Prosperity to She who spoke the 30 piivai [poems]! 
Prosperity to the girl child taken and raised by Periyalvar! 
Prosperity to She who wove flowers in the great Piitiir 
Prosperity to she who said the 143 [poems]! 
Prosperity to She who delighted the lofty Lord of Arankam with the flower garland! 
Prosperity to the woman of the fertile country with the strongly fragrant jasmine! 
Prosperity to the flower-like feet of Kotai of bountiful Snvilliputtiir! 
Long live the devotees! Long live Lord of Aratikam! 
Long live the cool Tamil works of CatakopaQ! 
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Long live the earth surrounded by ocean! 0 MaI!avalamamul}i 
Live yet another century! 

Refuge at the sacred feet of Al}tal 

9. PaiicapurafJam 

10. "Natavintu kalati"2 

nata vintuka IatI namonama 
veta mantracorupa namonama 
ftB.l}a paJ).tita cuvami namonama 

nama campuku mara namonama 
poka antari pala namonama 

vekukoti 

naka pantama yiirii namonama paracurar 
ceta taI)tavi nota namonama 

lola kiI,lkiJ:ll pata namonama 
trra camprama vrra namonama kiriraja 

tlpa maiIkala joti nam6nama 
tiiya ampala IDa namonama 
teva kuftcari paka namonama aruJtaray 

Italum pala kolilla piijaiyum 
otaluil kU~Ia acara nItiyum 
Ira muilkuru cirpata cevaiyu maravata 

eltalam pukal kaveriyaJ. viJai 
cola maJ).tala mite manokara 
raja kempira natalu nayaka vayaliirii 

atarampayi lariirar tolamai 
certal kontavarote munaIinii 
atal vempan mIt~rimakayi laiyileki 

ati yantavu lavacu patiya 
cerar kOIikuvai kavfir nal}atatil 
aviQailkuti valviil}a tevarkal perumale 

Repeat the three lines "tIpa maiIkala ... arultaray". 

Obeisance 0 Source of niita, vintu and kalai! 
Obeisance 0 Form of the Vedic mantras! 
Obeisance 0 Expert in NiilJllm! 

Obeisance 0 Kumarar of Lord Campu, possessor of innumerable names! 
Obeisance 0 Son ofUma Tevi, [the Catti] of experience! 
Obeisance 0 Lord of the peacock whose legs are entwined with snakes! 
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2 This translation is based on the Patavurai and PoJippurai of Kirupiil}antavari in 
Tiruppukaj (Virivuraiyuta!]). Mu!]!am Tokuti, Pajani (Cel}l}ai: Tiruppuka!amirtam 
Kariyalayam, 1967), 2-4. 



Obeisance 0 Sporter who punished and destroyed the demon! 
" 0 One whose [ankleted] feet tinkle [like a] song! 
" 0 Bold One! 0 Excellent Onel 0 Hero! 

o Lord of the Mountain! 

Obeisance 0 auspicious Light of the lamp! 
" 0 Sporter in the pure space! 
" Lord with divine Kuncari at [your] side! Give grace! 

o Ruler of pleasant RajakempIra land! 
in the Cola region 

abundant because of the Kaveri [river] 
praised (by the people of] the seven continents 

in which [people dwell who] do not forget 

o Lord of Vayalur! 

service of the illustrious [lotus] feet of the guru 
compaSSIOn 
good qualities and conduct 
recitation 
many kinds of splendid pujai 
and charity. 

o Lord of the gods who lives in TiruvaviQaIikuti! 
in the good area of Kavur in KoIiku of the Cerar 

who previously mounted a dancing fiesty horse 
and went to Kayilai with his close friend Arlir (Cuntarar), 
and who extemporaneously sang the Kayilai Procession Poem. 

11. "Valttu" 

apru tatan to} vijka 
arumukam valka verpaik 

kuru cey taI]i vel vijka 
kukku!am valka cevvel 

epya mannai vijka 
y3.Q.ai tal) ~ailku v3.lka 

mii.!·ila valli v3.lka 
v3.lka crr atiyar ellam 

Long live the Twelve wide shouldered One; 
Long live the Six faced One; 

Long live the Matchless spear which split [the mountain]; 
Long live the [peacock] flag; 

Long live the peacock which [He with] the red spear mounted; 
Long live [Teyva]yaI}ai; 

Long live the unchanging Valli; 
Long live all the illustrious devotees. 
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12. "Valttu" 

vfu} mukil valfltu peyka malivaJafi curakka maI]I]al] 
k61] mU!"'di yaracu ceyka kuraiviIatuyirkaJ vaIka 
nfuJrnarai yaraIika 16Iika narravam velvi malka 
mel]ffiai kol caivanIti viJaIikuka ulakamellam 

(Repeat the last line three times) 

Let the cloud in the sky rain without fail; Let the abundant fertility increase; 
Let the king rule in the approved way; let the souls live without want; 
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Let the virtues of the Four Vedas grow; let good religious practice and sacrifice increase; 
Let the excellent Caiva Way flourish throughout the world. 

13. "Valttu" 

va}ka antaI).ar vfu}ava ragiJ}am 
vllka taI).pul]al ventagu m6Iikuka 
a!ka tiyatu ellam arag narname 
ciilka vaiyakamum tuyar tIrkave 

Let brahmins, celestials and cows flourish; 
Let cool water fall; Let the king flourish; 
Let evil deeds drown; Let all know the names of Arag; 
Let the affliction of the world perish! 

14. Karpura arattippatal - Song for Camphor Aratti 

tiIikaJil j6ti nl tigakara j6ti nl 
aIikiyil j6ti nl agaittilum j6ti nl 
eIikalil joti nI Isvara j6ti ill 
karikilfl j6ti nI kawum j6ti ill 

(Repeat the last line three times) 

You are the light in the moon; 
You are the light in the fire; 
You are the light in us; 
You are the light without limit; 

You are the light in the sun; 
You are the light in other such things; 
You are the light in Isvara; 
You are the light in the camphor. 



15. "Centippatipurakkum" 3 

centippatipurakkufi cevvele--<.:antatamum 
palko!i caI]II1ap pakaiyu mavamiruttum 
palkoti vikki1}amum palpiI)iyum-palkoti 
patakamufi ceyviQaiyum pampum pacacumatar 
piitamuntI nirum porupataiyum-tltakala 
vevvitamun tU!1a mirukamuta lamevaiyum 
evvitamvan temmai yetimtaIum avvitatti[ 
paccaimayil vakal}amum paI1l}iraI)tu ti1;Itolum 
accamakagu mayilvelum-kaccait 
tiruvaraiyufi cIraliyufi ceIikaiyu mira 
fdruJvipyu mfunukaIika Jarum-virikira.l:Iam 
cintap pUl}ainta tirumu!ika Jorarum 
entat ticaiyu metirtoIJfcl-vantitukkaI) 
ellam po!ipatutti yevvaramun tantupukun 
tulHica maka vulattiruntu-palvitamam 
acumuta I}a,rkaviyu mattava tlil}amuficlrp 
pecumiyal palkap piyattokaiyum-6cai 
eluttumuta Iamain tilakkaJ)amun toyntu 
palutta tamilppulamai palit-tolukkamutal} 
immaip pirappi liruvatal}aiyakagi 
mummaip perumala.tikaI) m6cittut-tammai vitut 
tayum palaiya vatiya rutal}kii!1it 
toyum parapokan tuyppittuc-ceya 
katiyerkum piiIikamalak kalkatti ya!koJ) 
tatiyerku mul}l}il} ramI. 

o Lord Murukan who protects Tiruccentur! 
If 

many crores of hated births 
untimely death 
many crores of obstacles 
many diseases 
many crore heinous crimes 
karma 
snakes, devils, killing demons 
fire and water 
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3 Translated with the aid of the following publications: Ku. Cuntaramiirtti, Kantar 
KalivelJpii (Mii!amum - uraiyum) (Tiruppal}antal: Kaci Matam, n.d.); A. Mahateva Ceniyar 
and Ko. Valivelu Celliyar, Kantar KalivaI)pa Miilamum, Uraiyum (Cel}l}ai Sri Catu Irattil}a 
Carkuru Puttakacalai), 1926; and K. Sivaraman, trans. Tiruchendur Kandar Kalivenba of 
sri Athi Kumaragurupara Swamigal (Tirupanandal: Kasi Mutt, 1968). This English 
translation is preceeded by a version of the Tamil text, however the page with the 
publication details was missing. I have used the Tamil text of this edition because it was 
the edition provided to me by the singer. There are some variations, as for example, in the 
first words: The Kasi Mutt Tamil version and the version by Ku. Cuntaramiirtti has 
centippati where as the version by A. Mahateva Celtiyar and Ko. VativeIu Cettiyar has 
centi[ppati. 



weapons of war 
enduring sufferings 
severe poison 
ferocious animals 

come and appear before me, 
in that place wherever it may be 

on your green peacock 
with twelve strong shoulders 
the sharp spear which removes fear, 
the sacred waist with the belt 
little feet 
red hands 
twelve gracious eyes 
six beautiful faces 
and six crowns spreading light in all directions 

come and appear before [me] 
make all my extreme sufferings into dust, 
give all boons 
and gaily enter and be in my mind 
give me knowledge of Tamil in which [1] am trained and soaked in 

the many [poems] of four kinds of verse 
the art of doing eight things at one time 
the many beautifully spoken epic poems 
the five aspects of grammar beginning with the letter sounds 

remove the two kinds of dispositions in this birth through good behaviour 
remove the three great malas 
remove the ego 
join [me] with ancient devotees who investigate [you] 
make [me] experience the highest bliss in which [I] become soaked 
show me the feet like red scented lotuses, 
enslave [me], 
stand before me a devotee, and give grace. 

16. II Jeya Haoumao" 

jeya halJurnalJ jeya hal}urn~ 
marutiraya jeya halJurnan 
jeya halJum~ jeya hal}urn~ 
vayukurnara jeya hal}urn~ 
jeya hal}um~ jeya hal}urn~ 
ancaviputra jeya hal}um~ 
jeya halJumalJ jeya hal}umaq. 
sri rama tiita jeya hal}umaq. 
jeya halJum~ jeya hal}um~ 
mak~upava jeya hal}umalJ 

Victory Hanuman 
o King Maruti 
Victory Hanuman 
o Son ofVayu 

Victory Hanuman 
Victory Hanuman 

Victory Hanuman 
Victory Hanuman 
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Victory Hanuman Victory Hanuman 
o Son with folded hands Victory Hanuman 
Victory Hanuman Victory Hanuman 
o Messenger of Sri Rama Victory Hanuman 
Victory Hanuman Victory Hanuman 
o Great One Victory Hanuman 

17. "Nilankol Mekatti~" 

nilailkoJ mekattiI} mayil mite -
n1 vanta viijvaikkat} tataI}aIe; 

malkot).ta petai1.cktu] mat}anarum -
mar taiJku taraittan taruJvaye 

velkoQ-tu velaippal} terivoI}e -
vlratikol ciirarkkmi kulakala: 

naIanta vetattiI} . poruloI}e -
naI}elJ!U martattum peruma!e 

When [she] saw [yourl majestic appearance 
when you came on the peacock like a blue cloud 

she fell in love, 
graciously give your scented breast garland to her. 
o Ancient One who throws the spear into the sea! 
o God of death to all demons! 
o He who is the essence of the Four Vedas! 
o Lord who proudly says "I [will help]"! 

18. "Viral Mara~aintu" 

vira1mara l}aintu malarvali cinta 
mikavfu].i lintu 

mitavatai vantu talalpola vOI]!'a 
viI}aimatar tantam 

kura v3.l}ar kul}!i lurai petai kOl}ta 
koti tfu}a tUI}pa 

kulirmaIai yll}ka l}at}imaIai tantu 
kurai tIra vantu 

marima I)ukanta iraiyoI) makilntu 
valipatu tanta 

malai mavu cinta alaivelai yafica 
vative lerinta 

arivaIa riotu Qiruta liraiiicu 
matiya ritaiiical 

a!ak3.I)a cempoI) mayil me lamamtu 
alaiva yukanta 

Repeat "kurav3.l}ar ... kurukayo". 

veyilkaya; 

vacai kiira; 

mayal tIra 

kurukayo; 

matiyaIa -

atitrra; 

kalaivDI}e -

perumale. 

When the heroic God of Love strews the five kinds of flowers, 
when the cool breeze touches [her] like a fire, 
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r and] the moon in the great sky becomes hot, 
when the gossipping women speak harsh words amongst themselves, 

in order to remove the unbearable afflicting infatuation 
of the girl Ii ving on the mountain among the Kuravars, 

come and draw near giving the cool evening flower garland which removes the want. 

a Knowledgeable One whom the God holding the young deer rejoicingly worshipped. 
a Great warrior who threw the spear in order to split the mountain 

while the wavy ocean was afraid! 
a Remover of the trouble of knowledgeable devotees who worship your two feet! 
a Lord who was pleased in Alaivay reposing on the beautiful red golden peacock! 
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PLATE 1 

Photo 1: Hundred Pillared Hall, MiQatci-Cuntarecuvarar Temple 

Note: Location of Segment 11.2 of the "Tiruvempavai" Festival: 

During the festival, Mal)ikkavacakar is placed on the raised stage in the foreground facing 
Nataracar. An image of Nataracar is visible in the background (centre, behind the tube 
light). The otuviirs stand on the raised platform extending out from the image of Nataracar. 
This photo was taken from the basic position of the female audience members (bottom 
right). Male audience members stand on the opposite side of this platform (far left). 
Audience members are not allowed to stand between the two platforms. 
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PLATE 2 

Photo 2: View of Citti ViI}ayakar Temple, Nakamalai PutukkoUai 

Photo 3: Main Deity, Citti Vil}ayakar Temple, Nakamalai Putukkouai 
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PLATE 3 

Photo 4: View of Nakamalai MurukaQ Temple, Nakamalai PutukkoUai 

Photo 5: Main Deity, Nakamalai MurukaQ Temple, Nakamalai Putukkonai 
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PLATE 4 

Photo 6: View of "Piivai Singing", Citti ViIJayakar Temple, From the Street 

Note: This picture was taken during the abhi~ekam on the last day of MiirkaJi. The sun 
has not yet arisen. The lady singers are sitting directly in front of Citti ViI}ayakar. The 
men, as usual, have positioned themselves apart from the female singers. The audience has 
not yet arrived in significant numbers, however the group of singers is a bit larger today 
because it is the last day of MiirkaJi. By the time of the final tlpiiriitalJai the audience will 
extend along the specially installed bamboo railings far into the street. In photo 7, the 
priest can be seen performing the abhi~ekam in the background. Photo 8 of the Nakamalai 
MurukaQ Temple was taken at approximately the same time as photos 6 and 7. The 
abhi~ekam has not yet started at the Nakamalai MurukaI} Temple, however, the singers 
have begun singing. (The pictures show January 12 rather than 13 because the camera 
clock was set to North American time rather than Indian time). 



PLATE 5 
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Photo 7: Close up of "Piivai Singing", Citti ViJ]ayakar Temple 

Photo 8: Close up of "Piivai Singing", Nakamalai MurukaQ Temple 
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