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Abstract

This dissertation examines two ninth-century Tamil Saiva texts of different genres
attributed to the poet-saint Manikkavacakar: the Tiruvacakam (“The Holy Utterance™), a
collection of devotional hymns, and the Tirukkovaiyar (“The Holy Garland”), a narrative about
two lovers. Tiruvacakam is a beloved work still engaged by contemporary audiences, but
Tirukkovaiyar remains largely absent—peripheral at best—in both scholarship and practice.
Thus, although these two texts are canonized together as a single volume in the Tamil Saiva
canon (tirumurai), Manikkavacakar’s contributions to Saiva theology are predominantly
understood through Tiruvacakam alone. This dissertation reintroduces Tirukkovaiyar to larger
discussions of theology and reads Tiruvacakam and Tirukkovaiyar together, framing them as
related projects and significant Saiva literary interventions in their period. | argue that despite
disparate formal features and divergent reception histories, these texts use shared rhetorical
strategies and poetic forms to construct a mutually constitutive Saiva theology, the contours of
which differ from previous Saiva works. First, taking two large analytic categories—time and
place—I demonstrate how these texts are in conversation with one another as they offer
reflections on the hardships of human life and Siva’s enduring grace. By looking at the use of

shared grammatical forms, tropes, and poetic devices in expressions of time and place, | reveal a



deeply intertextual relationship and recover shared conceptual territory between them. Second,
considering the theological implications of this shared territory, I then demonstrate that these
texts are more than the sum of their parts. Reading them in tandem, I show that they are
generative of an affect karunai (compassion) that contributes to a theological vision that places
new emphasis on compassion, a previously underdeveloped concept in earlier Saiva devotional
literature. Casting aside the Siva whose character is defined by chaos or paradox, I suggest
instead that Manikkavacakar’s Siva is defined by compassion that is both reinforced and
mirrored in the generative affect of compassion created for the reader by both texts’ explorations
of suffering. This dissertation is the first of its kind to approach these works as related projects
and argues that not only should they be read together, but their theological message is understood

more fully in doing so.
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Introduction

Manikkavacakar (“he of jeweled speech™) is a beloved Tamil Saiva saint who composed
devotional poetry in the ninth century CE. His words are still actively engaged with today,
recited in worship and even printed in secondary school textbooks. Renowned for their
sweetness, it is said that those who don’t melt at the sound of his words have hearts made of
stone. Among his Saiva contemporaries, Manikkavacakar stands out as a unique figure for
composing in multiple genres. Two texts are traditionally attributed to him: the Tiruvacakam
(“The Holy Utterance”) and the Tirukkovaiyar (“The Holy Garland™). Tiruvacakam is considered
a work of bhakti, or devotional poetry, grouped along with earlier Saiva canonical texts like the
Tévaram (“Songs of the Lord”™). Tirukkovaiyar, on the other hand, is referred to as a literary text,
or ilakkiya niil, conceptually grouped with works like the early Cankam anthologies. While
Tiruvacakam is comprised of multiple hymns set in the first person that recount ecstatic
encounters with Siva, Tirukkavaiyar is a single continuous narrative that tells the tale of two
lovers. Together, these texts comprise the eighth volume of the Saiva canon, the tirumurai (“The
Holy Collection™). Both are sophisticated poetic achievements that contain some of the most
evocative devotional language in Tamil. However, due to their vast formal differences, their
reception histories diverge significantly. From an early period, Tiruvacakam found its home in
temple liturgy and continues to have ritual significance at present. Tirukkovaiyar, on the other
hand, fell into relative obscurity and is only mentioned in passing in literary commentaries.
These works are so different in form that there has been a prolonged (often heated) debate in
secondary scholarship over whether they share the same author.

As early as the seventeenth century, missionary scholars noted the centrality of the

Tiruvacakam in religious life in Tamil Nadu. In the early eighteenth century, Bartholoméus



Ziegenbalg of Saxony, a member of the first Pietist mission to India, named it as one of the four
primary texts of South Indian Saivism in his Genealogie der malabarischen Gétter.! In the
nineteenth century, G.U. Pope, a Canadian Anglican missionary, commented on the degree to
which it is cherished by wide audiences.? These types of observations about Tiruvacakam
coupled with the lack of documentation of Manikkavacakar’s other text, Tirukkovaiyar, reveal
something about the historical reception of these texts as well as the state of contemporary
scholarship on them. While there have been numerous monograph-length works on
Manikkavacakar that address Tiruvacakam, ® those that explore or even mention Tirukkovaiyar

can be counted on one hand.* No study to date has attempted to account for these works as

! Bartholomaeus Ziegenbalg places Tiruvacakam alongside the Tevaram, Sivajiiana Bodham,
and Civavacakam as one of the four foundational texts of Saivism in South India. Genealogie der
malabarischen Gotter (Madras: Christian Knowledge Society’s Presse, 1867), 35-36.

2 G.U. Pope notes: “The fifty-one poems which are here edited, translated, and annotated, are
recited daily in all the great Caiva temples of South India, are on every one’s lips, and are as dear
to the hearts of vast multitudes excellent people there, as the Psalms of David are to Jews and
Christians.” Ix, “It is quite certain that the influence of these poems in South India is like that of
the Psalms among Christians, and that they have touched for generations the hearts of the vast
majority of the Tamil-speaking people.” The Tiruvagakam or ‘Sacred Utterances’ of the Tamil
Poet, Saint, and Sage Manikka-vacakar, (Oxford: Clarendon Press, 1900), XxXiv.

3 See Glenn Yocum, Hymns to the Dancing Siva (New Delhi: Heritage, 1987); Radha
Thiagarajan, 4 Study of Mysticism in Tiruvacakam (Madurai: Madurai Kamaraj University,
1983); Ratna Navaratnam, Tiruvachakam: The Hindu Testament of Love (Bombay, Bharatiya
Vidya Bhavan, 1963); G. Vanmanikanathan, Pathway to God Through Tamil Literature Volume
I-Through the Tiruvacakam (New Delhi: Delhi Tamil Sangam, 1971) and Maanickavaacagar,
poet and mystic: an original interpretation of the Tiruvaacagam (Tiruchirapalli: Tirukkural
Prachar Sangh, 1970); Baskaran Pillai, “The religio-spiritual experiences of Manikkavacakar”
(PhD diss., University of Pittsburgh, 1989); Anthony Garnder Harris “Obtaining Grace: Locating
the Origins of a Tamil Saiva Precept” (PhD diss., The University of Texas, 2008), and Ma
Canmukacuppiramaniyam, Tiruvacakat Ténamutam (Cennai : Tirunelvéli Tennintiya
Caivacittanta Narpatippuk Kalakam, 1983).

4 These include but are not limited to: Leah Comeau, Material Devotion in a South Indian Poetic
World (London: Bloomsbury Academic, 2020); Norman Cutler “Four Spatial Realms in
Tirukkovaiyar,” in Tamil Geographies: Cultural Constructions of Space and Place in South



related projects in close conversation with one another.® Thus, Manikkavacakar’s contribution to
Tamil Saivism is largely understood through Tiruvacakam alone.

This dissertation reads Tiruvacakam and Tirukkévaiyar together, framing them as related
projects and significant Saiva literary interventions in the ninth century. | argue that despite
disparate formal features, these texts use shared rhetorical strategies and poetic forms to
construct a mutually constitutive Saiva theology, the contours of which differ from previous
Saiva works. First, taking two large analytic categories—time and place—I demonstrate how
these texts are in conversation with one another as they further the bhakti project of drawing Siva
closer, both to the speaker and to the reader. By looking at the use of shared grammatical forms,
tropes, and poetic devices, | reveal a deeply intertextual relationship and recover shared
conceptual territory between them. Considering the theological implications of this shared
territory, | then demonstrate that these texts are more than the sum of their parts. Through
tandem reading, | show that they are generative of the affect karuzai (compassion), a new point
of focus in Tamil Saiva theology. In Manikkavacakar’s texts, “compassion” gains prominence as
a qualifier of Siva’s nature which is then reflected in the texts’ overall emotional affect. These
observations illuminate the unique theological contributions of Tiruvacakam and reintroduce

Tirukkovaiyar, a largely obsolete text, to larger discussions of Saiva theology.

India, ed. Martha Ann Selby and Indira Viswanathan Peterson (Albany: State University of New
York Press, 2008), 43-58; and David Shulman, “Tirukkovaiyar: Downstream into God,” in Self
and Self-Transformation in the History of Religions, ed. David Shulman and Guy G. Stroumsa
(Oxford: Oxford University Press, 1990) 131-149.

5 Cutler (2008) gives brief suggestions as to how these two texts should be situated in
relationship to one another in their respective literary domains. A. Susaimani takes up a singular
theme in both texts, but does not construct a strategy to read widely across them (“The beauty of
God: the feminine aspect of the divine in Hindu religious traditions with special reference to
Tiruvacakam and Tirukkovaiyar by Manikkavacakar” [PhD diss., Institute of Philosophy and
Culture, 2011).



Tiruvacakam and Tirukkovaiyar display genre innovation and transformation by breaking
from extant literary traditions and playing with established tropes and poetic devices. By taking
extant literary categories and expanding their parameters they also push the boundaries of their
audiences’ horizons of expectation. Manikkavacakar uses newly created discursive paradigms to
create a vision of Saivism that is also new. Given this foray into uncharted discursive territory,
two questions arise: who was conversant with these new paradigms and where were they
operational? While not the central focus of this dissertation, in considering Tiruvacakam and
Tirukkovaiyar as related projects, I engage Norman Cutler’s compelling proposition that
Tiruvacakam is geared toward a devotional public, and Tirukkovaiyar toward a literary elite.®
Observing their vast formal differences, Cutler argues that they were geared toward different
specialized readers. This dissertation contributes to this conversation and offers material for
thinking through how experimentation with genre may have allowed Manikkavacakar to claim
new cultural space for Saiva communities.

The ninth century was a fluid period during which sectarian groups were just beginning
to establish new relationships with larger institutional power structures. During this period there
was both a proliferation of new forms of literature and new connections between sectarian
religious groups and state formations. In the case of Tamil Saivism, the relationship between
Saivism and the imperial Cola court would fully crystalize a few centuries later. If we take
Cutler’s assertion seriously—that by inserting themselves in new discursive domains, access to
new audiences became possible—we can think more broadly about the significance of multi-
genre authors, their commitments, and the legacy of their works. In the history of Tamil Saivism,

Manikkavacakar’s texts stand out as a unique set of materials for thinking through these issues.

6 See Cutler, “Four Spatial Realms.”



Though Manikkavacakar is unique amongst his temporally proximate Saiva peers, he is
in good company in the larger literary landscape. In the SrT Vaisnava devotional realm, saint
Nammalvar is a close analogue whose works Tiruvaymoli (“The Holy Word”) and Tiruviruttam
(“The Holy Viruttam”) closely approximate the formal differences seen in Tiruvacakam and
Tirukkovaiyar. Similarly, famed Southern poet Vedantadesika is known for his oeuvre’s internal
diversity of both form and language. This dissertation thus contributes to our understanding of
multi-genre authors and their works and has wide purchase for the study of South Asian literary
production and religious history.

Manikkavacakar

What we know of Manikkavacakar comes primarily from a hagiographical tradition
which began hundreds of years after his time. The name Manikkavacakar does not appear until
very late, adding to the complexity of tracing him as a single author. Manikkavacakar is not
mentioned in Cuntarar’s eighth-century Tirutonzattokai (“Anthology of the Holy Servants”), an
omission often cited as evidence for a ninth-century dating.” By the tenth century,
Manikkavacakar is mentioned alongside the mivar of the Tévaram as “perunturai pi/fai,” the

child of Perunturai, in the Tiruvifaimarutiir mummanikkovai (“The Garland of Three Gems of

" The list of saints which Cuntarar provides becomes immutable once established and is not
edited or added to in Nampi Antar Nampi’s subsequent tenth-century Tiruttonzar Tiruvantati
(“The holy antati of the Saints”). Tiruttontar Tiruvantati contains narrative elaboration on the
lives of each saint. In it, Nampi opens his text by indicating that he follows Cuntarar’s text (thus
explaining the absence of Manikkavacakar): “On the Northern bank of the Kaveri in Naraiyl,
Nampi, the brahmin, created that antati which expounded upon the manner of the collection of
slaves created in the work of the lineage of the sixty-three by the king of elephants. Let us take
his golden feet as our guide” (porni vatakarai cér naraiyiril pulaikkai mukamarnan arupattu
mivar patitem marapu ceyal panna t0nta tokai vakai palkum antati tapai conpa maraikkula
nampi pon pata tunpai tupaiye) (verse 1).



Tiruvitaimaruttir”) of Pattinattatikal.® The eleventh-century Koyil tiruppanniyar viruttam (“The
viruttam of the Holy Dancer of the Temple”) mentions a figure by the name “civa pattiyan”
(devotee of Siva)— presumably Manikkavacakar—and a text, “tirukkovai,” likely
Tirukkovaiyar.® By the twelfth century, he is mentioned similarly in the Tirukka/irrupatiyar
(“Temple Servants of the Holy Elephant”) of Tévanayanar as tiruvatavirar, “the one of
Tiruvatavir.”*? There is no mention of him in Cekkilar’s twelfth-century Periyapuranam (which
follows Nampi, following Cuntarar). In all, there are few early textual sources in which we find
reference to Manikkavacakar.

Similarly, in terms of early material evidence, there are few inscriptional accounts which
refer to Manikkavacakar. Rather, there are a number of inscriptions which record temple
donations for the singing of hymns from Tiruvacakam. An eleventh century inscription at
Tiruvorriytir (North Chennai) records a donation for the recital of Tiruvempavai* and for a piija
lighting lamps to Manikkavacakar, given the title chief of the anfar.*?> An eleventh-century
inscription at the Virattanécuvara temple (Tirukovilar, Viluppuram district) refers to

Tiruvempavai, and a twelfth-century inscription from llavanacir temple (South Arkatu district)

8 vittaka paral muttizam agziyarum tiruntiya appil perunturai pi//aiyum (28, lines 30-31).

9 varu vacakattinil murru unarptonai van tillai mapnai tiruvatavir civapattiyan cey tiru
cirrampala porular taru tirukkovai kanteyum marru apporu/ai teru/ata ullattavar kavi pari
cirippipparé (verse 58).

19 paypariyon tanta paramananta payanai tuya tiruvay malaral col ceytu maya karuvatai yam
ariyavaru ceytan kantay tiruvatavir aluntén (verse 73).

11 Kamil Zvelebil, Lexicon of Tamil Literature, Handbook of Oriental Studies (E.J. Brill, 1995),
143.

12 Rajeshwari Ghose, Tyagaraja Cult in Tamilnadu: A study in Conflict and Accommodation
(Delhi: Motilal Banarsidass Publ., 1996), 147.



refers to the singing of Tiruccalal.*® Apart from these epigraphical sources, there are a number of
bronze figures of Manikkavacakar, the earliest being from Citamparam, dating to the tenth
century.'* Another unique specimen, forged out of copper alloy, dates to roughly the early
twelfth century.® From the twelfth century onwards, there is a proliferation of Manikkavacakar
bronzes, most appearing in the thirteenth century and after.'® The iconography is remarkably
similar across them: he is depicted wearing a loincloth (vésti), strings of rudraksa beads or pearls
around his neck and wrists, a sacred thread (upanayana)—a sign of his brahmin status; he has
elongated earlobes adorned with earrings, and curly hair, occasionally with top knot. His
distinguishing features include his right hand elevated in upadesa, or cinmudra, and his left
holding a palm-leaf manuscript which is inscribed with nama civaya. In many of these figures,
Manikkavacakar stands on a lotus seat (padmapitha) with holes or hooks for bearing poles
indicating use in processional worship.

While none of these individual pieces of evidence are enough to firmly date him, literary
and material sources listed here offer enough evidence to see a constellation of references which
share a common saintly figure emerging earlier than the eleventh century. Manikkavacakar as a
figure becomes more fully realized in three hagiographical works that contain accounts of his life
and deeds. These are the thirteenth-century Tiruvilaiyaral puranam (“The Puranam of the Holy

Games”), a place tale (talapuranam) of Maturai which recounts the holy sports of Siva written

13 Zvelebil, Lexicon, 143.
14 Dr. Vedachalam, Personal correspondence, 12/14/17.

15 See The Hindu Saint Manikkavacakar, ca. early 12™ century, copper alloy, Los Angeles
County Museum of Art, Los Angeles. Accession Number: AC1997.16.1.

16 See for example, Indian and South East Asian Art, London (London: Spink & Son Ltd. 1978),
32, figure 69.



by Perumparrappuliyiir Nampi; the fifteenth-century!’ Tiruvataviirarpuranam (“The Purapam of
the One of Tiruvataviir’”) by Katavul Mamunivar which is an account of Manikkavacakar’s life;
and Paraficoti Munivar’s seventeenth-century Tiruvilaiyaral puranam,*® a later version of
Perumparrappuliytir Nampi’s original text. Each of these contain the same basic outline of his
life story: Manikkavacakar was born just outside of Maturai in Tiruvatavir under Pantiya rule to
brahmin parents. A gifted child with a penchant for learning, he gained the attention of the
Pantiya king and became a minister in the court. The rest of his life is populated with stories of
his contrasting commitments to both the king and to Siva.

Each of these hagiographical works is uniquely historically situated. Rajeshwari Ghose
addresses the earliest Tiruvilaiyatal puranam in her discussion of the “symbiotic relationship”
between bhakti religiosity and formations of kingship under Pallava rule.'® This text, she argues,
emerged at a time in which Pantiyas were re-entering the political arena in a significant way and
helped to establish power through the alignment of royal and mythical families: Minatci becomes
a Pantiyan princess in this iteration of Siva’s sports, and upon their marriage, Siva, Maturai’s
divine king. Ghose writes, “The superimposition of royalty on divinity led to a situation whereby
Minaksi and Cuntarésvara were virtually treated as owners and proprietors of Madurai with the
Pandyas treated as their representatives.”?® While the Tiruvataviirar puranam is the only text of

the three to be devoted solely to telling the life of Manikkavacakar, there is considerable episodic

17 Alternatively dated to the 18 century.

18 Cutler, “Four Spatial Realms,” 56.

19 The declaration of this symbiosis, later deemed “court-temple,” is related to Ghose’s
discussion of Dirks’ argument that dana replaced sacrifice in forms of ritual kingship starting in

the middle of the eighth century with Nandivarman Pallavavarma. Tyagaraja Cult, 295.

20 Ghose, Tyagaraja Cult, 296.



overlap between it and both versions of the Tiruvilaiyatal puranam. The later Tiruvilaiyaral
Puranam revivifies the earlier version during Vijayanakara rule under the patronage of Tirumalai
Nayakkar. Each version of the Tiruvilaiyaral puranam is, as William Harman argues, a history,
in that it is a “careful, systematic, and passionate statement about the past of Madurai and the
deities presiding there.”?! These texts also generate histories of Manikkavacakar that are
passionate statements about him as a religious figure and his role in Maturai’s mythic and
narrative landscape.

The existence of these later hagiographies has created an image of Manikkavacakar
which is read back onto the texts attributed to him. These characterizations, the stories of his life,
and the contours of his mythology have significantly influenced interpretations of both
Tiruvacakam and Tirukkovaiyar. One of the dominant approaches to interpret bhakti literature,
across sectarian lines, is to read it autobiographically. Given the ubiquitous use of the first-
person voice, the long and detailed hagiographical traditions attached to saint composers, and the
traditional reception of these texts, it is easy to see why this approach remains a mainstay. It is
indeed common in the study of Manikkavacakar whose soulful expressions voiced
predominantly in the first person are read as personal accounts of ecstatic religious experience in

almost every available study to date.?? Stories of his diksa, debates with Jains, travels in the

2L William Harman, The Sacred Marriage of a Hindu Goddess (Delhi: Motilal Banarsidass,
1992) 24; Following in the vein of the intense localization that occurs in the Tévaram hymns, in
these puranas, properly classed as talapurana, Siva’s sports take particular place and time within
the realms of namable kings.

22 Anthony Gardner Harris pushes back against this mode of reading in “Gracious Possession,
Gracious Bondage: Siva’s Aru/ in Manikkavacakar’s Tiruvacakam,” Journal of Indian
Philosophy 44 (2016): 411-436. For further problematization of reading the first-voice in a
documentary manner see Anne E. Monius, “From foolish ascetics to enemies of Siva: The fate of
Jains as religious others in Tamil Saiva literature,” in Regional Communities of Devotion in



Tamil countryside, and experiences at Tillai are all mapped back onto the Tiruvacakam by later
readers of the text who seek to place particular songs at critical moments in the hagiographical
narrative of his life. 22 While these mappings tell us much about the development of traditions of
worship of Manikkavacakar as well as something about the reception history of these texts and
how they are read, this dissertation offers an alternative reading strategy that does not discount
the validity of autobiographical readings but adds to our understanding of these texts by focusing

on poetics and rhetoric.

The Texts
Tiruvacakam

Like Téevaram composers Appar, Cuntarar, and Campantar’s works, Tiruvacakam is a
collection of hymns. Totaling 51 cantos which range in length from 10 to 100 verses, these
hymns are not organized according to pan, or melody, like those of the Tévaram, though they
have been set to music and are sung widely in practice. The organization and ordering of the
hymns is a matter of some debate. Influenced by the hagiographical tradition, both traditional
and scholarly accounts attempt to read the events of Manikkavacakar’s life onto the order of the
hymns, but it is likely that a fixed order may not have been formalized until much later than their
original composition. There is accordance between extant palm leaf manuscripts and early print
editions of the text with little variance in the order of hymns, though even the palm leaves are

likely not older than a hundred or so years.

South Asia Insiders, Outsiders, and Interlopers, eds. Gil Ben-Herut, Jon Keune, and Anne E.
Monius (New York: Routledge, 2019), 12-30.

23 See for example, Sivapriya, True History and Time of Manikkavasaghar from His Own Work
(Delhi: Thiruththondu Veliyeedu, 1996).
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While Tiruvacakam is grouped with other bhakti texts like those of the Tévaram, it is
unique in particular ways. It deploys fourteen varieties of meter, the most numerous being
variations of viruttam.?* This range and use of metrical variants is more complex and diverse
than that found in the 7evaram. Further, Tiruvacakam, more than any of the other Tévaram
collections, displays a wide variety of what one might call types of songs which range in content.
There are strings of praise dedicated to Siva’s qualities and exploits line Kr#ittiruvakaval (“The
Holy akaval of Glory”), and Paorrittiruvakaval (“The Holy akaval of Praise”); outpourings of joy
or sorrow over the speaker’s state of being as in Nittal vinnappam, (“The Petition on
Abandonment”) and Arputappattu (“The Wonderous Decad”) that details Siva’s acts of mercy
toward the speaker; songs that replicate visions of life in the form of games, or daily activities—
notable examples include Tiruttonokkam (“The Holy tonokkam”), a girl’s game involving the
intertwining of hands, Tirutte//enam (“The Holy te//enam”), a clapping game, and Tiruvuntiyar
(“The Holy unti’), a game much like badminton. Others like Tirupporcurzam (“The Holy Gold
Dust”) tell of the preparation of powders for ritual bathing of Siva, and Tiruppivalli (“The Holy
Creeper”) details picking flowers for Siva’s worship. This dissertation views the diversity of
songs as articulating and exploring distinct theological visions of Siva’s acts, qualities, and
proper domains. As with speculation over his authorship of Tiruvacakam and Tirukkovaiyar, this
dissertation seeks to provide an alternative reading of the internal diversity of Tiruvacakam—to

see it as carefully crafted and intentional, rather than random or a case of mistaken attribution.

24 Indira Peterson describes how viruttam comes from Sanskrit term vrtta, developed out of kali
and akaval meters, and was used extensively by Tévaram hymnists, then became specifically
associated with narrative poetry of epics and puranas. Poems to Siva: The Hymns of the Tamil
Saints (Princeton: Princeton University Press, 1989) 64.
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The voice this text is written in, like its hymns’ contents, also ranges widely. While the
most recognizable of these songs are those set in the first person detailing individual experience
or directly addressing Siva, there are a number of songs which are sung in the voice of a female,
or a group of women, and others which are set up as a dialogue. Singing in the voice of a female
is not unknown to the Tévaram hymnists and is also not uncommon in the hymns of the S
Vaisnava saints. Hymns set in the female voice are read as exchanges between the lover,
hymnist, and their beloved, the lord, though that is but one mode of interpreting this
configuration. Directed hymns are not only addressed to Siva as there are a number which speak
to other figures including Tirkkottumpi (“The Holy King Bee”) which is addressed to a bee
messenger, and Kuyil pattu (Decad of the Kuyil) which is addressed to a cuckoo messenger.
Messenger poems have a long history in the poetic literatures of South Asia across languages. In
the Tamil case, Cankam poetry is replete with such examples, the forms of which are later taken
up by bhakti hymnists. Dialogic examples of hymns include Tirutzacarkam (“The Holy Ten
Constituents™), an exchange between a devotee and a parrot, and Arraippattu (“Decad of the
Mother”), a conversation between a girl and her mother. These dialogic hymns also have
precedent in the earliest Cankam literature and in Sanskrit kavya.

When considering this text in light of current definitions of bhakti that are based on other
collections of South Indian devotional literature, it is immediately clear that Manikkavacakar
does not participate in the intense localization that figures prominently in the works of the other
saints, but rather frees Siva of the particulars of place, creating an entirely new landscape in
which Siva dwells. This is not to say that he does not mention places—towns like Tillai in
particular, Uttirakocamankai, and Tiruvannamalai all find mention, among others, but the

familiar refrain of Tévaram hymns, “Siva did this,” or “dwells in this place” is not found as
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frequently. Due to the fact that Tamil Saiva bhakti is identified in contemporary scholarship by
its heavy emphasis on particulars of place and localization of Siva’s cosmic acts, Tiruvacakam
opens productive space for questions about the nature of Saiva bhakti materials and the range of
forms used to articulate Saiva ideas.

While Siva of the Tévaram shows compassion toward his devotees and even towards
those outside the fold, Manikkavacakar’s Siva is an intensely compassionate figure whose
graciousness is emphasized throughout. The speaker’s lowest states, in which they disparage
themselves and their unworthiness, are constantly contrasted with both Siva’s magnificent
cosmic form as well as his tenderness and love for such forlorn characters. The hymns in which
Siva displays radical mercy toward even the lowest of humans are some of the most beloved—
they are what gain Tiruvacakam the description “zen” (honey). Anthony Harris argues that in the
Tiruvacakam there is an expansion of the semantic range of aru/ (grace) that is used to described
Siva’s acts in the world from its initial use in Cankam poetry.2® | here demonstrate how the
proliferation of? karuzai follows suit and becomes a core theological concept. This dissertation
considers what other literary and theological sources this radical compassion may have taken
inspiration from.

Tirukkovaiyar

Along with Pantikkovai, Tirukkovaiyar is one of the earliest of two surviving kovai.
While Pantikkovai survives only in small fragments cited in lraiyanar akapporu/, Tirukkovaiyar
survives in full. The term kovai means string or sequence, like beads in a necklace or flowers in a
garland. In the Tamil literary realm it refers to the stringing together of independent love

scenarios from akam (love poems of the interior) poetry and arranging them into a continuous

25 See Harris, “Obtaining Grace.”
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narrative of four hundred stanzas. Kovai are composed in kagra/aikkalitturai meter, first
employed by Saiva saint Karaikkal Ammaiyar and recognizable by each line of five feet (cir),
and initial rhyme known as manai.?® The kovai remains one of the most understudied genres of
Tamil poetry,?” though early theoretical works like lraiyanar akapporu/ provide critical
apparatus that seems to be designed to analyze the genre explicitly.

Kovai track the unfolding relationship between a familiar pair of lovers, the hero
(talaivan, also known as ki/avittalavan, the hero of a situation) and heroine (talaivi) found
ubiquitously in akam poetry. What sets this genre apart is the introduction of a new figure to the
akam ethos, the patron of the poem (paruraittalaivan) who is referenced or inserted into each
verse. In the case of Tirukkovaiyar, Pantiyan king Varakuna is mentioned in verses 306 and 327
and said by many to be the paruraittalaivan. The true parruraittalaivap of this text, however, is
Siva. The three characters who populate each verse are the unnamed hero and heroine and Siva
himself. The manner in which Siva is inserted into every verse varies throughout the text, though
his connection to the two lovers is almost always achieved by simile or metaphor wherein the
heroine, for example, is likened to the women of Siva’s place. This conspicuous and repetitive
insertion of Siva into the trials and tribulations of a pair of lovers represents a radical shift in the

Cankam narrative ethos, and as such must be investigated as a significant reimagining of the

26 Niklaus Ulrike notes, “It is composed of four neti/ari (i.e. line having five cir). The first four
cir of each line should preferably be iyarcir, and they must be connected in the venza/ai manner
(cf. 4.6 and 4.5.). The fifth cir of each line must be kivilanikay or karuvifankay. A katralai-
kalitturai should have as its last letter and —é. “Introduction to Tamil Prosody,” Bulletin de
I'Ecole francaise d'Extréme-Orient Volume 77 (1988): 189.

27 With exceptions of Es Cauntara Pantiyan, Tami/il kovai ilakkiyam (by Es. Cauntara Pantiyan

(Cennai: Parati Puttakalayam, 2000) and P. Muttapan, Kovai Ilakkiyam (Cennai: Uma
Pathippakam, 2007).
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Cankam universe. This dissertation attends to the ways in which akam poetic strategies
fundamentally alter or change Saiva theology.

If Tiruvacakam lets go of the intense localization found in the Tevaram hymns,
Tirukkovaiyar takes a laser focus on Tillai. Here Siva’s home as the cosmic dancer, Citamparam,
becomes embedded in and illustrative of each of the five Cankam landscapes in which the love
story between hero and heroine unfolds. In this text, we find echoes of the kinds of localization
that takes place in the Tévaram only in so far as any of Siva’s mentioned acts are tied or closely
associated with Tillai by virtue of the structure of the verses. The close aligning of the talaivi and
both Siva and his earthly abode, Tillai, will be the subject of a Chapter Two.

Like the vast majority of akam poems, the love scenarios or themes which receive the
most attention throughout this text are those of trysting and the various phases of separation.
While marriage occurs relatively early in the text, it is quickly followed by separation of the hero
and heroine. In true talaivan fashion, the hero of the poem is off on various conquests soon after
the marriage takes place. Allegorical readings of Tirukkovaiyar hold that the talaivan is
representative of the soul, questing after its beloved, the lord, who is represented by the talaivi.
While this configuration of lover and beloved has resonance across bhakti literature throughout
South Asia, no extant allegorical reading of this text has adequately been able to account for the
presence of Siva in each of these verses. I hold that his addition throughout the text is not simply
a matter of nods of praise, but rather, Siva must be understood as an integral character to this
newly reimagined Cankam love landscape. Thus, readings must be able to robustly account for

Siva’s place in the triangulated relationship between each verse’s three protagonists.

Literary Theorization in Tamil
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By the ninth century, genre had not yet been robustly theorized in Tamil, though Sanskrit
works such as Dandin’s Kavyadarsa (“Mirror of Poetry””) and Bhamaha’s Kavyalamkara
(“Ornaments of Poetry”) had already begun the work of formally addressing the question of
genre with regard to kavya. In the Tamil literary realm, Tolkappiyam gestures towards theorizing
types of poetry based on both form and content in the ceyyu/ iyal (qualities of poetry) portion of
poru/ atikaram (section on meaning), though the focus is on Cankam poetry. Iraiyanar
Akapporu/ (“Iraiyanar’s Meaning of Interior Poetry”), c. 4-6" centuries CE, which contains the
earliest pieces of Tamil prose, theorizes aspects of akam poetry. By organizing its theorization
around stolen (ka/aviyal) and chaste (karpu) love (i.e. love before and after marriage), Iraiyanar
Akapporu/ takes the independent love scenarios of Cankam akam works and creates a narrative
love story, one which later pirapantam run with.?® Iraiyanar Akapporu/ marks a significant
moment in Saiva literary production and represents a sectarian intervention into the world of
grammar and literary theory; this text places itself as a composition of Siva himself, drawing the
practice of writing grammars and analyzing literature into the Saiva domain.

In the twelfth century a genre of theoretical literature known as the patriyal emerged.
Patriyal are treatises or grammars of praise poetry, the earliest of which is Panniru patiyal
wherein we find a list of seventy-four genres of pirapantam. Patriyals begin in earnest to
formalize genre distinction with their primary focus being on genres of praise such as meykkirti,
praise poems of kings. In the thirteenth century, a Narkaviraca Nampi produces a treatise on

akam poetics called Akapporu/ Vi/akkam (“Illumination of Akapporu/”) and is becomes

28 Takanobu Takahashi conjectures that this short piece was written to make more accessible the
nature and demands of akam poetics because Tolkappiyam was not accessible as such and was
too complex. Poetry and Poetics: Literary Conventions of Tamil Love Poetry (Leiden: EJ Brill
(1989), 33.
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significant source for the study of kovai for two main reasons: it introduces a third, intermediary
stage between ka/aviyal and karpu, that of varaivu (marriage), and it separates love poetry into
32 distinct ki/avi (situations)—these are further subdivided into vakais (types) and viris (sub-
themes/events).?° This text shifts from a “speaker-based” interpretive lens to a “theme-based”
lens, thus continuing to theorize akam poetics in narrativized form, rather than as individual
vignettes organized by person.*® Though it is unclear when, ki/avi were eventually adopted as
labels for each verse of Tirukkovaiyar and inform the way that the text is currently read; these
situation titles persist in contemporary readings of the text and are heavily relied upon when the
language is ambiguous or difficult to parse. The application of these titles to verses which, |
argue, are deliberately ambiguous, preclude possibilities for interpretation and must be
suspended when they limit range of meaning.

With the exception of Iraiyanar Akapporul, the bodies of theoretical texts mentioned
above are all produced well after the ninth century but have lasting and significant influence on
the reading of both of Manikkavacakar’s texts. They must be referenced and used judiciously,

with keen attention to their own unique historical context.
Traditional Reception History
In the history of the Saiva tradition, Nampi Antar Nampi is remembered as one of the

earliest compilers of the Saiva canon, the legendary account of which is found in Umapati’s 14t"-

century Tirumuraikantapuranam (“The story of the Discovery of the tirumurai”). This text

29 Takahashi, Poetry and Poetics, 35.

30 Takahashi, Poetry and Poetics, 36.
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details how Nampi collected the first seven books of the tirumurai®! (collectively the Tevaram),
then (depending on whether one agrees that verses 25 onwards are indeed part of the original text
and not a later addition)®? added Tiruvacakam as the eighth, Tiruvicaippa as the ninth, and
Tirumantiram as the tenth.®3 Even if the attestation of Nampi adding tirumurais 8-10 is from a
later addition to the text, Tirukkovaiyar is conspicuously absent.3* This omission should be
noted, for whatever Umapati or a later editor’s project was in constructing a history of
canonization, the Tirukkovaiyar does not have a proper place in the new narrative. It wasn’t until
the 14th century that Tiruvacakam and Tirukkovaiyar were specifically labeled tirumurai proper
alongside Tévaram by the poets Irattaiyar.®

It is perhaps with this early omission that we need to start when thinking about how these
two texts have been received over time. After the ninth century, a consensus began to emerge in
which bhakti poetry and literature were considered to be categorically separate. Commentators

on grammatical treatises contrasted bhakti texts, calling them “not of this world,” to other genres

31 Kamil Zvelebil, The Smile of Murugan: On Tamil Literature of South India (Leiden: Brill,
1973), 186.

32 Karen Pechilis rejects Rangaswamy’s assertion that the verses in question, due to their stylistic
difference, are likely a later addition. Rather, she argues that the stylistic shift is intentional and
signals to the reader that the added volumes are of a different type than the Tévaram. “A Tamil
Lineage for Saiva Siddhanta Philosophy,” History of Religions 35, 3 (1996): 251.

33 For a more thorough discussion of the remembrance of canonization in Umapati’s works, see
Karen Prentice, The Embodiment of Bhakti (New York: Oxford University Press, 1999) 134-152
in which she makes an argument about the role of Umapati’s canonizing project in the formation
of a Saiva Siddhanta lineage.

3 Dr. V. Ponniah Dr. V. Ponniah conjectures that Nampi excluded the Tirukkovaiyar from the
tirumurai because of its focus on “erotics.” Saiva Siddhanta Theory of Knowledge
(Annamalainagar: Annamalai University, 1952) 49.

35 Kamil Zvelebil, Tamil Literature Volume 2 Part 1 (Leiden: Brill, 1975), 134.
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of praise poetry that were more closely connected to the realm of the court (i.e., through the
praise of a king) and were thus were considered “this worldly.”3® The hymns of the Tévaram
saints along with Manikkavacakar’s Tiruvacakam were not used as sources for examples in the
larger commentarial tradition as they were not deemed to be appropriate materials for such a
project. Tirukkovaiyar, on the other hand, was considered fair game and finds mention in a
number of commentaries on other texts. In the greater Tamil Saiva universe, unlike what was
happening in the realms of St Vaisnavism, bhakti texts were also not seen to be appropriate
subjects for specific types of literary analysis and commentary. For these reasons, Tiruvacakam
did not receive any commentarial treatment in the premodern period, though Tirukkovaiyar did.

The two extant premodern commentaries on Tirukkovaiyar are attributed to one
Péraciriyar, and to an unnamed “old commentator.” As evidenced from the earliest print editions
of the text, there has been disagreement about who P&raciriyar is—whether or not he is the same
Péraciriyar who famously wrote a commentary on Tolkappiyam in the 13th century, or a later
Péraciriyar. This commentary has also been attributed variously to Naccinarkkiniyar and to a
Jain named Manakkutavar. There is a standing disagreement over which of these two
commentaries is older, though no thorough linguistic analysis exists to substantiate any claims; it
is likely that both commentaries are relatively late.3” These commentaries are fairly conservative
in that they focus exclusively on literary aspects of the text and do not contain any exposition of
its theological dimensions. In contrast, commentaries on Tirukkovaiyar written in the modern

period consider the text solely through the lens of Saiva Siddhanta philosophy, reading the

36 See Jennifer Clare, “Canons, Conventions and Creativity: Defining Literary Tradition in
Premodern Tamil South India,” (PhD diss., University of California, 2011): 84-114.

37 For the most in-depth discussion of the “old commentary,” see Ira Kumaravélan, “Cirrampalak
Kovai: Palaiya Urai,” Arima Nokku 5, 2 (2011): 20-32.
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narrative of the hero and heroine as an extended allegory of the relationship between a devotee
and Siva. Neither of these two groups of commentaries cross disciplinary boundaries in that the
earlier literary commentaries do not consider the religious aspects of the text and the later
commentaries, which focus on theology, do not closely consider its literary merits. This perhaps
indicates shifting attitudes to the text over time and shifting approaches towards devotional and
literary texts in the modern period amongst Saiva communities.

A text entitled Tirukkovaiyar Upmai (“The Truth of Tirukkovaiyar”), first edited and
published by Swaminatha Panditar of Jaffna, appeared in the late 1800s. This text, written by an
anonymous author and unable to be dated with certainty, attempts to distill a deeper meaning out
of each of Tirukkovaiyar’s verses. It offers a new theological gloss on the anonymously
contributed ko/u (“gist” glosses) from an earlier period. Building upon this work, in 1965,
Dandapani D&sikar, published Tirukkovaiyar Upmai Vi/akkam, “Light on the Truth of
Tirukkovaiyar” that elaborates upon and unpacks the short glosses provided in Tirukkovaiyar
Unrmai from the perspective of Saiva Siddhanta. Though in the SrT Vaisnava world commentators
had been reading devotional texts using allegory as an interpretive tool for some time,® it seems
that the allegorical reading of Tirukkovaiyar gained momentum only in the modern period. There
is no evidence for a historical antecedent, at least in realm of Saiva literary exegesis.

In the contemporary period, Tiruvacakam has been the subject of a vast number of
commentaries, many of which are theological expositions or e/iya urai (easy commentaries)

designed to give the lay reader access to the text. The creation of these commentaries, like those

3 For more on the tradition of allegory in exegesis and commentary, see A.K. Ramanujan and
Norman Cutler, “From Classicism to Bhakti,” in Essays on Gupta Culture, ed. Bardwell L.
Smith (Delhi: South Asia Books, 1983), 204-214.
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of Tirukkovaiyar mentioned above, indicate shifting attitudes towards categories of texts
amongst Saiva readers which merits more attention than there is space for here.

In the current period, it is difficult to overstate the degree to which Tiruvacakam is
beloved and ubiquitous and Tirukkovaiyar is largely unknown. Tiruvacakam holds a prominent
place in worship in both public and private domains and is often incorporated into daily prayer
routines for devout Saivas. Otuvars, the ritual specialists responsible for singing tirumuzai in
temples each day, can recite long stretches of Tiruvacakam from memory (some know the entire
thing). Though they are required to be able to draw from each of the 12 tirumurali, a formal
otuvar education only covers about ten verses of the Tirukkovaiyar, starting from verse one. This
is largely to ensure that if a tirumurai murratal (full recitation) occurs, they are able to pull from
each and every text. While scholars laud Tirukkovaiyar’s literary finesse, they also lament its
lack of coverage in academic publications. Tiruvacakam and Tirukkovaiyar exist in almost
entirely separate universes. | was implored on more than one occasion during my fieldwork to
leave Tirukkovaiyar behind and simply focus on Tiruvacakam. Reasons for this varied, but many
cited the text’s complexity and difficulty as reasons that it is has not been studied in depth. That
this text is somehow of an altogether different category than its overtly devotional counterpart,
Tiruvacakam, is reflected in the fact that to this day, kovai is considered an “essentially secular

genre.”3®

Manikkavacakar in Secondary Scholarship

3% Abhinava Venkatesa Subramanian mentions this explicitly in Literary genres in Tamil: a
supplement to a descriptive catalogue of palm-leaf manuscripts in Tamil (Institute of Asian
Studies, 1993), 309.
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In extant scholarship, Manikkavacakar’s significance is characterized in two main ways:
he is taken an example of bhakti poetry par excellence—the culmination of a tradition that
started with 7évaram hymnists, and as a philosophical savant—a precursor to the Saiva
Siddhanta tradition. With relative scholarly consensus dating Manikkavacakar to the ninth
century, his oeuvre is imagined as a bridge between bhakti devotionalism and Tamil Saiva
Siddhanta, a system which would only formally emerge around the twelfth century.*® The
popularity of Tiruvacakam and its heart-melting hymns is partially responsible for common
portrayals of Manikkavacakar as the crown of the bhakti movement in the South. Sole focus on
Tiruvacakam for this characterization has caused scholarship to overlook Tirukkovaiyar as a
valuable source for expanding our understanding of devotional poetry written in Tamil.*

Not only is Manikkavacakar seen as the pinnacle of bhakti devotionalism, he is also
considered to be more mystical or philosophical than his predecessors. These arguments are
again, based on readings of Tiruvacakam alone, and are made on thin grounds: most cite an
increased use of Sanskrit terms or superficially map the ascent of the soul onto the hymns.#2

Since the beginning of its circulation in print, and likely before, those who attempt to
interpret Tirukkovaiyar have done so solely through the lens of Saiva Siddhanta, reading it as a

complex, extended allegory of the soul’s search for god, despite the fact that using the formula of

40 1 refer here to the Tamil Saiva Siddhanta system, 12-14% ct. CE, formalized in the works of the
Meykanta Cattirankal. Saiva Siddhanta schools of thought existed in other areas of India as early
as early as the 6™ ct. CE.

41 This has also precluded us from thinking of texts after him—specifically early Saiva Siddhanta
works—as properly bhakti. Leah Comeau addresses religious dimensions of the kovai in her
work. See Material Devotion.

42 See for example, Baskaran Pillai, “The Religio-Spiritual Experiences,” and M.
Cuppiramaniyan, Manikka Vacakar (Cennai: Tolkappiyar Nalakam, 1967).
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an allegory is both foreign to the text itself and to reading strategies for k6vai in general. 4 These
characterizations reify Manikkavacakar and his work as an artificial divide between earlier
bhakti and later philosophy and preclude us from seeing an evolving continuum of form and
content across these genres and literary periods.

Scholars have consistently relied on exegetical strategies born out of readings of the
Tévaram hymns which came before and Saiva Siddhanta texts which came after to read
Tiruvacakam and Tirukkovaiyar. However, these strategies do not account for the kinds of
literary innovation found in Manikkavacakar’s works themselves or their significant differences
from these chronologically proximate bodies of literature. Furthermore, extant reading strategies
do not account for the intertextuality between these two works and between them and other
literatures which lie beyond bhakti or Saiva Siddhanta texts, namely those of other religious
communities. This dissertation expands the discursive parameters in which Manikkavacakar’s
texts are situated and understood. Across contemporary scholarship, singular focus on one text
and reliance on narrow models of reading have limited our ability to understand what is at stake
in the production of these two diverse texts. The remedy for this is twofold: to produce a
rereading of Tiruvacakam and Tirukkovaiyar which attends to the ways these texts innovate and
play within their respective genre categories, and to consider them together as a pair of related
literary interventions which articulate new Saiva ideas in their period through the use of shared

rhetorical strategies.

Two Debates

43 See for example Tantapani Tecikar, Tirukkovaiyar Unmai ViJakkam (Tiruvavatuturai:
Tiruvavatuturai Attnam, 1965).
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Before turning to the texts themselves, there are two debates which have followed the
study of Manikkavacakar for some time. Naming them sheds light on some of the problems this
dissertation touches upon and its proposed solutions. The two debates which rage over
Manikkavacakar’s work concern attribution* and dating. The primary reason for calling into
question Manikkavacakar’s dual authorship is the significant formal difference between
Tiruvacakam and Tirukkovaiyar. Some even question single authorship of Tiruvacakam itself
given the heterogeneity of hymns contained in the collection. These arguments do not take into
consideration stylistic range in the works of poets like Appar who also uses Cankam forms, for
example, to express devotional sentiment in some of hymns and not in others. Though
Manikkavacakar is unique amongst his Saiva peers for having written in two distinct genres,
looking beyond Saiva materials one finds him in good company. Poets like the above-mentioned
Nammalvar or Vedantadesika are rarely challenged over attribution of hymns, though they too
write across genres.* Genre diversity is not unprecedented, however it has not been robustly
theorized in the history of literary production in South Asia. In extant discussions of
Manikkavacakar, it is clear that Tirukkovaiyar cannot be accounted for in extant formulations of

Tamil Saiva bhakti and does not fit the characterization of Manikkavacakar as it has been

4 The marked difference between Tiruvacakam and Tirukkovaiyar has caused a few historians
and literary critics to question whether these two texts belong to the same author. One need only
to look to Tirukkovaiyar’s entry in GRETIL to see its label, “authorship disputed.” Perhaps most
notably, literary historian M. Arunachalam does not acknowledge Tirukkovaiyar as a work of
Manikkavacakar. In his monograph The Saiva Saints in which there is a dedicated section for
Manikkavacakar, it is not mentioned. The Saiva Saints (Tiruchitrampalam, Gandhi Vidyalayam,
1985) 192-198.

45 Steven Hopkins provides a helpful overview of Vedantadesika’s works in all of their diversity
while leaving room for productive questions about the nature of this diversity and its function in
Vedantadesika’s larger project. Singing the Body of God: The Hymns of Vedantadesika in their
South Indian Tradition (Oxford: Oxford University Press, 2002).
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structured thus far—its formal difference seems insurmountable. Because it does not look like
other bhakti materials, it is almost written out of the bhakti narrative altogether.

By considering both form and content, my readings of these texts demonstrate a
consistent hand across both texts that allows us to see their deep interrelation and mutually
constitutive relationship. Looking beyond textual difference, from a relatively early period (from
at least as early as the Koyil tiruppanniyar viruttam of Nampi Antar Nampi, c. tenth century) it
appears that these texts were attributed to the same author and widely accepted in the tradition to
belong to Manikkavacakar. *6 Even if we accept multiple authors (as is the case with many other
bhakti figures like Kabir, etc.), these texts arise in the same time period, making them
conspicuous moves on the part of either Manikkavacakar or multiple Saiva authors to intervene
in the literary landscape in a particular way.

Alongside authorship, the dating of Manikkavacakar has been hotly contested for over a
century.*’ He has been placed variously from the first century CE all the way to the fourteenth.®
By 1909, K.G. Sesha Aiyar already lists thirteen authors engaged in debate starting as early as
1895 with Sundaram Pillai.*® In the beginning of the twentieth century, placing Manikkavacakar,
who was to become emblematic of Tamil Saivism, in earlier centuries as a poet saint par

excellence gave historical weight to the tradition in the face of European scholars who identified

46 In the following verse 58, vacakam is interpreted as Tiruvdacakam, civappattiyan as
Manikkavacakar, and tirukkovai as Tirukkovaiyar: varu vacakattinil murru uparntonai van tillai
mapnait/ tiruvatavir civapattiyan cey tiruc cirrampalap/ porular taru tirukkovai kanteyum
marru apporu/ait/ teru/ata ullattavar kavi patic cirippippareé.

47 For an excellent overview of dating debates and the various scholars involved, see Auvai Cu
Turaicami Pillai, Caiva llakkiya varalaru (Annamalainakar: Annamalaip Palkalaik Kalakam,
1958), 298-314.

48 K.G. Sesha Aiyar, “Manikka Vacakar and his Date,” Tamilian Antiquary, 1, 4 (1910): 10-11.

49 Ibid.

25



Sanskrit materials as the original texts of Indian religion. Scholars who placed him in later
centuries used a teleological model to demonstrate the development of religion over time;
Manikkavacakar’s work (only considering Tiruvacakam in these cases) deemed more
“philosophical” than that of earlier poets and thus more sophisticated theoretically, became a
marker on a road of progress. These characterizations have influenced our understanding of
Manikkavacakar’s texts and limited possibilities for reading them together in an integrated way.
As a ninth-century date gained popularity, Manikkavacakar was increasingly described as
a transitional figure arriving on the heels of the Tevaram hymnists and before the canonical
works of Saiva Siddhanta, and his works a bridge between bhakti poetry and philosophical
literature.® This placement has reified an artificial divide that has obscured the study of texts
which come both before and after him, allowing us to gloss over the “philosophical” elements in
the Tévaram as well as the devotional elements of early Saiva Siddhanta texts. This
narrativization of the Saiva tradition has also precluded the inclusion of other bodies of literature

in discussions of Tiruvacakam and Tirukkovaiyar. For the purposes of this dissertation, | accept

50 Archana Verma writes, “Manikkavacakar’s Tiruvacakam shows a more philosophical leaning
than the emotional devotion of the Tevaram trio. Manikkavacakar uses various styles from
Sangam poetry but the theme is usually the philosophical exposition of Saivism,” and, “We can
see the shift from the emotional poetry of the earlier three saints where such descriptions were
always iconographic and were located in a religious centre. In contrast to that Tiruvacakam
introduces the idea of providing a philosophical base to Saivism, an element which had not
existed before. Instead of attaining love for god, here the emphasis is on gaining knowledge and
thereby deliverance.” Temple Imagery for Early Mediaeval Peninsular India (Surrey: Ashgate.
Publishing Limited, 2012) 27-28. Kamil Zvelebil writes, “It represents the peak of Saiva bhakti
poetry and, apart from many autobiographical elements, one may discern the ripening of Saiva
Siddhanta philosophy.” Lexicon of Tamil Literature, 144. This characterization is also applied to
the Tirukka/irruppatiyar by Ranganathan Balasubramanian in his work “The
Tirukkalirruppatiyar: Transition from Bhakti to Caiva Cittantam Philosophy,” (PhD diss., McGill
University, 2007).
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the view that has now come to be widely held that Manikkavacakar and his texts should be
placed sometime in the ninth century.

We know relatively little about the time period occurring after the Pallava heyday and
before the triumphant rise of the Cola empire. Burton Stein comments on the transitional nature
of the sixth through tenth centuries noting that during this period, alongside the development of
Saiva and S1T Vaisnava bhakti sects, there was a marked increase in monumental building as well
as the establishment of brahmin centers of learning in rural areas. °* He further notes that models
of kingship changed during this period.>? While Stein points out these examples of large and
sweeping societal change, Nilakanta Sastri characterizes the period of three hundred years
starting from the mid-sixth and extending to the mid-ninth century as being dominated by
conflict between Calukyas, Pallavas, and Pantias, with the Colas only beginning to emerge
around 850 ce.*® Daud Ali notes that from the sixth to ninth centuries, devotees responsible for
the production of Saiva and Vaisnava devotional hymns in Tamil “attempted to win over royal
courts of the Pantiyas and Pallavas.”* It is in the eighth and ninth century, he posits, that
Vaisnavism and Saivism were gaining hegemony in royal courts across India as evidenced by the

proliferation of large-scale temple construction.>® This time period also sees the emergence of the

51 Burton Stein, Peasant State and Society in Medieval South India (Delhi: Oxford University
Press, 1980), 64.

52 |bid, 88.

53 K. A. Nilakanta Sastri, A History of South India from Prehistoric Times to theFall of.
Vijayanagar (Oxford: Oxford University Press, 1958), 141.

> Daud Ali, “Regimes of Pleasure in Early India” (Phd diss., University of Chicago, 1996) 137.

% 1bid, 149-50. The relationship between sectarian groups and ruling bodies during this time
period is not entirely clear.
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maram (marha), or monastery, as central locus of religious activity, scholastic engagement, and

literary production.>® With regard to Manikkavacakar’s period, M. Arunachalam puts it thus:

“...we should remember that this period was one in which the Pallava empire of Kanchipuram was
collapsing and other princes under the Pallava supremacy were just trying to regain their territory and
monarchy. By 846 A.D. Vijayalaya re-established his Chola dynasty which was to become in the next
hundred years one of the greatest empires South India had seen. The Pandiya Prince at Madurai should also
have been struggling for his suzerainty over Madurai. So the post of Chief Minister for our young

man had with it considerable responsibility in consolidation and development.”

Whether we put weight in the last statement about Manikkavacakar’s position as chief minister
(a title only gleaned from much later hagiographical sources) matters little. What should be noted
is that this time period is one in which widespread changes in societal organization, religious
institutions, and governing bodies were underway. The close connection between the royal court
and Saivism as a state religion had not yet been established, and thus conspicuous moves like
those made by Manikkavacakar in the creation of these two texts must be looked at accordingly.
The nature of this historical period also raises questions about the relationship between courts,
temples, and magams as loci for literary and cultural production which are germane to my
discussion of Manikkavacakar’s works and their potentially diverse audiences.

The ninth century also comes after what is often imagined as a period of Saiva and
Vaisnava domination of Jain and Buddhist factions in the Tamil-speaking region. The Tévaram
hymnists are painted as victorious vanquishers by the time of the Periyapuranam. In an oft-
referenced episode, Campantar is said to be responsible for the impalement of thousands of Jains

at once.*® Manikkavacakar’s one moderately disparaging mention of Buddhists in Tiruvacakam

%6 For more on the relationships between marhas and temples as institutions, see N. Karashima,
Y. Subbarayalu, and P. Shanmugam, "Mathas and Medieval Religious Movements in Tamil
Nadu, An Epigraphical Study," Indian Historical Review 37.2 (2010): 217-234.

57 Arunachalam, Saiva Saints, 192.

%8 See Periyapuranam 2497-2540, 2780-2824.
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becomes fuel for hagiographical tellings of his victory in debate with 3,000 Sri Lankan monks
and by extension, historical conjecture that he too was part of a militant Saiva revolution despite
the fact that Jain and Buddhist factions had largely disappeared from the Tamil country by his
time. There is little historical evidence for these larger-than-life events, though they do have
bearing on the understandings of these saints’ works and deserve analysis as a type of polemical
language deployed to achieve certain ends. The Tiruccalal, traditionally placed as the twelfth
song of Tiruvacakam, is read as a script of the aforementioned debate between Manikkavacakar
and the Buddhist monks, though the text itself gives no indication that the discussant is a
Buddhist, nor that it is such an account.>® His characterization as a minister to the Pantiyan king
Arimarttanar (this also sourced from later hagiographies) imagines him as an emissary and
politician, an arm of a Hindu royal court. As such, his works are martialed as further evidence of
Saiva domination in his period. Though Jains and Buddhists were not present in large numbers in
the ninth century, by the time Tiruvacakam and Tirukkovaiyar were composed, Jain and
Buddhist literature had already been firmly established in Tamil-speaking regions, the two
factions producing some of the most well-known pieces in Tamil literary history.®° Texts like
Tirukkura/ and Tolkappiyam are attributed to Jains. Early didactic works from Patinenkilkanakku
(“The 18 Lesser Works”) like Nalatiyar (“The Four Hundred Quatrains™), Pa/amoli napiiru

(“The Four Hundred Proverbs™), and Elati (“Cardamom, etc.”) are all of Jain authorship. In the

59 For more on this see Glenn Yocum, “Buddhism through Hindu Eyes: Saivas and Buddhists
through Medieval Tamilnad,” in. Traditions in Contact and Change: Selected Proceedings of the
XIVth Congress edited by Harry M. Buck and Glenn E. Yocum (Waterloo: Wilfrid Laurier
University Press, 1983), 143-162.

%0 For more info on Jain literature in Tamil see A. Chakravarti, Jaina Literature in Tamil (New
Delhi: Bharatiya Gyanpith, 1974).
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class of kavya known as aimperumkappiyam (the five great kavyas), Civaka Cintamani (Civaka,
the Wish-fulfilling Gem”), Cilappatikaram (“The Tale of the Anklet”), Manimékalai,
Valaiyapati (“The Upright Man”), and Kupnralakeci (“The Maiden of Curly Locks”), all save
Manimékalai and Kuntalakeci are Jain; Manimékalai and Kuntalakéeci are Buddhist. No study of
Manikkavacakar to date has rigorously looked for non-Hindu interlocutors of his works. This
remains an issue in the study of Hindu bhakti materials across sectarian lines. Aside from the fact
that Jain and Buddhist literature was prolific by the ninth century and thus should be brought into
conversation with Tiruvacakam and Tirukkovaiyar, Jain and Buddhist epic literature in particular
is responsible for the first continuous narrative available in Tamil—as such it should be
considered, especially in relationship to Tirukkovaiyar, which is the first Saiva devotional work
to use continuous narrative.

In the realm of textual production, around the eighth moving into the ninth, and on
through to the twelfth centuries, there was a proliferation of new forms of literature, later
classified as pirapantam or cirrilakkiyam (minor literature).* This category, eventually
encompassing ninety-six distinct genres, includes those such as kovai, ula, kuravafici, and later
pi//aittami/. Cirrilakkiyam as an organizational category runs an incredibly wide gamut though
the vast majority of genres it includes display a common feature of “connected discourse” on a
given topic.®? Pirapantam classification is based on various criteria: some pirapantam genres are
organized on the basis of form and others on the basis of content. For example, antati and malai

are classified based on form, whereas pi//aittami/ and ula are classified based on content.

61 The term pirapantam is first used by Saiva commentator Atiyarkkunallar.

62 Zvelebil, Tamil Literature, 193.
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Jennifer Clare notes, “Beginning in the eight century, and expanding significantly in the period
of the patriyals, the praise genres developed by the bhakti poets transition from temple to court
literary forms, and begin to be applied to kings.”%® These developments were also concurrent
with the production of new works entitled kappiyam, which Clare glosses as “courtly epic.”
These epics, coming after Cilappatikaram and Manimekalai, were largely produced by Jains and
Buddhists and were clearly conversant with Sanskrit epic genres as well as their theorization. 4
Both Tiruvacakam and Tirukkovaiyar stand at the cusp of this wave of literary newness and must
be looked at, not just in relationship to bhakti works like Tévaram or later Saiva Siddhanta
sastras, but also in terms of the multitude of new forms of praise literature which began to arise
around the same period. They are part of a larger phenomenon of literary innovation in this

particular moment in the history of Tamil literature. Daud Ali observes,

“The authors of this [Saiva] poetry continued to write in older patikam form, but increasingly used new
verse-genres heavily influenced by ornamental courtly modes...The pirapantam genres themselves, as we
shall see in the chapters ahead...attempted to suture many earlier themes and motifs drawn from ‘Cankam ’
literature with the new exigencies of Saiva and Vaisnava theology.”®®

Manikkavacakar’s works have been described as “more literary” than his 7évaram counterparts;
though they are more complex in certain ways, rather than seeing them as more “literary,” we
should ask what new modes of discourse they are conversant with, or what old modes they are
engaging in new ways. Furthermore, we must ask what the nature of the relationship between
courtly modes of discourse and those arising outside of the court is if we are to think of the

intended audiences of these texts. As mentioned above, it has been suggested that Tiruvacakam

63 Clare, “Canons, Conventions,” 65.
64 1bid, 65-66.

65 Ali, “Regimes of Pleasure,” 163-164.
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and Tirukkovaiyar are geared towards a devotional public and a courtly/literary elite
respectively. Ali takes aim at this formation and encourages readers to avoid seeing a strict
divide between courtly/literary and devotional (and thus “secular” vs. devotional). Rather, he
suggests we acknowledge that there is significant “overlapping of poetic domains.”% Emerging
discursive regimes in which these new forms of literature were a constitutive part came into
being in courts, temples, and realms in between.®” The reception history of Manikkavacakar’s
texts indicates a conceptual divide between the devotional and the literary; Tiruvacakam enjoys
wide circulation in practice, but Tirukkovaiyar persists as a kind of literary object, something
meant for textual study but not much beyond. This dissertation suggests that if we are to look at
these texts in the context in which they arose, we may find a more complex picture of the
relationship between their respective domains.

Methods

It is clear that new reading strategies will be necessary in order address Tiruvacakam and
Tirukkovaiyar together in this manner. There are a number of interlocutors who are instrumental
in my approach. In the field of South Asian studies I rely on Norman Cutler who, through close
poetic analysis, questions interpretations of bhakti literature as documentary accounts of the
past.%8 Cutler’s close reading strategies allow us to better understand the rhetorical dimensions of
texts as well as their historical situatedness. By looking at content and form, he explores

possibilities for relationships between audience and text and by extension, texts and their

66 Ali, “Regimes of Pleasure,” 165.
67 Ibid, 172.
%8 There have been many scholars since Cutler who have expanded the field of bhakti studies and

problematized documentary readings, however my methodology in this work most closely
approximates Cutler’s close focus on rhetoric.
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communities of reception.® His short article on Tirukkovaiyar analyzes the ways that Cankam
poetics and Saiva devotional elements are interwoven and juxtaposed in order to make larger
statements about its possible performance contexts.” I also employ close reading strategies with
particular attention to poetic elements like voice, figurative language, and imagery in each text.
Tracking these elements across both texts will demonstrate constellations of rhetorical strategies
and poetic forms which tie the two texts together and offer insight into Manikkavacakar’s
broader project.

In thinking through Tiruvacakam and Tirukkovaiyar and their relationship to other bodies
of literature, it is important to note that | will be addressing issues of genre in a historical context
in which genre was not robustly theorized in Tamil. While | take into consideration the way that
genre is theorized in broader South Asian intellectual history, particularly regarding
classification divisions between “devotional” and “literary” texts, I also look to outside theorists
to help me navigate these waters. In order to establish the nature of the relationship between
Tiruvacakam and Tirukkovaiyar, Mikhail Bakhtin’s work on the dialogic dimensions of
intertextual relationships is informative.”* Bakhtin’s observations are particularly useful for
thinking through textual production during Manikkavacakar’s period in which many new literary
forms emerged and genre as such was not fixed. David Duff explores the relationship between

the ways Bakhtin and Kristeva navigate issues of genre and intertextuality. Duff calls for looking

69 See Norman Cutler, Songs of Experience: The Poetics of Tamil Devotion (Indianapolis:
Indiana University Press, 1987).

70 Cutler, “Four Spatial Realms.”

" Clive Thomson, “Bakhtin’s ‘Theory’ of Genre,”” Studies in 20" Century Literature 9:14,
(1984).
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at Bakhtin and Kristeva in order to distinguish inter- and intra-textual forces at work in and
between texts.”? It is clear that both Tiruvacakam and Tirukkovaiyar are in complex relationships
with other bodies of texts and modes of discourse as well as with each other. Attention to the
specificities and contours of these conversations figures into my analysis. | look for ways in
which each text exemplifies, rejects, or merges genre markers taken from external sources and
how they reflect or refract compositional elements between each other. Keeping track of these
dynamics allows for a deeper understanding of the multiple ways genre functions in larger South
Indian discursive contexts.

This dissertation also sheds light on relationships between genre and power, broadly
construed. As my work contributes to conversations concerning how Manikkavacakar’s literary
choices may be geared towards audiences belonging to distinct cultural domains, | draw from the
works of Vijay K. Bhatia who approaches genre and politics with attention to the dynamics of a

text in its socio-rhetorical context. Bhatia writes,

“Genres...are socially authorized through conventions, which, in turn, are embedded
in the discursive practices of members of specific disciplinary cultures. These
discursive practices, to a large extent, reflect not only conventions used by specific
disciplinary communities, but also social conventions, including social changes,
social institutions and social knowledge.”"®

Bhatia explores the ways in which genre can be a means of gaining or restricting entry to
particular socio-rhetorical and cultural domains. He also considers the dynamics of privilege,
accessibility, and membership to disciplinary communities. For Bhatia, genre use is a complex
practice of negotiating various discursive expectations and possibilities. Rigorously engaging

Cutler’s argument that Manikkavacakar’s use of multiple genres allowed his two texts to access

2 David Duff, “Intertextuality versus Genre Theory: Bakhtin, Kristeva and the Question of
Genre” Paragraph a Journal of Modern Critical Theory (25:1, 2002) 68.

3 Vijay K. Bhatia, “The Power and Politics of Genre” World Englishes (16: 3, 1997) 360.
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both the realms of popular devotion and those of the literary elite will necessitate thinking
through Bhatia’s suggestions about how genre use is deeply inflected with dynamics of power.
This will also allow me to point to questions about how religious communities might generate
mobility, cultivate relationships with other communities, and establish authority in a given socio-
rhetorical and historical context.

Finally, in thinking about how these texts might indicate something about their contexts
and vice versa, | turn to Dominick LaCapra and his work on literature and history. His distinction
between documentary and work-like aspects of a text demonstrates that texts simultaneously
“reflect” or point towards historical realities and also supplement them through aspirational
imagining which in itself is transformative of those realities. One of LaCapra’s most helpful
contributions is his rethinking of context which, in his view, had for too long been mined as a
static and fixed entity able to provide a more stable version of reality than texts which were mere
“abstractions.” Drawing on Bakhtin’s dialogic approach, LaCapra strove to show first that
context too is fundamentally “textual” and requires the kind of critical reading practices one
brings to texts, and second, that texts can be in dialogic relationship with their contexts.” In a
similar vein, Ronald Inden and Daud Ali discuss how texts participate and shape ongoing
debates about the order of the world as they are in turn being are articulated by it; for them, texts
and their contexts “remake and rework one another.”’® This dissertation addresses developments
in the history of Saivism in Tamil Nadu achieved through literary production, and therefore, a

nuanced the ways that Saiva texts and their contexts interact. As many scholars have read bhakti

4 Aletta Biersack and Lynn Avery Hunt, The New Cultural History (Berkeley: University of
California Press, 1989) 114.

> Ronald Inden and Daud Ali, Querying the Medieval: Texts and the History of Practices in
South Asia (Oxford: Oxford University Press, 2000) 4.
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literature in a strongly documentary fashion, reading Manikkavacakar’s texts for their work-like
capacities will offer new perspectives on the nature of devotional poetry and its capacities for
communities’ creative self-fashioning.

Contributions

At the most specific level, this dissertation contributes to the field of Tamil studies by
offering new reading strategies for a genre of literature that is notably understudied, the kévai,
and for the bhakti genre which has been studied in depth, new critical perspectives. As the kovai
genre belongs to the larger, understudied category of cirrilakkiyam, it provides insight into the
emergence of this field of “minor literature.” It also has implications for our understanding of the
history of Saivism in South India during a formative time before it became closely tied to forms
of Cola state power. This work has broad application in the field of South Asian studies wherein
genre as a mechanism of cultural production has not yet been fully explored, particularly in the
case of figures who wrote in multiple genres, of which there are many. Finally, it has
implications for the study of religion by offering new ways to think both about how religious
communities articulate identity and create relationships with other communities through
practices of textual production. My work here furthers our understanding of Tamil Saivism by
offering fresh insight on a pivotal figure who remains a mainstay of religious life in

contemporary Tamil Nadu.
Chapters
Chapter one takes on the analytic category of time. In it, | explore temporality in three
ways: The first looks at the collapse of the ancient or distant past with the proximate present of
the speaker. For example, when the actions of “purdnic” versions of Siva are brought into close

temporal relationship to the speaker, normative temporality is altered. This collapsing of time,
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seen in both texts, participates in the larger bhakti project of drawing Siva nearer to the speaker
and thus reader (vis-a-vis Cutler’s triangulation). The second exploration of temporality looks at
patterns of verb tense use. The temporal situation and quality of Siva’s actions and interventions
in the life of the speaker is recorded and the theological implication of this placement considered.
This includes Siva’s past actions of gracing and enslaving the speaker. Attention then shifts to
the speaker’s treatment of themselves and their enduring poor qualities; reference to their faults
and weaknesses are often expressed using the future/continuous tense, problematizing readings
of either text that posit a linear, developmental telos. This section also looks at the ubiquity of
suffering, a central feature of both texts, as expressed in the speaker’s own present moment.
Finally, this chapter zooms out to consider narrative temporality across the entirety of
Tirukkovaiyar and in individual songs of Tiruvacakam. Thinking expansively about larger
patterns of time and the flow of events within each text allows us to see something of the nature
of human life as observed by the poet, as well as the nature of the relationship between the
devotee and their lord.

Chapter two addresses the analytic category of place in a manner similar to how chapter
one addresses time. Regarding place, both Tiruvacakam and Tirukkovaiyar are indebted to earlier
bodies of literature that came before them including Cankam poetry, the bhakti poetry of
Tevaram. This chapter is organized into two sections loosely deemed “particularizing place,” and
“freeing place.” The first of these focuses on the ways place is qualified with particulars
borrowed from earlier literary traditions. These particulars include the named landscapes of the
tinai system and named cities and towns of the sacred landscapes of bhakti poetry. My reading
shows how the rhetoric of named place is transformed in a Saiva bhakti context. The second

section of this chapter investigates how particularities are put aside in favor of ambiguity and
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spatial flexibility. While Tiruvacakam approximates the Tévaram-style invocation of named
towns in some of its poems, the vast majority do not make use of proper nouns to refer to
specific places. This results in a phenomenon of “freeing place” wherein a new conceptual
terrain in which Siva functions is created. Similarly, while Tirukkovaiyar operates exclusively
within the tirai (landscape) system of akam poetry to which it is heavily indebted, it also plays
with landscape expectations as individual tizai bleed into one another and come in and out of
focus. I conclude by looking at the productive dialectic between named and unnamed, near and
far, and particularized and freed. These oscillation between these poles produce tensions that is
related to the pathos discussed in chapter one and contributes to the generation of affect in both
texts.

Chapter three builds on the observations of chapters one and two and elaborates on the
theological significance of the poetic strategies observed in the first two chapters. It investigates
the sentiment of karupai (compassion), a unique focal point and one of Manikkavacakar’s
significant contributions to Saiva theology. After briefly introducing the term in the broader
South Asian literary and historical context, this chapter tracks the way this concept (in
conjunction with concepts like aru/ [grace]) manifests in earlier Saiva devotional works like the
Tévaram. In doing so, | establish a genealogy of karuzai in the Tamil context we can use to
understand the term’s appearance in Tiruvacakam. Addressing Tiruvacakam, this chapter
establishes how karupai becomes both a central feature of Siva’s nature and a key qualifier of his
interactions with his devotees. It also illustrates how karurai is generated for the reader when
they witness both the abject state of the speakers of many of these poems and the compassionate
actions of Siva toward them. In exploring karupai in Tirukkovaiyar, this chapter picks up the

discussion of generative affect in Tiruvacakam. | demonstrate how the vocabulary of akam
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poetics and its relative focus on separation and hardship between lovers is similarly productive of
an affect of compassion. Ultimately, this chapter shows the shared emotional territory between
Tiruvacakam and Tirukkovaiyar and argues that karupai is a central component of their mutually
constitutive theological vision.

My conclusion sheds light on the significance of formal differences between
Tiruvacakam and Tirukkovaiyar and the role of genre diversity in Manikkavacakar’s larger
theological project. While reflecting on extant theorizations of genre in Tamil, | conclude by
considering gaps in traditional reception histories and in secondary scholarship on the nature of
bhakti poetry and of the kovai genre. This conclusion builds upon literary and poetic analysis
done in chapters one through three and considers the potential audiences of reception for each of
these texts. It situates the various strategies used by Manikkavacakar in broader literary and

historical contexts in order to further shed light on the contours of his Saiva project.
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Chapter One

On Time

To date, few have considered the nature of time and temporality in devotional poetry.”
This chapter calls into question extant readings of Manikkavacakar’s works by using the analytic
category of time. Early scholars of bhakti poetry interpreted songs of the saints to be ecstatic,
spontaneous outpourings of direct experience. This is partly due to frequent use of the first-
person voice within the songs and the lasting influence of hagiographical traditions. When bhakti
poetry was read as autobiographical, it was understood to capture an authentic moment of union
or emotional connection with god, straight from the mouth of the experiencer, reported in real
time.”” These types of readings are no longer mainstream in secondary scholarship though some
of their assumptions persist, particularly in the study of Manikkavacakar. While it is easier to see
how Tirukkovaiyar falls outside of the “spontaneous expression” paradigm because of its form,

close readings of Tiruvacakam demonstrates that it too does not quite fit, even given the fact that

6 Anne Monius addresses temporality in the Periyapuranam, “Purana | Puranam: modes of
narrative temporality in Sanskrit and Tamil,” in Passages: relationships between Tamil and
Sanskrit, ed. Kannan M. and Jennifer Clare (Pondicherry: Institut Francais de Pondichéry) 217-
236.

" This characterization is so pervasive that it enters conversations about both historical language
development and grammar. Given the significant shifts in grammar between the Cankam period
and that of later bhakti poets, scholars including L.V. Ramaswami Aiyar posit that the ecstatic
language of the poets must have approximated a more popular or colloguial form of speech,
moving away from the more refined “literariness” of Cankam literature. He writes, “It is the
language of the Saivite and Vaispavite hymns (51 to 9™ centuries A.D.), that evidences these
sharp differences. The Kavyas Cilappadigaram and Manimegalai, though marked by many
linguistic divergences from the Sarigam texts, do not show all the striking developments
associated so numerously with the works of the Saivites and the Vaisnavite Azwars. The ecstatic
religious fervour of these hymnists perhaps led them to use in their compositions language of a
more popular and less literary type than that of the Sarigam works—a language that was
probably well established already in the colloquial speech of the people.” “The Morphology of
the Old Tamil Verb,” Anthropos 33, 5/6. [1938], 748.
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its first-person narrative focuses more heavily on Siva’s interventions in the life of the speaker.
In the case of Tiruvacakam and Tirukkovaiyar, the ubiquitous presence of the past tense used
throughout to refer to Siva’s interventions in the speakers’ lives does not support the assertion
that this is an expression bursting forth in a moment of rapture. Rather, it suggests a careful—
even nostalgic—looking back, a recounting of these interventions and their effects. The reader
gets a sense that the speaker is somberly reflecting on a time gone by rather than recounting
jubilantly in song that which is occurring in real time. Similarly, Tirukkovaiyar, though indeed a
love story, focuses overwhelmingly, as much of akam poetry does, on moments of separation.
The cumulative impression is not one of joyous union, but of doleful separation. What this does
to the Saiva theological message of each text warrants further attention.

Shedding any assumption of spontaneous expression, this chapter calls into question the
widely held notion that both texts display linear temporality or singular directionality. It has been
argued that both Tiruvacakam and Tirukkovaiyar have a telos with ultimate union or salvation as
their goal. They are read as documentation of the speaker’s movement toward Siva and toward
the attainment of freedom. Tiruvacakam has suffered under readings of linear temporality due to
many attempts to fit it into a framework of mysticism in which it is seen to be an analogue for

the ascent of the soul in its quest for union with god.’® The order of Tiruvacakam’s songs, though

8 Mysticism, as an interpretive lens, permeated earlier studies of bhakti literature and South
Indian bhakti literature more specifically. In the first English translation of Tiruvacakam, G.U.
Pope writes, “The Tiruvacakam is a veritable Pilgrim’s Progress, and surely reveals the
experience of a devout and godly soul.” The Tiruvacakam, 308. Pilgrim’s Progress was a wildly
popular Christian allegorical novel written in 1678 by John Bunyan that documented the soul’s
various trials and tribulations on its ascent to heaven. It notably did not have separate chapters
but read as one continuous story, a formal analogue for the soul’s journey. That this text serves
as Pope’s primary comparison is telling and his characterization of Manikkavacakar’s
Tiruvacakam as a teleological journey of the soul has persisted. Over a half a century later,
Kamil Zvelebil says, “...the Tiruvacakam is in fact an autobiographical poem of a great mystic.”
Tamil Literature, 100. Yocum speaks of Manikkavacakar as a mystic in his 1982 Hymns to the
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likely not fixed until a later period, was taken to be evidence of this. It is not even clear, upon
close reading, that the speaker does much striving at all. Rather, Tiruvacakam is a meditation on
being a flawed human being in Siva’s domain, suffering and imperfect. It is not a motivated
quest. Tirukkovaiyar has also been read as displaying linear temporality and having an inherent
telos. Because the kovai genre sequentially narrativizes individual akam love scenarios, there is
an assumption that works of this type tell a single story with a unidirectional narrative. This is
further amplified by later Saiva Siddhanta readings of the text which take it as an allegory of the
soul’s search for Siva.”® All of the text’s modern commentators read it using the soul and god as
analogues to the narrative’s protagonists. Though Tirukkovaiyar strings together akam vignettes
in a way that had not been done before, it does not evenly march through its narrative. Inordinate
amounts of time are spent on periods of mourning or loss, leaving an overall impression that the
protagonists make little headway in their own relationship. In other words, this is not a march of
progress, and it is not clear that the text’s main players ever experience improvement of state, as
in Tiruvacakam.

This chapter opens with three introductory notes that establish a foundation for speaking
about time in Tiruvacakam and Tirukkovaiyar that address: 1.) the challenges of dealing with
temporal ambiguity in Tamil grammar; 2.) explicit mentions of time as an independent entity in
both texts; and 3.) genre expectations for setting a temporal scene. After discussing these
preliminary issues, this chapter refines our understanding of the shared theological vision of

Tiruvacakam and Tirukkovaiyar by paying close attention to three main aspects of time in each

Dancing Siva, (1). So too does Radha Thiagarajan throughout A Study of Mysticism in the
Tiruvacakam (Madurai: Madurai Kamaraj University, 1983).

9 These are most clearly distilled in Tantapani Técikar, Tirukkovaiyar Upmai Vi/akkam.
(Tiruvavatuturai: Tiruvavatuturai atinam, 1965).
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text: layers of time, patterns of verb tense use, and flow of narrative temporality. This chapter
ultimately calls into question longstanding assumptions about the structure of these works as
well as their overall emotional affect. Ultimately, I argue that both texts’ treatment of time is
generative of an altogether different affect than what has been posited thus far. Looking at layers
of time, patterns of tense use, and narrative temporality, it is clear that both texts are not tales of
progress, directional and uniformly developmental, but are reflective, at times mournful
meditations on the cyclical patterns of human suffering. This sustained attention on hardship is
successful at generating pathos and from that an affect of compassion.

The first section of this chapter considers layers of time and the relationship established
between remote and distant pasts. In exploring the nature of Siva’s actions and praising him
variously, each text invokes multiple “ancient” manifestations that range from the burner of the
triple cities to the liiga of light. These Sivas, all of which might be deemed “puranic,” are
mentioned in connection to their respective puranic feats. When the cosmic past in which these
activities take place is situated in close proximity to the human past of the speaker, it shapes both
the reader’s understanding of time and the overall theological implications for Siva’s presence
and activities in the world. It is shown that both in Tiruvacakam and Tirukkovaiyar, Siva’s
“puraniC” past is brought into close relationship with the speaker’s present moment thus
participating in a larger, shared, bhakti project of drawing Siva closer. Collapsing of pasts is but
one way that these texts can be seen to be participating in the same kinds of rhetorical activities
and demonstrates how they might be conceptualized together as devotional works with shared
aims.

The second section considers the temporal nature of Siva’s operations in the world,

specifically his interventions in the life of the speaker. Focus remains on moments of direct
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interaction between Siva and the speaker and the way their relationship unfolds in and over time.
| argue that understanding when Siva’s actions take place with respect to the movements and
actions of the speaker of a given poem (at times representative of a devotee or humanity writ
large), is key to understanding its overall theological message. For example, if meting out grace
is a central feature of Siva’s operations in the world® in the Tamil Saiva bhakti context, when
exactly does it take place? Is it a singular, fleeting, event, suspended in a past gone by, or does it
persist, having initiated a new state of being in the present and into the future? This section thus
explores the qualities of various actions’ temporal moments. While looking at Siva’s actions and
temporal situatedness, | also consider how the speaker is described in terms of time; how they
themselves describe their emotional states and their changes over time. I demonstrate that Siva
primarily acts upon the speaker in the past, and that the speaker’s present persists as an
attestation to prolonged suffering that characterizes embodied human life.

The third section of this chapter builds upon these observations and investigates the way
that patterns of tense usage in conjunction with the flow of narrative temporality contribute to the
overall affect of a given work. Tiruvacakam in particular has for some time been characterized
and defined as an outpouring of spontaneous ecstatic expression; Tirukkovaiyar as a triumphant
love story. Readings of Tiruvacakam and Tirukkovaiyar provided here suggest that this is not the
only way, and perhaps not the most accurate way to characterize either of Manikkavacakar’s
works or their overall emotional valences. While these texts necessarily deal with linear time
differently due to their genre expectations, extended attention on episodes of suffering and the

timing of episodes of exuberance point toward a cumulative focus on the tragic rather than the

80 For more on the semantic range of aru/ in Manikkavacakar, see Anthony Gardner Harris Jr.,

“Obtaining grace: Locating the origins of a Tamil Saiva precept,” (PhD diss., University of
Texas, 2006).
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celebratory. This is, I argue, evidence of an aesthetics of compassion, karuna, a key and

programmatic term for Manikkavacakar, over and against one of exuberance.
A Note on Grammar

It is necessary to briefly consider some limitations and challenges of tense analysis in the
premodern Tamil case. Many Tamil verb forms are not explicitly inflected with tense. Even
when a given form’s tense is determinate, there is significant flexibility and semantic overlap
between recognized tenses and the range of temporality they imply.8! These factors pose a
challenge for the reader or translator because there is often a choice between determining when a
given action should be temporally located and maintaining that it is inherently ambiguous and
should be understood as such. In many cases, both possibilities are technically present. While
there are circumstances in which surrounding grammatical cues or context clues can help to
determine likely tense, they are not always sufficient to determine a specific tense to the
exclusion of other possible interpretations. This fluid tense dynamic is present in much of
Tiruvacakam and Tirukkovaiyar, making the use of temporally definite verb forms conspicuous
and worthy of note. Finite verbs, for example, occur infrequently, but when they do, represent
significant choices on the part of the author to definitively mark a point in the narrative.
Misinterpreting or mistranslating a finite verb in terms of its tense can have significant
ramifications for understanding the overall meaning of a given passage.

By the ninth century, there are three tenses found in Tamil literature: past, present, and
future. Despite this relatively straightforward tripartite categorization, distinction between tenses

is not always clear. Some perceive more pronounced semantic difference between past and non-

81 See Susan Catherine Herring’s summarization of some of the historical conditions which
underlie semantic tense overlap in the development of the Tamil language in “Functions of the
Verb in Tamil Narration” (PhD diss., University of California Berkeley, 1991) 267-274.
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past verbal forms than between present and future verbal forms. Furthermore, the use of the
present tense marker -Kinra is still found infrequently at this time. In the case of the past tense,
there is no separate perfect, imperfect, or aorist available in order to differentiate qualities or
relative periodizations of past action. Rather, past is simply marked off from present, continuous,
or future. Layers of past or nuances of past action can only be intimated by using supporting
grammatical cues or determined based on context. The present tense has two dominant senses:
simple present, “I do,” and gerundive, “I am doing.” The future tense also contains within it two
possibilities: that something will happen at a later time, or that something continuously happens
as a force of habit. Present and future have significant semantic overlap, as both can imply states
of being.8? Auxiliary verbs, or verbal extensions help to establish aspect and qualify the action of
the primary verb to which they are appended. In some cases like vizu/izu or pa, auxiliary verbs
help establish temporality by definitively marking completed actions or indicating that an action
is simultaneously occurring.

Given that finite verbs that carry definitive tense are often few and far between, auxiliary
verbs including adverbial participles and infinitives play key roles in allowing for longer, more
complex sentence or thought formations between their occurrences. Adverbial participles, or
converbials, are formed by suffixation to a bare verb stem or past stem. As such, they signal that

a given action has been completed, though their ultimate tense must be established by reference

82 Herring notes, “Indeed, there is some evidence that Tamil employs the three-way formal
distinctions available in the categories of tense and aspect to express the three situation types:
past tense correlates strongly with events, future tense at least in one of its senses, that of static
description—correlates with states, and present tense, although used with all situation types,
correlates most strongly with activities...”. Though this is a simplification of much more
complex phenomenon which Herring explores throughout the dissertation, these
characterizations ring true for much of the verb use in Tiruvacakam and Tirukkovaiyar.
“Functions of the Verb,” 256.
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to the finite verb with which they correspond. This means that the audience of these texts may be
listening or reading for quite some time before tense can be determined with any surety. In some
cases, songs are dominated by use of adverbial participles whose subject is merely implied but
never explicitly stated, and for which there will never be a tense-determinate finite verb. In Saiva
bhakti literature, the implied subject of these subjectless verbs is often Siva, and the nature of his
actions and their temporal location must be intimated by a well-versed reader familiar with a
text’s underlying theological assumptions. Having a sense of the parameters of Siva’s situation in
time and the temporal nature of his actions in the world is important in a textual setting where it
is not always easily discernible from the available grammar itself.

Verb tense ambiguity is integral to the aesthetic of Tamil bhakti poetry and Tamil
literature more broadly. Though significant room for interpretation is built into the form of these
texts, when it comes to meaning, it is not the case that anything goes; this is not a grammatical
free for all. There are multiple ways which a reader can be attuned to tense and to dimensions of
narrative temporality using grammatical cues and context clues. To begin, though flexibility is
inherent in many grammatical forms, there are also rules that are not often broken. For example,
as mentioned, adverbial participles generally follow in tense the finite verb to which they
correspond. Finite verbs can act as road markers throughout narrative to give the reader referents
with which they can read surrounding materials and organize temporal periods. Outside of verb
markers, one might also glean clues about tense by tracking the use of words like before
(muzpu), now (inpu), today (inru), or then (anru). These cues, though also not used frequently,
can at least help to place events in an order, if not more specifically locate them in a specific time
period. Perhaps requiring a bit more engagement is becoming familiar with cumulative tense use

in a given song or that used in association with a particular character or action. A knowledgeable
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reader would know that Siva exists eternally, for example, and that, in the case of both
Tiruvacakam and Tirukkovaiyar, enslavement is an event which (in many cases) has already
occurred. Given these tools, one also must, as mentioned above, account for possibilities of
ambiguity in a text’s theological whole.
Time

It is with these challenges in mind that | now turn to discuss time itself. No discussion of
temporality can begin without considering explicit references to time as an independent entity.
Time is not given significant attention in either Tiruvacakam or Tirukkovaiyar. The term, kalam,
meaning time or used as an epithet of Yama (alt. kalan) is found sparingly in both, along with
uli, used to indicate either the cosmic eons (yugas) or more specifically the time of universal
destruction (pralaya). Uli is also used to reference karma (vizai). Time’s cyclical movement
along with the repetitive process of universal creation, preservation, and destruction are accepted
throughout both texts though not discussed in any depth. Instead, it is a given that Siva, being the
prime cause and mover, is responsible for all universal unfolding. He is time’s operator, and
ultimately is time itself. Take for example, the following excerpt from Tiruvacakam, Tiruvanta
Pakuti verse 15: “he is the creator, the ancient one who continually creates, he is the protector of
those created things and the lord who always protects, he is the destroyer of those protected
things” (paraippon paraikkum palaiyon pataittavai kappon kakkum katavul kappavai karappon).
In this excerpt, Siva operates the cyclical unfolding of time and thus is the cause of its effects in
the world. Along with his role as creator, preserver, and destroyer of the universe, Siva is also
given the title destroyer of time. This invokes the myth of both Daksa’s sacrifice wherein Yama,

amongst other gods, receives Siva’s wrath, and the narrative in which Siva takes the name
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Kalantaka (the end of time) by protecting Markandeya, his devotee, from Yama’s advances.
Siva, as time’s destroyer, is categorically beyond it but also operates through it.

In Tiruvacakam, Tiruvempavai’s speaker describes Siva as follows: he is the singular one
who stood as the chief at the time of destruction (uli mutalvanay ninra oruvarai).® This passage
could alternatively be translated as the one who is the primary of all ages (yiiga). Tiruvacakam
Porri tiru akaval praises Siva as follows: “victory, victory to the prime lord of the ages/of the
time of destruction” (u/i mutalva caya caya).8 This title is again found in Tiruvacakam, Tiru tol
nokkam: that prime of the ages/the time of destruction (uZi mutal).® Setting Siva up as munnan,
the first one, or mutal, the primary one at the beginning of all worlds and ages, helps to establish
that Siva’s time is cosmic and universal. This is then contrasted with his functions as the operator
of time within human lifespans. Siva is timeless, and eternal, yet performs and acts within the
boundaries of specific human lifetimes and their temporal realities. The speaker of these poems
has a relationship to the ebbs and flows of both Siva’s universal and human time. They are bound
to their present body by through the karmic deeds of past lifetimes, are living in a current state of
suffering bound in a human body, and will potentially experience this same predicament in
future foreseeable lifetimes. Siva stands as the only liberation from the ravages of time, both

cosmic and human, and it is through him alone that one might escape it.

8 Tiruvempavai, verse 8. Manikkavacakar, Manikkavacaka cuvamikal arulicceyta tiruvacakam
ertam tirumurai pofippurai, vilakkak kurippuraika/uzan (Nanacampantam patippakam:
Mayilatuturai, 1997), 268.

84 Porrittiruvakaval, line 8.

8 Tiruttonnokkam, verse 12.

49



There are a few notable mentions of time which help to situate Siva’s relationship to it
and its fundamental nature in these texts. To start, take the following verse eight from

Tiruccatakam of Tiruvacakam:

ulitaru kalum kapalum pupalotu marpum vigpum
ilitaru kalam ek kalam varuvatu vantatan pin
Ulitaru kal atta un atiyén ceyta val vipaiyai
talitaru kalamum ay avai kattu emmai kappavané

Which time will come when the wandering wind, fire, water, earth, and ether are degraded? After that,
father of wandering feet, make that time the one which destroys the past evil deeds of your servant too.
Protect those, o our protector!

In this verse, the speaker invokes the cyclical nature of the universe (though the term yiiga is not
used) by speaking of universal destruction when all elements find their dissolution. They implore
Siva to make the time of universal destruction the end of their past negative deeds too. By
phrasing their question as such, the speaker indicates something of their desperation in that the
end of the yiiga, something not within a human’s conceptual grasp, can’t come soon enough for
their own salvation. Putting the destruction of personal karmic mire alongside universal
destruction also indicates that both actions are core to Siva’s operations in the world. Siva’s
liberating grace is as much of a guarantee as is the destruction of the universe at the end of a
cosmic cycle. This juxtaposition of the speaker’s own freedom and the deluge at the end of an
aeon draws universal time closer to human time, collapsing the macro and the micro in the
heightened and prolonged experience of suffering and in the glimpse of its resolution. In calling
out to Siva, the speaker names him “protector” with a future participial noun with a vocative
affix (kappavané). From this nominal form, the reader infers that Siva is and will always be the
protector of those like the speaker, despite their previous negative deeds.

Through every renewing era, Siva persists in his role as protector and savior of those

trapped in karmic mire. In the same song, in verse 43, the speaker praises Siva as follows:

meélai vapavarum ariyatatu or
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kolamé enai atkonta kiittane
jAalame, vicumpe, ivai vantu pom
kalame! unai enru kol kanpate

O beauty unknown to the devas above!

O dancer who enslaved me!

O Earth, O Sky, O Time [to which] these two having come, will go,
Will there be the sight of you? When will | see you?

In this verse, Siva, the great one who is unknown to even the heavenly ones, enslaves the lowly
speaker. That his identification as the enslaver of the speaker, a line which moors his actions in a
discrete human lifetime, comes before the final lines detailing his cosmic identity as both the
limits of the physical universe and also the unstoppable force which acts upon them (time itself)
is significant. As in the previous example, human time and cosmic time are brought into close
relationship with one another in both the content and structure of this verse.

Tirukkovaiyar verse 75 plays on these ideas in the following verse:

vinpai mazarika virinirparantu verpukkarappa
mannai masanka varum orukalattum manni nirkum
annal mararikal ata/ ampalavap aru/ ilarpaol

pennai matalmicai yapavarai pannirru or pen kotiye®®

Like those who are without the grace of the one of the ampalam who wears a lion’s skin and will endure,
even when the sky diminishes, expansive waters spread, mountains are uprooted, and the land folds in on
itself, a young woman has caused me to come riding the palmyra horse!

The previous verse identifies Siva as the entity to which all things return in the time of universal
dissolution. Here too, Siva is beyond time’s ravages and remains standing at time’s end. In this
example, he is described using a future adjectival participle, nirkum (standing/existing) which
indicates that he will stand/exist in the future when the yiiga comes to an end, is continuously
standing/existing, and will forever do so. The chaos of the hero’s mad lust for the heroine as he

rides the palmyra horse through town is thematically linked to the chaos which rains at the end of

8 Manikkavacakar, Manikkavacaka cuvamikal arulicceyta tirukkovaiyar ena valankum
tiruccirrampalak kovaiyar ewtam tirumurai peraciriyar uraiyum palaiya uraiyum (Mayilatuturai:
Napacampantam patippakam, 1997), 221.
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the world detailed in the first two lines, displaying yet another example of the way in which
tropes from akam literature are refigured in a Saiva discursive context.

Tirukkovaiyar, in invoKing Siva as its patron, favors mentioning his heroic deeds and thus
contains multiple descriptions of Siva as time’s destroyer. In 277, he is designated as the one
who killed death who could destroy and degrade anything (mulutum citaya teruvala kalanai
cerravan). Verse 150 describes him thus: “the dancer of cool Southern Tillai filled with honeyed
branches made Kalan cry out and Killed him” (kalani olam itatartta kol tén Kulir tillai kiittan). In
verse 350, Siva’s role in the cyclical destruction of the universe is drawn into relationship with

the time of the protagonist in a different manner:

yalip mofi masikai parikan cirrampalattan amaitta
alin valiyatu onru ennai olimekalai ukalum

vilum varivalai melliyal avi cellata mupné

culum tokupitiyotu anpar tér vantu tonriyate

Is there anything with the force of the destruction of the eons enacted by Siva, the one of the small
ampalam whose half is a woman with a voice as sweet as the ya/? Bright bangles slip down and her long
girdle falls; just before the tender one’s breath leaves, the chariot of her lover, bedecked with gathered
treasures, appears.

Like the previous example in which the hero was riding the palmyra hose, in this verse the
deleterious force of Siva’s ultimate destruction of the universe at the end of a cycle of yigas
mirrors, both structurally and thematically, the effect of the hero’s absence on the heroine,
thereby amplifying the emotional weight of her sorrow. This elegantly illustrates one of the
poetic mainstays of Tirukkovaiyar, that is, the making parallel of emotional situations of the
protagonists with elements of Siva’s role in the verse.

The few explicit mentions of time in both texts support a vision of Siva who is both
omnipresent/omnitemporal and immanent, who stands eternally outside of the bounds of time but
also acts intentionally within them, specifically in the lives of the speaker and in their

communities. He is both the operator of time and its ultimate dissolution. Time is under Siva’s
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purview and it is subject to his whims. Beyond these fundamental truths, one learns more about
time and temporality from looking at other factors.
Setting a Temporal Scene

If time as a named entity is not given considerable attention in Tiruvacakam or
Tirukkovaiyar, how does each text establish a temporal setting or context in which primary
narrative action takes place? The goal of answering this question is not to exhaustively catalogue
the ways that temporal landscapes are imagined, as vast and varied as they are, but to highlight a
few key elements about how the poet establishes a time frame for the speakers’ narrative actions
in both texts.

To start thinking about this, one must consider the voice in which each text is spoken.
Tiruvacakam and Tirukkovaiyar are both recited in the first-person voice of a speaker who
participates directly in the narrative as it unfolds. Neither text has an omniscient or third-person
narrator, and neither have embedded layers of narrative like those found in Sanskrit puranas.®’
Like much bhakti literature, the speaker’s time is the constant temporal referent for the narrative
as it is told, and the reader encounters the narrative in that context alone. Though the speaker
reflects on their past and conjectures about their future, by virtue of their telling their own tale,
they anchor each poem in the present moment. The reader is then tied to that same present
moment as they read the text through the first-person voice. In his work on the Ganesapurana,
Greg Bailey speaks of a kind of temporality that is established in the reading of a text: “Each

recitation of a purana confirms the view of the narrative as having a timeless value and that is

87 For more on puranic temporality/temporalities see Greg Bailey, Ganesapurana Part I:
Upasanakhanda (Wiesbaden: Harrassowitz Verlag, 1995).
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has a relevance for every generation.”% Both Tiruvacakam and Tirukkovaiyar draw the reader
continuously into the present moment, and thus exhibit a timelessness akin to what Baily
observes in his reading of Ganesapurana. Bailey elaborates on this and identifies elements of
narrative which he deems demonstrate omnitemporality. He writes, “These passages...in their
content and their mode of deliverance invoke a kind of continuous present which seems beyond
temporality because for their audience the relevance they have is valid for all time.”8® This same
type of timelessness has precedent in the Tamil literary tradition; Cankam poetry is often seen to
stand outside of time, to be “ahistorical,” and temporally unplaceable due to its lack of
identifying proper nouns or particulars. Both Tiruvacakam and Tirukkovaiyar follow in the vein
of this type of timelessness, in a way that the Tevaram hymnists do not. The ability for these
texts to reach beyond time is part and parcel of their theological message. Monius discusses the
immediacy that the Periyapuranam’s treatment of temporality lends to its narrative by way of
drawing players into an omnitemporal and enduring Tamil landscape, accessible to any reader in
any period of time.® This is key, she argues, to the text’s core theological vision in which Siva,
the only salvation from time’s destructive reach, is infinitely benevolent and available to his
devotees. Similarly, these texts, in breaking down temporal barriers through their firm footing in

the present moment, allow Siva to be forever accessible to their readers.

8 Ibid, 86.
8 Ibid, 102.
% See Monius, "Purana/Puranam: Modes of Narrative Temporality in Sanskrit and Tamil,"

Proceedings of the Conference on the Interaction of Sanskrit and Tamil (Pondichery: French
Indological Institute, 2009).
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Apart from voice, the contours of temporal settings must be approached slightly
differently in each text given their significant formal differences. In the case of Tiruvacakam,
composed in multiple patikams diverse in form and content, one encounters the temporal
situation anew in each. For Tirukkovaiyar, theoretically one continuous story, the temporal
setting of the entire text can be considered as a whole. In order to expand on the observations
above, I now look to how songs begin in order to demonstrate in further detail how they situate
their narrative action in time.

The following opening verse from Tiruvacakam Kuyil pattu provides a useful entryway

into this discussion:

kitam iniya kuyile! kettiyel enkal peruman
patam irantum Vipavip patalam élinukku appal,
coti mani muti colliz col irantu nipra topmai
ati kupam onrum illan antam ilap vara kiivay

O sweet-voiced cuckoo! If asked where the two feet of our lord are, they are beyond the seven
netherworlds.

If you were to speak of his shining bejeweled crown, its antiquity is such that it existed beyond words.
He is without beginning, quality, or end. Tell him to come!

The first verse establishes the form of all subsequent verses of this decad in which the speaker
repeatedly asks a cuckoo bird to call Siva closer. This song falls into the category of messenger
poem (titu), of which there are many varieties in earlier Cankam poetry. We may think of the
opening verse as an opportunity for the poet to create a temporal mood or establish a temporal
scene. In this case, the use of the conditionals, “if you were to ask™ (kettiyel), “if questioned”
(viravin), and “if you say” (collin), the imperative, “come!” (vara), and the negative, “he is not
(illan), all contribute to a sense of timelessness. None of these verb forms are temporally
determinate. Though the negative is non-future, it could either be past or present—he wasn’t or
he isn’t. Thus, the reader, entering into this song, is not able to determine if this verse is taking

place in the past, present, or future. The one tense-determinate verb here is ninra, a past
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adjectival participle modifying antiquity (torzmai). The inclusion of this verb, however, serves to
place Siva’s antiquity into a deep or primordial past and emphasize his primacy in the universe.
It does not give significant temporal sway to the verse’s main narrative action.

Tiruvacakam Arugpattu verse one, abounding with praise, also resists temporal location:

cotiye! cutaré! cul ofi vilakké!

cari ku/al papai mulai mafantai patiye

parané pal kolvel nirray

pankaiyattu ayanum mal ariya

nitiye celva tirupperunturaiyil

Niraimalar kuruntam méviya cir

atiye! atiyen atarittu alaittal

atentuve enru arulayé

O Light! O Radiance! O Lamp which surrounds [all] with light!
O Half of the woman with large breasts and beautiful locks!
O Lord! You are smeared with milk white ash!

You are the niti unknown to Brahma on the lotus and Visnu!

O Excellent One! In opulent Perunturai, you are the excellent one abiding under the kurunta tree
filled with flowers! O Primal One! If I, the servant, implore you, graciously say, “What is it?”

In this verse the reader can determine temporal location by the first finite verb they encounter,
nirray, which describes Siva being adorned with beautiful white ash. The other verb which
modifies Siva is ariya, a negative participle (behaving like an adjectival participle in this case)
which, as in the previous example, is not temporally determinate. As the verse culminates in the
use of the tenseless conditional, alairtal (if | were to implore), and the imperative, aru/ayé
(graciously do x), its temporal situation remains ambiguous, allowing for the possibility of its
proximity to the reader’s present time.

As a final example, Tiruvacakam Valappattu’s first verse displays similar lack of

definitive tense:

parotu Vipnday paranta em parané
parru nap marru ilen kantay
cirotu polivay civapurattu aracé
tirupperunturai urai civané

arotu noken? arkku etuttu uraikkéen
anta ni arulilaiyanal

var katal ulakil valkilen Kantay
‘varuka’ enru aru/ puriyayé
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Oh my lord who suffuses the earth and sky!
Behold: | have no support other than you!

You blaze with excellence, oh king of Civapuram!
Oh Siva who abides in Perunturai!

Who can | complain to? Who can | appeal to?

If you who ruled me do not grace me, behold,

I won’t live in this vast ocean of a world.

Please graciously tell me to approach you!

The speaker explicitly places themselves in the present by using present finite verbs to complain
(noken) and tell/appeal (uraikken). When they make their requests to Siva, they use the tense-
indeterminate imperatives come (varuka), behold (kantay), and tell/make known (puriyaye).
These three examples demonstrate the endurance of the present moment by both the use of
ambiguous/temporally indeterminate verb tenses and the explicit use of the present tense.

If we turn now to Tirukkovaiyar’s first verse, it locates the narrative action of the subject
squarely in the present but maintains elements of an eternal landscape, echoing the above cited
notions of omnitemporality from Bailey and the Periyapurana’s enduring ethos as observed by
Monius. Verse one begins with a very lush and sensorily evocative verse whose meaning hinges
on a double entendre. Its subject is a valli, translated simultaneously as a creeper and a young
woman. Here, the creeper is observed by the hero (though he goes unmentioned) and thus the
reader, shining brilliantly, studded with various types of flowers, each of which simultaneously

represent one of the five traditional Cankam landscapes and one of the heroine’s facial features:

tiruva/ar tamarai cirvalar kavikal icartillai B

kuruva/ar pankumil korku pairnkantal kontu orkuteyvaiste:

maruva/ar malaiy or valliyin olki ana nafai vayntu

uvalar kamantan venrikkoti pon olirkinraté

A swaying creeper garlanded with beautiful fragrant lotuses, excellent kavi, bright kumiZ which grow in the

gardens of Tillai, and lovely kantal, has a gait like a swan, and is gleaming bright like the white flag of
Kama.

The mention of these five flowers functions dually: it indicates to the reader that this tale will
wind its way through all five traditional landscapes with their corresponding love situations and

places the entire world with all of its narrative possibilities and emotional scenarios within Siva’s
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domain. The finite verb used to describe the action of the creeper/girl is in the present
(olirkinraté) and could be taken as either “she shines” or “is shining.” Thus, we must also take
the two adverbial participles which hinge on this finite verb, olki (hangs) vayntu (excels), to be in
the present. The flowers are each modified with a verbal form as well; most are qualified with
the stem va/ar from the verb va/artal which means to grow or increase. In these cases, the verb
has not been modified or declined but remains in a form which has no specific tense. The reader
may presume that it is a truncated adjectival participle, but with the absence of modification or
declension, it must remain timeless. These flowers were, are, and will forever be growing all the
more brilliant and beautiful as evidence of the fecund perpetuity of the Tamil landscape in which
any number of love scenarios unfold and in which Siva’s play is also continually unfolding.

Its second and third verses continue in this vein:

Ppoto vicumpd punalo panikalatu patiyo
yato arikuvatu étum aritu yaman Vigutta
tiuto anankal tupaiyo inaiyili tollaittillai
mato matamayilo ena Ninravar valpatiyé

“Earth? Sky? Water? Nakaloka?

Which is it? It is difficult to tell. Is she a messenger sent by Yama?
An aid of Kama?

Is she a woman of ancient Tillai without compare? A young woman?
Where does she belong?” says the one standing there.

payum vitai aran tillai annal paraikkan imaikkum

toyum nilattu afi; timalar varum tuyaram eyti

ayum mapné anangu alla/ amma mulaicumantu

teyum marunkul perum panaittol icCirunutalée

She is like the lord of Tillai who rides a bounding bull; her javelin eyes wink,

her feet rest on the earth and her flowers wilt. O my mind which anguishes over these details,

this fine-browed one with bamboo shoulders, tiny waist, and broad chest is not one of extraordinary
power (a goddess).

In continuing the timeless sense of the first verse, verse two contains no finite verbs. The hero
asks, in real time, who the object of his gaze is. The repetitive use of the dubitative suffix -o
reinforces his sense of wonder. Finally, the third verse contains a number of future finite verbs

which echo notions of the enduring landscape mentioned previously. In the first line, Siva’s bull
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is modified by the future adjectival participle payum (bounding), indicating that this bull is
bounding and will forever bound. To say this of Siva makes good sense in that he is eternal and
can forever be identified in that form. The remainder of the verse however shifts to describing
the heroine and uses habitual future forms: blinks (imaikkum), trails (toyum), withers (vadum),
becomes (ayum), and diminishes (teyum). These futures can refer to her state of being at the time
the hero witnesses her. However, their form also indicates future pervasive action. Thus, like the
timelessly blossoming flowers of Tillai that are used to describe the heroine’s face in verse one,
her other magnificent qualities are also timeless, as is their tale.

Thus, in setting a temporal scene, both texts connect to the present moment of the reader.
This is achieved through the use of the first-person voice as well as through temporally
indeterminate and non-past verbal forms.

Layers of the Past

In Tiruvacakam and Tirukkovaiyar speakers oscillate between narration of their personal
lives and praise of Siva’s many forms which range from the burner of the triple cities to the linga
of light. These para-puranic®® or cosmic forms are typically invoked alongside their
corresponding heroic deeds. Given the emphasis on the “pastness” of these deeds in other textual
sources like puranas, whose very name means ancient, one might expect Siva’s cosmic acts to be
situated in a past that is far removed from the speaker’s present. However, neither Tiruvacakam
nor Tirukkovaiyar generate such temporal distance. In both texts, if a less proximate, more
ancient past is invoked, it is done so in order to establish Siva’s role as the beginning of all

beginnings. These more ancient visions of him generally do not coincide with their puranic

91 For the purposes of this section, I refer to these actions as Siva’s puranic deeds, though these
tales likely circulated beyond the puranas where they are compiled.

59



references, but rather, occur in general descriptions of universal primacy—they establish the
reality of a cosmic past to productively contrast a human present. When cosmic deeds are
narrated, they are marked using the same verbal forms used for Siva’s actions in the life of the
speaker. There are rarely additional grammatical cues to qualify their temporal distance.
Descriptions of Siva in his various manifestations are so intermixed with descriptions of him as
an interlocutor in the speaker’s present life that these roles begin to blend. Where his time as the
burner of the triple cities ends and his gracing of the speaker begins is made deliberately unclear.
The presence of these cosmic episodes in the speaker’s own narrative disrupts linear temporality,
transforming the very nature of time itself. This new configuration of time carries significant
theological implications. By collapsing layers of past action, both texts draw Siva’s cosmic
manifestations closer to an immediate present and into intimate relationship with the speaker.
Collapsing of pasts is but one significant way these texts participate in the larger project of
bhakti devotional poetry, namely, drawing nearer of divinity.

This section highlights ways that temporality is played with in service of creating
proximity between the cosmic and the human in Manikkavacakar’s works: one is through verbal
ambiguity, that is, the exploitation of certain verbal forms’ range of temporal meaning and lack
of temporal specificity. The other is through syntactic ambiguity achieved using temporally
indeterminate linking terms like “then,” and the embedding of cosmic episodes in the speaker’s
present time. In these texts, grammar is integral to enabling a different experience of time. It
envisions and creates a different kind of cosmos. Reading with an eye to the minutia of grammar
allows for a clearer picture of the relationship between these two long-estranged texts to emerge,

and similarities that transcend their substantial formal differences to be brought to light.
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Tiruvacakam Nittal Vippappam verse 10 provides a helpful illustration of how Siva’s
puranic past and the past of the song’s speaker brought into relationship to one another and into

proximity in a single verse:

polikinra nin tal pukunta perru akkaiyai pokka perru
melikinra epnai viruti kapzay ali ter vijari

oli ninra piam polil uttarakoca marikaikku arace

vali nipra tin cilaiyal erittay puram marupatte

Allowing entrance to your shining feet and release from the body,
you left me withering. O King of Uttarakdcamankai whose gardens of flowers
resound with the hum of bee’s chariots, you burned the enemy cities with your strong bow.

There are two finite verbs in this verse: one which ends the first clause midway through line two
that details Siva’s actions to the speaker, and the other in the final clause that closes the verse in
line four regarding his destruction of the triple cities of the asuras. Both his leaving of the
speaker (vizuti kantay) and his burning of the triple cities (erittay) are declined in the second-
person singular past tense. Between these clauses is a vocative exclamation that describes Siva in
his form which resides in Uttarakdcamankai. This invocation of a localized form of Siva, placed
as it is in the middle of the verse, links the opening and closing actions together in a proximate
form. In this verse there is no qualification of the time periods in which Siva performs both
actions; there are no grammatical cues or particles that indicate the depth of the past in which
they occur. The intermediary image of him standing in the middle of the verse as the subject of
both finite verbs further draws them closer together in time. In other words, multiple
manifestations are not invoked in order to distinguish which ones achieved particular ends at
particular times. In this way, throughout much of Tiruvacakam and Tirukkovaiyar, layers of the
past and Siva’s actions therein are not substantially differentiated.

Tiruvacakam Puparccippattu, verse 5 neatly illustrates how Siva’s cosmic past and that

of the speaker converge:

tikaZa tika/um agiyum mugiyum
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kanpan kil mel ayanum malum
akala parantum kana matta
amman im ma nilam mulutum
nika/a pani kontu ennai atkontu
a a enra nirmai ellam

pukala peruvatu enru kollo en
polla maniyai punarnté

Even though Brahma and Visnu flew up and down in order to see the brightly shining feet and head, as the
father not seen [by them] though they measured and flew far illuminates this whole wide world, he made a
servant and enslaved me. When will | gain the fame of having declared, “Ah, ah” [an ecstatic utterance]
after joining with my unblemished gem?

This excerpt generates proximity by playing with the inherent temporal ambiguity of verbal
forms like the infinitive. If we proceed through the verse from the beginning, we can map how
its verbal use plays with linear time. The first clause in which Visnu and Brahma are digging and
flying uses a concessive of fact, parantum, which can yield two readings: past—"even though
they flew and dug”, or present—"even though they fly and dig.” There is no way to know which
is indicated and though one might be tempted to place this episode in the past, the verb form
defies definitive determination. When Siva is then qualified as being unseen by Visnu and
Brahma, the form used is a future continuous (kana matta)—Siva is, and will remain unseen by
them, forever. The next verb, the infinitive “to shine” (nika/a) shifts focus back to the speaker.
Infinitives do not carry implicit tense; as such, they can indicate a wide range of temporal
relationships between the clauses they link. Most often, they are used to indicate simultaneity or,
at the least, temporal proximity of action. Because of the infinitive’s temporal ambiguity, one
could conceivably interpret this verse as saying while Brahma and Visnu struggle to see him,
Siva, continuously shining as that form of the liriga of light, enslaved the speaker. In this reading,
the gracing of the speaker is but a punctuation within the larger story of the liziga of light. A
cosmic event overlaps with events in the life of the speaker, and its temporality must be
reimagined in the new conceptual context of the speaker’s present time. In a similar way the

following excerpt from Pugarccippattu verse three uses the infinitive absolute: “he enslaved me
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who was without any desire for that tall flame” (rninta malum ayanum veruva ninta neruppai).
The use of the infinitive veruva, from the verb veruvu, to be frightened, as in the above example,
does not have a definitive tense. The reference to Siva’s manifestation as the linga of light and
Brahma and Visnu’s futile attempts to find its limits is contrasted with the speaker’s own utter
lack of desire for the flame; despite their imperviousness, they, without striving, are graced
nonetheless.

Tiruvacakam, Tirukkotumpi 20 also uses an infinitive absolute in a similar manner to

draw together temporal planes:

pumel ayanOtu malum pukal aritu enru
emari nirka adiyén \rumakka

nay mél tavicu ittu nanra porutpagutta
11 meéniyanukké cenru itay kottumpt

King bee, go and buzz to the one whose body is fire, who, as Brahma on the lotus and

Visnu stood beguiled, in order to make me the slave elated, offered a seat to a dog and

made me well fit.
In this verse, nirka, the infinitive of nil, is used to mark off the clause in which Visnu and
Brahma stand confused and transfixed, from the rest of the verse in which Siva acts on the
speaker. Another infinitive, irumakka, follows nirka, and can be taken in one of two ways: it can
be taken as another indicator of simultaneity—as Visnu and Brahma stood transfixed, and as |
became elated, Siva offered a seat to the dog, etc. As I have noted above, and I argue more likely
the case, it can also be interpreted as an infinitive of purpose; for the sake of the speaker
becoming elated, they were so transformed by Siva. As in the other examples, the use of the
infinitive, though relatively ambiguous temporally, draws two events into a close relationship.
The implication in this particular case is that even the great gods, standing waiting for Siva, are

ignored when Siva pays attention and lavishes his grace on a lowly dog. As a final example of

the use of the past alongside the infinitive, Tirutte//epam 12:
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muttikku ulanru mupivar kulam nani vata
attikku aru/i atiyenai antukonzu

patti kasalu/ patitta parasicoti

tittikkuma pati tellenam kogtamo

Singing sweetly of the holy light which caused me to be immerse in a sea of devotion, [of the one] who
graced the elephant and enslaved me while groups of sages wandered seeking liberation, let us clap and
play te/lenam.

The infinitive, vara, from vazu, is used to separate the clause speaking of the wandering sages
from the rest of the narrative action and to change subject; these sages and their fruitless
wanderings are no doubt invoked, as in the previous example, to contrast the speaker’s fortune of
being enslaved despite minimal to no effort. Against a backdrop of sages searching in vain, Siva
graces an elephant, marked off with the adjectival participle aru/i, then enslaves the speaker,
again with an adjectival participle antukonzu; both indicate completed action. He is finally
qualified with the past adjectival participle, patitta. The gracing of an elephant invokes the myth
in which Indra’s elephant Airavata was cursed by Durvasa for accidentally trampling a lotus he
planned to offer to Siva which we could place in Siva’s puranic past. That this is listed alongside
enslaving and not temporally marked off in any significant manner is significant.

The lines between temporal planes are blurred not only by taking advantage of ambiguity
inherent in verbal forms but also by playing with verses’ syntactic organization. The following

excerpt from Tiruvacakam Tiruvantappakuti, lines 157-161 illustrate this phenomenon:

... avayavam cuvai taru
kol ten kontu ceytanan
errar mitir elil nakai eriyin
vilvittanku apru
aru/ perum titin atiyom ati kutil
oruttarum valamai otukKinan...

He gave to my limbs the taste of sweet honey,

then, there on that day, he caused the opposing cities to fall with the blaze of his beautiful smile, and
without fail he dissolved each and every one of our base huts (bodies) with the great flame of his grace...
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This excerpt comes after a longer passage in which the speaker goes mad during the intense
process of becoming Siva’s servant. In the wake of this transformative experience, Siva suffuses
the speaker’s limbs with honey to soothe them. Immediately after, a clause detailing Siva’s
destruction of the triple cities is interjected, and then followed by the conclusion of the speaker’s
narrative when they are freed from their flawed body. Two key and programmatic terms, ariku
and anru separate these discrete moments of felling the triple cities, and dissolving devotees’
bodies. Ariku is both a spatial referent, “there,” and a temporal one, “then.” Anru is used more
specifically to refer to time and marks off actions from the present. These terms fall directly
between the felling of the cities and the dissolving of bodies, capaciously linking the cosmic to
the human through syntax. Though they mark off the action of burning the triple cities from
Siva’s actions upon the speaker, their temporal distance is still ambiguous. One could feasibly
read “having burned the triple cities, then and there he dissolved the bodies of us devotees.” In
the second interpretation, there is less temporal distance between the burning of the cities and the
destruction of the bodies—in fact, one immediately precedes the other. Looking to the overall
structure of this excerpt, we see that an action of a cosmic past is embedded between two
explicitly past actions in the life of the speaker. This interceding act of burning the triple cities is
described using an adverbial participle which suspends its ultimate temporal location until finally
determined by the finite verb “he dissolved,” which concretizes Siva’s action in the life of the
speaker. In reading this verse, the cosmic action’s resolution hinges on the human’s, implying
that they belong to the same temporal plane.

Tirukkovaiyar verse 112 also plays with the ambiguity of anru:

tava/atta niru aniyum tadantol annal tan orupalaval

attanam makanam tillaiyan anru utittatu anna

kavalatta yanai katintar karatta kan ar talaiyum
tuva/a takuvarnavo curumpu arkulal timoliyé
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He subdued the rutting elephant like the flaying done then by the one of Tillai, both
father and son to the one who is his half, Siva whose broad shoulders are ornamented
with white ash. Is it appropriate that the leaves in his hand are fading, oh woman with
fragrant locks full of bees?

In this case, though anru is used to set apart temporally Siva’s killing of the elephant it does not
necessarily tell us much about the temporal situation of that act. It could have been yesterday, or
one thousand years ago; most simply it just means then, i.e., not in the present moment. This
verse plays on the ambiguity of the term anru and leaves it as indeterminate as possible allowing
for the potentiality that these two actions take place in the same relative temporal universe. The
comparison of the hero’s conquest of his own elephant, described so similarly in his angry rut to
the fearsome Gajasura defeated by Siva, also draws them into closer conceptual relationship.
Apart from embedding, that is the insertion of a single cosmic event between two in the
life of the speaker, another method for collapsing pasts is seen in the oscillation between
temporal planes over the course of a single song. Take for example Tiruvacakam, Tiruppiivalli.

Its 14 verses are topically split as follows:

Speaker is rid of poor qualities
Speaker redeemed, linga of light
Story of Kannappar

Speaker’s heart melts

Describing Siva as vast

Siva pervades speaker’s mind

Story of Cantécurar

Speaker thinks of Siva

9. Fate of three demons and other gods
10. Visnu gouges eye out

11. Daksa’s sacrifice

12. Linga of light

13. Speaker rid of fetters

14. Speaker speaks of Siva entering soul

ONooghrwWNE

In verse one, the focus is solely on the speaker, but by two, half of the verse is dedicated to the
speaker and half to Siva as the linga of light. Stories of Tamil saints Kannappar and Cant&curar

are interspersed with verses about Daksa’s sacrifice and Visnu gouging out his eye. Verses 9-12
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focus on Siva’s cosmic manifestations, but the song starts as it finishes with attention on the
speaker. It is significant that this song goes back and forth between Siva’s actions in the life of
the speaker and those in the broader universe without any indication that different strata of time
are being invoked. No supplementary words like “before” or “after” are used to set apart cosmic
deeds from others. The cumulative effect of this oscillation is a blurring of temporal boundaries
between actions; events from a deep past rise up to the surface of the speaker’s present.

The following verse, Tirupporcunzrzam 18, is my final example of one of the ways in

which time is collapsed by playing with tense in Tiruvacakam:

ayan talai kopsu ceptatal pati
arukkan eyiru parittal pati

kayam tapai konru uri porttal pati
kalanai kalal utaittal pati
iyanptana muppuram eytal pati
elai atiyomai anzu konta

Nayam tanai pati ninru ati ati
natarku cunpam itittum name

Singing of making a ball game of Brahma’s head,

singing of knocking out the teeth of Arukkan (Strya),

singing of killing and wearing the skin of the mean one (rutting elephant),
singing of kicking Time with his foot,

singing of discharging arrows at the three joined cities,

singing of his goodness which enslaved us poor servants,

let us pound the powder for the Lord!

In this verse, each successive subject matter is listed using a verbal noun which, apart from being
non-past, does not carry specific tense. In this list of temporally indeterminate exploits, enslaving
the speaker is nestled comfortably alongside cosmic acts like destroying Kalan. In all of these
examples from Tiruvacakam, Siva’s cosmic past is brought into close proximity with the
speaker’s present through the exploitation of both verbal and syntactic ambiguity.

| now turn to Tirukkovaiyar to explore its treatment of the proximate and distant pasts.
Like Tiruvacakam, Tirukkovaiyar uses similar techniques to collapse layers of past action. To

explore these, | start with verse 286:
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velan pukuntu veri aruka; vepmari arukka

kalan pukuntu aviyak ka/Zal vaittu e/il tillai nipra
meélan pukuntu enkagninran irunta vepkatu anaiya
palan pukuntu ipparicizin nirpitta panpipukkée

Let Vélan enter and dance in frenzy, as the young goat is slaughtered (or let the young goat be slaughtered),
having entered Kalan and extinguished him with his foot, the lofty one who dwells in Tillai entered me.
With respect to this ongoing state (of the hero), it is due to the manner in which the young one (heroine)
who is like his Venkatu entered!

Lines one and four which bookend this verse refer to the present predicament of the hero who is
mad with lust for the heroine. His mother, the speaker, calls for a priest to come to their aid and
curb his erratic behavior through sacrifice. The middle two lines refer to Siva’s past actions on
the speaker and on Kalan, another name for Yama, death, or time itself. The killing of Kalan, that
references the story of Markandeya, is marked by an adverbial participle whose corresponding
finite verb ends the clause in which Siva enters the speaker. Though the syntactic order of these
two past actions helps establish the order in which they may have occurred, little else serves to
distance them in terms of time. Furthermore, because adverbial participles rely on finite verbs to
resolutely determine their tense, the act of slaying Kalan is drawn toward the present by the fact
that its temporal situation hinges on the finite verb for Siva’s act on the speaker, in much the
same way as was seen in my first example from Tiruvacakam. We might also take the structure
of this verse as a version of the syntactic ambiguity via embedding that was seen in the last two
Tiruvacakam examples; past actions in lines 2 and 3 are wedged between invocations of the
present moment in lines 1 and 4. Temporal ambiguity between acts is also achieved through
repetition of the adverbial participle, pukuntu, having entered, in the opening of each line: in one,
the priest enters, in two, Siva enters Kalan, in three, the speaker, and in four, the heroine enters
the heart of the hero; the repetitive rhyming of these participles in a single verse which contains
multiple players makes it difficult for a reader to distinguish who does what, when, further

contributing to the blurring of temporal boundaries.
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There is another strategy by which pasts are drawn closer together in Tirukkovaiyar,
taking place far more often but in a less straightforward manner, and it has to do with how one
understands the project of the k6vai more generally and the relationship between place and time.

Take the following verse 55:

orurku agi mi eyil orrai kapai ko/ cirrampalavan
karun katam minru uku nal vayk kari uritton Kayilai
irun katam marum polil efil kompar apnirkal inne
varurka/ tam ar pakarntal paliyo inku valpavarkké

You are like a beautiful creeper from the garden of Kailasa surrounded by dark forests that belongs to the
one who flayed the elephant with gaping mouth flowing with rut threefold, the one of the ampalam who
destroyed the three fortresses with a single arrow. Come here. If you tell of your town, will there be any
reproach from those who live here?

This verse is split into two “temporal zones,” connected in the center by the physical locus of the
speaker’s narrative action. The first half of this verse is dominated by the use of the past tense,
while the second half tense becomes less clear, and then finally culminates in the future
continuous. Siva’s acts of slaying the rutting elephant, presumably a reference to his slaying of
Gajasura, and conquering of the triple cities, are located firmly in the past by the use of the past
finite verb, uritton (flayed). The locus for the action of the speaker is the garden outside of
Kailasa where the hero asks the heroine to join him. The first half of the verse which details
Siva’s previous exploits is linked to the second half by way of this mention of this locale. By
position, grammatically we understand that Kailasa belongs to Siva. Siva is omnitemporal as he
is the supreme lord, but in this poem, his placement as the patron draws him closer to the present
time as the patrons of kovai are not mythical kings of bygone eras but kings who rule specific
geographical locations in present time. His implied present rulership over Kailasa and Tillai, two
places in which much of the narrative of the speaker takes place, coupled with the fact that past,
puranic actions are no further demarcated as past when compared to other protagonists’ past

actions bridges a gap between space and time in the physical locus of Kailasa.
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The following literal translation of an excerpt from Tirukkovaiyar verse 114 illustrates
another way that the temporal ambiguity inherent in certain verbal forms is used advantageously
to create a possibility for proximity: “having burned the enemy hills with his bow, he whose
body is like a red hill is the one who ruled me” (tevvarai mey eri kay cilai antu ennai antu konta
cevvarai méniyan). Here, the clause referencing Siva’s act of burning the triple cities is marked
complete by an adverbial participle antu, having ruled, which expects a finite verb to help
establish its subject and tense. This verse however contains no finite verb, thus creating a
problem for resolutely determining anfu’s temporal situation. In such instances, the verb “to be”
can be supplied to render the following translation: “Siva exists having burned the triple cities
and he is the one who ruled me.” But in the absence of a supplied “to be,” the only recourse one
has to determine the tense of his ruling the cities is to look to the other verb that modifies Siva,
the past adjectival participle antu konta, “ruled”—a participle that references the action done on
the speaker. Thus, both of these actions can be loosely placed in the past, but we have no
grammatical cues to significantly separate them in terms of time. Based on the syntactic order in
which these actions appear, the burning of the triple cities comes before the speaker’s
enslavement. However, in this verse, the burning of the triple cities is grammatically and thus
temporally left hanging, so to speak, by the use of a finite-verbless adverbial participle. That the
temporal location of Siva’s puranic past remains ambiguous and indeterminate creates space and
possibility for proximity to the speaker’s present time. Whereas the previous verse took
advantage of the presence of a finite verb to draw Siva’s cosmic acts closer to the time of the
speaker, this one plays on the absence of one, but achieves the same effect.

Verse 73 follows this pattern closely:

poru/a enai pukuntu apru purantarag mal ayanpal
irulay irukkum olininra cirrampalan enalam
curu/ ar karum kutal ven nakai cevvay tufi itaiyir

70



arulatu oliyin oriyatu aliyum en ar uyiré

The one who abided in cizrampalam as the light which glitters and remains darkness to Brahma, Visnu, and
Indra entered me, gave me substance, and ruled me.

Oh you who are tusi waisted with a red mouth, white teeth, and black locks, you are like that—

if you don’t grant your grace, surely my very life will waste away and perish.

Like the previous example, this verse creates ambiguity by leaving adverbial participles hanging.
Pukuntu (having entered) and dnzu (having ruled) are adverbial participles that describe Siva’s
actions on the speaker and have no corresponding finite verb. The only other verb linked to Siva,
the subject of these adverbial participles, is a past adjectival participle ninra, “the one who
abided,” which is linked syntactically to Siva’s actions toward Brahma, Visnu, and Indra. In
English translation, the smoothest way to approximate the relationship between these clauses
might be, “the one who did x to them, did y to me.” However, this does not capture the order of
operations in reading the verse. Instead, the reader first encounters the actions of Siva on the
speaker, and only secondly those which are relevant to the other gods. The elision of a finite verb
leaves ample room for temporal flexibility in which the speaker’s own experience can precede
cosmological events. This verbal construal intentionally frustrates the reader’s ability to
resolutely determine the nature of temporal relationships between actions. Further complicating
this scene, Siva, who acts on the gods and the speaker in the past, is also equated with the light,
o/i which is modified by a future continuous adjectival participle, iru/ay irukkum, that indicates
he will both forever shine and forever be dark—thus unavailable—to his fellow gods. This
makes it even more significant that he is so present in the life of the speaker as indicated by his
completed action of entering and ruling them. As in my first example from Tiruvacakam, the
gracing of the speaker is but a punctuation in this larger cosmic tale. These examples from
Tirukkovaiyar perhaps display less formal range than those from Tiruvacakam though they
achieve similar ends. Given the constraints of its genre, Tirukkovaiyar must capitalize on the

ambiguity inherent in Tamil verbal constructions to maintain its economy of words.
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By paying attention to the minutia of grammar, | demonstrate that Tiruvacakam and
Tirukkovaiyar draw Siva’s cosmic past into close temporal relationship with the speaker’s time
by collapsing layers of the past. Both texts rely on the ambiguity of verbal and syntactic
formations to continually create opportunities for the generation of proximity between Siva and
the speaker. In addressing issues of temporality, | offer a reading that allows for us to see that
these formally disparate texts share a mutually constitutive theological vision whose project of
drawing Siva near relies on the use of shared rhetorical strategies. Grammar is a critical tool and
a means by which alternative temporalities are brought into being and by which distant pasts
may be drawn closer to the present.

Patterns of Verb Tense Use

This section considers the theological significance of patterns of verb tense use. | first
look at Siva’s past, completed actions performed on behalf of the speaker. Focus then shifts to
the implications of these completed past actions on the speaker’s present. In doing so, |
investigate the effects Siva’s actions have on the life of the speaker, as well as the degree to
which they are transformative. These observations help us to think about how each text imagines
the contours of human life, the trials and tribulations of being mired in karmic muck, and the
implications of entering into a relationship with Siva. Observing cumulative use of tense also
helps to illuminate the affective dimensions of each text.

Lists of Siva’s primary operations found throughout Saiva literature beginning with the
agamas are generally five in number and include creation, preservation, destruction,
concealment, and revelation. All these functions are found in both Tiruvacakam and
Tirukkovaiyar, though rarely in list form. Sivapurazam groups them as follows: “you create the

whole world, protect it, destroy it, bestow grace, cause [me] to go, and enter into your service”
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(anaittu ulakum akkuvay kappay alippay arul tiruvay pokkuvay ennai pukuvippay nin tolumpil).?
In this excerpt, all verbs are in the future continuous tense, indicating that these actions are
eternal, states of being, or habitual functions. They have been and will always be part of Siva’s
universal role. The list provided here includes not only grand-scale responsibilities for the
cyclical maintenance of the cosmos, but also microcosmic, personal interventions in the life of
the devotee. True to both Tiruvacakam and Tirukkovaiyar, Siva operates on large and small
scales, in infinite and finite time.

In both texts, Siva’s main interventions in the speaker’s life are enslaving (arko/) and
gracing (aru/, aru/ cey, aru/ ta, aru/ vai, etc.). These two operations receive by far the most
attention out of all of Siva’s acts. While his large-scale activities like creating and destroying the
universe are acknowledged, enslaving and gracing are the speakers’ central concern. When
gracing and enslaving are mentioned as functions or eternal operations integral to Siva’s nature
and character, the future/continuous tense is used, either by way of a future finite verb or future
participial noun (in some cases these are identical in form). Take for example the following
excerpt from Tiruvacakam kirtti tiru akaval verse 110: “he is one who enslaves without taking
on defect” (alukku azaiyamal antu kontarulpavan). In this line, enslaving takes the form of a
future participial noun which implies that it is an eternal part of Siva’s role in the universe. The
verse in which it is found contains no specific reference to the speaker of the poem, and thus, the
description of the enslaving function is placed in the future to indicate Siva’s enduring state/role.

Though gracing and enslaving are eternal functions, they are encountered primarily in
the past tense when they take place in the life of the speaker. They are events which have already

transpired, though they may occur repeatedly. One of Tiruvacakam’s speaker’s greatest desires is

92 Sivapuranam, lines 41-43. It’s possible that Sivapuranam is a later addition to Tiruvacakam.
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entrance into the idealized group of Saiva devotees whom he observes to be perfect and closest
to Siva, the afiyar, or mey atiyar (slave, true devotee). This community is one which the speaker
imagines themselves to stand outside of and represents all they strive to attain. One way to gain
access to this community and a signal that one is taken into the Saiva fold is through Siva’s act
of enslaving (arko/). Once enslaved, one becomes an agiyar. This act of enslavement is a
significant marker in the life of a devotee and indicates the initiation of a new kind of
relationship with Siva, his communities, and the world. For the speakers in each text,
enslavement is a singular and discrete temporal moment located firmly in the past. Take the
following examples from Tiruvacakam: “oh lord, my father, having drawn me close, you
enslaved me” (irttu ennai atkonta entai perumané)®® (arkonta= past adjectival participle);
“Behold! Having enslaved me, he graced me/he graciously enslaved me” (avan enai atkontu
arufinan kanka)® (atkonru=adverbial participle, aru/inap=past finite verb); “Siva, my lord,
despite seeing my lowness enslaved me” (civan em piran ennai antukontan en cirumai kanum)%
(antukontan=past finite verb); “the nature of having enslaved me to you” (erai Unakku atkonta
tanmai)® (atkonta=past adjectival participle); “He is the hero who ruled us who are like
dogs...he is the one of Annamalai who ruled me who is like a dog” (nayana nam tammai arkonta

nayakanai...ndayenai arkonta annamalaiyanai)®’ (atkonta=past adjectival participle); “He

93 Sivapurdnam, line 74.

% Tiruvanrappakuti, line 63.
% Tiruccatakam, 13.

% |bid, 14.

9 Tiruvammanai, 7-10.

74



enslaved me so that | not be plunged into birth and death forever” (enrum pirantu irantu alame
antukontan)® (antukontan=past finite verb); “you are the rare gem who enslaved me” (exnai
antukonta en ar amute)® (antukopra=past adjectival participle); “the compassionate one who
enslaved [me]” (anrukonza karupalayanai)'® (antukonra=past adjectival participle); “my father, |
too he enslaved...he ruled us” (er attan ennaiyum antu kontan...nammai antan)*®* (antu kontan
& antapn=past finite verb). The past mood of enslaving is maintained in almost all other
descriptions of this event. For example, take the phrase “below the ankleted feet which enslaved
little me” (Cirivénai atkonta peykalal kil).1%2 This refers to the placement of Siva’s feet on the
devotee’s head which is an initiatory moment synonymous with enslaving. The verb arko/ is
declined as a past adjectival participle and describes a discrete action done to the speaker. In the
same song the speaker notes, “This indeed is the manner in which you enslaved me” (ennai ni
arkonta vannam tané)'® (vappam, manner, takes the past adjectival participle of enslaving).
These are but a few examples taken from a number of different songs in Tiruvacakam, but there
are many more.

While Tirukkovaiyar speaks less frequently about the act of enslaving, given that much of
its narrative hinges on the central love story unfolding between the hero and heroine, the few

instances where it is mentioned also place the event squarely in the past. Take for example this

9% Tiruttonnokkam, 2.

9 Acaippattu, 5 (256).

100 Pyparccippattu, 1, (267).
101 Tirupponmniical, 7-8.

102 Tiruccatakam, 22.

103 |bid, 28.
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excerpt from verse 114: “he whose body is like a red hill is the one who enslaved me, having
ruled with his bow burning his enemies” (tevvarai mey eri kay cilai antu ennai antu konta
cevvarai méniyan).1% Siva is modified by the past adjectival participle for ruled, antu konra.
Here is another example using the past adjectival participle in 166: “in the field of Tillai which is
surrounded by shining gardens and belongs to the one who is rich honey and who came and ruled
me as | lamented that | was weeping in hell” (aluntén nakarattu yan enru iruppa, vantu antu
konra celunten, tikalpolil tillaippuravil). This excerpt sets the scene for the action of the love
story to unfold in Tillai, which is then qualified as belonging to Siva who is qualified by his past
action of enslaving. Both Siva and Tillai act as a bridge between past and the present narrative
action. In each of these selections, the initiatory moment in which the speaker or protagonist is
“brought into the fold” is an event which has already transpired and reported by the speaker as a
past memory. While the speaker of Tiruvacakam may spend a lot of time wringing their hands
about not being worthy of Siva’s attentions, the text’s attestations of enslaving suggest that
indeed, they are. In Tirukkovaiyar, the speakers do not share the same anxieties about
worthiness, but their enslavement too has already transpired.

Beyond the act of enslaving, it is clear throughout much of Tiruvacakam and
Tirukkovaiyar that the speaker recounts Siva’s other interventions in their lives as having already
occurred. Before and after the moment of becoming an atiyar, there are several other ways in
which Siva interacts with or acts upon the devotee, looked back on, and memorialized in these
songs. Take the following examples: “he dispelled the fear of two things, virtue and sin, and

enslaved me” (aram pavam enru irantu accam tavirttu epnai antukontan)®; “he snapped my

105 Tjrutte//énam, 8.
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fetters” (emnuraiya pantam aruttu)i%®; “he was the one who abided in Tillai in order to destroy
my births” (en pirappu kera tillai ninron)'%’; “you made a place of my body” (ni en uzal iram
kontay)1%8; “oh meaning of all who destroyed both this birth and the next, you looked upon me to
destroy the maya of my mind, I who am so confused” (ma/anén manattai mayakku ara nokki
marumaiyotu immaiyum kezutta porulane)'®®; “after my deeds began to thin out, you came and
showed your holy form which is without limit...you revealed yourself to me without fail” (en
Vipai otta pin kanakku ila tirukkolam ni vantu kattinay ... kalakamalé vantu kattinay)*'°. Each of
these cases demonstrate that the nature of Siva’s interventions in the life of the speaker are done
to alleviate suffering in some way. Siva breaks the bonds of karma, reveals his beautiful form,
resolves all confusion, and even enters one’s body taking residence within their hearts and
minds. These acts are often framed as being performed for the sake of the devotee or speaker.
Kanra pattu verse 9 illustrates that there is, if not explicit intentionality, a purposeful force to

these interventions:

pankinogu paricu oprum ariyata nayénai
onki ufattu ofi valara ulappu ila anpu arufi;
vanki vipai malam aru/i van karunai tantanai
nanku marai payil tillai ampalatté kanténé

He lifted me, the dog, who didn’t know anything of the gift of companionship, so that light would
grow in my heart. He graced me with love without limit, took me in, destroyed the impurities of my
past deeds, and gave me great compassion. I indeed saw him in the ampalam of Tillai where the of the
four Vedas are recited.

198 Tiruppiivalli, 2.

07 Tirukkovaiyar, 129.
108 Koyil tiruppatikam, 5.
109 Arugpattu, 9.

10 Tirukkalukunrappatikam, 1.
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Here, almost all verbs are construed in the past: aru/i (graced), and variki (severed), the two
adverbial participles which tell of Siva’s actions are temporally resolved in the past finite verb
tantan (gave/bestowed) at the end of line three. The speaker has witnessed these things, as
evidenced by the use of the past finite verb kanzén (I saw) at the end of line four. In each verse of
this song, the refrain repeats emphatically that the speaker caught a glimpse of Siva at Tillai. The
bodies of the bulk of these verses detail Siva’s qualities and doings, particularly his interventions
made on behalf of speaker. The direct acts of destroying mala and giving compassion are
qualified by the use of the infinitive va/ara, from the root va/ar which means to grow. In order
that there be the growth of light within the speaker Siva took said particular actions in the past.
The cumulative effect of these past refrains is that of looking back. This song reads not as an
ecstatic outpouring of direct experience in the present, but of an almost wistful remembrance of
times gone by. While the majority of verbs in this excerpt are in the past, aside from the use of
the infinitive, there is one other verb which is in the negative and therefore carries no explicit
tense but tells us something important about the speaker’s understanding of themselves. In line
one, the speaker describes themselves as a dog who knows nothing of the joys of companionship
(pankinogu paricu onrum ariyata nayenai). Ariyata is a negative adjectival participle from the
verb root ari, to know. There are two ways to interpret this negative which carries no definitive
tense; one would be to take it in line with the tense context that dominates the rest of the verse
and read it as a past, “I didn’t know.” The implication of that reading would be that the speaker
knew nothing of friendship before being graced by Siva and thus has undergone a change in
status due to Siva’s intervention. If we take that reading, it would have to be by implication only;
the rest of the song gives no indication that the speaker has had a fundamental change of state.

The other way to interpret this negative is in the present/continuous sense: “I don’t know
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anything,” and by extension “I won’t know anything.” This reading is also grammatically
possible and gives a different overall impression of the verse. The implication now is that there
isn’t a radical state change when Siva grants his grace, but rather, Siva grants his grace
continuously regardless of the persistence of the speaker’s poor qualities.

The preceding observation helps to get at a core question regarding the theological
assumptions of these texts that concerns the effect of Siva’s interventions on an individual and
the nature of being a human, embodied in this world, and in a relationship with him. To explore
this further, I will look at excerpts that contain the speakers’ perception themselves in the present

moment. Tiruvacakam Accoppatikam verse one provides a useful starting point:

mutti neri ariyata murkkarotum muyalvenai
patti neri arivittu pala viraika/ parum vappam
citta malam aruvittu, civap akki enai anta
attan epakku aruliya aru ar peruvar accove

To me, who remains with ignorant ones who do not know the way of freedom,

he made known the way of devotion.

He destroyed the filth of my mind in a manner which scattered my old karmas.

He made me auspicious.

Who will gain the gracious nature that was shown to me by the father who ruled me? What a wonder!

Each of the actions done by Siva on the behalf of the speaker are indicated as complete in this
verse. In order, first, he made known the path of devotion (arivittu) then he destroyed the
accumulated filth of the mind from past births (aruvittu), and then made (the speaker) auspicious
or created auspiciousness (akki). Two past adjectival participles qualify both himself, anra (he
who ruled) and the way he did so, aru/iya (graciously) (this modifies aru*, the manner/flood of
his action). The future/continuous tense in this verse and throughout the patikam is reserved for
describing three things: the state of the speaker and his imperfections, the manner in which Siva
acts when it relates to his larger cosmic functions, and the type of recipients who are granted

Siva’s grace. This paradigm is maintained throughout the entire song. In the first one or two lines
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of each verse the speaker uses the future/continuous tense to describe their sorry state, then
attention shifts to Siva’s mediating actions, and the refrain questions who deserves such grace. In
this verse the speaker’s fault, declined using a future/continuous tense, is that he sticks around
with the wrong crowd (mutti neri ariyata mirkkarotum muyalvénai). There are a few ways to
interpret the use of the future/continuous here. One would be to take it in a present sense “I hang
out with the wrong crowd,” which may or may not imply a continuous sense, “I am always
hanging out with the wrong crowd.” It can also be taken as a future, “I will hang out with the
wrong crowd” at some point in the future—it is a surety. Finally, the future/continuous
declension can imply that the speaker will and always do these things as habitual action. As a
more peripheral possibility it can also indicate a past habitual state “I always hung out with the
wrong crowd.” Because the bulk of the surrounding verbs are in the past tense detailing things
that Siva did to the speaker, it could be assumed that the description of the speaker also follows
suit yielding the following possible gloss: I hung out with the wrong crowd but then Siva saved
me. In other words, the speaker says, “I was this type of person but now I am not.” This could
make sense given that the form muyalvén is made into an accusative as the object of Siva’s past
action. | argue that though this reading leads to an interpretation which emphasizes the efficacy
of Siva’s grace (as fundamentally transformative), the choice to use the future/continuous tense
where a past tense would not have any metrical effect must be accounted for. This particular use
of the future/continuous contains within it a range of meaningful possibilities. It must be
maintained that while the speaker is “x” type of person, they may very well stay that type of
person, or revert to being that type of person in the future. A past tense verbal form would have
distinctly indicated that there was definitive change of state, but the past is not used here. The

use of the future/continuous tense to describe the speaker is also part of the poetics of contrast

80



noted previously. In many of these verses, the qualification of Siva’s action takes a future
adjectival participle implying continuity; his acts continue to be of the nature that they dispel
karma, or that they cause the joining of grace (tiru aruje cérum). Even though Siva’s action on
the speaker is in the past, the nature of such action is that it will persist into the future, and it will
persist into the future even for one who is predisposed to future negative action. The speaker’s
unfit state is outlined in the first half of the verse and remedied, at least momentarily, in the
second half. This example introduces us to the perpetually problematic state of the speaker and
raises the question of whether or not they experience forward momentum on their path to
attaining Siva.

Another example that follows this paradigm is Tiruvacakam Arputtappattu, verse 10:

ceriyum ip pirappu irappu ivai nipaiyatu ceri Kulalar ceyyum
Kiriyum kilmaiyum kepnrai am kapka/um unniye kitappénai
iraivan empiran ellai illata tan inai malar kalal katti

arivu tantu enai anrukopru aru/iya arputam ariyené

Not considering these things, life and death, that continuously hinder,

I am in a state of meditation on the beautiful eyes of women and their mischief and lowliness.

| can’t comprehend the gracious wonder that is the lord, my lord, showing me his flowered feet without
limit, giving knowledge, and enslaving me.

In this verse the speaker also uses the future tense to refer to themselves. They do not think
(ninaiyatu)— are not thinking, will not think—about birth and death, despite their dangers, and
instead remain distracted by of women (unniye kitappenai). Birth and death are described with a
future adjectival participle ceriyum. It is clear that birth and death are a certain fixture of the
speaker’s reality—they always will be. Given the use of the future declension in their description
of themselves, it seems that the same could be said for the speaker’s wanton ways. This gives the
end of the verse two possible meanings: it could indicate incredulity—I can’t believe that you
graced (in the past) the sight of your holy feet, etc., to me who is so prone to wantonness. It

could also simply mean: I don’t understand that wonder which was your gracing—I truly can’t
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comprehend it because | am one who is so wanton and do not have the cognitive capacity to
comprehend it. True knowledge of the way (neri) might be out of the speaker’s grasp for all
foreseeable time, but this does not stop Siva from gracing them in the first place, or even
repeatedly. Other verses in this song use the future/continuous to emphasize the persistence of
the speaker’s sorry state: in three he says | roam about afflicted with karma (zirivén), and in five,
states “I am in a state of being afflicted by women” (tuyar kiira nirpén). The following excerpt
from Arputtappattu verse seven further supports these observations, though in this case, by way

of a temporally indeterminate form, the non-future negative:

ip pirappizil inai malar koytu, nan iyalpotu aficu eluttu oti
tappu ilatu pon kalalkajukku itatu nan tata mulaiyar tankal
Maippu ulam kannal, éruntu Kitappénai...

In this birth I did not (/do not) make flower garlands, | did not (/do not) chant the five letters which are
prescribed, I did not (/do not) serve the golden feet without fault. | am waylaid attending to the
blackened eyes of those with expansive breasts. ..

Here, the negatives are non-future and can thus be construed in the past: “I did not do these
things” (and yet you graced me). However, they can also be construed in the present which has
semantic overlap with the future, given that it can indicate a force of habit: “I don’t do these
things” (and yet you graced me). This is further supported by the speaker temporally locating
themselves in this birth; they describe their current state in this lifetime. The habitual reading is
further reinforced by the later use of the future/continuous form (kitappén) at the end of this
excerpt. These examples serve to illustrate how problematic the speaker’s poor qualities are in
their own lifetimes; they, like karmic mire, have a way of sticking. In each case, though Siva is
capable of relieving these faults, Siva doesn’t seem to ever fully remove them, given their

persistence.
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Thus, despite Siva’s interventions, the speakers of these works continue to experience the
highs and lows of human life. They are not suddenly absolved of their faults. Gracing and
enslaving are not an “instant out.”

The above examples look at the nature of past and future or habitual actions. My final
examples in this section consider what the explicit present moment looks like for these speakers.
While future/continuous forms explored above have semantic overlap with the present, the
present tense marker -Kinra is also used Manikkavacakar’s texts and has less semantic flexibility:
it references the present moment. While the present tense Kinra is somewhat of a rarity in earlier
bhakti literature, it gains momentum from the ninth century onwards. Still, in Manikkavacakar’s
works it is not the most popular auxiliary suffix, perhaps given its metrical weight. Thus, we
must observe its occurrence with the knowledge that in these texts it is not yet the standard mode
of referring to the present. However, | contend that the use of -kinra to place an action squarely
and definitively in the present moment must be marked with attention given its rarity. Take for

example verse 10 of Tiruvacakam Kulaittuppattu:

alake purintittu afi nayén ararrukinrén Utaiyané
tikala ninra tirumeni kagti epnai panikontay
pukalé periya patam enakku purana ni tantarulate

O Possessor! Desiring beautiful things, I, your dog servant, am crying sorely.

Having shown me your shining body and taken me as a servant, you, the ancient one, do not give me your
famous feet.

O Beautiful Brahmin, O King, you have troubled me indeed!

The speaker sobs in the present tense, ararrukinren. Their enslavement happened in the past but
their suffering continues regardless. They tell Siva that they are not being given, in the
future/continuous tense (tantaru/are), gracious access to the holy feet and this is the cause of
their suffering. Finally, they call out to Siva in the past tense, “You have truly troubled me by

your acts!” (kulaittayé). The contrast here between the fact that they have already been graced in
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the past and their persistent present moment of suffering is evocative. Though we are told many
times over that during the process of enslavement karmic bonds are broken and shortcomings
erased, this seems to have little bearing on the daily lived reality of the speaker. They continue to
cry and are crying out in utter anguish. In an ironic end to this verse, the speaker says that Siva
didn’t give him access to his feet, though the reader knows that Siva has already shown his holy
form and enslaved him. This damning vocative exclamation is perhaps meant to emphasize the
direness of the speaker’s emotional situation as experienced by them. In other words, they can’t
possibly imagine having already been graced, given that they suffer so profusely in the present
moment.

Take as another example verse 10 from Tiruvacakam Araikkalappattu:

valarikukinraykku up aru/ ar amutattai varikkongu
vilurikukinzén vikkinen vinaiyen en Vviti inmaiyal

talasnku arum tén apna tannir parukat tantu uyyak kollay
alurikukinren Utaiyay atiyen un ataikkalame

With regard to you giving your grace, rare nectar, | snatch it with both hands and devour it (fam devouring
it); 1, the karmic-ridden one hiccupped, without fortune.

Give water like rare honey that | may imbibe, do so that | may be saved.

I am crying out. O Possessor, you are my refuge!

In this verse, the speaker is guzzling the grace that Siva metes out but has the misfortune due to
the burden of his karmic past to choke on it as he greedily imbibes. The giving of grace is in the
present tense declined in the second person (valasikukinraykku), referring to Siva, and suffixed
with the dative case— “with regard to your state of giving,” i.e., with regard to you giving. This
indicates that Siva is meting grace in the present moment and or continuously doing so; valasku
means to give but it also has the sense of habitual practice. The speaker then says, again in the
present tense, | devour it/am devouring it (vilurkukinrén), then switches to past, |
choked/hiccupped (vikkinén), and finally back to the present saying I suffer/am suffering

(alurikukinrén). This verse ends the decad with an image of the speaker continuing to implore
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Siva for help even as Siva pours forth floods of his rare honey-like grace. The speaker guzzles it
yet still suffers and the repetition of the present tense marker has significant euphonic resonance.
While this might seem like a tragic take on reality, | argue that this sad view of the present is in
fact evocative of pathos in the reader who can experience empathy for the speaker in their
moments of hardship. This tragedy is also lined with the assurance of Siva’s enduring generosity.
A present moment filled with suffering is also found in Tirukkovaiyar, but manifests in
the telling of the hero and heroine’s separation. The speakers do not elaborate on their own
personal relationships with the lord, but rather focus on the emotional vicissitudes of human
relationships, the majority of which are predominated by suffering and hardship. While some
read the trials and tribulations of the lovers as an analogue for the relationship between Siva and
the soul, there are alternatives. We can see that both texts focus on difficulties of human life and
that candid expressions of hardship are emotionally resonant and contribute to the affective
power of a text. The focus on suffering need not always be read as allegorical; rather we can take
it as contributive to an overall affective ethos of a text. While in Tiruvacakam the speaker is in
anguish over their lack of fitness as a devotee, in Tirukkovaiyar, hardships of an interpersonal
nature play out in real time. For example, in verse 13, the hero observes the heroine upset over

his absence:

koriKin poli arumey korkai pankan kKurukalar ar
tivkil pukac cerra korravap cirrampalam anaiyal
ninkil puparvu aritu enro netitu innané iruntal
anku il paliyam enavo ariyén ayarkinrate

She is like the small ampalam of the one who inflicted injury, destroying the cities of the enemies, whose
half is a woman whose beautiful breasts are like buds of the koriku. Does she think that if departed, reunion
is difficult? Or if delayed here, there will be slander there? I don’t know. She is wearied indeed.

Seeing the grieving heroine, the hero wonders about the cause of her suffering (though it is

clearly him). The dubitative -o affix in lines three and four is somewhat ironic. When he asks
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whether she thinks that separated lovers don’t reunite (nizkil puparvu aritu enro) the reader
knows full well that in the akam context, there are many times that the heroine is left with no
intimation of the hero’s return. In many ways, the kovai introduces an expectation of reunion that
didn’t exist before, but as will be discussed elsewhere, it isn’t a joyous or uncomplicated one.
Further, when he asks whether she thinks there will be gossip if she sticks around waiting for
him (neritu innané iruntal anku il paliyam enavo), again, a reader well-versed in akam poetry
knows for certain what rumors await a heroine whose behavior does not follow strict protocols
when it comes to courtship and marriage. The final word of this verse leaves us with an image of
a wilting, wearied heroine who is suffering in this very moment (ayarkinrate). The emphatic
affix -e drives home both the degree of her suffering and the hero’s astonishment at seeing her in
such a state.

In verse 24 the tables have turned, and the confidante observes the usually steadfast hero:

vilankalaik kal viptu melmel ita vinpum manpum munnirk
kalarikalaic cenra aprum kalankay kamal koprai tuprum
alarnkalaic calntu cirramapalattan arul illavar pol
tulasikalaic cenru itu enno vailal ullam tuyarkinraté

Even when the winds were increasingly cast about the mountains from their roots, and the earth and sky
were muddled by the three waters, you would not be confused. Like those without the grace of the one of
the small ampalam surrounded with garlands of tightly tied fragrant konrai, you have become scared; what
is this?! The fortitude of your heart languishes indeed!

This example follows verse 13 with the final word being a present tense finite verb (or verbal
noun) with the emphatic affix -é. Here the confidante contrasts the hero’s usual state of
steadfastness in the face of adversity mentioned in the first half of the verse (vilarkalaik kal vintu
meélmél ita Vippum manpum mupnirk kalankalaic cenra anrum kalarnikay) with his
discombobulation detailed in the final line (culasikalaic cenru itu enno vallal u/lam

tuyarkinrate). They incredulously refer to his agitation asking, “what is this?!” (tulazikalaic
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cenru itu enno). Finally, the verse concludes with the emphatic comment that the one who is
usually stable of heart/mind (va//al u//am), is now grieving sore (tuyarkinrate).

In 41, the hero continues to pine for the heroine:

kavi ninru értaru kantar vantillaik kanarkamalat
tevi enré aiyam cenratu anrée ariyac ciritu

ma iyanratu anna menp nokki nip vay tiravavitin
en avi anré amilté inru alikinraté

There is a doubt! [You look like] the goddess of the lotus full of beauty that belongs to cool Tillai of the
one whose throat is given beauty by the blue lotus. One of soft eyes like those of a small antelope, if you do
not open your mouth my life, oh nectar, will surely perish!

As in the previous two examples, the emphatic affix is added to the final finite present tense verb
that concludes the verse (alikinrate). The opening two lines of the verse refer to a past event: the
hero was confused whether or not the heroine was the goddess Laksmi (given her exquisite
beauty). This is marked with a past tense verbal noun phrase (aiyam cenratu) and the noun anre
(anru + &), “then.” In the final line, tense shifts to the present to detail his current state of
exhaustion/wilting. The use of inru (today/now) further emphasizes this shift to the present
moment.

In my final example, verse 146, the hero observes the landscape shifting before his eyes:
potuvipil tirttu ennai anton puliyir aran poruppé

itu epil en inru irukkinravaru em irumpolile

etu namakku eytiyatu er urrapir arai intu aruvi

matuvinil kaippu vaittal ottava marru ivvan pupamé

If this is the mountain of the Lord of Puliyiir, the one who enslaved me as | was at the crossroads, why is it
like this now?

O my beautiful garden, what have we become? What has happened?

The plot which was flooded with honey appears bitter now. This dry land is other now.

“Now/today” (inru) is used again in this verse in line 2 as the hero questions why Siva’s
mountain is suddenly looking less than stunning (aran poruppé itu enil en inru irukkinravaru).
Similarly, both the hero and heroine have lost their luster. In the final two lines, the hero
observes their immediate surroundings, once lush and fertile, now a barren wasteland. Each

element of this verse reflects the others; Siva’s mountain, the hero, heroine, and the field he
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looks over are each languishing in their own ways. These are all observable in the present
moment as emphasized by the use of inru and present-tense verb constructions.

Thus, although Tirukkovaiyar’s present moment doesn’t dwell on the contours of the
speakers’ relationships with Siva like that of Tiruvdacakam, it does share a focus on the hardships
of human life. Exploration of the various phases of lovesickness and separation mirrors the
emphasis on the unstable nature of the speakers’ present predicament in Tiruvacakam. This
meditation on the present state of suffering as it manifests across vast swathes of both texts
provides ample material to further consider the affect generated from such cumulative emphasis
on suffering.

One of the assumptions that is often made in reading Manikkavacakar’s works is that
after the speaker is graced by Siva, he is saved. This causes modern translators and
commentators to gloss over or change tenses in order to reinforce this interpretation. When either
text is read teleologically, the assumption is that there is eventual betterment on the part of the
speaker: Siva’s gracing is seen to be fundamentally salvific in nature and the songs of
Tiruvacakam and Tirukkovaiyar are then read as a mystical ascent of the speaker’s soul toward
the lord, and toward perfection. In this section, | demonstrate that paying close attention to
patterns of tense use problematizes this reading. The example from Accoppatikam, a song often
read as the speaker’s moment of union or enlightenment, is not a testament to the absolution of
all hardship but to both its and Siva’s persistence in the speaker’s life. Siva and the speaker seem
locked in an endless cycle of falling and gracing. Harris suggests that receiving Siva’s grace

represents an initiatory moment after which there is much work to be done for continued
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improvement over time.!!! Given that the speaker’s personal defilements and flaws naggingly
persist despite the veritable flood of grace shown to them by Siva, what is the reader to make of
the role of Siva’s interventions in the life of the speaker? How might we understand the
implications of being graced, or being one of Siva’s servants in this context?

One comforting takeaway from these texts is the absolute surety that once Siva has
entered the life of the speaker, he will remain there forever. Take for example the following
excerpt from Tirupponniical, verse 6: “having enslaved me, the dog, he is the one that
continually severs my births, shining in a manner that destroys the evil of my ancient births”
(nayenai atkontu en tol piravi titu 6ta vannam tikala pirappu aruppan). In this excerpt, the action
of destroying births is in the future/continuous tense (aruppan). Thus, once enslaved, the speaker
gives the assurance that Siva will destroy the ties of all past births, this birth, and any subsequent
births to come. Koyil muttattiruppatikam verse 8 reveals the danger of not having such surety in

one’s life:

aru/atu olintal atiyénai

anicél enpar ar inku

poru/a ennai pukuntanra

ponné ponnampala kiitta

maru/ ar mapattotu Upai pirintu
varuntu epai va enru Un

teru/ ar kittam kattayel

cetté ponal ciriyaro

If I, the slave, remain graceless

who will say “Fear not!” here?

O golden one who entered me as substance and enslaved me!
O dancer of the golden ampalam!

With a mind full of bewilderment, separated from you,

I suffer. If you don’t call me to come

and reveal your group of those who know,

and if I die, won’t they laugh at you?

11 A. Gardner Harris Jr., “Gracious Possession, Gracious Bondage in Manikkavacakar’s
Tiruvacakam,” Journal of Indian Philosophy 44 (2014): 433.
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In this verse, the implications of Siva’s interventions in the speaker’s life are made clear. The
speaker, without Siva, is lost in utter confusion, suffering, and their very survival is at stake in

his absence. Accappattu verse three echoes this sentiment:
van pulal vélum aiicén valai kaiyar katai kKan aficén
enpu elam uruka nokki ampalattu adukinra

en pola maniyai etti initu aru/ paruka matta
anpu ilatavarai kantal amma nam avicum are!

I do not fear all of the spears whose tips reek of flesh,

or the welcoming eyes of women wearing bangles.

If | see those who are without love, not drinking the sweet grace or hailing the unblemished gem of
mine, the one who dances in the ampalam and melts bones my bones with one look,

then we are afraid!

Here, neither fierce weapons covered with blood nor the entrancing eyes of sirens (both stock
images from akam and puram poetry) are legitimate causes for fear in this life. Rather, the
thought of being without love for Siva or his grace is that which is truly terrifying. Every verse in
this song follows the same pattern: all maladies (pini elam), the shining snakes of anthills, (purril
val aravum), blazing fires (val ulam eriyum), the enraged rutting elephant (tari ceru ka/irum)—
none of these frightening things are cause for concern compared to the thought of having no care
for Siva.

Tirukkovaiyar spends considerable time speaking of the implications of being outside of
Siva’s fold. Take for example the following excerpts:

Speaking of the hero’s affliction of born of infatuation:
pal ilan aka pakalai venron tillai patalar pol elilan (Verse 60)

“he lacks brightness like those who do not worship the lord of Tillai who beat Strya and knocked out his
teeth”

ampalavar aru/ ilarpol pennai matal micai yan vara pannirru or pen Kotiyé (Verse 75)

“l am like them who are without the grace of the one of the ampalam; the slender creeper has caused me to
come riding atop this palmyra horse”

Speaking of the heroine’s affliction/pain in separation from her beloved:

pon ar cataiyon puliyiir pukalar ena purindy ennal arivillai (Verse 89)
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“l do not know the twisting disease that affects me like those who do not worship the one of Puliytr with
the beautiful golden locks”

puliyir varivatavarin uinoy (Verse 189)

“this disease that afflicts me is like that internal disease of those who do not praise the one of Puliyar”

In each of these, the pain of being like those who are without Siva is put in its closest
approximation in the Cankam context, that is, the pain of being without one’s lover, or the trials
and tribulations of courtship. Being a devotee of Siva is translated into the idiomatic love
language of the akam hero and heroine. This pattern of comparison often achieved through the
use of comparative particles like in, pol, or ponra is found throughout the text. While there are
instances in which the perks of being in Siva’s good graces are expressed in the positive, these
negative examples are more frequent and coincide with the text’s overall narrative preoccupation
with periods of separation and hardship.

The discussions in this section have thus far made it clear that the speaker has persistent
character flaws and that Siva graces them regardless. Siva’s grace is the only comfort in an
otherwise difficult world in which progress seems unattainable for the ordinary, imperfect human
being. It is the only surety of something better. We can see that being within Siva’s fold,
regardless of whether one is able to overcome their negative attributes substantially over the
course of their lifetime, is far better than being outside of it. However, the present moment
persists as one of extreme suffering, and the prolonged attention to that suffering in both
Tiruvacakam and Tirukkovaiyar, though expressed differently, leads to a cumulative emphasis
on said suffering and contributes to the cultivation of affect in these texts. Tense use helps to

sustain an ethos of suffering and ultimately generate compassion.

Narrative Temporality and Affect
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Another way to think about how time functions in these texts is to consider narrative
temporality or the cadence and pacing of narrative events in order. This concerns the placement
of plot points within a given sequence, their frequency, and the way that they are described as
unfolding in time. Tiruvacakam has tremendous internal diversity when it comes to narrative
temporality considering that it is composed of multiple types of songs. Some of its songs are ten
verses each, while its longest is one hundred. Thus, each must be taken as a distinct narrative unit
unto itself. Formally, these patikams are not narrative, but they do have narrative qualities and
play with time in sequence. Tirukkovaiyar, on the other hand, has long been understood as one
continuous, self-contained narrative unit and is read as such. This section addresses select songs
from Tiruvacakam and Tirukkovaiyar in its entirety in order to think about the theological
implications of the flow of narrative time. I ultimately argue that the narrative pacing of these
songs emphasizes separation and suffering. Moments of joy or elation are only highlights or
punctuations on a broader backdrop of hardship. This refigures extant understandings of the
emotional import of bhakti poetry and turns attention toward a new aesthetic of compassion and
affective reality for the reader.

In its historical reception, Tirukkovaiyar has long been understood to be a unitary whole
and is read as a complete narrative unit. From its earliest theorization, the k6vai is said to take
individual episodes of akam poetry and string them together into a complete story which covers
all facets of human love. Tirukkovaiyar creates a loosely linear narrative flow by elaborating
upon and placing in tandem particular love themes from familiar akam scenarios. For example,

take the following cluster of verses from 110-115 whose content is split topically as follows:
110: commenting on which leaves are an acceptable gift for the hero to present the
heroine as a sign of his intentions

111: the heroine’s friend, seeing the leaves he presents, decides she can’t put him off any longer given his
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earnestness and suffering

112: the heroine’s friend asks her, given the hero’s great deeds including taming the rutting elephant, if she
should allow the leaves he brings to present her to wilt by putting off his query any longer

113: heroine speaks to her friend asking what the stakes are for accepting or rejecting the leaves

114: the heroine’s friend again asserts the hero’s excellence and urges the heroine to accept the gift in good
faith

115 (concludes this section): intimation that the heroine’s friend has given the leaves to the heroine on his
behalf

As can be seen from this selection of verses, what might have been a singular moment in an
akam poetic context, perhaps only indicated by the mention of a particular plant, has been
significantly expanded in Tirukkovaiyar.**? Aspects of plot and narrative that in Cankam
literature remain in the realm of suggestion, achieved by the deft use of tinai, are here spelled out
more clearly and in further detail. Because each verse is spoken in the voice of either the
heroine’s confident or the heroine herself, the reader is not privy to the moment in which the

leaves which stand at the center of this transaction are finally given over. The friend’s reportative

112 For more on the theme of cérparai, the heroine drawing out the hero’s advance to shed good
light on the heroine, see Indra Manuel, “Literary Theories in Tamil: With special reference to
Tolkappiyam” (PhD diss., University of Kerala, 1984) pgs. 321-333. This particular element is
called talai kozutal—giving a love token. The bringing of gifts from the hero to the heroine is a
standard trope in akam poetry. Take for example, the following verse 80 from Narrinai attributed
to Putantévanar: manra erumai malartalaik karan/ intim palpayn konmar kanruvigul iirkkuru
makkal merkontu kaliyum/ perumpular vigiyalin virumpp pottantu/ talaiyun tarun tantanan ivan
enal ilaiyani ayamotu takunan tatai v/ tai 1 tinkal tan kayam patiyum/ peruntol kurumaka/ allatu/
maruntupiri tillaiyan Urra noykké//. “The little boys of the village drive the female buffalo,
dusky, with expansive heads/ seated on their capacious backs from the stalls to the grasslands
leaving their calves behind/ that the village may enjoy the benefit of their sweet milk, early/ at
the rise of the sun with the darkness slinking away/ that is the time when she, in the company of
her mother and all her fond playmates/ repairs to the bathing ghat, a happy, eager bevy with her,
to herself saying, ‘this is the place where he gave me leaves and a garland!” But placing a
restraint on herself with the aid of her bashfulness she undertook the austerity of bathing in the
ice-cold water in the month of thai, with the others/ | am ill, o heart of mine, and she is the only
cure for the malady that afflicts me. | know it for certain o heart, she is the remedy no other.” A.
Ve Cuppiramaniyan, Narrinai: An Anthology of Amour (Department of Tamil Development-
Culture, 1989), 89.
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speech wherein she attests to their final transferal is all the evidence we have of that significant
moment, and this perhaps preserves some of akam poetry’s hallmark poetic ambiguity.

Due to the fact that Tirukkovaiyar is thought of as a unitary whole, its narrative
temporality must be considered as such. The story arc is loosely organized as follows: hero and
heroine spy each other from afar, they meet through a friend, take part in various dalliances, are
separated and suffer ongoing hardships, the hero then rides the palmyra horse, the two remain at
a distance from one another, they reunite to tryst in various places and times, then depart together
from the heroine’s hometown to traverse the desert; surrounding players urge them to marry and
forgo the hardship that is elopement, the hero suddenly leaves on his own to quest after wealth,
study, and fulfill his duties to king; finally, the heroine reflects on the hardship of the hero being
with public women. Over time, the sections of this text have been given titles and technical
designations based on later theorizations of akam poetry found in works like Tolkappiyam,
lraiyanar akkaporul, and Akkapporu/ vi/akkam. For example, the first section which deals with
the initial meeting and union of the hero and heroine is now called iyarkai purarcci (natural
union), the second wherein the hero and heroine are set up by a friend, pankar kitram, and so on.
The application of these section titles can be helpful in figuring out where in the narrative one is
as the text’s terse language often makes it unclear. However, it has also generated assumptions
about how the narrative functions and what is happening in certain verses, a point which will be
dealt with later. Returning to the major plot points, what is most significant for my discussion in
this section is the cadence in which certain groups of events transpire, and the length of time that
certain themes are explored within the context of the entire narrative unit. As Comeau notes,
there are several places in the text when particular themes are repeated over and over; these

places, she conjectures, provide an opportunity for the speaker to riff on a given theme, perhaps a
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popular one for which there are many familiar options.'*3 I suggest that if we consider the
content of these elongated sections and repetitive themes we might glean something of the larger
theological implications of the work as a whole.

The opening of this text focuses on the lovers’ first meeting and their union covers
eighteen verses, though they are not explicitly together in each one. This section includes, for
example, the initial sight of the heroine by the hero and his ruminations about who she is. Their
union itself is only evident in five verses. These 18 opening verses are followed by 30 which
detail the meeting of the hero and heroine through a friend, though, as in the previous thematic
grouping, the majority of these verses focus not on the meetings themselves, but on the
confidant’s discussions with the hero or heroine about their meetings. Over these 30 verses, there
is not much narrative action taking place; the “meeting through a friend” section is less about
meeting and more about establishing the conditions and parameters in which they might
understand each other better and potentially meet. There are several interceding themes but the
next prolonged thematic series on a single love phase starts at section twelve, called, “being at a
distance” (cétparai) in which the hero and heroine are separated. This section consists of 26
verses. This is followed by two sections on trysting, one during the day (pakarkuri), of 32 verses
and “trysting at night” (iravukkuri) of 33 verses. The longest single stretch of continuous
thematic verses comes in section 16, “departing together” (ufanpokku) wherein the heroine and
heroine set off to make a life together—this consists of 56 verses. This section begins at roughly
the halfway point of the entire text, at verse 194, marking a significant shift in the narrative. For
the remainder of the text, altogether 151 verses, the hero and heroine remain in separation. What

is perhaps most perplexing is that the final 49 verses are dedicated to the heroine’s lament over

113 Comeau, “Making Devotion Beautiful,” 64-65.
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the heroine spending his time with other women, particularly courtesans. In the text’s final verse,
the heroine is spurred by her friend to recall the hero’s good qualities instead of focusing on his
dalliances with other women. Though her descriptions of his virtue are beautiful, they do little to
erase the cumulative force of the preceding 48 verses that detail the heroine’s distress at
watching his infidelity unfold while she suffers alone at home. This text ends far from happily
ever after. How might we understand the implications of the cumulative focus on separation and
in its conclusion, infidelity? Some have suggested, by way of allegorical reading, that this
represents the temporary separation of the devotee from their lord. That is one possible
interpretation. Bracketing the allegorical reading that sees the hero and heroine as analogues for
the soul and for Siva, we can further explore the affective dimensions of this focus on tenuous
separation. Coupled with Siva’s structural remove from the narrative, this culminating moment
of separation has the potential to generate emotion for the reader and this affect must be
considered if we think about the project of the text as a whole.

I now consider how the cadence of events and the length of time that particular themes
are explored within the context of the entire narrative unit play with time in ways that are
productive affectively. Using the theory of “slowed scene” borrowed from Bal, Chatman, and
Fludernik, I analyze the ways that Tirukkovaiyar elongates, stretches, and suspends narrative
time. For these theorists, Hannah Courtney aptly summarizes, a slowed scene is a “combination
of character consciousness and scene action” in which action continues but is stretched or slowed

to account for the characters’ experiences of time. Courtney notes,

“Slowed scene is one way in which this different form of time—the mental experience of time—can be
explored within the moving moment...allows the author the ‘abnormal’ narrative means through which to
reveal and emulate the extraordinary slow-motion feeling of time as experienced by a character under
pressure in his or her moment of crisis.”*!4

114 Hannah Courtney, “Narrative Temporality and Slowed Scene: The Interaction of Event and
Thought Representation in lan McEwan's Fiction,” Narrative 21, 2 (2013): 195.
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Narrative slowing in Tirukkovaiyar contributes to the text’s overwhelming emphasis on
separation and is productive of theologically significant emotion. To demonstrate this, | first
establish the disproportionate distribution of scenes of separation in the entire narrative unit, then
investigate the pacing of repeated narrative elements. In Tirukkovaiyar, | argue, narrative
slowing produces a pathos, or karuzai, which has specific meaning in Manikkavacakar’s context.
By considering narrative temporality in this text, we glean something of the affective dimensions
of its temporal realities and the larger theological implications of the work as a whole.

Here | turn to look more closely at the narrative arc of the text and the thematic
distribution of events therein. | previously deemed the narrative arc “loosely” linear. It is not
clear whether or not the anonymous talaivaz and talaivi are indeed the same throughout the
work. Additionally, while the progression of their relationship follows convention (trysting
before marriage—>elopement->separation), the distribution of verses dedicated to each love

situation is far from equal, as noted above. Shulman comments:
“The linear sequencing of these themes should not mislead us; it is highly unlikely that we are seeing a
singular evolving process with a distinct goal, even if the hagiography we have cited moves toward such a
conclusion, "%

Comeau adds,
“...the repetition of themes suggests that they are variants of a popular theme, rather than sequential
scenarios. ...in the case of the six separations, taken literally and individually, the hero would have to leave

the heroine ninety-three times to fulfill every verse!”®

Thus, while the love themes follow a prescribed order, some repeat internally over and over;

others stretch for long verse runs and some seem to flit by. Tirukkovaiyar follows in the footsteps

115 Shulman, “Tirukkovaiyar: Downstream,” 144. Rather, the enormous diversity of well-defined
love-situations (turai, ko/u) suggests a series of variations on the manifold textures of "presence.

116 Comeau, “Making Devotion Beautiful,” 38, 98.
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of the majority of akam poetry in so far as the love themes which receive the most attention are
those of trysting and the various phases of separation. While formal marriage occurs relatively
early in the text, it is quickly followed by separation of the hero and heroine. In true talaivan
fashion, the hero of the poem is off on various conquests soon after their union.

Tirukkovaiyar’s story arc can be distilled as follows: the hero and heroine spy each other
from afar, meet through a friend, take part in various dalliances, are separated and suffer ongoing
hardships, the two remain at a distance, reunite in tryst, then depart together from the heroine’s
hometown to elope; surrounding players urge them to marry and forgo the hardship of
elopement, then the hero suddenly leaves on his own to quest after wealth, study, and to fulfill
his duties to king. Finally, the heroine reflects on the hardship of watching the hero dally with
public women. While this configuration creates a somewhat cohesive plotline, the periodization
of each love theme deserves closer attention.

The longest single stretch of continuous thematic content comes in the section, “departing
together,” wherein the hero and heroine elope—this consists of 56 verses. This section begins at
roughly the halfway point of the entire text and marks a significant shift in the narrative. Verse

200, the true halfway point of the text, reads as follows:
mavai vantu anta melnokki tap parnkar nan tillai mallal
kovai vantu anta cevvayk karunkanni Kurippu ariyéen
puvai tantal pon am pantu tantal ennaip pullikkopzu
pavai tantal painkifi alittal inru en paintogiye

I do not know the intention of the maiden with dark eyes and red lips that rival the elegant kovai of fertile
Tillai whose lord has a partner of soft looks that rival deer.

Today my girl with the golden bracelets

gave me her myna bird, her gold ball, embraced me, gave me her doll, and her green parrot.

This verse is spoken by the heroine’s nursemaid. It is foreboding. In it, the heroine gives the
nursemaid her toys. This both represents her departure from childhood and a formal goodbye to

her closest companion, though it dare not be spoken aloud. The nurse reports not knowing the
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intention behind this act of gifting, but the reader certainly does. One well-versed in Cankam
poetry would be painfully aware of the hardships that await the heroine as a result of her choice
to elope.

Hardship is immediately confirmed in the following verse, 201, which is spoken in the

voice of the hero:

melliyal kosikai periya min néritai mellagi piik
kaliyal vemmaikkaram kafuntik karruvanam ellam
colliya cir cugart tinka/ amkannit tollon puliyar
alli am kotai nallay ellai céyttu em akal nakaré

Her breasts are large, waist lightning small, feet

as soft as flowers.

The harsh forest made of stones is aflame.

Friend of the beautiful woman who is like a lotus

shoot of Puliyiir whose lord wears a spectacularly shining crescent
moon as a garland and is praised by all of the

celestial ones, my town is far away indeed...

Here, the hero is made aware of the heroine’s desire to elope. His first thoughts are the hardships
that she will inevitably endure. She is young and green, not fit for such a journey outside the
familial home and one that transgresses the bounds of propriety no less. The image of her feet
burning on the fiery desert floor is a common akam image from the arid palai tract'’, the site of
most elopements.

At the halfway point exactly, the narrative takes a sudden and ominous shift. For most of
the rest of the text, the hero and heroine remain in separation. Tirukkovaiyar ends on a note that
is far from happily ever after; it is certainly not a triumphant love story. Looking at the
distribution of love themes and their respective lengths, we can see that the majority of this text
focuses not on union but on separation; and that its cumulative effect is hardly one of joyful

romance, or intimate love. It is both the case that the love phase of separation is the longest in

17 The palai tract is not a “tract” proper. Rather, any landscape in which hardships are endured
can become a desert.
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terms of the “story time” (Genette’s “story,” Bal’s fabula)—that is the sequence of events in the
story—and in terms of the “narrative time”—their “pseudo-temporal ordering” and position in
the narrative. Further, it is the longest in the case of “discourse time” (Chatman), that is the time
of telling/reading.'*® Tirukkovaiyar thus becomes a meditation on the vicissitudes of absence and
its concomitant suffering; the reader must sit with these themes and their often unsatisfying
resolutions and experience time under duress as do the characters.

I now turn to the cadence of elongated sections and repeated themes in the initial phases
of elopement and separation. Here we arrive most closely at an approximation of the “slowed
scene.” In the following excerpts, time is suspended through the inclusion of the detailed inner
dialogues of each of the protagonists as they process what is happening outside of the “story”
time. Throughout the section on elopement, we hear most from the heroine’s confidante, her
former nursemaid, and her mother. The hero and heroine have in fact, eloped, so their voices are
seldom heard as others around them wonder about their wellbeing. Verse 228 spoken by the

heroine’s former nursemaid provides a useful example:

tamétamakku oppu marruillavar tillait tag aniccap
pumél mitikkin paitattu atiporikum nankay eriyum
tt mel ayil pol ceri paralakanil cilampu asi pay

a mé natakka aruvinaiyén perra ammanaikké

O beautiful maiden, your foot would burn in agony if you tread on even a cool apicca blossom of Tillai
whose lord no one compare to—who is his only compare.

Little mother whom | bore, my hard karma is that you should walk with ankleted feet in that harsh forest
thick with stones like spear points ablaze.

The nurse’s concern for the heroine’s tender feet echoes the hero’s initial concerns we observed

in verse 201, immediately after the elopement. We hear similar remarks in 230 from the mother

118 For more on these terms see Suzanne Keen, Narrative Form (New York: Palgrave 2003), 90-
98.
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of the heroine who laments that her daughter went away with a stranger (étilan). In 238, the

nurse again voices concern for the safety of the heroine by invoking her tender feet:

pal otta nirru ampalavan kalalpaniyar pinivayk
kolat tavicil mitikkin pataittu asi koppu/ ko//um
vél otta vemparal kanattin inru uruvizalaitin pom
kal ottana vipaiyen perra man ilai kal malare

Like the pain of those who do not worship the feet of the one of the ampalam who is smeared with milk-
white ash, her feet would blister stepping lightly on a beautiful mat.

Today, along the gravel forest with rocks as sharp as spearpoints, that pair of flowered feet born to me of
harsh karma follow along behind a youth.

In this way, the text successively layers the inner concerns of the onlookers, one after the other.
They echo one another, repeat, and elaborate. They are not in explicit conversation but rather
their comments arise spontaneously like a pastiche of concerned voices. The elopement is
concurrently running through the background; the hero and heroine intercede briefly in this chain
of commentary, but the scene is slowed by the layered and repetitive voicing of concern from the
onlookers. Their experience of slowed time, as they wonder furtively after their dear ones, is
evoked through this configuration. They don’t know when they might see the couple again or
what the outcome might be and are “stuck.” The reader intimates this as the narrative dwells on
their expressions.

This continues after the hero and heroine are separated once more, but the focus shifts to
the suffering of the ailing heroine. As Comeau noted above, the hero leaves numerous times,
each under a different pretense. | argue we ought not to take this as a narrative account of him
leaving countless times, but as a narrative strategy of elongating time and then emphasizing the
emotional import of this love theme. Verse 282 spoken in the voice of the mother is one example

of a concerned voice in separation:

vey inamen to] melintu ofivati vili piritayp
payina mékalai pantaiya/ allal pavajaccelvi
ayina ican amararkku amarag Cirrampalattan
céyinatu arciyil pattanalam it tiruntu ilaiyé
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Her fine bamboo-like shoulders are slimming, brightness diminishing,
eyes changing;

the one who wore a wide girdle before is someone else now.

The one ornamented with beautiful jewels has gone to the place of the
son of the Lord of the small ampalam, the god of gods, the lord of coral
hue.

Many other onlookers observe the heroine withering away in these repeated vignettes of
departure and separation. The heroine herself also interjects her own concerns in 345, speaking

in the third person about herself:

te/nir ari civan Cirrampalam cintiyatavarin
pannirmoli ivajaip paiyu/ eytap panittararikan
u/ nir uka oli vatita nitu Cenrar cenrandl

en nirmaiyip nilapum kuliyum viralizzu arave

She of melodious speech suffers like those who do not praise
the Lord of small ampalam who is adorned with a clear river.
Her cool wide eyes shed tears. Her light fades.

Tracing the floor to count the many days he’s been gone,

the floor and her finger wear away.

Through the repetition of scenes, the layering of voices, and the divulgence of inner mental
processes of each character, narrative time stretches and slows. This both emphasizes the
suffering present through separation and intimates something about the temporal experience of it
to the reader.

Allegorical readings of Tirukkovaiyar hold that the talaivan is representative of the soul,
questing after its beloved, the lord, who is represented by the talaivi. While this configuration of
lover and beloved has resonance across bhakti literature throughout South Asia, no extant
allegorical reading of this text has adequately been able to account for the presence of Siva in
each of these verses; he becomes a kind of third wheel that must be left out of the allegory. If this
text is not read through this lens, how are we to understand its theological import? Further, what
are of the theological propensities of the kovai as a genre distinct from the earlier bhakti forms?
The above readings demonstrate a temporality that gives insight into the nature of suffering and

allows readers to see it from multiple angles. This extended temporal focus on hardship is
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generative of a poetic pathos and an affect of compassion that is similar to that generated by
witnessing Tiruvacakam’s protagonist and their plight.

Turning to Tiruvacakam, | have chosen two songs as examples that illustrate the way
temporality functions in this text. The first is the longest, Tiruccatakam, and the second is a
shorter patikam composed of just ten verses, Cettilappattu. As in the case of Tirukkovaiyar,
Tiruvacakam’s longer songs have, in their reception histories, been broken down into smaller
units, each given technical titles based on their content. These titles do not belong to the original
text. Tiruccatakam is Tiruvacakam’s longest song, as its name, “the holy hundred” is composed
of 100 verses. It has been broken into the following groupings of 10 verses each: realization of
the truth (meyyurartal), instruction (arivuruttal), severing attachments (cuzzaruttal), purification
of the anma (anma cutti), giving return (kaimmaru koguttal), purification of bliss (anupoka cutti),
praising compassion (karuniyattu irarikal), immersion in bliss (arantattu a/untal), the ecstasy of
bliss (@nanta paravacam), and bliss of transcendence (arantatitam). Given these subject
headings alone, one might infer that this song contains a linear narrative with transcendence as
its ultimate goal and result. Indeed, this is how G.U. Pope takes this decad of decads when he
writes, “This cento is intended to exhibit the progress of the soul through the successful stages of
religious experience till it loses itself in the rapture of complete union with the Supreme.”*°
Pope goes on to recite the oft-told story associated with this particular song wherein
Manikkavacakar sits down in Tiruperunturai under the konrai tree then spontaneously produces
this song, the sum total of his life’s work, thus beginning his compilation of Tiruvacakam. Pope,
however, in his introduction to this song acknowledges that it is the form of an antati wherein the

last word of each section must match the first of the following—so too the last word of the entire

119 Pope, Tiruvagakam, 152.
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piece must link back to the first. Though the song begins with the “realization of truth” and ends
with the “bliss of transcendence,” these titles are misleading because it must, by the demands of
its genre, begin again at “realization.” I want to look closely at the first verse and the last before

considering the song’s intermediary content more closely. Verses one and 100 read as follows:

meytan arumpi vitir vitirttu un virai ar kalarku en
kai-tap talai vaittu kannir tatumpi vetumpi ullam
poy-tan tavirtntu Unnai ‘porri caya caya porri eppum
kai tan nekila viten Utayyay ennai kantukolle

Budding in truth, shaking and quivering, | raise my hands to my head to your fragrant ankleted feet, tears
flow, I wither, from my heart lies perish, I do not relent from praising you with the words, “Praise, victory,
victory, praise!” O Possessor, please know me!

pata veptum nan porri Ninnaiyé

pati naintu naintu uruki nekku nekku

ata veptum nap porri ampalattu

atum nin kalal potu nayinén

kiita veptum nan porri ip pula

kiitu nikku enai porri poy elam

vita ventum nan porri vitu tantu

aru/u porri nin meyyar meyyane!

I should sing. Praise! Singing of you, softening and softening, melting, melting, I should dance. Praise!

I, the dog, should join the pair of your flowered ankleted feet which dance in the ampalam. Praise!

Cause this worm-filled body of mine to be free. Praise!
I should leave all falsehood. Praise! Graciously give me release. Praise! O You, the true of the true!

The image of the first verse depicts the moment the speaker is graced and is familiar to anyone
well-versed in Tiruvacakam. These types of interventions in the life of the speaker are often
described using terms like melting (uruku) or shaking (vitir). They are fundamentally
destabilizing, and though read by later translators, like Pope, as moments of bliss, in the Tamil
literary context, the specific vocabulary chosen does not necessarily intimate such a positive
association. Rather, these moments are often chaotic. The speaker loses all sense of their body
and are seen by others as stark raving mad. Vocabulary that conjures heat, like wax melting, is
the opposite of what in the Tamil canon is thought of as soothing, that is, coolness. The song
starts with this tumultuous moment in which the speaker begins their relationship with Siva. It

ends, not with a declaration of a final achievement, but rather with a list of necessary further
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actions. Before reflecting on what happens when this final verse is linked to the last, I now turn
to the song’s intermediary content.

The body verses of this cento sing praises of Siva as the speaker’s sole salvation in a
harsh world. The speaker admits that they have done no tapas (tavamé purintilan) (5), that their
karma is cruel (kal viraiyai) (8), that they are unfit to enter the throngs of his devotees (pukavée
taken unakku anparu/ yan) (10). They ask when they will be a recipient of grace, despite the fact
that in earlier verses the reader has seen it granted (un aru/ perum nal enru) (12), and admit that
their heart doesn’t melt, though the reader had seen it do so earlier (un tiruvatikke akam kulaiyén
anpu urukén) (13). These sentiments are repeated throughout each successive decad, interspersed
with admissions that Siva graces even the lowliest dog (Vinaiyilé kitanténai pukunti ninru) (22).
Even as far as 89, the speaker still describes themselves as hard-hearted as bamboo (tin ar markil
anaiyén). Thus, the entire piece reads as an extended meditation on the nature of the speaker’s
falsehoods and lack of fitness. It is difficult to overlook the fact that they do indeed return to
their hard-hearted state, despite all of Siva’s compassionate actions.

Returning to the final verse, the speaker identifies all those things which they should do
to cultivate their relationship with the lord but does not say they are doing them. If, per the
antati, one goes from a list of those necessary actions back to the beginning, a larger pattern
emerges: the speaker, despite their faults, is graced by Siva, they carry on struggling to do the
right thing but are unable to, and inevitably they are graced again, nevertheless. This is the
working of the world according to Tiruvacakam. The speaker strives in their own, flawed way,
but even if they are unable to achieve a modicum of devotion compared to the paradigmatic

service of others, Siva deigns to bestow his grace on them. Instead of understanding this song to
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display linear narrativity, temporality, or telos, it is better characterized as illuminating a
repetitive cycle. The formal structure of the entire song, replicates what is reflected in its content.
Cettilappattu, a song of only 10 verses, displays considerable overlap with Tiruccatakam.
This song is in the form of a pattu (“ten”), or decad. Pattu is the preferred genre of Tévaram
hymnists and is present in a wide variety of Tamil literatures. There is considerable range in
content and relatively loose “genre” expectations. Though in Cettilappattu there is not
necessarily a discernable “cycle” because it does not carry with it the expectation of the antati,
there is significant thematic and affective overlap. In this song, we see a speaker who has been
graced by Siva and is aware of this fact. However, they continue to suffer. Their predicament is

outlined in the first verse:

poyyennéen akam neka pukuntu amutu irum
putu malar kalal ipai ai pirintum

kaiyanen innum cettilén anto

vilittiruntu u//a karuttirai ilantéen

aiyané aracé arul perun katale

attané ayan marku ari onna

ceyya meniyané cey vakai ariyén
tirupperunturai méviya civané

I am the false one; Though | was separated from the pair of ankleted feet bedecked with new flowers
oozing nectar that entered my interior; I, the ignorant one, still don’t die! Alas!

Waking from sleep, I lost my inner purpose.

O Lord! King! Great ocean of grace!

Father! One whose form is unknown to Ayan and Mal!

I do not know what to do! O Siva who dwells in Perunturai!

The first word of the first line of this verse opens with the speaker calling themselves false
(poyyennen). Then they go on to qualify that even though they are separated (pirintum) from
Siva’s feet which continually cause them to melt (&zrum, future continuous), they don’t perish
(cettilén). This statement is somewhat incredulous: how can someone who has been separated
from the feet survive in this world? They go on to state that they have lost their purpose (u/la
karuttizai ilantén) and in second to last line call out to Siva that they don’t know what to do (cey

vakai ariyen). Thus, this verse participates in a dynamic that I previously highlighted and that is
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evident in the discussion of Tiruccatakam above: namely, that the speaker, despite having been
graced, remains in a state of suffering, totally bewildered, and feels separation from Siva acutely.
The verb forms in this verse indicate that Siva’s grace is unfailing, and that it will always and
forever melt as nectar when entering the speaker’s interior (akam neka pukuntu amutu irum

putu malar ka/al irai ari). The speaker, however, is perpetually one who does not die (cettilén),
and they continue to not know what to do in the moment of suffering (ariyén).

Verse two continues in this pattern:

purrumday maramay punal kale
Untiydy anta vaparum pirarum

marru yarum nip malar asi kana
manna ennai or varttaiyul paguttu
parrinay pataiyén manam mika urukén
parikilen pariya utal tanpai

cerrilen inpum tiritarukinréen
tirupperunturai méviya civané

Those who become ant hills and trees,

consume water and air as food, the heavenly dwellers,
and others have not seen you. Oh king!

You caught me with one word, seized hold of me;

I do not grieve, my mind does not melt, I am not troubled,
And have not killed this loveless body; Still, I roam about,
Oh Siva of Perunturai!

In this verse, though the speaker has been graced by Siva (or varttaiyul pazuttu= ruled by a single
word), they go on to say that they do not shake (pataiyén), their inner heart/mind doesn’t melt
(manam mika uruken), they are not devout, they have not conquered their affectionless body, and
they still (inznum) wander aimlessly (tiritarukinrén). The present tense marker kinru on the verb
for wandering (tiri-tal) which is also the last finite verb of the verse places the speaker’s
continued woes squarely in the present moment.

In verse three they again mention being graced as a past action (aru/ purintagai...) and
by the end of the verse plead for Siva to end their lives, (erai cettiza paniyay) implying that their

current state is unbearable to them. In four, they say that their mind is hard like a knotty tree (van
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paray maruzu okkum en cintai), eye like (senseless) wood (marak kaz), and ear like dull iron (en
cevi irumpizum valitu). These poor qualities compared to those of the heavenly ones who do
receive Siva’s grace further confound the speaker. In five, the halfway point of this song, the
tone shifts slightly from focusing on the speaker’s sorry state or unworthiness. Instead, they
declare that having left the purview of other gods (artut tevar tam viti olittu) they have lovingly
joined Siva’s gracious way (uz aruivali iruppén). The use of the future continuous tense implies
that they are remaining on Siva’s way and will do so in perpetuity. Immediately following
however, in verse six, the speaker is once again plunged into suffering that results of their
ignorance. They state that they haven’t conquered the body (“severed”, arukkilén ural), haven’t
entered the fire to end suffering (tunipasa 1 pukku arkilen), don’t know the manner of Siva’s
holy grace (tiruvaru/ vakai ariyen), and can’t bear their body but don’t see any way to escape
(porukkilen utal pokku itam kanén). And thus, even after a definitive statement of their enduring
commitment to Siva’s way in verse five, in six, the speaker is back to being bewildered,
entrapped by their body, and ignorant of a way out. Siva is their only hope, and the speaker
implores him to tell them what to do (en ceyken itu ceyka enru arulay). In verse 7, they call
themselves a dog, completely unable to even think of Siva (n@yinén unai ninaiyavum mattén). In
8, they recount being shown Siva’s feet (nix kurai kalal katfik), but then soon after not knowing
what to do (yatu ceyvatu enru iruntanan marunté) and then quickly admonishing Siva over
whether a devotee should suffer in such a way (asiyanén irarppasuvatum inits). Nine follows this
formula: the speaker recounts being graced (antay) then later in the verse implores Siva to bid
him whose eyes are unseeing like wood to come (marakkazépaiyum vantizap paniyay). The
image of unseeing eyes is repeated from verse four. Finally, verse ten concludes the decad and

reads as follows:

alittu vantu enakku ava enru aruli
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accam tirtta nip aru/ perun kazalil
tilaittum tekkiyum parukiyum uruken
tirupperunturai méviya civané
valaik kaiyanoru malaravan ariya
vanava malai matu oru paka
kalippu elam mikka kalangizukinren
kayilai ma malai méviya katalé

You came and mingled, called me to come, and graced me,

In the great ocean of your grace which overcomes fear,

Having played, imbibed, enjoyed, | do not melt.

Oh Siva of Perunturai!

Lord unknown to Brahma on the lotus and the one who wears the conch!
Partner of the woman of the mountain!

I’m so inebriated and confused!

Oh great ocean of Kailasa!

The speaker says that they are immersed (ti/aittum, from ti/ai-ttal “to dive”) in the great ocean of
Siva’s grace (aru/ perus karalil). The sea of grace is qualified with past adjectival participles
“removed” (firtta) and “graced” (aru/i), again indicating that the act of Siva’s grace occurred in
the past. The qualifications of the speaker’s actions in this clause are all construed in the future
continuous: being immersed (ti/aittum), satiated (zekkiyum), consuming (parukiyum). Thus, the
speaker continues on indefinitely in a state of being subsumed in grace and suffering
nonetheless. The verse concludes with the speaker using the present tense, “I am very confused”
(kalasikizukinren) as they stand immersed in the sea of Siva’s grace.

Like Tiruccatakam, Cettilappattu details the tumultuous nature of human life, even one in
which Siva has intervened. The speaker bounces back and forth between being graced and being
utterly confused, desperate for further help, and unable to worship effectively. The brief
moments of respite are but punctuations in long line stretches that often end with furtive pleas for
relief. Whether the “gracing episodes” referred to by the speaker all refer to the same past event
or whether the speaker is graced again and again is up for interpretation. Regardless, the
temporality of this mere ten verse song is still able to approximate that of the catakam, even

though there is no expectation that it be read as an antati. Both songs, in their repeated return to
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the speaker’s suffering approximate the experience of being “stuck” in a persistent state. They
stretch the time of conflict, illuminating many facets of its experience and allowing the reader to
observe suffering almost in slow motion, as if from many angles. Despite this, Siva’s grace
remains a punctuating certainty and this is established through both the use of future/continuous
verb forms as well as through recurrence.

The preoccupation with the speaker’s defilements discussed above is found throughout
Tiruvacakam. In fact, the text is characterized by the speaker’s insistence of their lowness and
self-exclusion from groups of ideal devotees. Contrary to the dominant readings of Tiruvacakam,
given the discussion thus far, this text cannot be read as an exuberant expression of ecstatic
devotion alone. Attention to its focus on suffering and hardship must be included in larger
discussions of its theological agenda and inform our understanding of what kind of emotional
affect such preoccupations create for the reader of this text. This is also true of Tirukkovaiyar
which demonstrates many techniques for elongating and vivifying various states of separation
and hardship. It cannot be taken and a triumphant love story though the lovers do reunite in the

end. Rather, if we view its emotional landscape as a whole, we get a very different picture.
Conclusion

Though these texts are considerably different in form, they display remarkable overlap in
poetic and rhetorical techniques. By paying close attention to the way they layer temporal planes,
their patterns of verb tense use, and the cadence of events as they transpire in narrative time, we
can recover significant shared territory between them. This territory goes far beyond shared
epithets for Siva or inherited tropes from Tévaram. Read side by side, these texts demonstrate the

creation of entirely new affective dimensions. Their extended explorations on suffering introduce
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a new emphasis pathos and thereby compassion which becomes theologically significant and will

be discussed further in chapter 3.
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Chapter 2

On Place

This chapter continues the project of reading Tiruvacakam and Tirukkovaiyar in tandem
by focusing on thematic and rhetorical invocations of place. Both texts contain lush imagery
from the varied terrains of the Tamil-speaking region. They also locate Siva by naming his cities,
towns, and temples of residence. In doing so, they draw on longstanding poetic traditions of
engaging with the particularities of place in Tamil literature but transform and play with extant
“languages of locale” in new, innovative ways. While invoking familiar places, both texts
simultaneously free Siva of the confines of named or identifiable place and experiment with
expanding the boundaries of his conceptual domain. In this chapter, | explore how place is
invoked in several different ways as part of an illustrative imagining of a Saiva world. | then
investigate how its inclusion contributes to a mutually constitutive theological vision between
texts. | ask how extended engagement with place aids in the bhakti project of drawing Siva near,
and consider the ways that place contributes to the generation of emotion and to a reader’s
affective experience of these texts.

This chapter is separated in three sections: the first addresses a diverse array of
phenomenon that fall under a category I deem “particularizing place.” This includes both the
invocation of specific Cankam landscape tropes and the use of proper nouns for naming cities,
towns, or geographical regions. Both Tiruvacakam and Tirukkovaiyar qualify place through the
use of landscape vocabulary in a manner similar to that found in Cankam poetry. However, they
also demonstrate significant divergence from these works’ use of named place given that place’s
import must be refigured in the context of praising Siva. For example, Tirukkovaiyar, being

closely modeled on akam poetry, engages the tirai system widely throughout its 400 verses, but
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the five landscapes’ concomitant emotional states are reapplied in a Saiva terrain, thus expanding
both their semantic and affective range. Tiruvacakam also demonstrates tizai transformation,
particularly in service of illuminating the experience of being a devotee and living in a Saiva
world, subject to Siva’s grace. This section also examines how named cities and towns are
situated and invoked, not just as geographically mappable locations or markers in a larger Saiva
sacred landscape, but as rhetorical tools that give readers a chance to rest in their deep
intertextuality.

The second section is dedicated to phenomena that fall under a category | call “frecing
place.” While named places are found with some frequency in both texts, in this section I suggest
that the treatment of place, viewed in the context of these two works as totalities, is far less
constraining than that seen in Tévaram. While Tiruvacakam nods to the emphasis on place seen
in earlier bhakti hymns and knows intimately the “lay of the land” of Siva’s sacred places, it
spends the majority of its time avoiding the need to cite named location and this represents a
significant departure from Tévaram. Instead, Tiruvacakam creates a broader, more fluid
conceptual terrain in which Siva thrives and operates, one which does not rely on the use of
proper nouns or tizai landscapes. In the case of Tirukkovaiyar, though it takes laser focus on a
few specific locations like Kailasa and Tillai, it still finds ways to maintain the hallmark
ambiguity of the akam poetry it is so indebted to. In its dedication to said ambiguity, even the
text’s named locations resist being mapped in the way that they drift between familiar tizai
landscapes and fade in and out of focus in a larger Saiva geographical milieu.

Finally, in the third section of this chapter, | explore the dialectic between strategies of
particularizing and freeing place. The juxtaposition of poles like placed and unplaced, near and

far, or universal and local produces a tension running through both texts that is related to the
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generation of pathos discussed in chapter one. Is Siva near, or is he far? Can the devotee attain
him, or will he remain inaccessible? In much the same way that the treatment of time oscillates
between doubt and surety—the reader knows of Siva’s enduring grace but the speaker does not
experience it in real time—these texts’ treatment of place approximate the destabilization of
being a flawed human in Siva’s universe unsure of his presence. The reader, on the other hand, is
always privy to Siva’s pervasive nature.

The analytic category of “place” has become increasingly important in the study of
literature and religion in recent years, the field of South Asian studies notwithstanding.*?° Place
is a key and programmatic entity in Tamil literature, and as such receives a considerable amount
of attention in secondary scholarship.'?! One of the earliest bodies of Tamil literature, akam
poetry, is characterized by the invocation of landscape elements which help to generate affect
and meaning. This landscape vocabulary remains one of the most significantly consistent literary
elements from the Cankam period onwards. As such, it is a primary lens for approaching
questions of place for Tamil poetry. Coming on the heels of the Cankam period, Tamil bhakti
literature focuses on place in a different way. It is perhaps most well known for its inclusion of
proper names for cities and towns where poets encounter the lord and recount his sports therein.

The inclusion of place names that are geographically mappable has spawned voluminous

120 For a summation of some significant moments in the “spatial turn,” see Kim Knott, “Religion,
Space, and Place, The Spatial Turn in Research on Religion,” Religion and Society: Advances in
Research 1 (2010): 29-43. Recent monographs on place in South Asia include Alex McKay,
Kailas Histories (Brill, 2015), and Elizabeth A. Cecil, Mapping the Pasupata Landscape:
Narrative, Place, and the Saiva Imaginary in Early Medieval North India (Brill, 2020).

121 See for examples, Prakash V., Tipai: urarvum poru/um (Cennai: Parical puttaka nilaiyam,
2016) and Takanobu Takahashi, Tamil Love Poetry and Poetics (Brill, 1991).
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discussion on processes of localization and about the historical spread of sectarian groups.'?
Examining strategies of qualifying and freeing space, | situate Manikkavacakar’s works in terms
of continuity, disruption, and innovation of form in the longer literary history of Tamil poetry.
This chapter documents these texts’ creation of new emotional and devotional terrains and how

place is critical in the development of Saiva theology.

Place and Tamil Literature

Tiruvacakam and Tirukkovaiyar draw from multiple Tamil literary traditions of place
which have persisted for generations and are the subject of robust scholarly reflection. Beginning
with the earliest, the poetic system of akatiznai'?® is one of the primary ways that emotional
resonance is generated in Cankam era akam poetry. The five landscapes kurifici (mountain),
mullai (forest), marutam (agricultural tracts), neytal (seashore), and palai (desert) each have
corresponding emotional valences, love situations, and affective qualities. Elements of these
landscapes like flora and fauna are invoked, intermixed, and played with by poets to generate the
greatest suggestive force with the fewest possible words. In akam poetry a tree is not just a tree,
but rather, depending on its species and context, a node in a larger network of meaning-making
signs that can evoke a host of emotional resonances to a well-versed reader keyed into these

environmental cues.'?* Akatirnai reemerges in later periods though not in its totality and not

122 See for examples, George W. Spencer, “The Sacred Geography of the Tamil Shaivite
Hymns,” Numen 17, 3 (1970): 232-244, and Indira V. Peterson, “Singing of Place as metaphor
and motif in the Tévaram songs of the Tamil Saivite Saints,” Journal of the American Oriental
Society (1982): 69-90.

123 For a discussion of the development of readings of tizai in historical perspective, see Manu V.
Devadevan, Living on the edge of the burning ground: Rethinking Tinai, Journal of the
Economic and Social History of the Orient 49, 2 (2006): 201-202.

124 Selby describes the tinai system as follows, “The composers of these poems foisted this desire
outward upon environmental elements and incorporated those elements into a multilayered
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without significant change. It is clear that early Buddhist and Jain epics like Manimékalai and
Cilappatikaram invoke these landscapes!?® but their poetic project in creating long narrative
poetry is largely different than that of the earlier poets. The Saiva and St Vaisnava bhakti saints
who followed in their wake also took up bits and pieces of these familiar terrains and their
concomitant emotional valences but did so in the service of a new devotional telos. Each
successive generation found ways to adopt and acknowledge the robust world of tizai landscapes
in new and evolving ways. In a trope repeated by poets across the ages, even Kampan says that

his Stirpanakha episode of Kamparamayana weaves its way through the five landscapes:

“And the heroes saw the river Godavari
Which was like the poems of the great poets,
A sublime ornament for the earth

With fields of profound wealth

And its episodes that are watering places
For rescue from the heat, with its flow

Through the five landscapes of poetry,

Clear and lovely and sweetly running.”126

When Kampan says his poem will flow through the “five landscapes of poetry,” the word used is
the technical term, aintizai. This conspicuous reference to the akatizai system primes a reader to

expect familiar poetic conventions to follow. He asserts that this episode, like those of the great

semiotics. In the poems, tizai becomes more than a ‘landscape’ or poetic ‘gesture.” It becomes an
actual language—the constant repetition of tizai symbology gives it a ‘congruity,” locking it into
articulations of convention that are requisite for a full-blown rhetoric.” Grow Long Blessed Night
Love Poems from Classical India (Oxford, Oxford University Press, 2011), 53.

125 paula Richman provides a compelling tirai analysis of Manimékalai drawing upon which
Monius concludes “...Manimékalai relies primarily on classical Tamil literary conventions,
using the poetic themes of inner love (akam) and outer heroism (puram), as well as landscape
(tipai), in new and interesting ways.” Imagining a Place, 15.

126 George L. Hart and Hank Heifetz, trans., The Forest Book of the Ramayana of Kamban
(Berkeley: University of California, 1989), 84. puviyinukku aniyay anral poru/ tantu pulattizru

aki/ avi akat turaikal tanki/ aintinai neri alavi/ cavi ura telintu taz enru/ olukkumum taluvi
canror/ kavi ena Kitanta kota/ variyinai virar kantar
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Cankam poets of the past (and arguably, many poetic generations in between), will wander
through multiple landscapes, each lending their own suggestive force and emotional valence to a
story whose earlier iterations may not have had. Even in the contemporary period, Tamil cinema
classics like Uyarntu manitan starring Sivaji Gangsan depict their love scenes following the
famed trysting conditions found in Cankam kurifici landscapes to a T.*2” That these images have
had such staying power is evident, but no significant study of their periodic transformations has
yet been completed. Scholars have noted how the five landscapes persist far past the Cankam
period in which they first arose, but while persistence has been acknowledged, specific ways this
system is deployed to new ends and significantly changes in later Saiva and S1 Vaisnava bhakti

material are underexplored.'?®

127 For a discussion of this phenomenon see Samuel Moses, Tinai Reading of the Film
Godavari,” in Culture and Media: Ecocritical Explorations (2014), 157-168.

128 A, Kandiah explores how expressions of love are taken from Cankam akam poetry and
adapted in the Tévaram. Akam Elements in the Tévaram (Kelaniya, University of Kelaniya,
1980). C. Jakannathachariar notes a few ways that tipai landscape elements are used in Antal’s
poetry. The Tiruppavai of Sri Antal: Textual, Literary and Critical Study (Tiruvallikkeni:
AruLmigu Parthasarathy Swami Dévasthanam, 1982), 287-289. Perhaps the single clearest
distillation of the way tirai persists in later devotional literature is A.K. Ramanujan, “Form in
Classical Tamil Poetry,” in The Collected Essays of AK Ramanujan (Oxford: Oxford University
Press, 1999) 197-217. Steven Hopkins discusses how thoroughly Tirumarnkaiyalvar takes up
tinai imagery in his Tirumo/i which praises Tiruvahindrapuram. “Parakala links the place and its
landscape to the four classical tirai of the caszkam corpus in ways never matched in Venkatesa’s
later work. When we hear of the matavi—a type of jasmine blossom—we can be confident that
the poet wants us to think of the mullai tizai, or ‘jasmine landscape,” whose corresponding
emotional state is ‘patient waiting’; when we hear of ‘cool paddy fields, / wetlands slushy / with
sweet mud,” we hear the neytal tiral, ‘anxiety in love”; or when we hear of the river overflowing
its banks and drenching the paddy, we hear marutam tizai, ‘the unfaithfulness of lovers.’
Parakala actually works very hard to name the specific flowers connected with the cazikam
landscapes—kurifici, neytal, mullai, marutam—throughout his tirumo/is.” An Ornament for
Jewels: Love Poems for the Lord of Gods by Vedantadesika (Oxford: Oxford University Press,
2007),119-120. Elaine Craddock comments on the invocation of tizai in Karaikkal Ammaiyar,
“Many of Karaikkal Ammaiyar’s poems take place in a palai landscape.” Siva’s Demon
Devotee: Karaikkal Ammaiyar (Albany: SUNY Press, 2010), 9. HS Shiva Prakash calls the
intersection between poetry and geography as “poetryscape” and after expounding on the Tamil
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In detailing the rhetorical function of place in Tiruvacakam and Tirukkovaiyar, this
chapter furthers our understanding of the continuance of the akatizai system in bhakti materials
with an eye to the theological implications of its invocation. Here | expand our understanding of
the ways in which landscape elements from earlier Tamil literature are invoked and transformed
in the new context of devotional poetry.'?® How and when landscape vocabulary is invoked and
whether or not its concomitant emotional states are those borrowed from a Cankam universe or
imagined anew is of chief concern. | ask how a Saiva devotional poet, writing after the epic
period, uses familiar landscape elements to generate emotion and praise their lord in service of a
new devotional telos? My discussion illustrates that Manikkavacakar fundamentally transforms
these rhetorical components and harnesses the power of thematized imagery to new ends.
Elements of the natural landscape help to establish emotional networks of meaning, but these
networks are necessarily altered in the context of Siva bhakti wherein much of the emotional
labor is performed not between human agents, but between the human and divine. Given that the

five landscapes of Cankam literature act as far more than environmental backdrops for narrative

tinai system writes, “This poetryscape expanded during bhakti period. In Andal’s Tiruppavai, the
actual geography of a Tamil cowherding village merges with the mythical Mathura of the North.
Appar, the great Shaivite poet, praises Lord Shiva thus: vadamozhiyum tenmozhiyum
aanavanaikkaan (‘look at him, the Sanskrit of the north, the Tamil of the south,’ translation
mine). Further Shaivite poetry painted the Tamil landscape with the mythical colors of Kailasa,
the Shaivite utopia. The bhakti poetry of Tamil Nadu, like elsewhere in India, created a sacred
geography of Shiva temples, which became the tinai of devotional imagination.” “Extension of
the Poetic Landscape/Rabindranath Tagore’s Contribution to Drama,” in The Politics and
Reception of Rabindranath Tagore’s Drama: The Bard on the Stage, eds. Arnab Bhattacharya
and Mala Renganathan (New York: Routledge, 2015), 184-5.

129 This is thoroughly addressed by Norman Cutler in “Four Spatial Realms.” For an introduction
to place in Tirukkovaiyar, see Leah Comeau, “Making Devotion Beautiful in Medieval South
India: Literary Methodology for the Pleasure and Praise of God” (PhD diss., University of
Pennsylvania, 2013) 82-121.
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action, when stock Cankam imagery or tropes crop up in Manikkavacakar’s texts, I ask, how
exactly do they function? This analysis pushes beyond the application of akatizai as a static
system, and instead sees it as dynamic and evolving through new conceptual and historical
contexts.

Apart from recognizing the indebtedness of bhakti to the tirai system, scholarship on
Tamil Saiva literature makes much of the use of proper nouns for place. Place names for temples,
cities, or larger geographical regions abound in early Tamil Saiva bhakti poetry have often been
read as evidence of the historical rise of Saivism in the Tamil country during the formative
period after the “dark age of the Kalabhras” or the “Kalabhra interregnum.” 3 As Tamil history
is narrativized in secondary scholarship, the localization found in bhakti materials is martialed by
some as proof of the triumph of Saivism over Jains and Buddhists, and of the spread of a
newfound devotional creed throughout the Tamil-speaking country.'3! The robust hagiographical
tradition that has grown around bhakti saints, persisting into the contemporary period,
contributes to the notion that these poems represent the formation of a new Saiva sacred
geography created through pilgrimage. The songs of Tévaram hymnists, in particular, are read as

the spontaneous emotional outpouring of individual saints at named sites, and as travelogues of

131 For example, in the introduction to his discussion of Campantar, F. Kingsbury notes, “In the
first half of the seventh century A.D. the worship of Siva was at its lowest ebb, overpowered by
Jainism and Buddhism which prevailed throughout the Tamil country...He [Campantar] grew up
to a pilgrim poet, who visited most of the Saivite shrines...in each place singing the praise of
Siva whom there he worshipped...This is about all that is known of a man who helped to sing
Buddhism right out of Southern India.” The Tamil Saivite Saints (Association Press: Calcutta,
1921) 10-11. Later, George W. Spencer’s aligns Tamil Saivism in line with other “revitalization
movements,” echoing the notion that Saivas gained dominance after a period of religious and
cultural stagnation (the Kalabhra interregnum). See “The Sacred Geography of the Tamil
Shaivite Hymns, Numen 17, 3 (1970), 232-24.
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spiritual experience.'®? The hymns of Campantar, Cuntarar, and Appar can be mapped across
Tamil Nadu with relative ease; tales of their specific exploits or transformative experience in
each location are well known, memorialized, and recounted. Contemporary Saiva devotees
participate in lengthy pilgrimages to these sites today, now referred to as paral perra sthalam
(places which have songs composed about them), and tours are organized so that one might reach
all in a given region on a single trip. The inclusion of geographically mappable locations is also
identified as part of larger processes of “localization,” wherein Saiva ideas are transposed into a
Tamil idiom and through which devotional landscapes are imagined and created. 32

In Tamil studies, the concept of localization is favored to approach bhakti literature given
the preponderance of Tamil place names found therein. One of my principal goals in this chapter,
however, is to pivot away from a focus on localization which has come to dominate discussions
of place and is a primary interpretive lens for understanding the use of proper names in bhakti
literature. The last century has given rise to increased interest in historical notions of the Tamil
nation and socio-geographical awareness of a Tamil-speaking region. When these are searched
for in bhakti materials, possibilities for reading invocation of place as a literary or poetic strategy

concerned with projects other than creating or maintaining geographical boundaries among

132 For more on this see Indira Peterson, “Singing of a Place: Pilgrimage as Metaphor and Motif
in the Tévaram Songs of the Tamil Saivite Saints,” Journal of the American Oriental Society
102, 1 (1982), 69-90. Leslie Orr problematizes the notion that set pilgrimage routes or networks
of sacred sites ever existed or operated in the way some have purported. See “The Sacred
Landscape of Tamil Saivism: Plotting Place in the Realm of Devotion,” in V. Gillet (ed.)
Mapping the Chronology of Bhakti: Milestones, Stepping Stones, and Stumbling Stones—
Proceedings of a workshop Held in Honor of Pandit R. Varada Desikan (Pondichéry: Institut
Francais de Pondichéry/Ecole frangaise d’Extréme-Orient, 2014), 214.

133 Shulman elaborates on phenomena of localization which include mooring of the divine in
local, named places wherein, for example, a given shrine becomes the center of the universe and
a link to the divine. Tamil Temple Myths: Sacrifice and Divine Marriage in the South Indian
Saiva Tradition (Princeton: Princeton University Press, 1980), 40-77.
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sectarian communities are occluded. | do not seek to diminish the unique use of place in Tamil
literature, but to expand the disciplinary parameters in which it is investigated.

While there is merit to considering the spread of Saivism in historical perspective by
thinking about these named, mappable places both politically and geographically, few have
considered the rhetorical dimensions of place and the use of specific place names as poetic
ornaments, strategies, or tools in the aspirational imagining of a Saiva world at the time of these
texts’ composition.*** Addressing the rhetorical dimensions of place in Tiruvacakam and
Tirukkovaiyar, containing altogether different orientations to place than the literature that came
before, allows us to better understand not only a Saiva attempt to organize the world spatially,
but also the greater theological project at stake in the composition of these two very different
works. Tiruvacakam and Tirukkovaiyar are indeed indebted to the Cankam, akam tradition, and
to the bhakti poetry of Tévaram with regard to their treatment of place, but my ultimate argument
will rest on how Manikkavacakar diverges from these literary predecessors by freeing Siva of the
particulars of place and reimagining its landscape particulars in a new Saiva idiom, something
which his use of diverse genres helps him to accomplish.

A note about Literary Theory and Setting a Scene

Analysis of place in either text must begin with a recognition of how their respective
genres contain inherent formal expectations which govern the inclusion of place. To do so, it is
perhaps easiest to start with Tirukkovaiyar given that it is closely modeled on akam literature for
which the role of place has been considered in great depth by commentators and scholars alike.

In later literary theory, minor literature, otherwise known as cirrilakkiyam or pirapantam are

134 Most notably Norman Cutler has produced a compelling reading of the ways in which
multiple spatial paradigms come into complex relationship with one another in “Four Spatial
Realms.”
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catalogued, and the numerous genres which fall into these categories are defined. These
definitions help modern readers understand genre expectations of texts like kovai, ula, venpa, or
kuravarici, though these theorizations have their own limitations in practical application.'® The
tenth-century theoretical treatise Pannirupattriyal is likely the earliest extant pattiyal, or
theoretical treatise on pirapantam. Its definition of the kovai genre states that kovai does not
deviate from the five landscapes of akam poetry: it is said that the four hundred verses are
kalitturai which are established in akapporul without deviation from aintizai (aintinai tiriya
akapporul tali muntiya kalitturai naniirenpa).**® Thus the akam scenarios and landscapes from
Cankam literature are recognized in an early period by both theoretical and commentarial
communities to be a constituent feature of the kovai genre.'3’

This is evident when we revisit Tirukkovaiyar’s richly evocative first verse which primes

the reader with critical information about what is to come in the rest of the text:

tiruva/ar tamarai cirvalar kavikal icartillai B
kuruvajar pinkumil konku painkantal kontu onkuteyvaist!
maruvalar malaiy or valliyin olki ana natai vayntu
uvalar kamantan venrikkoti pon ofirkinraté

A swaying creeper garlanded with beautiful fragrant lotuses, excellent kavi, bright kumi/ which grow in the
gardens of Tillai, and lovely kantal, has a gait like a swan, and is gleaming bright like the white flag of
Kama.

135 For more on the form and function of pattiyal, see Clare, “Canons, Conventions,” 59-83.

136 See Papniru pattiyal verse 221: kovai enpatu kirum kalail méviya kalavu karpenum kiavi/
aintinai tiriya akapporu/ ralil muntiya kalitturai nanirenpa. Ka. Ra. Kovintaraca Mutaliyar,
Panniru Pattiyal: Mérkol cittiranka/uranum (Tirunelvéli: Tiruvelvéli Tennintiya Caivacittanta
Nurpatippuk Kalakam, 1970), 147.

137 As Comeau notes, “Situated between the sequential love scenarios initiated by the Iraiyanar
Akapporul and culminating with the Akapporul Vi/akkam, the kovai is designed to tell the
progression of a love drama within the parameters of the tizai system.” “Making Devotion
Beautiful,” 62.
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This verse hinges on a double-entendre. Its proper subject is a valli, translated simultaneously as
a creeper and a young woman. Here, the creeper is observed by the hero (though he goes
unmentioned) and thus the reader, shining brilliantly, studded with various types of flowers, each
of which represent one of the five tinai landscapes.**® The descriptions of these flowers border
on hyperbolic, and each is used to metaphorically represent parts of the heroine’s face. Their
beauty, brightness, and fragrance are described with gusto—the natural imagery bursts off of the
page in its first two lines. Siva makes his obligatory appearance in the description of the tender
kumi/ flower, a species of teak tree whose buds “brim with effulgence” and belong to or are
found in Siva’s Tillai (the absence of a case marker on Tillai allows for either reading): icartillai
kuruvalar piankumil. Siva is only present indirectly, linked in this case through his place, Tillai,
of which he is the presiding lord. This indirect connection, which Cutler names “embedding,”*%°
is a poetic mainstay for most verses in the text and will be addressed in more detail. The mention
of these five flowers functions dually: it indicates to the reader that this tale will wind its way
through all five traditional landscapes with their corresponding love situations, and it
simultaneously places the entire world, with all of its narrative possibilities and emotional
scenarios, within the parruraittalaivan, Siva’s, domain. The kumiZ flower which is the only one
directly linked to Siva’s Tillai corresponds to the mullai tipai, or pastoral tract. Mullai tizai has
as its time of year the rainy season and time of day the evening; its landscape is the forest or rural
area, and its emotional situation is that of patient waiting. In mullai scenarios, waiting occurs

when the hero and heroine are separated from one another. Though it is not as pathos evoking as

138 Citing five flowers belonging to each of the five landscapes in the beginning of a text can be
seen in other works including Paripatal and later Kamparamayana.

139 Cutler, “Four Spatial Realms,” 86.
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the waiting which occurs in the neytal, or seashore, tract, it still evokes a time of separation. This
small detail linking Siva to the mullai flower primes the reader to expect a great deal of
separation in the text, not only as one of the many love situations between the hero and heroine,
but also in the text’s overall generative affect. If, as a devotional work, this text hinges on Siva
being central to every verse, it also approximates the experience of separation from him, as will
be explored in further depth.14°

When we turn to Tiruvacakam, there are no extant theorizations that might give us clues
about the ways that this text engages place, and specifically tizai. In the Saiva context, bhakti
poetry was not seen by early commentators or literary theorists as appropriate material for such
analysis, and therefore, any definitions of bhakti as a genre of poetry from an earlier period are
considerably short or underdetermined.'*! In the Saiva and Sri Vaisnava literary context,
invocation of place gained preeminent status as a means for praising the lord in the works of the
saints who preceded Manikkavacakar. It is in comparison with their texts that we might most
productively consider the use of place in Tiruvacakam. However, the Tévaram hymnists were

also indebted to Cankam predecessors. Tiruvacakam inherits Tévaram inheriting Cankam, so to

140 This opening verse detailing the sight of a young woman/creeper comes to be a standard in
the kovai genre and remains remarkably consistent in successive generations. The other earliest
extant kovai, of which we only have parts, Pantikkovai, also uses this image. Observe the
following translation from Buck and Paramasivam: “I took her two eyes like blossoms to be
honeybee her two young breasts to be flower buds/ Her scarlet mouth like honey, to be the bud
of a leaf/ When | first saw this beautiful alluring flowering vine in that grove by the Vaikai river
of his majesty who conquered Cennilam with his army of elephants/ both my eyes rejoiced!”
(piamaru kannipai vanta punar men mulai arumpal téemaru cevvay talira ceru cennilattai venra/
mamaru tanai en konvaiyai var polil érkalantal kamaru piankoti kanté kalirra em kannpinaiye!
Nakkiranar, The Study of Stolen Love: A Translation of Ka/aviyal enra Akapporu/ with
Commentary by Nakkiranar (Atlanta: Scholars Press, 1997), 35.

141 For more on the exclusion of bhakti materials from certain types of literary analysis see Clare,
“Canons, Conventions,” 111-112.
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speak; its treatment of place cannot be fully understood without understanding how Tévaram
uses place.

An additional challenge lies in the immense internal formal diversity of Tiruvacakam.
Tirukkovaiyar is a continuous narrative, and can easily be viewed as a complete, textual whole
that is uniform in genre throughout. Tiruvacakam, on the other hand, contains multiple types of
songs. These range from the short ten verse pattus, to the 100 verse catakam written in antati
form. It contains akavals of praise like Kir#tittiruvakaval, and “game songs” like Tiruvuntiyar.
There are songs which very clearly mimic in style and content those of the Tevaram, like Kayil
Tiruppatikam in which Siva’s link to Perunturai is established, modified, and expounded upon in
each verse. Others however, like Accoppatikam contain no explicit reference to place. These
“placeless” songs are also found in Tévaram but represent just a small fraction of the entire
corpus. This range allows for Tiruvacakam to contain within it a number of orientations towards
and treatments of place. While some points of continuity will be focused on in this chapter, it
will not be possible to account for this range in this context.

Particularizing Place

This section theorizes the use of proper place names in Tirukkovaiyar and Tiruvacakam
through the analysis of explicit inclusions of tizai vocabulary with its concurrent emotional
valences, and through the inclusion of proper place names. It is clear that Tiruvacakam and
Tirukkovaiyar are indebted to the particularities of Cankam landscape systems. Akam tropes and
rhetorical techniques are found in both. At times, these manifest as the inclusion of familiar
suggestive images like herons protecting their young. At others, cumulative use of specialized
landscape vocabulary invokes a given tizai over time and plays with its emotional valence in

new narrative contexts. Here | ask: What is the effect of invoking akatizai conventions in a Saiva
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bhakti context? In what ways does tizai heighten the affective force of the texts’ devotional
sentiments? In considering how proper nouns are used to qualify place, | ask how citations of
well-known cities and towns function in the broader narrative structure of both works. What
happens when names are listed? What happens when familiar cities are used as a backdrop for
primary narrative action? Does place serve as a kind of localizing punctuation mark in longer,
more generalized passages? Or are they rhetorical elements around which specific constellations
of meaning hinge?
Tinai in a New Domain

| begin this discussion with an excerpt from Tiruvacakam Tiruvaprappakuti, a song
which describes Siva’s cosmos and his universal nature. Tiruvansappakuti is loosely divided into
five thematic units. The first describes the magnitude of the cosmos and Siva’s pervasive nature.
The second and third, his role in it as creator, animator, preserver, and destroyer. The fourth and
fifth describe his physical form with various epithets that intimate expansiveness. The following

excerpt starts at line 66, roughly a third of the way through the song:

param ananta palam katal atuve

karu ma mukilin tonri

tiru ar perunturai varaiyil éri

tiruttaku mip o/i ticai ticai viriya

aim pula pantapai val aravu iriya

Vem tuyar kotal mattalai karappa

nitu elil tonri val ofi mifira

em tam piraviyil kopam mikuttu

muracu erintu ma perum karupaiyin mularki
pit purai aficali kantal katta

encca in arul nun tu/i ko//a

cem cugar ve/lam ticai ticai tevifra varai ura
keta kugtam kaiyara ongi

iru mu camayattu oru péyttéripal

nir nacai taravarum nefum kan man kanam
tava peru vayitai paruki ta/arvorum

ava perum tapam ninkatu acaintapa

ayitai vapa pér yarru akavayin

payntu eluntu inpa perum culi ko/ittu

CUlittu em panta ma karai porutu alaittu itittu
ul ul onkiya narnka/
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iru vinai ma maram vér parittu eluntu
uruva aru/ nir otta aru varai

cantin van cirai kagfi, magu avil

veri malar kulavay koli nirai akil

ma pukai karai cér vantu ugai kulattin
ni kola mel mel makiltalin nokki
aruccagai vayalu/ appu vittu izu
tonta Ulavar ara tanta

aptattu arum peral mékan valka

He is that ancient ocean of great bliss

that appeared as a great dark cloud,

ascended the mountain of holy Perunturai

as sacred lightning spread in all directions

and the bright snakes—the bondage of the five senses—fell away,
the punishing summer heat became concealed,

long beautiful zonri (Malabar lily) shone resplendently,

kapam (cochineal) proliferated in numbers greater than our births,
drums sounded, immersing [all] in great grace,

kanta] flowers appeared as if in aficali,

fine drops of limitless sweet grace formed,

a red lustrous flood filled every direction,

touching the mountains and rising to exceed the lakes,

the ghost chariot of the six sects

causes thirst for the group of long-eyed deer,

who grow weary imbibing, and faint,

exhausted by the great unrelenting heat,

Then from the sky the great river

leapt, ascended, and great eddies of sweetness washed over,

whirled, crashed on the great shore of my ties, shook them, and roared;
it plucked from the root the great trees of our twofold karma—

us, whose karma only increases—

piercing, the gracious water ran to that great mountain

where a large dam stood at the pass and consolidated it,

into a pool filled with honey-fragranced flowers;

on those banks the smoke of tall eagle wood rose, and beetles gathered,
seeing the waters rise, those servant farmers sowed love in the fields,
performing aruccagai;

Long live the cloud-like one who is difficult to gain in this universe.

Just before this selected excerpt, the voice of the speaker breaks through a long string praise (in
list form, “Siva does x”) and recounts Siva’s act of graciously enslaving them. Immediately after
the quoted excerpt, the speaker returns to strings of praise via a list of various epithets, each
focusing on a particular quality. The selection above thus stands out as stylistically different

from the surrounding text and the song as a whole. | argue that embedded in this excerpt is an
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obligatory nod to the five tizai landscapes. In a Tamil Saiva context, any account of the universe,
as this song endeavors to provide, is not complete without them.

The excerpt in question opens with imagery of Siva’s vast roaring ocean of bliss and
conjures impressions of the seashore (neytal) tract in its fiercest form. Tirupperunturai is then
called a varai, hill, introducing the mountainous kurifici landscape. Following, mention of
Malabar lily (tonri), signifies the forest (mullai) tract, along with the cochineal (kopam). The
image of folded hands like kantal blossoms, goes back to kurifici, immediately before explicit
reference to another mountain is made. The last lines of the first half of this excerpt see long-
eyed deer (antelope) pursuing a mirage, thirsty from the overwhelming heat. This image conjures
the arid desert palai tract. In the second half of this excerpt, the pastoral tract (marutam) is
referenced by the dam that leads water to agricultural pools. These conspicuous mentions of a
number of classic tirai markers in close proximity to one another approximates the phenomena
seen in verse one of Tirukkovaiyar, or from the example from Kampan. When we turn to look at
the theological content of this verse, a new dimension is added. The poet did not stop at placing
Siva in each of these terrains or describing his pervasive presence therein. Rather, there is an
overlay throughout this excerpt of the speaker’s experience of being mired in karma and graced
by Siva. The contours of the human predicament and Siva’s answer to them are deftly
interwoven with the images of the five landscapes. The elements of nature bring added emotional
depth to each developmental passage they are attached to. Ultimately, we see that every
landscape and emotional possibility therein is brought into the conceptual context of Siva bhakti
and supports the text’s larger focus on his compassionate intervention in the life of a suffering

devotee.
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In Tiruvacakam, this type of comprehensive address of all five landscapes is not
commonplace, but there are many instances in which individual landscapes or landscape
elements are invoked in a single verse or song to achieve certain ends. Tiruvacakam,
Pirarttapaipattu provides an instructive example of how the emotions of the tirai system are
invoked through the use of selective images, and then reoriented toward illuminating the nature
of Siva and his workings in the world. This song, entitled “the decad of praise,” opens with the
speaker dismayed over their sorry state, despite having mingled with Siva’s prized devotees. The
remaining verses detail the speaker’s desire to be graced by Siva as well as his direct calls for
attention. Woven through many of these verses are references to the sea which I argue are
cumulatively suggestive of the neytal tract, whose main emotional situation is furtive pining for
the beloved in times of separation. The following is an example of a neytal song from

Kuruntokai (290):

kaman tap kumati yen por tamaka
tarriyalar kollo anai matu kaiyar kol
yam en katalar kané mayin

ceritupi perukiya neficamozu perunir
kal poru cirupurai pola

mella mella illa kutumé

Those who tell me to bear my love: don’t they know about love, or are they that strong?
Since I can’t see my lover, my heart swells with hidden sorry and like a flood in spate

Turning to a streak of foam as it dashes against stones,
Slowly, slowly, I turn to nothing.'*?

Selby calls the neytal landscape fundamentally destabilizing; like standing on shifting sands wet

with surf.2*3 In many ways, neytal is one of the most pathos-evoking tizai. While mullai

142 Martha Ann Selby, “Dialogues of Space, Desire, and Gender,” in Tamil Geographies:
Cultural Constructions of Space and Place in South India (Albany: State University of New
York Press, 2008), 30.

143 Marth Ann Selby, Tamil Love Poetry: The Five Hundred Short Poems of the Airkuruniiru
(New York: Columbia University Press, 2011), 53.
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indicates patient waiting, neytal is waiting in pitched distress. As this Kuruntokai example
illustrates, neytal starkly shows the deleterious effects of love in separation.

In verse two of Tiruvdcakam Pirdrttanaippattu, the speaker mentions Siva’s ocean of
compassion: let the ocean of your compassion swell (ur karunaikkasal posika uzaiyay). In three,
the other servitors are likened to that sea of Siva’s nectarian grace: “having entered the group of
all of those servants who are the bounding sea of the nectar that is your grace, Oh lord behold, |
have grown weary sustaining this body which is full of decaying darkness” (aru/ ar amuta perum
katalvay atiyar ellam pukku alunta iru/ ar akkai itu porutté eyttéen Kantay emmane). In verse six,
description of Siva’s female half in his form of Ardhanariévara is achieved using terms which are

particularly evocative of the neytal tract:

meévum up tan atiyarul

virumpi yanum meymmaiyé

kavi cerum kayal kannal

panka un tan karupaiyinal
paviyerkum uptamo

param ananta palam kagal cérntu
avi, yakkai yan epatu enru

yatum inri arutalé

O One who shares a half with the woman of carp eyes like blue lotuses, | desire to be amongst your true
servants (who are joined with you). By your grace will it be so, regardless of my sins? Having joined the
great ocean of your supreme bliss, will everything of breath, body, and “I,” (ego) be destroyed?

In this verse, the ocean of Siva’s bliss is again invoked. Additionally, his lovely female half is
described using two neytal mainstays: blue nelumbo (kavi), and carp (kayal). There are
seemingly endless ways that the beauty of Siva’s female half is described throughout
Tiruvacakam but the confluence of these two particularly oceanic terms seems a conspicuous
choice given the material that surrounds it. This description reinforces the seashore imagery that
has to this point been dotted throughout the entire song. Verse seven follows with additional
oceanic imagery: “you are the great sea of happiness, which is without change, indestructible,

without division, unforgettable, unknowable, without limit, and ceaseless” (mey anpu péra oliya
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pirivu illd marava ninaiya alavu ila mala inpa ma katale). In eight, again Siva’s bliss is referred
to as being like the sea (katale anaiya anantam). A single reference to the ocean in any one of
these songs would not be enough to conjure the neytal tinai as tinai is a complex system of
meaning making, not reducible to a single item. Rather, the context in which these terms appear
and the way that they are brought into relationship with one another dictates their significance. In
this song, | argue that there are enough of these references and specific terms to productively
conjure neytal. Furthermore, as this song is about the speaker’s continued frustration of being an
“outsider” and feeling devoid of Siva’s grace despite their proximity to other true devotees,
neytal seems a particularly productive finai to invoke. The roaring ocean of Siva’s grace being so
overwhelming and undeniable stands in contrast to the speaker’s perception of his own ungraced
state. While the reader knows that the speaker has indeed been graced, they themselves are
unaware of it. In neytal songs, the heroine is often tormented by the sound of crashing waves
against the shore; kept up by both the noise and her loneliness. Here Siva’s resounding ocean of
bliss is but another form of torture for a devotee who cannot imagine themselves ever being
worthy. If my first example showed Tiruvacakam’s nod to the tinai system as a whole, this one
demonstrates how tinai emotional registers from single landscapes are used evocatively in the
service of a new devotional ethos.

Tirukkovaiyar also invokes tinai by using familiar images to heighten the emotional

impact of its verses. For example, verse 99 reads as follows:

antiyin vay elil ampalattu emparazn, ampon verpil
pantiyin vay palavip cujai paintopofum kaguvan
pantiyin vay koguttu ompum cilampa mazam kapiya
munti invaymoli niye moli cenru am moy ku/arke

The male monkey protects and generqusly feeds [his mate] with the fresh dripping honeyed seed of the
jackfruit in the group of monkeys on Siva’s mountain. Our father of the beautiful ampalam with the beauty
of the sunset, oh mountain hero, go and tell the one with curly locks these sweet words that will soften her
heart.
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This verse is a straightforward adoption of a familiar kurifici love scenario. The poet uses stock
mountain imagery to hint at the lovers’ impending union. At this point in the kovai, the hero is
looking for ways to invite the heroine to a secret trysting spot. Rejections are made on various
bases: impropriety, surveillance, timing, etc. Finally, the friend tells the hero he should approach
the heroine himself and try to approximate the sweetness observed between monkeys. Union
between the hero and heroine has already occurred at this point in the narrative. This verse and
its surrounding verses detail a playful later tryst, where less is at stake than in their fateful first
meeting. There are numerous indications that the kurifici landscape is invoked. The first is that
Siva’s mountain in line one is referred to by the term verpu, and not identified by the use of a
proper noun like Kailasa (as it is frequently elsewhere). The monkey’s own drama unfolds on the
slopes of Siva’s mountain just as the hero and heroine’s secret trysts. The hero, for whom there
are many titles throughout the work; is called with the vocative cilampa, from cilampan which
means the chief of the mountain tract, a technical term which refers specifically to kurifici
heroes. Monkeys (katuvan) who make their homes on the forested slopes of mountain ranges too
belong to the kurifici tract, as do jackfruits (palavu). 4 Taken separately, any one of these terms,

verpu, Cilampan, katuvan, and palavu, might not be enough to invoke the trysting ethos of the

144 Jackfruits are a favorite subject of kurifici landscapes and are prized in early Tamil poetry
alongside mangos. Take for example the following poem of Kapilar from Kuruntokai translated
by AK Ramanujan: “Once: if an owl hooted on the hill/ if a male ape leaped and loped/ out there
on the jackfruit bough in our yard/ my poor heart would melt for fear. But now/ in the difficult
dark of night/ nothing can stay its wandering/ on the long sloping mountain-ways/ of his
coming.” The Interior Landscape: Classical Tamil Love Poems (New York: NYRB, 1967), 114.
In this example, the mention of the hill, the male monkey, the jackfruit (though in the yard), the
night, and the sloping mountain path all evoke kurifici. The implication is that, as a girl, these
elements of the natural landscape would have frightened her, but in the new context of her love
for the hero, these things are all signals of his potential return. Since she speaks in the context of
his absence, the kurifici elements heighten the emotional impact—they all expect and imply
union, but that union has yet to occur as she speaks of his pending arrival.
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kurifici. However, as in the previous example, when taken together they are clearly an invocation
of this environment and its concomitant emotional valences. Though kurifici evokes the joy of
union, when referenced in its absence, it makes the desire for it more vivid or pressing.
Tirukkovaiyar Unmai provides the following short gloss for this verse: “you will gain that
happiness due to your own knowledge” (un arival inpu aruvai ni enratu). Thus, the Saiva
Siddhanta allegorical reading holds that the jackfruit represents happiness that is already within
the soul’s possession. The soul (hero), being timid in the presence of the lord (heroine), should
find the courage to gain happiness through approach by its own means. This is one way to
interpret how that tipai functions in this verse. But we can also see that Siva, though removed
from immediate narrative action, is still present in a significant way. The entire kurifici
environment belongs to him as the one who presides over the mountain. Not only is kurifici his
domain, but all of the emotional scenarios that occur within it happen in his context. Thus this
example illustrates Cutler’s argument about the “Saivatizing” of akam poetic elements.45

If the preceding example displays the effect of zinai from a single image in a single verse,
the following discussion considers the impact of the invocation of tinai over longer verse runs.
At just about the halfway mark of the text, the hero and heroine elope and set out on a journey
away from their native towns. This is a favorite scene of Cankam poetry and predominantly takes
place in the harsh and unforgiving palai, desert tract. According to convention, any given
landscape can become palai if the situation between lovers therein is dire enough. Even cool
ponds of the marutam region can become scorched if a big enough quarrel takes place. Though
any landscape can become palai, palai is also its own discrete tract with corresponding flora and

fauna that belong exclusively to it. From verses 192 to 249, palai tinai is established, both

145 Cutler, “Four Spatial Realms,” 50-51.
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through the inclusion of palai landscape markers and through the coverage of the couple’s trials
and tribulations during elopement. This 57-verse spread is the longest run of a single tipai in the
entire work, and coming at a central moment, has significant impact on the emotional import of
the piece as a whole. To begin looking at this section’s evocation of palai, | take the following

verse 202:

pinaiyum kalaiyum vanpéytterinai perunir nacaiyal
anaiyum murumpu nirampiya attamum aiya meyyeé
inaiyum alavum illa iraiyon urai tillai tanpum
panaiyum tatamum anré ninnotu ékin empaintotikke

Oh lord, the rough way full of hard ground in the harsh wilderness, where the doe and buck approach out of
great thirst, will be as suitable as the cool watery agricultural fields of Tillai, where the Lord without
comparison dwells, if my one of the golden bangles goes with you today.

At this point in the narrative, the couple have not yet eloped, but the desert imagery (complete
with thirsting deer also present in the Tiruvacakam example above) gestures toward the
increasingly unavoidable act’s place on the narrative horizon. Just as any landscape can become
a desert in the right conditions, a desert too can be made to be like Siva’s cool fertile agricultural
fields if the lovers traverse it together. Here again, we see that Siva is largely removed from the
verse, his presence intimated only through the mention of the lush fields around Tillai. As is the
case throughout the majority of the text, there is little forward momentum of narrative action. In
this extended section characters spend most of their time speaking about the states of the hero
and heroine and the conditions for elopement. This extended meditation on the hardships of
elopement heightens the reader’s empathy for the couple. Each passing verse further emphasizes
the perils which await the young, naive pair as they plan to leave everything of their known
worlds behind them. The elopement does not begin until verse 212 when the rest of the town
slumbers: the old fortressed continued slumbering (fuyilum im miitu eyilé). Though others rejoice

at seeing the young lovers together on their journey as in 219, concerned voices break through
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frequently to remind the reader of the true treachery of the path they have chosen. In 228 her old

nursemaid bemoans the fate of the heroine:

tame tamakku oppu marru illavar tillai tan anicca
pumel mitikkin pataittu ati ponkum nankay eriyum
tt mél ayil pol ceri paral kanil cilampu ati pay
amé natakka aruvinaiyén perra ammanaikkée

O Beautiful Lady, even if you tread on a cool aricca flower from Tillai which belongs to he who has no
comparison, your feet will bubble up in agony!

It is my hard karma that this little girl who was given to me is now walking with ankleted feet in a forest of
rocks that are like lances set ablaze.

The image of a cool anicca blossom from the fertile agricultural tract around Tillai is contrasted
with the blazing stones of the desert the heroine now traverses. This verse, spoken by the nurse
out of concern for her former charge, is extremely pathos evoking and sets off a chain of verses
that run until verse 233 wherein others’ concerns over the lovers’ plight escalate. This section is
then followed by another string of verses wherein the family pursues the lovers in an attempt to
bring them home and save them from the desert. This section builds anticipation as each relative
asks passersby for some intimation, any clue, as to the whereabouts of the lovers. Interspersed in
their frantic search are further verses wherein family members again voice their grief at the
present predicament. Similarly, images of the dusty desert, its scalding sands, twisted scrub pine,
and unrelenting sun, are peppered throughout to reinforce the severity of the lovers’ plight. A
short 33 verses follow this palai section which contain appeals by various family members for
the hero and heroine to wed properly before in 266, the hero is off to pursue his own quests,
never to be reunited formally with the heroine again.

For the purposes of speaking on place, reflecting on this extended journey through the
palai landscape at a critical point in the narrative before prolonged separation occurs can tell us
something of the overall affect of the text. As is discussed in chapter one, Tirukkovaiyar cannot

be taken as a triumphant love story but must be understood in light of these long explorations of
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love’s pitfalls. In this extended section, landscape is used to highlight and reinforce the
emotional contours of separation. Coming at the halfway point of the work, it also marks a shift
that sets the defining mood for most of the rest of the text. This invocation of palai is not about
centering the desert tract as land that belongs to Siva (though by default it is within his domain),
nor are the elements of the landscape linked with him. Siva’s town of Tillai punctuates the
landscape as a contrasting element (to be discussed further below), but this use of place differs
from the example of the monkeys and jackfruits discussed above in which Siva’s mountain is the
backdrop of narrative action.

The above discussion demonstrates how both Tiruvacakam and Tirukkovaiyar pay
homage to the tinai system and engage extant rhetorical technigues that constellate around
landscape elements. In both cases, classical tropes and techniques are refigured and repurposed
in a new bhakti context wherein place is imbued with new meaning. Simultaneously, extant
languages of locale offer new depth to devotional sentiments.

Proper Nouns

Having discussed some of the ways that Tiruvacakam and Tirukkovaiyar qualify place by
invoking particularized Cankam landscapes and their concomitant emotional valences, | now
turn to each text’s treatment of named place. This section specifically addresses the use of proper
nouns for towns, cities, and landmarks. Both texts draw from a reservoir of mythic and local
locations that belong to a broader Saiva literary universe including the puranas; by volume, most
of these references are taken directly from Tévaram. Tiruvacakam and Tirukkovaiyar insert
familiar, canonized place names into new discursive contexts. Tiruvacakam introduces named
place into a variety of types of songs not yet seen in Tévaram. Similarly, Tirukkovaiyar weaves

them into the kovai, setting new precedents for the invocation of place in cizrilakkiyam. I first
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explore the ways that Tiruvacakam expands the parameters for the use of named place,
particularly through lists, as it builds off of a Tevaram model. | then give an overview of place
names in Tirukkovaiyar and zero in on how Tillai functions in several different capacities as a
favored place name throughout.
Proper Nouns in Tiruvacakam

Given that Tiruvacakam is heavily indebted to Tévaram, it is necessary to give a brief
introduction to the use of named place therein. In the vast majority of Tevaram hymns, place
names are included in each and every verse. Named locales are described in their natural
splendor, surrounded by lush paddy fields, or brimming with blossoming flowers, and they are
squarely identified as belonging to Siva; places where he lives, wanders through, has made an
appearance, and/or rules. Take for example Appar’s hymn of Tiruvorriyar (6:45) wherein
Orriytr (what likely refers to the modern city of Tiruvorriytr just North of Cennai) is mentioned
in each verse. In the first verse, Siva is praised as the one who belongs to Sivaloka and described

as the brilliantly shining one of Orriyiir:
vantu onku cenkamalam kalunir malkum mata mattam cér cataimél matiyam citi
tin tolkal ayiramum vici ninru ticai céra natam ati civalokanar
orriyir méya oli vannanar ulakku or uruti venti navicu untar kanten

nan kanavakattil kantérku en tan katum piniyum cutum tolilum kai vittavé

Wearing red lotuses surrounded by buzzing bees, water lilies, and other blossoms above matted locks
crowned with a crescent moon, swinging a thousand strong shoulders, and dancing to reach the directions is
the god of Civaloka—he who is the true color of Orriyiir. In my dream, I saw him. With regard to this
seeing, my burning disease and desire for him disappeared.

In this opening verse, Siva is located in his cosmic abode, Civaloka, but also in an intensely local
one, Orriyir. The song continues its emphasis on Orriyiir, and in verse two, Siva abides there, in
three, he is Orriytr’s king, in four he himself says Orriyar is his dwelling place, in five he says
that Orriydr is the place where devotees reside, in six, he enters Orriytr, in seven he reiterates

that Orriytr is his town, in eight he is described as a wanderer in Orriydr, in nine, he is again the
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king of Orriyur, and finally in ten he reiterates that Orriyr is his place. This gives but a small
glimpse of just how thoroughly place punctuates Tévaram songs and how its relationship to Siva
is reemphasized and reinforced through repetition—Siva’s connection to place becomes an
expected refrain in this body of bhakti literature, indeed it can be seen as a hallmark of the genre.
One of the ways of organizing Tévaram hymns is by the places that they refer to.

When we turn to Tiruvacakam, it does contain songs which very closely approximate
those of the Tévaram with regard to named place. If we look at a song like Tirupponniical, we
can see something that looks quite similar to how Appar treats Orriyir in his hymn discussed

above. Take for example its first verse:

cir ar pavajam kal muttam kayiru aka

er arum pon palakai éri initu amarntu
nardayanap ariya nal malar ta/ nay atiyérku
ur aka tantarufum uttarakocamarkai

ara amutip aru/ tal inai pati

por ar vél kan matavir pon tucal atamo

Alight the swing whose stands are made of excellent coral, ropes are strings of pearls, and seat is beautiful
gold. Happily rest there, singing of the pair of feet which are unknowable to Narayana, full of grace, and
are nectar without end that belong to Uttarakocamankai which was granted to me, the dog slave, as my
town. Young women whose eyes are like spears of war, let us swing on the golden swing!

Uttarakocamankai (southwest of Ramanathapuram) is mentioned in every verse of this song and
Siva’s relationship to it modified slightly each time. In verse one, Uttarakocamankai is framed as
a gift from Siva to his lowly devotee; a place where both Siva and the speaker can dwell, and in
which idyllic and playful swinging can take place. In verse two, Siva is described as the town’s
king (uttarakocamankai kon). In five, he is called the dancer of Uttarakocamankai whose wears
on his head a cool sliver of the moon (uttarakocamarkai kon ar pirai cenni kittan). In verse 7,
he is said to abide there forever: the one of the great Vedas resides enduringly in
Uttarakocamankai whose greatness is inconceivable (unnarku ariya tiru uttarakocamarkai

manni polintu irunta mamaraiyon). Throughout the song, Siva’s relationship to
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Uttarakocamankai changes, but the place itself remains a constant in each verse. Siva is
identified for his acts and abiding status there in much the same way as in Appar’s song to
Orriyur.

Tiruvacakam Tirukkalukkunrappatikam provides another example of a song which

approximates the style of 7évaram hymns. Its first verse reads as follows:

pirnakku ilata perunturai peruman up namarnkal pécuvarkku
inakku ilatatu or inpamé varum tunpamé tutaittu em piran
uraikku ilatatu or vittu mel vilaiyamal en vinai otta pin
kanakku ila tirukkolam nit vantu kattinay kalukkuprilé

Oh lord of Perunturai which is without conflict, to those who speak your various names,
unparalleled happiness comes and their sorrows destroyed. Oh our lord!

Having sown something without compare, after my karma stopped growing further,

you came in great beauty without quantification, and showed me your form in Kalukkunram.

This song participates in a similar type of localization but mentions two places: Perunturai and
Tirukkalukkunram. Perunturai is used as an extension of Siva’s epithets throughout, as in this
verse where he is the lord of Perunturai (perunturai peruman). In contrast, Tirukkalukkunram is
the locus of narrative action for the speaker. It is the context in which they witness Siva’s
presence in this world when Siva chooses to reveal himself. This dual invocation of place, one
being used as a codified epithet, and the other as a locus of narrative action, demonstrates one of
the ways that Tiruvacakam takes up Tévaram poetic strategies and builds upon them in new
ways.

While songs which closely approximate the formal expectations of the Tévaram are
present in Tiruvacakam (pattus referencing a single location in each verse), they are outliers.
Additionally, Tiruvacakam songs which repeat the use of singular places often focus on
Perunturai alone (including Uyirunnippattu, Aruzpattu, Valappattu, Koyil Tiruppatikam, and

Cettilappattu). Many songs do include proper nouns for place but change the parameters for their
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use. Tiruvacakam’s Kirttittiruvakaval offers a long list of Siva’s feats as accomplished in

different locations in the following excerpt of lines 54-70:

tiru ar perunturai celvan aki

karu ar otiyil karanta kallamum
pivalam atanil polintu initu aruli
pavam nacam akkiya paricum
tannir pantar cayam pera vaittu
nal nir cévakan akiya nanmaiyum
viruntinan aki venkatu atanil
kuruntin kil anru irunta kolkaiyum
pattamankaiyil parnkay iruntu rnkgu
atta ma citti aruliya atuvum
vetvan aki ventu uru kontu

katu atu tannil karanta kallamum
meykKkattittu ventu urukkontu
takkan oruvan akiya tanmaiyum
oriyiril ukantu initu aruli

par irum palakar akiya paricum
pantir tannil tnta iruntum

tevir tenpal tikaltaru 11 ...

In auspicious Perunturai he took on a guise of the shining one,

hidden in the great flame.

In Pavalam he flourished and graciously granted the sweetness of destroying my sins and flaws.
He victoriously placed a well there and did [us] the goodness of providing sweet water as a servant.
He became a feasting guest at Venkatu and there,

under the karanta, on that day, took residence.

There in Pattamankai he stayed,

and graced his eight great powers;

in the forest he took on a guise,

revealing the truth he took the needed form,

as the singular one.

In Oriytir he was overjoyed and graced his sweetness as a wonderful young boy.

At Pantar he ruled. In Tévar his form was the glittering fire....

This is but a short passage in a longer song wherein place is a poetic device around which praise
is organized. In this sample, a number of proper nouns are used for place: Perunturai, Pavalam,
Pattamarkai, Oriyir, Pantir, and Teévir. This goes against the conventional use of proper nouns
for place in the Tévaram wherein the usual practice is to cite one place per verse/song. In this
example, the frequency and diversity increase, but descriptive details decrease. Each place is

named in but one line and given no further qualification other than Siva’s actions in said place.
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Paorrittiruvakaval similarly mentions multiple places in brief list form without significant

additional descriptive detail in the following excerpt from lines 153-158:

paytturai meviya parané porri
cirappalli méviya civané porri
marru 6r parru inku ariyen porri
kurralattu em kittaa porri
kokali méviya kove parri

mkay malai em entay porri

Praise the lord who resides in Paytturai!
Praise Siva of Cirappalli!

I know of no other here, praise!

Praise the king of Kokali!

Praise our father of Tnkdy mountain!

In the previous example, though place did was not garnered with significant detail and acted
instead as a backdrop for Siva’s actions, in this example, it receives even less attention. In longer
songs of praise like Kirtti and Porrittiruvakaval, place is acknowledged in these “list sections”
that compile Siva’s known connected places from earlier poetry; it does not approximate the
style or form in which these places are invoked in the earlier literature but instead makes a kind
of compendium. The poet acknowledges the many well-established connections that Siva has
with the named locations of the Tamil countryside before moving beyond them to focus on
praising him in other ways.

In many Tiruvacakam songs, clusters of proper nouns at times read as an homage. Lists
of Tamil towns or temples reference a constellation of places that, by the ninth century, was
already well known. Thus, how can we understand their function in this text, apart from being a
nod to literary predecessors? 17"-century philologist Keichii investigated the term utamakura,
“pillows for poems,” which refers to the use of place names in traditional Japanese poetry.

Edward Kamens writes of Keichii’s theorization,

“...both the pillow and the place-name are facilitating agents, loci of contact through which rich
potentialities may be realized, while also reminding the reader of what the head does on a pillow (‘rest,’
‘nestle’) and what the poet does with place-names in a poem (‘refer,” ‘rely’)...For the poets whose work of
poem-making was the subject of Keichti’s study, the voices of their predecessor poets, and the people and
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things and, especially, the places that were named or described in poems were almost always those that had
previously been inscribed in other poems. And to a great extent, the work of the poet in this tradition, was
the ingenious rearrangement of materials into new poems that transparently displayed their points of
contact with, as well as departures from, earlier poems.”*4¢

Place names act as “pillows” which give a well-versed reader a chance to “rest” in their
established webs of meaning. They also give the poet an opportunity to make connections to the
past while reimagining the present, offering the creativity, Kamens suggests, that one can access
in a dream. Place names as poetic convention can also further political agendas, creating new
geographic imaginaries tied to particular communities or structures of power.4’ This has been
argued for Tévaram, and it’s possible that Manikkavacakar’s works, in their frequent mention of
Tillai, are centering the city in a new way, but that is outside the scope of this discussion. Rather,
more germane to my argument is how place names function rhetorically and affectively for a
reader and how they contribute to a text’s theological vision. Ultimately, | suggest that part of the
reason Manikkavacakar invokes these established places (while adding a few) is to establish a
firm foundation through reference to Tévaram that then allows for the possibility to free place.
Proper Nouns in Tirukkovaiyar
To further address the function of place name as both deeply referential and creatively

capacious, I turn to Tirukkovaiyar which, like Tiruvacakam, includes several place names from

146 Edward Kamens, Utamakura, Allusion, and Intertextuality in Japanese Poetry (Yale
University Press, 1997) 2.

147 Dean Anthony Brink writes of place names in Japanese poetry, “The poetic resonance in a
place name (or any word in poetry) usually emerged out of an accumulation of intertexts, use in
phrases in public discourse such as remain recorded in newspaper articles, and in poems, which
are often designed to reflect precise relations of chosen words and their orchestrated associations
and emotional hues. Many of the poems of the early period of Japanese rule were not-so-subtly
propagandistic in the sense of attempting both to apply the Japanese poetic matrix to Taiwan and
to situated places in Taiwan within the existing realm of poetic place names so as to insinuate an
assumed overdetermined imperial space.” Japanese Poetry and its Publics: From Colonial
Taiwan to Fukushima (New York: Routledge, 2018) 56.
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the Tamil region. While Tirukkovaiyar conforms to akam poetry’s hallmark anonymity for the
poem’s main protagonists who remain unnamed throughout, Siva, the poem’s patron, is
frequently named in association with his sacred places. Further, Saiva sites become significant
loci of narrative action. Siva’s famed temple city of Tillai, just North of where the Kaveri meets
the sea, is invoked in well over half of the song’s 400 verses. Twenty additional towns or regions
are mentioned explicitly by name, many of them with Tévaram and Tiruvacakam overlap.
Tirukkovaiyar shares Palanam, Kiital, Itaimarutir, Ekampam, Venkatu, Cirkali, and Tillai with
both Tévaram and Tiruvacakam, and Kurralam, Perunturai, Kalukkunram, Inkoy, Tirupparaiyfir,
Katampai, Vaficiyam, and Pivanam with only Tiruvacakam. It introduces Parankunram,
Kotunkunram, Ampar, Maval, Civanakar, and Culiyal. While Tiruvacakam displays a great
diversity in the frequency of place name use—some songs contain a veritable torrent of names
while others only a few mentions—TTirukkovaiyar uses them more evenly and constantly
throughout. Over the entire text, the longest verse run that does not feature a proper noun place
name is from 324—329, a mere six verses. Even within this short stretch, the ampalam of the
Tillai temple, essentially synonymous with Tillai itself, is mentioned five times.

The intense focus on place in Tirukkovaiyar aligns with akam poetry’s reliance on the
natural environment to generate meaning. Cutler suggests that invocation of place in
Tirukkovaiyar not only gives a “Saiva cast” to akam poetics, bringing them into the Saiva
domain, but that qualification of place is also a Saiva approximation of akam poetic elements

like mutarporu/ (“first elements”).'*® Mutarporu/, time and space, are the foundational elements

148 Cytler notes, “In some instances, the Saiva elements in Tirukkovaivar’s verses are melded
with or function similarly to the ‘primary elements’ (mutarporu/) or to the ‘germinal elements
(karupporuy) in classical akam poems...For instance, in verse 31 Siva presides over the akam
mountain landscape; in verse 222 the Saiva sacred site of Puliyiir becomes the town that the
talaivan and talaivi choose as their destination when they elope together; and in verse 20, the
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of akam poetry. Within them, the flora and fauna (including humans), or karupporu/, are
configured to generate the emotional resonances of a poem, called uripporu/. While akam poetry
does not make frequent use of proper nouns for people or towns, it does have a specialized
vocabulary for elements of the natural world; the mention of a specific species of tree, for
example, can contribute to the creation of a particular emotion. It seems likely that Siva’s place
names are included in at least a structurally similar fashion, as another facet of tizai and part of a

Saiva refiguring of akam poetic forms. A useful example of this comes in verse eight:

corpal amutu ival yancuvai epnat tupintu innane
narpal vipaitteyvam tantinru; nan ival am pakutip
porpu ar aritar puliyirp punitan potiyil verpil

kal paviya varaivayk kati totta kalaivuakatte

This is the word: She is nectar and I, the taste—in this way it is clear!

This now is the good fate enacted by the lord of fate. | am a part of her;

Who knows this magnificence? Our union, that clandestine union, was on the stony hill in the Potiyil
mountains which belong to the pure one of Puliydr.

This verse is spoken in the voice of the hero who states that secret trysts with his lover occur in
the Potiyil mountains (potiyil verpil). In akam poetry, mountainous landscapes of the kurifici
tract make for excellent trysting spots, but in Tirukkovaiyar, the mountain range is now one
sacred to Siva. When maidens are playfully bathing, it’s not in any mountain stream, but in one
that courses down the slopes of Siva’s Kailasa. Millet fields are watched over by young women
in the shadows of its towering peak. Qualifications like this are significant beyond their ability to
inscribe geographic space (in fact the Potiyil range is mythic) or as a mere function of localizing
Saivism in a Tamil context. These given examples are also about making Saiva what particulars

are possible in an otherwise anonymous akam landscape.

reference to Kiital (Maturai) is especially apt because it is both the traditional center of classical
Tamil literary culture and a site sacred to Tamil Saivites.” “Four Spatial Realms,” 50.
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There is another important function of named place in Tirukkovaiyar that helps shed light
on its theological project. The city of Tillai functions as the central point in a simile wherein
narrative action is linked to Siva through comparison with his many places. This type of simile is
found frequently in akam poetry and allows for disparate entities to be brought into intimate
relationship with one another in a single verse; it is a “collapse of place” akin to the “collapse of
time” noted in chapter one. Tillai and the description of the heroine remain in constant syntactic
connection throughout the entirety of the text. There are various poetic tools used to establish the
heroine’s connection to Tillai and thus to Siva. Take for example the following excerpt from
verse 14: “O One whose locks are filled with fragrant flowers, in the lush garden of cizrampalam
you are the ornament” (cirrampalam ani moypolilvay pivaril perra kulali). This excerpt can be
read in one of two ways: the flowers in her hair could be ornaments from the gardens of Tillai
but the phrase can also read that the heroine herself is the ornament of the garden. In verse 60,
she is described using an explicit term of comparison and said to be like Tillai itself: tillai annal.
In verse 80, the connection is made even more explicit; she is not like Tillai, or like one who
belongs to Tillai, she is one who belongs to Tillai: she with dark curly hair of Tillai (¢tillai kar vay
kuZali). In verse 81, she is described as the gold of Tillai: puliyiir pon. Other times this link is

made with more elaborate imagery as in verse 109 where the hero describes her eyes as follows:

Icarku yan vaitta appin akapru, avan vankiya en
pdcattin kar enru, avap tillaiyin oli ponru avaptol
pacu attirupzru epaveluttu anku avan piunkalal yam
pécu at tiruvarttaiyin peru nilam perunkankale

Growing like the love | place on the lord, dark like my pacam that he eliminated, shining like the light of
his Tillai, bright like the holy ash smeared on his shoulders, long like holy words we speak for his flowered
feet are the large eyes (of the heroine).

Here, blurring between elements of the hero’s devotion for Siva, elements of Siva’s holy form

(his ash-smeared shoulders), and the heroine’s eyes is extensive. Each member of this verse is
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inextricably woven together.*° Verse 193 utilizes a similar structure: her bright forehead is like
Puliyur, the lord of which wears a matted crown which shines with a great white crescent moon
(venma mati ninru ofirum cataimutiyon puliyiir anna O/nutale). Here, the image of her bright
forehead resonates with the shining crescent moon in Siva’s matted locks. Though she is directly
likened to Tillai, proximity between her and Siva is generated by the use of these parallel images.
In other instances, this proximity lessens. In verse 200, the heroine forms the connection to Siva
by way of her description which matches that of the natural elements of Tillai: the maiden of
dark eyes whose red mouth rules over those kovai which grow abundantly in Tillai (vantillai
mallal kévai vantu anta ceway karurnkanni). In each of these cases, the connection between Siva
as the poem’s patron and the present narrative actions of the hero and heroine is established
through the careful placement and comparison to place. Named place is the locus in which these
two worlds of the human and divine collide and intermingle. In this way, Tillai’s specific
mention serves as a crucial syntactic tool and narrative bridge. Tillai functions far beyond its
significance as an important Saiva pilgrimage site, and its rhetorical force speaks to one of the
larger projects of both Manikkavacakar’s texts, that is, the drawing nearer of Siva and the
blurring of boundaries between human and divine.

To conclude this survey of Tirukkovaiyar’s use of proper nouns to designate place, I
return to the above discussed palai section that begins at the halfway point of the text. As noted,
the palai landscape isn’t explicitly linked to Siva as is the case with other tracts like kurifici.

Instead, throughout the palai section of the text, Tillai is used in several evocative ways that have

149 For more on some of the complex structural relationships between clauses in Tirukkovaiyar
see Lucetta Mowry, “The Structure of Love in Manikka-vacakar’s Tiruvacakam,” in Structural
Approaches to South India Studies eds. Harry M.Buck and Glenn E. Yocum (Chambersburg:
Wilson Books, 1974).
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little to do with its geographic location. To begin, we can revisit verse 202 in which the lush

ground of Tillai acts as a metaphor for the heroine’s stability in the presence of the hero:

piraiyum kalaiyum vanpéyttérinaip peru nir nacaiyal
anaiyum murampu nirampiya attamum aiya meyyé
inaiyum alavum illairaiyon urai tillait tappim
pazaiyum tafamum anré ninnOtu ekin empaintotikke

O Lord, the rough way full of hard ground in the harsh wilderness, where the doe and buck approach out of
great thirst, will be as suitable as the cool watery agricultural fields of Tillai, where the Lord without
comparison dwells, if my one of the golden bangles goes with you today.

This verse uses a familiar Cankam trope wherein any landscape can be transformed into another
depending on the behavior of the protagonists therein. Even the desert is bearable when one
traverses it in the company of a lover. Here, the harsh desert terrain (vanpéytterinai) mentioned
in line one, is transformed to the cool and flooded agricultural fields of line four (tanpim
panaiyum tazamum). The lush fields are not just any fields but those which skirt Siva’s Tillai.
Tillai is thus conceptually tied to greener pastures and idealized landscapes and emotional
situations are refigured as belonging to Siva. As the lovers make their way through the desert,
Tillai becomes not just a metaphor for an idealized place/emotional situation but the literal
destination of their journey. In 214 the confidante addresses the lovers thus: go together to the
distant great city of Tillai (cén tillai manakarvay cenru cér). Here the city is qualified as being
distant (cen) indicating that the lovers have far more hardship to endure before they are able to
end their journey. In 217, the hero goes on to provide a thick description of Tillai, here called
Puliyiir:

Muzron arul Muppum Mupnrd vinaiyin mupakar tugpum
innakkataru ippolté tadantu inru kantum cepru

pon ar ani mani malikait teppuliyurp pukalvar

tenna ena utaiyap natam arum Ci_r_rampalamé

At this time, we will cross this desert, thick with mean persons whose previous karma was such that they
did not think of approaching the grace of the ancient one, and now see the Southern one of great fame who
belongs to Puliydr, full of mansions ornamented with gold and gems, the possessor, the one of the small
ampalam who dances his dance.
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In this verse, the desert is further painted as a forlorn wasteland, only fit for those who have not
received Siva’s grace. Conversely, Puliyir is described as scintillating vision of a city replete
with gold and bejeweled mansions. Puliytir is not only an oasis in the desert but it is also the
home of those within the Saiva fold. In this example, the “insider/outsider” dichotomy that is
emphasized in Tiruvacakam whose speaker perpetually stands outside of the group of ideal
devotees is written across the landscape. In verse 219, Tillai is used in a simile as onlookers
notice the infatuated couple noting: their aim is something other than going across this great
desert, like the bees which consume the fragrance from out of the thick flower of gold-filled
Tillai where the lord lives, they perform a radiant drama (ipperuficuram celvatu anru pon
panaittanpa irai Urai tillaip polimalarmel nanpanait tap naravu Un aliponru olir natakame). In
verse 221 the onlookers continue to describe Tillai in its splendor:

mintasiku ifaiyofu ni viyan tillaic cirrampalavar
kunram kagantu cenral ninru tonrum kuri uk kamalam
tupram am tizazikum turai turai va//ai vellai nakaiyar
cenru arnku azai tatramum putaicil taru cen nakaré

If you cross the hill of the one of the ampalam of Tillai with the one with the lightning waist and stand,
there will appear the lofty city, surrounded on all sides by moats filled with bright lotuses, ghat after ghat,
and along the shores, women with white smiles who sing va//ai songs.

Then in 222 upon seeing the city, the hero observes:

minpol koti netu vanakkatalul tirai virippap

ponpol puricai vatavarai kattap poli puliyir
manpadl pirai ani malikai cilattavay matavay
ninpdl natai annam tunni muntonrum nannil nakaré

Young beauty, this is the great lofty city appearing before you,
Where lightning-like flags billow in the waves of that vast long ocean (sky)
and golden walls appear [as high as] Méru in the North.

Where mansions are ornamented with the crescent moon and tridents like the king of thriving Puliyar,
And swans with gaits like you are thick.

The Tillai described in both verses is idealized and its descriptions border on hyperbole. The city

is teaming with life, dripping in gold, and full of mansions. The vision of Tillai’s effulgence
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serves as a productive contrast with the harsh and barren desert. Even though the heroine and
hero are at times impervious to the treacherous nature of their surroundings, onlookers, family
members, and the reader know their true dangers. Tillai is both Siva’s sacred city and the site at
which the lovers might find their lasting happiness once traversing the desert/trial of elopement.

Finally, in verse 239 there is a return to the oft used convention which links the heroine to
Tillai by way of a simile: she is like Tillai (7illai annal). These are but some of the invocations
of Tillai found in a single section of the text. As has been demonstrated, Tillai is invoked in a
variety of ways both literal and figurative.

There is more work to be done to illuminate how a Saiva refiguring of the tinai system
transforms the generation of affect and opens up new possibilities for theological content. In the
examples above we can see how both Tiruvacakam and Tirukkovaiyar qualify place by invoking,
albeit with significant alterations, the tinai system they inherited from earlier poetry. In
Tiruvacakam, already written in an established devotional mode, it is used to enhance the
emotional experiences of the speaker and also to signal the ubiquity of Siva’s presence in real
and imagined terrains. Tirukkovaiyar utilizes tinai in a more conventional manner that is in line
with classical poetry but its tinai is reimagined in a definitively Saiva domain that inflects
landscape elements with new meaning. Both texts also qualify place through the use proper
nouns for several locations that are largely borrowed from a known constellation of locations
from Tévaram. By the ninth century, the Saiva landscape was already studded with familiar
towns and temples whose names had accrued meaning. In these qualifications of place, they are
both forging new conceptual territory in continuing to make place idiomatically Saiva, and

creating “pillows” for knowledgeable readers to repose in deep referentiality and intertextuality.
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Freeing Place

I now turn to address how both texts “free” place. “Freeing” here refers to two distinct
but related rhetorical phenomena. The first is the complete exclusion of explicit mention of
named place, and the second is the loose and interchangeable reference to it. Tiruvacakam
significantly detours from the Tevaram in its use of proper place names. Across its many types of
songs, it displays great diversity in the frequency of proper noun use. It then offers spatial
qualifiers for Siva that are freed from being mappable making a more comprehensive universal
vision. In Tirukkovaiyar, as touched on above, Siva’s sacred places, namely his cities, become
another facet in the Tamil landscape and new elements of the finai system. Thinking through the
relative lack of place names and place particulars can help us see how both texts are expanding
our understanding of place and simultaneously moving away from the place precedents of
Tevaram.

Freeing Place in Tiruvdacakam

As highlighted above, Tiruvacakam contains songs that look almost identical in form to
those found in the Tevaram. Though these songs show continuity between Tévaram and
Tiruvacakam regarding the inclusion of named place, they are truly outliers amongst the other 51
songs of Tiruvacakam. Out of the approximately 800 hymns collected in the Tévaram, 48 (6%)
do not make explicit mention of place (these are called potu, or general songs). Out of the 51
songs in Tiruvacakam, 13 (25%) contain no explicit reference to place: Ataikkalappattu,
Aticayappattu, Punarccippattu, Pirarttagaippattu, Kulaittappattu, Accappattu, Tiruvuntiyar,
Pitittappattu, Arputappattu, Ennappatikam, Yattiraippattu, Tiruppataiyelucci, and
Accoppatikam. Beyond these explicitly “unplaced” songs, many contain only one or two

mentions of specific places like Tiruvempavai or Tirukkottumpi. Further, songs which do contain
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explicit reference to place often do so unevenly throughout. For example, Tiruccatakam
references Tillai a handful of times, Ariir once, and Civanakar once. Out of a hundred verses,
these named places represent brief and fleeting references.

How is Siva situated spatially in the many songs of Tiruvicakam that do not engage
named place explicitly? One of the ways Tiruvicakam opens up Siva’s conceptual terrain is by
using metaphors of place to describe the vicissitudes of a relationship with the divine when the
narrative actions of verses do not hinge on localizing or praising his places of residence. Take for
example Punarccippattu. In verse one, Siva is described as an abode of compassion
(karunalayan); alayam is a generic term for a dwelling place, residence, or even a town. In two,

the speaker describes their experience living on Earth:

arrakillén atiyen aracé avani talattu aim pulan aya
cerril aluntac cintai ceytu civan emperuman enru etti
arru manal pol nekku nekku ullé uruki olam ittu

porrip pukalvatu enru kollo en polla maniyaip punarnté

I, your slave, cannot stand it, oh king!

Here on Earth, sinking in the muck of the five senses,
will my heart soften and melt like the sands in a spring,
as | cry out, praising [you], joined with my flawless gem?

Here, the speaker uses a metaphor to describe the experience of living on earth in a human body
that is subject to the whims of the five senses as being stuck in a quagmire (cérril). [Cérru] refers
to wet muddy ground that has been primed for planting. They go on to say that their mind
melting in Siva’s presence would be like (this time via a simile using the particle of comparison
pol) sand in a spring (izrru magal), what T.N. Ramachandran translates as “soft and yielding.”**
While these invocations of a muddy quagmire and soft shifting sands conjure images of the rich

agricultural landscape of the Tamil countryside, they remain general or anonymous. Reading this

150 T.N. Ramachandran, Tiruvaachakam (Chennai: International Institute of Tamil Studies,
2001), 268.
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does not require specialized knowledge of tizai, nor access to a database of Siva’s sacred places.
In verse six, the speaker again locates themselves on the great and vast Earth (peru ma nilattil),
not of a particular region or town, but just as a human of this Earth. In verse seven, Siva is
described as the constitutive elements of the universe: fire, water, earth, air, earth, and ether
(neruppai, nirai, kalai, nilanai, vicumpai). His descriptions in this song speak more to his
ubiquity and cosmic preeminence and less to his immanence in a particular place or time.
Arputappattu displays a similar opening up or anonymizing of place. In verse one the

speaker describes sinking into the sea of life on Earth:

maiyal Gy ipta mappitai valvu enum aliyu] akappassu
taiyalar epum culittalaip pastu nan talai tafumarame
poy elam vita tiruvaru/ tantu tap por ati inai katti
meyyan ay veli katfi mup Ninratu or arputam vilampana

Maddened, deep in the sea of life on this Earth,
caught in the whirlpool that is women,

I was truly deranged.

So that all my lies leave, he granted holy grace,

and revealed the pair of his golden feet.

The true one revealed himself and stood before me—
I will keep proclaiming this wonder!

As above, the speaker does not situate this song in a specific town or region, but instead speaks
generally about life on Earth (inta mannitai valvu). They also speak metaphorically about the
“whirlwind” (cu/ittalai) of women (faiyalar) that contribute to their state of confusion (nan talai
tafumaramé). In the final revelation of this verse, the speaker recounts Siva’s miraculous
appearance before them (mun ninratu or arputam vilampéne). This wonderous occurrence is
unplaced. Siva appears before the speaker without any spatial context. This contrasts songs like
Kapza pattu wherein the refrain of each verse reports the speaker’s sight of Siva at Tillai
specifically (I saw his/this greatness at Tillai: ani ko/ tillaik kantene). Arputa pattu speaks
broadly about life on Earth and invokes place in terms of near and far or proximity and distance.

In many of the verses of this song, the speakers says that they roam about (zirivépai). In some
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verses, this seems to be a metaphor for their suffering on Earth; in others, they roam about in the
company of women who are a source of distraction. In either case, this roaming is unplaced and
the song contrasts the “displaced” state of the speaker, suffering in a human body, with Siva’s
immanent act of gracing, appearing, or revealing his presence.

Tiruvuntiyar provides another example of a very different kind of “unplacing.” This song
is not spoken in the voice of a suffering human protagonist who has direct interactions with Siva.
Rather, the speaker addresses or observes a shuttlecock flying back and forth through the air. The
refrain “rise up and fly” (unti para) punctuates short, three-line verses that detail some of Siva’s
mythic exploits. Where other songs localize puranic acts throughout the Tamil countryside, all of
those mentioned in Tiruvuntiyar remain uncontextualized. The first verse helps to demonstrate

its lack of attention on the specificities of place:

va/aintatu villu vilantatu pical
u/aintana muppuram untt para
orusku Ugan ventavaru unti para

The bow bent, a clamor was produced.
The three cities were destroyed, rise up and fly!
They were immediately burned, rise up and fly!

Here, even Siva, the actor who bends the bow and destroys the triple cities, is only implied.
Neither he, nor the events reported are placed. The verses continue recalling Siva’s divine acts
including burning the triple cities and disrupting the gods’ sacrifice but pays no attention to
qualifications of place. This song doesn’t demonstrate the “collapse” of human and puranic time
referenced in chapter one. Given that the speaker does not delve into their own spiritual or
emotional lives, it also does not play with a sense of “near or far” like in the examples above.

The song concludes in verse twenty with a glimpse of Siva’s transcendent nature:
ekacam ifta irugikal pokamal
akdacam kaval enru unti para

atarku appalum kaval enru unti para

He is the protector of the heavens where the sages who wear loose garments do not go, rise up and fly!
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He protects that which is beyond that, rise up and fly!

Here, Siva is the protector of the ethos (@kacam), perhaps the broadest and most nebulous spatial
category—it is not easily visualized or placed, but rather, remains ubiquitous and imperceptible.

The handful of places with proper names mentioned in Tiruvacakam pales in comparison
to the over four hundred places which populate the Tévaram hymns. Verses, whole songs, fly by
in Tiruvacakam with little to no such reference to named place. Tiruvacakam’s great internal
diversity of song type has not yet been robustly theorized, but it is clear that its formal diversity
has allowed for a range of treatments of place, from songs which are completely “unplaced,” to
those which mention place in each and every verse. The minority of these treatments is
represented by songs like Tirupponniical which approximate the 7evaram in their inclusion of
proper nouns to identify places where Siva dwells and acts, but the majority of these treatments
free Siva of the particulars of place. Instead, taken cumulatively, these songs offer a more
spatially and poetically ambiguous vision of Siva’s orientation to place. If Tévaram takes laser
focus on named locations, named place being the hallmark of their construction of a Saiva world,
Tiruvacakam expands the parameters of Siva’s spatial presence by essentially skirting the
obligation to constrain them by name. In Tiruvdacakam, Siva is certainly a dweller in
Uttarakocamankai, but by being offered long poetic stretches where he is not known by reference
to space or place, he occupies a much vaster conceptual domain.

Freeing Place in Tirukkovaiyar

Having suggested that Tiruvacakam is characterized by a more flexible or free orientation
to place, | now turn to Tirukkovaiyar to see what might be gleaned of its “freeing” strategies.
Despite the conspicuous frequency of named place in this akam work, it is not the case that
Tirukkovaiyar limits place by their inclusion. I argue that the naming of place in this text

functions in a similarly free or fluid manner as the lack of place names does in Tiruvacakam. The
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first verse of Tirukkovaiyar, now familiar, indicates by way of a metaphor that the poem will
engage all five traditional landscapes; as the hero gazes upon a beautiful woman who is likened
to a creeper covered with blossoms, one type of flower belonging to each landscape is described
in its individual splendor and brilliance. The term valli, which refers the object of his gaze,
means both young girl and creeper. The figurative language used in this verse approximates the
trick of the eye experienced by the hero: am | seeing a creeper, or am | seeing a woman? This
moment of slippage between the two images primes the reader for the rest of the text in which
the ambiguity so prized in akam poetry can be maintained in a new Saiva context.

We can begin thinking about “freeing” by returning to the recent discussion of the
multiple poetic uses of Tillai in the last section. This diversity of proper noun use, both semantic
and syntactic, can be understood to be a type of “freeing.” These strategies free place
conceptually, from being strictly mapped/geographically conscribed places, to those with deep
inter- and intratextual meaning. We can look at a short verse run from 218-222 to further explore
how flexible the invocation of Tillai is even in successive verses. In 218, the onlookers observing

the hero and heroine on their elopement comment thus:

vigalai urrar illai cemmunaivérar tamiyai menpii

mayalai urru ar kulali vatinal manpu cirrampalavarkku

aralai urrarin erippu olintu arnku arukkan curukkik

karalai urran katappar illai inru ikkatuiicuramé

Young man! There are no friends here. Only hunters accustomed to fighting. You are all alone.

The young woman with locks full of petals from soft flowers is exhausted. Like them who don’t have the

power of [being associated with] the one of the enduring small ampalam, the light is gone, and the sun has
sunk into the ocean. None cross this forest of a desert now.

Here, Tillai is alluded to by the use of the term cirrampalavar, “he who dwells in the small hall.”
As mentioned, the ampalam of the temple at Tillai becomes metonymous with the town itself.
The invocation of Tillai here does not center it as a place of comparison but rather focuses on

those who do not worship its lord. Immediately following in verse 219, Tillai is used in a simile
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about the lovers resembling the bees of flowers of Tillai; unlike in the previous verse, Tillai’s
spatial qualities—namely its lush and fecund gardens—are emphasized. In 220, Tillai is

mentioned for its explicit connection to Siva:

kanka/ tammal payan kontanam kantu inik karikai nin
pantaka mepmoli arapparuka varum inné

vinka/ tam nayakan tillaiyin melliyal pasikan enkon
tankarampait tazampal katurikapnam tan enave

I have seen the pleasantness of your eyes, sweet woman!

That | may imbibe your melodious soft speech, come here now.

This desert will be cool like the pools at Katampai that belong to the lord of the heavens, the one whose
half is the oft one of Tillai, my king.

This verse mentions Tillai in a similar manner to 219: the focus is not on Tillai as a place, but
rather, it is used as a qualifier for Siva who is listed in @ more universal form as the lord of the
heavens (vinka/ tam nayakan). In this example, Katampai, mentioned in line four, performs the
semantic work that Tillai does in 202 wherein the desert becomes like the cool fertile grounds if
the heroine traverses it with her lover. This is one way we see an echo of the “slippage” or
ambiguity apparent in verse one mentioned at the beginning of this discussion. Some of Siva’s
places can stand in for one another and perform the same type of semantic or syntactic work.
Verses 221 and 222 focus on Tillai as a physical location (with metaphoric resonance as an ideal
resolution to the lovers’ trials) providing thick description of the city’s splendorous mansions
glittering in the light as seen by the hero and heroine upon approach displaying yet another type
of invocation of place.

Thus, even over a short verse run, a single location like Tillai is invoked in a multitude of
ways to achieve different ends. As Cutler notes in his discussion of the four spatial realms in

Tirukkovaiyar, there are several ways that space/place functions in Tirukkovaiyar, and no one
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formula that determines how invocation of place generates meaning.'°! To add to this, Tillai is
often invoked as Siva’s place, whether or not primary narrative action is occurring near there or
elsewhere. It becomes calcified as an epithet that is significant in the context of the narrative but
is not necessarily invoking place in a way that is resonant for the primary narrative of the text.

Another way that place is “freed” is in its interchangeability. This is similar to the way
that Katampai stands in for Tillai poetically above. One conspicuous case of place’s
interchangeability is the heroine’s place of origin. In verse 23 the speaker says that the heroine
dwells in Kailasa: my peacock from Kailasa of the far North (vaza van kayilai mayilai). Later in
100, he says she is from Parankunram: my sweet voiced one is from that smallest of hamlets
where lions tread after great elephants like mountains (parasikunril kunram anna mapataippa
Cirikam tiritaru ctrrir cirumi emtémoliye). Briefly after, in 104 she is called the one of beautiful
locks of Perunturai: the young one of Perunturai (perunturai pi//ai). Is she from Kailasa, or
Parankunram; somewhere in the Potiyil ranges, or from Perunturai? The text switches back and
forth. Though she is always from a small hamlet, it becomes difficult to tell which one. This begs
the question: are we speaking of one woman, as has been assumed in most readings of this text?
Or does this fluidity of place call into question our very assumptions about the way narrative
functions in the text as a whole? Even in providing particulars (of people and places), the text
resists pinning them down—its named places resist being mapped.

In looking at the text as a whole, the five landscapes are encountered in bits and bursts.
Thick description of the natural world is interjected in varying frequency and length. Named

Saiva places which dot these landscapes also become soft around the edges; they blur into one

151 Cutler notes, “There is no one-to-one correlation between spatial realms and poetic
functions.” “Four Spatial Realms,” 51.
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another and are at times interchangeable. Even when they are described in detail, they have
considerable characteristic overlap. For example, Kailasa is Siva’s lofty mountain dwelling place
but it also harbors the small unassuming hamlet of the heroine. It is lushly forested for secret
evening trysts, and a provider of shade to the parrot-filled agricultural fields where young
women tend crops. It contains elements of all five landscapes but can be placed in no single one
exclusively. Tillai, similarly, though a sea-girt town, is described as if it belongs to all landscapes
and in fact can become any landscape depending on what happens within its boundaries. Thus,
though Tirukkovaiyar is far more “placed” than Tiruvacakam, it retains a significant degree of
both freedom and ambiguity in its treatment.
A Dialectic between Placed and Unplaced

This chapter has thus far has highlighted select ways that Tiruvacakam and Tirukkovaiyar
address place through rhetorical strategies of particularizing and freeing. In this final section |
now address the productive dialectic between these two orientations to place. Here, I look at how
poles of qualified and freed, placed and unplaced, near and far, immanent and transcendent
participate in the text’s generation of affect. In both texts, Siva is placed in complex and
multitudinous relationships to place. These diverse orientations to place are not randomly
compiled but rather put in productive conversation with one another. Many of these
juxtapositions hinge around Siva’s location with regard to the speaker. Siva is often both
universal, unknowable, and transcendent, and simultaneously immanent, local, and indwelling in
the hearts and minds of his devotees. In Tiruvacakam, his enduring presence is known by the
reader but rarely felt by the speaker. Similarly, Siva’s structural remove in Tirukkovaiyar creates
distance between him and the narrative of the main protagonists though the reader sees him as

centrally embedded in each verse. The oscillation or play between poles of near and far produces
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a tension that runs through both texts and contributes to the production of pathos discussed in
chapter one.
Between Placed and Unplaced in Tiruvacakam
As noted above, Tiruvacakam contains multiple types of songs in which place is used in
many different ways. Kuyil pattu, a song of merely ten verses, provides a good example of the
varied invocations of place, the oscillations between these invocations, and the tensions produced
therein. This song is addressed to the cuckoo (kuyil) and in each verse the speaker asks the bird

to call Siva closer. Verse one reads as follows:

kitam iniya kuyilé kéttiyel enkal peruman
patam irantum Vipavin patalam élinukku appal
coti mani muti collin col irantu ninra tonmai
ati kunam onrum illan antam ilan varak kivay

O sweet-voiced Cuckoo! If asked where the two feet of our lord are, they are beyond the seven
netherworlds; if you were to speak of his shining bejeweled crown, its antiquity is such that it existed
beyond words, he is without beginning, quality, or end. Tell him to come!

Siva’s feet are described as being beyond the seven hells (patalam élinukku appal) and his crown
of indescribable antiquity (muti colliz col irantu ninra tormai). The cuckoo is asked to go to that
one who is without beginning, end, or characteristic (ati kunam onrum illan antam ilan vara).
Thus, the song opens with a universal vision of Siva that emphasizes his supreme transcendence.
His feet reach beyond even the outermost limits of the known universe; his head transcends
time—is older than words can describe. Further, without beginning, end, or quality, he is
formless. This verse indirectly references the myth of the liziga of light wherein even Brahma
and Visnu cannot reach his head and feet. How then will the little cuckoo approach him? What
form might he approach the speaker in? Even in the first verse a tension is generated between
formed and formless, accessible and inaccessible. VVerse two pivots from a spatially ambiguous

version of Siva to one which is localized:

er tarum él ulaku etta ev uruvum tan uruvay
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ar kali ciil ten ilankai alaku amar vantotarikku
pér arul inpam afittu perunturai meya piranai
ciriya vayal kuyilé ten panti natanai kitvay

Praised by the seven beautiful worlds, every form is his own.
The true lord of Perunturai granted gracious joy to lovely Vantotari (Mandodari) of Lanka, surrounded by
the sea. Oh lovely-voiced kuyil, call the one of the south Pantian country to come!

The first line picks up the theme of the preceding verse in deeming Siva one who embodies
every form (etta ev uruvum tan uruvay). In this description he moves from being formless and
quality-less to being the possessor of every form. This vision is still expansive, but it inches
closer to being conceivable to the speaker. The second line continues the movement from an
abstract/distant Siva to a concrete/local version through a reference to Mandodar from the
Ramayana. Mandodari is qualified as the one of southern Lanka (ilasikai) which is surrounded by
the ocean (ar kali ciil) drawing the reader from the seven worlds to South India specifically. In
the third line, Siva is placed deep in the Tamil countryside as the lord of Perunturai, and in the
fourth, the lord of the entire southern Pantian country (ten panti natanai). Verse three introduces
another familiar place, Uttarakocamankai, as an abode of Siva and the goddess.
Uttarakocamankal, as in the above discussed mentions in Tiruvacakam, is here described as
being full of tall mansions encrusted with gems (nil mani matam nilavum).

Verse four continues to shorten the distance between Siva and the speaker:

ten palac colai payilum ciru kuyile itu kel ni

vap palittu im mag pukuntu mapitarai arkonta vajlal
@p palittu uf//am pukuntu ep Uparvu atu aya oruttan
man palittu anta mennokki manalanai ni varak kitvay

O Kuyil who resides in groves of honey-sweet fruits, you listen to this!

Reproaching heaven, the benevolent one entered this Earth and enslaved mankind.
Censuring the body, he entered my interior and the singular one became my consciousness.
Call the husband of the one of soft looks that rival the antelope’s to come here.

The speaker states that Siva was the one who arrived on this Earth and enslaved mankind (im

man pukuntu manitarai atkopta vallal). Further, he became the one with the speaker’s
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consciousness having entered their interior most heart/mind (u//am pukuntu er unarvu atu aya
oruttaz). This verse details Siva’s presence in the innermost landscape.

Taking the song as a whole, there is incredible range in the invocations of space and
place. In verses 2, 3, 6 and 7, three specific towns are named: Perunturai, Uttarakocamankai, and
Kokali. In verses 2 and 7, Siva is the lord of the Pantia, Cdla, and Céra lands. In verse 1, his feet
are beyond the seven hells, and in two he is praised by the seven worlds, then in 6 he is the ruler
of the seven worlds (& ulakum mufutu ali). In 4, the speaker recalls Siva entering their mind and
heart. In four and five, Siva is said to have come down from the heavens to Earth for the sake of
the speaker and his devotees (van palittu im man pukuntu/ antaratté nipru ilintu iriku agiyavar
acai aruppan). In 4, 9, and 10, the kuyil is described as being in a lush grove. In four this grove is
full of sweet fruits (én palac colai payilum ciru kuyilé), in nine it is fragrant (kazi po/il), and in
ten there is a garden within the grove (polil colai). There is no discernable pattern over the whole
song in terms of how place is invoked where. Rather it is a veritable riot of place condensed into
a very small number of verses.

In Kuyil pattu, a play emerges between Siva’s transcendence and immanence. The song
oscillates between expansive, cosmic versions of Siva to those residing in local towns and
temples. Siva pervades the expansive universe but also traverses the innermost space of the
speaker. The kuyil, closest to the speaker in both time and space, invokes yet another type of
fecund gardened space, reminiscent of both the rich gardens of Siva’s cities and also secret
trysting spots of akam lovers. This song is organized around a request wherein the kuyil is asked
to go call Siva to come. Though Siva has been localized in a number of ways throughout the
song, including in the speaker’s own heart, the song makes his ultimate location ambiguous. Is

he, the one beyond all words and worlds, accessible to the kuyil? Will he be able to come, and if
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S0, in what form? He has been close before, as documented throughout the verses, but the reader
does not know where he is in the time of the speaker’s request. This is the productive tension that
is built throughout this song. Siva is both placed and unplaced, near and far. Will he approach at
the kuyil’s request, or not?

This tension is echoed in many of Tiruvacakam’s songs in which there is variability in
reference to place. While many songs alternate between place and unplaced, cosmic and
universal, near and far, songs like Pirarttanaippattu introduce another dialectic in focusing on
membership to a group of ideal devotees. The speaker recounts being placed amongst the true
devotees by Siva in the past, yet continually reports being on the outskirts, or unable to maintain
membership. Thus, a dialectic of inside/outside is found in many of the songs in which the
speaker is recounting their own hard karmas or inadequacies.

Between Placed and Unplaced in Tirukkovaiyar

Though Tirukkovaiyar relies more on the particulars of place than Tiruvacakam, its
diverse orientations to place create room for play between them. One of the central dialectics that
runs throughout the entirety of the text is Siva’s simultaneous presence and absence. Though
praised in every verse and intimately tied to the Tamil countryside by way of Tillai (and a
handful of other cities), he is structurally once removed from the narrative of the main
protagonists. Siva’s praise predominantly enters each verse by way of comparison to places
associated with him or their attributes, and he not the object of direct address. In this way, a
sense of distance is generated that is very different from the intimacy created through direct
address seen in Tiruvacakam. This structural distance is then juxtaposed with Siva’s intimate

connection to a known locale or to his residence in the hearts of the akam hero and heroine.
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In the opening verse of Tirukkovaiyar that sets both the frame and the tone for the rest of
the text, Siva is only indirectly present. He makes his obligatory appearance in the description of
the tender kumi/ flower found in Tillai (icartillai kuruvalar piankumil). His presence is indicated
only through his association with Tillai as its ruler (icar). This indirect connection is the most
frequent way Siva is kept at a distance for the rest of the text. The invocation of Siva both
maintains a remove from the main narrative of the lovers and introduces a place around which
much of the narrative will be organized; a place which belongs in the domain of the
parturaittalaivap. Ultimately, the reader gets a small glimpse of Siva in this first verse but he
remains syntactically important, and central nonetheless.

Siva is “glimpsed” again in verse two through a similar invocation of place.'5? Musing on
his doubts, the hero wonders what creature he beheld in the first verse and where this divine
woman could hail from. In this moment of confusion, the hero wonders if the girl could be a
woman of Tillai whose lord is ancient and incomparable (inaiyili tollaitillai mato). This verse is
dotted throughout with the dubitative affix -6 which fills the reader with curiosity and heightens
a desire to hear more. Verse three provides further qualification of Siva as the lord who rides a
bounding bull (payum vitai aran) though he is still not an active participant in the main narrative.
With another example of Cutler’s embedding, in this verse the heroine is said to be like his Tillai
(payum vitai arap tillai annal). In this way, Siva remains once removed. The text refers to him,
but more specifically refers to his place, while the true subject of the primary narrative remains
the heroine.

Verse four continues to play with presence and absence, only this time, the heroine is

compared to Siva’s agricultural lands (palazam). The verse provides the following details: Siva
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is described as the lord of Tillai who destroyed the cities of his enemies with a bow made of a
strong mountain, the hero’s personal lord, and the one who scattered the diminished teeth of the
enemy opposing him (Strya) (ataiyar purankal ikalkunra villil cerron tillai ican emman etirnta
ikal kunra palukutton). In this expanding vision of Siva, verse 4 introduces two favorite puranic
myths: the burning of the triple cities, and Daksa’s sacrifice wherein Siva knocks out Siirya’s
teeth. Directly between these two cosmic-scale myths, the speaker (here the hero) succinctly
adds emman, our lord. From the universal to the intensely personal and back again, Siva’s
character, which moves between both of these domains, begins to take shape before the reader’s
eyes but remains at a structural remote.

In verse five, the reader is awarded even more detail when the hero elaborates upon

characterizations found in verse four and speaks of Siva’s role in his own life:

apiyum amiltum en aviyum dyavan tillai cintamani
Umparar ariyd@ maraiyon ati valttalarin

piriyum atarku maruptum pirala pira/a mizpum
paziyum puraimarusikul peruntoli paraikkankale

The eyes—weapons shining bright—of the one whose waist resembles snakes and lightning darting, are
both the disease and its cure; the disease is like that of those who do not worship the feet of the lord who is
unknown to the gods, the one who is my ornament, nectar, life breath, the crest jewel of Tillai.

The hero holds little back in expounding on the glory of his lord who is his very life breath. His
close personal connection is again contrasted by the references to a cosmic Siva, unknowable to
the gods, then to a more proximate version who can be located in the Tamil countryside as the
wish fulfilling jewel (cintamani) of Tillai. The evocative imagery of the heroine’s weapon-like
eyes which inflict harm echoes classic Cankam tropes of the deadly glances of females and the
power they hold over suitors. It is an image familiar to anyone well versed in classical poetry,
but the afflicted state of those looked upon by such a woman is cast in a new light in its
comparison to the state of those who do not worship Siva. This is an example of the way in

which familiar Cankam tropes are given a new valence, having been “translated” into a Saiva
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idiom. In the previous verses we saw Siva invoked through a simile which connected the heroine
to his place. Here, the case ending -iz serves a comparative function indicating “like” or ““as,”
and is used to link the two diseases which carry the same emotional weight.

In these opening verses, Siva is slowly revealed to the reader as aspects of his character,
nature, and deeds accrue verse by verse. The image builds first with reference to his form, then to
his nature, his puranic deeds, and finally to the contours of his relationship with the
protagonist/speaker, the hero himself. The remaining verses of the text continue in a similar
manner, oscillating between brief and fleeting references to Siva, at times only by name or in
reference to his places of residence, and then more detailed descriptions of his body, deeds, and
role in the lives of individual characters or devotees. Images of his cosmic or universal scale are
consistently countered by local or personal connections. In all of these oscillations, Siva is
present but absent—one step removed from the primary narrative action. He is the closest, the
hero’s very breath, and the farthest, both literally as the one unknowable to the other gods and in
terms of the poetic structure. Verses 1-5 serve as an illustrative microcosm of some of the
literary and poetic strategies which are found in the entirety of this text and aptly demonstrate the
use of an evocative dialectic between near and far, cosmic and local, in orienting a reader to
Siva’s situatedness.

Conclusion

In the above discussions of dialectics of place in Tiruvacakam and Tirrukkovaiyar, | have
demonstrated how place variability often oscillates between two poles. This is evident by way of
content when Siva is described as both transcendent and immanent, and by way of structure
when Siva is syntactically central but removed from primary narratives. In his monograph on

Tiruvacakam, Yocum argues that Manikkavacakar uses a “language of paradox” which connects
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opposite poles like universal and local, or abstract and concrete. ' Instances when the speaker
contrasts Siva’s vast universal form with their own sorry human one are examples of this
language of paradox. By using the term paradox, Yocum supports his larger argument that Siva’s
nature’s is characterized by contradiction and absurdity, his actions by chaos and
unpredictability. Instead of using the term paradox, in this chapter | have instead explored a
productive language of contrast; the dialectics highlighted above are rhetorical strategies which
generate tension and contribute to the texts’ overall emotional affect. I don’t read Siva in either
Tiruvacakam or Tirukkovaiyar as characterized by chaos or unpredictability. Rather, as will be
explored further in chapter three, Siva is ultimately compassionate, and the reader is always
aware of the consistency of both his actions and whereabouts. Despite this firm knowledge, both
texts operate with underlying tensions from which pathos emerges. From that pathos then comes
compassion. There is a continuity in the emotional implications of the high and low that
characterizes the speaker’s tumultuous lives (spiritual or personal) and the simultaneity of
proximity and distance.

An oscillation between poles is also cited by Yocum to argue for a fundamental
characterization of Siva based on the concept of /ila, or play. | agree that play is operative but
argue that it manifests on a structural level. In my readings, play manifests as more of a
rhetorical strategy to generate emotion in the reader and not as a fundamental part of
Manikkavacakar’s construction of Siva. Furthermore, /ila, when operative, must not be taken as

a function of randomness or chaos. In the case of the Tiruvacakam, Siva’s acts of continuously

153 Yocum, Hymns to the Dancing Siva, 157-160. For more on paradox, see John Braisted
Carman, Majesty & Meekness, A Comparative Study of Contrast and Harmony in the Concept of
God (Grand Rapids, Wm. B. Eerdmans Publishing Co., 1994).
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saving a creature meaner than the lowliest dog demonstrates first and foremost the strength and
degree of compassion towards those mired in karmic suffering. In Tirukkovaiyar, the various
ways in which Siva is linked to the song’s protagonists and to its central place, Tillai, emphasize
his enduring proximity despite the fact that he is removed both structurally and syntactically.
While the text carefully warns of the pitfalls of not worshipping Siva, it is also replete with
characters who describe the sweetness of being a devotee, and the kinds of care that Siva
lavishes upon them.

Both Tiruvacakam and Tirukkovaiyar build on the expectations of the genres which they
are indebted to. Tiruvacakam, most closely aligned in its reception with the devotional hymns of
the Tévaram, sheds one of its most prominent and defining features in choosing to free Siva of
the particulars of place and offers a broader conceptual terrain in which he is encountered by the
speaker and the reader. Tirukkovaiyar, closely modeled on akam poetry, is happy to transgress
norms of anonymity as it names, again and again, Siva’s sacred cities and sites. Though they do
so in slightly different ways, both texts invoke extant understandings of place and then abandon
them or adapt them to new ends, thereby opening up new spatial paradigms and possibilities.
Tiruvacakam and Tirukkovaiyar accomplish something similar through their shared practice of
“freeing” Siva; Tiruvacakam by skirting the obligation to situate itself in named places and
Tirukkovaiyar by its commitment to ambiguity. In addressing issues of place similarly, albeit
through different poetic strategies, these texts create a mutually supportive vision of Siva who
cannot be pinned down but is forever accessible. In their shared practices of “particularizing
place” by invoking landscape particulars of earlier poetry, they capitalize on the emotional
valences of terrains which emphasize separation and longing, contributing to a heightened sense

of tension between Siva’s proximity and distance. Furthermore, they use proper place names as
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rhetorical markers and critical syntactic tools to connect disparate conceptual domains, drawing

the human to the divine in the larger project of drawing Siva near.
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Chapter 3

Toward a Theology Across Texts

Discussions from the previous two chapters establish grounds on which we can bring
Manikkavacakar’s two disparate texts into productive conversation with one another by using the
interpretive categories of time and space. In chapter one, I argue that collapsing cosmic and
human time highlights Siva’s unique immanence in the world of the speaker and via the speaker,
the reader. Looking at patterns of verb tense use, I consider the theological implications of
gracing (aru/utal) as a past, completed event that still leaves speakers in a present state of
distress. Finally, addressing narrative temporality, | show how focus on the continuous nature of
suffering in Tiruvacakam and on the harshness of separation in Tirukkovaiyar results in a
generation of the sentiment of pathos, or karuzai. In chapter two, I explore how Siva’s
transcendence and immanence are kept in delicate balance through rhetorical strategies of freeing
and constraining space. In Tiruvacakam, he is freed from the confines of the named, mappable
places so prized in earlier Tévaram poetry and resides as both a supreme being and an intimate
actor in the speakers’ lives. In Tirukkovaiyar, Siva takes on the structural role of the akam
talaivaz but remains removed from narrative action while simultaneously semantically central to
each verse as parrutaittalaivap. In both texts, this play between near and far is generative of
tension that contributes to the generation of pathos.

Building on observations of these shared dynamics, this chapter turns to consider the broader
theological vision of these two texts and to flesh out the implications of their shared rhetorical
strategies. To date, no one has rigorously accounted for the Saiva theology created between
Tiruvacakam and Tirukkovaiyar. While there has been some work done on Manikkavacakar’s

characterization of Siva in the Tiruvacakam—most notably by Glenn Yocum in Hymns to the
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Dancing Siva—it is not exhaustive.'5* Harris explores the degree to which Manikkavacakar
expands the semantic range of the central term aru/ in Tiruvacakam.*>®> No one has provided a
robust account of Siva’s nature in Tirukkévaiyar, though brief suggestions have been made by
Comeau about his role as the poem’s patron.® Still, there is little to no scholarly discussion of
the Siva shared by Tiruvicakam and Tirukkovaiyar, his relationship to the texts’ speakers, nor to
their theologically significant affective dimensions.

This chapter addresses this lacuna by focusing on one of the major features of Siva’s nature,
his compassion, or karurai. Though there is substantial continuity in the characterization of Siva
between the Tévaram, Tiruvacakam, and Tirukkovaiyar—his expansiveness, incomparability,
sovereignty, etc.—what is striking, in Tiruvacakam particularly, is the introduction of a notion of
radical compassion, indicated by the use of the term karuzai, from the Sanskrit karuza. This
term adds another layer of depth, or shade of meaning to the oft-used aru/ (grace) to describe
Siva’s actions and his nature. There is a relationship between aru/ and karugai, and furthermore
anpu (love) that has yet to be fully explored but is introduced in Manikkavacakar’s texts and
represents a significant shift in the Saiva theology of the period. While karugai is explored as a
direct qualifier for Siva and his actions in Tiruvacakam, it manifests quite differently in
Tirukkovaiyar. In the kovai, Siva is removed from narrative action; the reader does not get to see
how he behaves toward any of the text’s protagonists or speakers. His qualities are not robustly

described like they are in Tiruvacakam. Instead, | suggest that karuzai is cultivated in this text by

154 Yocum argues for a fundamental character of /ila (play) and emphasizes unpredictability as
an organizing principle. Hymns to the Dancing Siva, 157-160.

155 Harris, Obtaining Grace, 27.

156 See Comeau, Making Devotion Beautiful, 114-120.
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slightly different means. Being structured as a continuous narrative and one that focuses on
separation and the trials of two lovers, the karunai generated by this text is closer to the
aestheticized emotion theorized by those like Bharata. Thus, though formally very different, both
texts are engaging a shared central theme and one that has great implications for their overall
theological message. Ultimately, | argue that both texts are generative of a qualified karurai, one
that is undergirded by firm knowledge (in the reader) of Siva’s unfailing grace.

In order to illustrate how these texts engage with the central theme of karurai, | continue
with close analysis of poetic and rhetorical techniques, but diverge from the strategy of
concurrent reading of the two texts performed in chapters one and two. Instead, | will address
each text separately, paying attention to the specificities of each genre. In this way, this chapter
will contribute to a theorization of their differences and add to our understanding of how these
genres and texts, as projects, are related and work together. After a brief introduction of the term
karupai and its genealogy in Indian literature and literary theory, I cover its early manifestation
in Tamil literature. After this discussion, | turn to survey the frequent use of the term karugai in
Tiruvacakam, showing that it is used as a central feature of Siva’s nature and as an aestheticized
emotion generated by a focus on suffering. After discussing karugai in Tiruvacakam, | turn to
consider its manifestation in Tirukkovaiyar, where the term is found only once. This section
considers how karupai is manifest as an aestheticized emotion through the text’s preoccupation
with suffering. Finally, | bring the texts back together to consider how they might be related, and
what kind of composite theology emerges when these works are read in conjunction that is not
apparent when read alone.

In analyzing the texts separately and attending to their exploration of the emotional theme of

compassion, | generate questions that allow us to think further about the function of genre and
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the relationship between genres. | ask, does one text shed light on the other, or act as a useful
hermeneutic tool? Do these texts fill in gaps that the other leaves open? In his analysis of the
conceptualization of place in the Tirukkovaiyar, Cutler observes that the text shares a vision of
Siva’s ubiquity in the world with the Tiruvacakam. Given this overlap, Cutler questions whether
we should simply call Tirukkovaiyar a “designer version” of the Tiruvacakam.*> He ultimately
suggests not, and this chapter will contribute to this discussion by expanding our understanding
of the different types of projects being undertaken in each text. One is not simply a “version” of
the other, rather they do different, mutually supportive things in the service of a shared
theological vision.
Tracing the Roots of Karuna/ Karunai

Before turning to the texts themselves, this section provides a brief genealogy of the term
karuna as it pertains to its use in Manikkavacakar’s works. Karupa finds its earliest mention in
the Rg Veda but is more frequently found in later Buddhist literature beginning with the Pali
canon in which it is listed as one of the four brahmaviharas (developed from an Upanisadic
context). Karuna becomes a central organizing principle in later Mahayana traditions where it is
a type of upaya, skillful means, used to navigate a world of suffering and uplift other beings.
Karura concurrently solidifies as an aesthetic concept through drama and poetry, later theorized
in aesthetic treatises, the first of which is Bharata’s Natyasastra (“Treatise on Drama”). Through
the emergence of bhakti including with early examples in the Bhagavad Gita, Bhagavata

Purana, and later bhakti devotional poetry, a compassionate god who bestows grace on his

157 Cutler, “Four Spatial Realms,” 55.
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devotees by way of a close relationship emerges.?>® This is a significantly oversimplied and
incomplete picture of karuza simply meant to illustrate that by the ninth century, there are
diverse understandings of the term spread across multiple traditions and disciplines.

The Tamil approximation of the term karuna, karurai, appears relatively infrequently
before the ninth century in the Tamil literary corpus. Thus, apart from its emergence in a handful
of Tévaram hymns, it is difficult to draw a direct line from earlier Tamil usage of the term to
Manikkavacakar’s. The goal of this section is not to establish a one-to-one referent from
Manikkavacakar to other literary, theoretical, or doctrinal works. Additionally, I will not use
extant aesthetic theory to assign a single dominant rasa to either text (as would be done in the
traditions of aesthetic theorists like Anandavardhana, a possible contemporary of
Manikkavacakar, or the later Abhinavagupta). Rather, | look at references to karuna from earlier
sources in order to shed light on the term’s use in Tiruvacakam and Tirukkovaiyar.

Where do we first glimpse karuzai in the Tamil literary context? An initial survey finds a
surprising scarcity of the term in the major bodies of Tamil literature before Manikkavacakar. It
is not found in any of the contemporaneous or preceding work of the SrT Vaisnava alvars, and is
not a noted quality of Visnu or his operations in the world as it is for Siva in Tiruvacakam. It is
not found in major Cankam works, nor in the majority of the five epics including
Cilapattikaram. Based on extant literature in Tamil, it would seem that the term only emerges

significantly in Tiruvacakam itself. The following discussion will trace some of the possible

1%8 Srilata Raman succinctly notes, “Vedic/Dharmasastric conceptions of dharma were
challenged and sometimes explicitly subordinated to an ethic of compassion (karunya), the idea
being that the devotee emulates his compassionate and paternal God who is ready to forgive and
confer grace on the erring human.” "Justifying Filicide: Ramalinga Swamigal, the
‘Periyapuranam’, and Tamil Religious Modernity," International Journal of Hindu Studies 18, 1
(2014): 48.
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antecedents of the term karupai to contextualize its meaning in Manikkavacakar’s works, where
it proliferates.

One of the earliest uses of karupai in the Tamil literary corpus occurs in the poru/
atikaram (section on meaning) of the grammatical treatise Tolkappiyam (c. 4-5¢ CE). In the
subsection entitled meyppattiyal (manifest emotions), the author identifies the eight dominant

emotions expressed in poetry:

pannai topriya ep anku poru/um
kanniya purané nal nanku eppa

“...as the literate men say,

Thirty-two are the sources

That represent spheres of human sport

Wherein are born the eight emotions

With each emotion having four sources,”

nal irantu akum palumar unté

“These sixteen poetic sentiments come down to emotions of eight kinds,”
nakaiye alukai if/ivaral marugkai

accam perumitam veku/i uvakai epru

a pal etté meyppatu enpa

“These eight kinds of manifest emotions are laughter, grief, disgust, wonder, fear, pride, anger and joy.”>°

The eight emotions listed here are close parallels to the eight rasas identified by Bharata in his
Natyasastra. In the eight emotions listed by Tolkappiyar, a/ukai is that which is most closely
aligned with Bharata’s karura. Alukai is also glossed as avalam (suffering, pain, distress //
sorrow, care, anxiety) in the Tamil tradition. Peraciriyar, a later commentator on Tolkappiyam,

defines a/ukai with both the terms karuna (compassion) and avalam (grief/sorrow).6° The

19V, Murugan, Tolkappiyam in English: Translation, with the Tamil text, Transliteration in the
Roamn Script, Introduction, Glossary and Illustrations (Chennai: Institute of Asian Studies,
2000), 516.

160 p.S, Subrahmanya Sastri adds the following note: “Péeraciriyar classifies avalam into two:

karupa and soka.” Tolkappiyam: The Earliest Extant Tamil Grammar with a short commentary
in English (Chennai: The Kuppuswami Sastri Research Institute, 2002), 136.
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Tolkappiyam itself does not use the term karuna/karunai, and gives very little elaboration on the
poetic sentiment or emotion of a/ukai.

While the systems of meypatu and rasa are not entirely congruent, there is considerable
overlap and we might learn something from the more detailed description of karuna given in

Natyasastra. Bharata describes karuna rasa as follows:

“The Pathetic Sentiment relates to a condition of despair owing to the affliction under a curse, separation
from dear ones, loss of wealth, death or captivity... 6!

“Now the pathetic (karuza) Sentiments rises from the Dominant State of sorrow. It grows from
Determinants such as affliction under a curse, separation from dear ones, loss of wealth, death, captivity,
flight [from one’s own place], [dangerous] accidents or any other misfortune. This is to be represented on
the stage my means of Consequents such as, shedding tears, lamentation, dryness of the mouth, change of
colour, dropping limbs, being out of breath, loss of memory and the like. Transitory States connected with
it are indifference, languor, anxiety, yearning, excitement, delusion, fainting, sadness, dejection, illness,
inactivity, insanity, epilepsy, fear, indolence, death, paralysis, tremor, change of colour, weeping, loss of
voice and the like.

On this point there are two Aryas:

62. The Pathetic Sentiment arises from seeing the death of a beloved person, or from hearing something
very unpleasant and these are its Determinants.

63. This is to be represented on the stage by Consequents like weeping loudly, fainting,

lamenting and bewailing, exerting the body or striking it.”*62

Here, karuna is translated as “pathetic” and alternatively glossed as pathos or compassion. It is a
rasa that is evoked through sadness or lament. Notably, karuza manifests frequently in cases of
separation between family members or loved ones. The sthayibhava (durable or enduring
emotions) of karuna rasa is sorrow or soka. In Natyasastra we see listed observable signs of
karuna rasa in characters through the anubhavas (consequents) like weeping, shaking, or
fainting. One can recall the opening scene of the Ramayana: in its frame story, Valmiki, the

text’s mythic composer recalls seeing a kraufica bird coupled with its mate, tragically killed by a

161 He continues, “...while the Erotic Sentiment based on separation relates to a condition of
retaining optimism arising out of yearning and anxiety.” Bharata, The Natyasastra ascribed to
Bharata-Muni, trans. Manomohan Ghosh (Calcutta: Asiatic Society of Bengal, 1951), 109.

162 |bid, 111-112.
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hunter. The hunter’s outpouring of grief, soka, gives rise to sloka, versified poetry, and thus the

Ramayana is born. Later theorists argue that the Ramayana’s dominant rasa is, in fact, karuna.
Returning to Tamil poetic theory, Tolkappiyar gives us little details on the emotions

listed in the category of meypatu. His final comment on a/ukai/karurai lists its sources as

follows:

i/ivé ilavée acaivé varumai ena
vil/ivu il ko/kai alukai nanke

“The source of genuine alukai is four:—contemptible treatment, loss, change for the worse and poverty.”'63
This excerpt indicates some conceptual overlap in the sources or causal factors of karuzai with
those found in the foundational description in Natyasastra.

Moving from aesthetic theory to religious literature, by the ninth century, the Buddhist
canon has much to say about karuza and the term is well established in Sanskrit and Prakrit
Buddhist texts. Manimékalai (c. 6™ ct. CE), one of the only extant Buddhist texts in Tamil, is
thus a worthwhile source to consult on karuzai. The term itself, however, is largely absent in the
work. Karurai appears but once at the very end of the text. The final canto sees Manimékalai,
the epic’s protagonist, surrendering herself to the three jewels (muttiramazi) at which time the
sage Aravanan gives a sermon on the doctrine of interdependent origination. The following
excerpt is his final quote to her just before she performs the necessary austerities and becomes a

renunciate;

apittam tukkam ananma acuti ena
tapittu parttu parru aruttirutal
maittiri karuna mutitai enru arintu
tiruntu nal urarvan cerram arrituka
curuti cintana pavana taricanai
karuti uyttu mayakkam karika!

in nal vakaiyan manattiru/ niniku

“All that we described as above are caused by desire, anger and illusion.
To snap attachment by recognizing

163 Sastri, 137.
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Impermanence, pain, soullessness and dirt;
May your anger cease by good consciousness
Of friendship, compassion and joyful thought.
[knowing love, compassion, and bliss]

Give up illusion by reading scriptures,

By meditation, contemplation and
Realization. Be freed from mental

Darkness by these four!64

In these parting words, Aravanan offers Manimékalai a path to sever the bonds of karma and
attain freedom from mental constructs. Karuza is listed along with maittiri “friendship” (from
skt. maitra), and mutitai “joy/bliss” (from skt. mutita) as one of three means of shedding anger. It
is significant that karugai is crowned at the finale of this work as a means to ultimate salvation.
Although the term is only used once, it manifests in multiple ways throughout the work. As
Monius argues, karuzai is a key feature of both narrative action—evident in the way that
characters interact with and treat one another—and in the affect of the text as a whole. She
argues that karugai is indeed a central organizing principle in the narrative of the protagonist,

Manimékalai, and a valued quality, demonstrated through action. Monius writes,

“The Manimékalai ...presents the doctrine of interdependent origination in the context of a narrative that
compels its audience to experience the reality of that doctrine’s underlying complex causal processes; on
the other, it also elicits from its audience a heightened emotional experience (rasa) of compassion or pathos
(Tamil alukai, Sanskrit karura),...an emotional experience that is also suffused with an atmosphere of
profound devotion to the Buddha. Human life, defined by suffering, is conditioned by the complex
interplay of ignorance, karma, craving and the rest, insists the Manimekalai. In the context of that ever-
changing scene of transience and misery, one must feel pity for one’s fellow beings and empathize with
their constant and profound suffering.”%

From these observations of Manimékalai, we can see that karuzai serves to highlight human
suffering in way that is evocative of compassion in a witness or reader. It is not simply a
qualification of character’s natures or behaviors but is also an aestheticized emotion with

theological significance.

164 Manimekalai, trans. Dr. Prema Nandakumar (Thanjavur: Tamil University, 1989), 186.

165 Monius, Imagining, 45.
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Karurali in bhakti

These fragments from Natyasastra and the Tolkappiyam coupled with observations on
karupai in Manimekalai give a fragmented foundation upon which to understand the term and its
semantic valences in Manikkavacakar. Karupai in drama, then literature and literary theory, was
an emotion founded on grief and sadness, generative of pathos. In Buddhist literature more
broadly and in Manimekalai specifically, witnessing the grief of the human condition is
generative of pathos and necessitates the cultivation of a compassionate disposition that results in
caring action; compassion is both a virtue and a means to freedom. But what of karugai in other
devotional sources in South India? Apart from the above selected works, texts of the bhakti
tradition offer further understanding of Manikkavacakar’s inheritances. In his work on viraha
bhakti (love in separation), Friedhelm Hardy offers some helpful clues. His exploration of the
Bhagavata Purana (c. 6-10" ct. CE) suggests karuna is a central theme in the theology of Krsna.
It is both a causal, motivating factor in Visnu’s manifestation in the world and in his actions
towards his devotees. It also qualifies Krsna’s affection and care for his devotees. Hardy notes its
inclusion in the Bhagavata Purana, “Krsna’s motives for revealing his beauty to the gopis and
for granting them physical satisfaction are grace and compassion: ‘Bhagavan manifests himself
for the sake of people’s final beatitude’; ‘out of compassion he had his sport with the gopis; ‘full
of compassion and out of affection’; ‘he takes a human body in order to favour all beings’.”%66
Thus, in the Bhagavata Purana, we see explicit qualification of god’s actions and motivations as

compassionate or fundamentally caring in nature. Outside of the Saiva materials, this is perhaps

the closest analog to the description of Siva’s actions in Tiruvacakam.

166 Friedhelm Hardy, The Early History of Krsna Devotion (Oxford: Oxford University Press,
1983) 536.
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While the term karupa/karupai does not appear in the early works of the Tamil Sri
Vaisnava saints compiled as the Nalayirativiyappirapantam, Hardy’s observations mentioned
above about Visnu’s qualities are operative. Though not explicitly described with “karupai,”
there is ample discussion of Visnu’s salvific nature and acts which are qualified with descriptors
of loving care. Terms like takavu, daya, and krpa have semantic overlap with what we might
gloss in English as “mercy” or “compassion.” These terms appear in Nalayiradivyaprabandham
with some frequency.” The theme of god’s compassion is taken up with some gusto by later StT
Vaisnava commentators who identify it as a key element of the relationship between god and
their devotees. '8

The term karupai appears in earnest in the Saiva bhakti hymns of the Tévaram. It is in the
works of the mivar where karugnai first emerges as a significant qualifier of Siva’s nature,
appearing 16 times. Cuntarar uses the term seven times, Appar follows with six, and Cuntarar
with three. Given this relatively sparse occurrence (in the greater context of the almost 800
Tévaram hymns), it is difficult to draw comprehensive conclusions about its meaning and
semantic range, however in looking at a few key instances we may gain some insight. The
following section addresses Tévaram occurrences by composer.

Appar

In many ways, Appar’s hymns share the most conceptual overlap with those of

Manikkavacakar. His hymns, as well as many in Tiruvacakam, showcase speakers who express

significant distress and detail the hardships of being stuck in cycles of samsara or karmic birth.

167 Conversation with Francis X. Clooney, September 16, 2021.

168 See Srilata Raman, Self-Surrender (Prapatti) to God in Sr7 Vaisnavism Tamil Cats and
Sanskrit Monkeys (New York: Routledge, 2007), 89-91.
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Appar’s speakers position themselves as fundamentally unfit for true servitorship, a theme that is
amplified in Manikkavacakar’s self-denigratory verses. Siva’s compassionate nature is
productively contrasted with these depictions of acute suffering. Thus the use of karurai in
Appar is an instructive starting point for exploring its use in Tévaram. To begin, Appar 6.62.5

illustrates the above discussed phenomena clearly:

im mayap pirappu ennum kKatal am tunpattu
iraic culipparu ilaippénal ilaiya vanpnam
kaim mapa mapattu utavi, karupai ceytu
katal arul avai vaittay kana nillay

vem mana matakariyin urivai portta
vetiyané ten anaikkavul méya

ammanp Nin poppatam ataiyapperral
allakanramkonzu atiyen en ceykéné

You aided my mind like a helping hand, to quell my weariness, | who was fatigued, trapped in the suffering
of an ocean of these illusory births.

You were compassionate toward me and bestowed loving grace unto me.

Now you are not seen.

Oh you who are disguised in the skin of a vicious rutting elephant,

if 1 approach your golden feet, what should I do, your servant, suffering from this affliction?

After describing their imperiled state, mired in a whirlpool of karmic muck, the speaker details
the gracious action Siva performs in order to ameliorate their suffering. The word karupai is used
to modify this act. Karugzai is used with the verb cey, to do, perform, or act. The act of
compassion is then followed by the gracious giving of love: katal arul avai vaittay. Having acted
compassionately by lending aid, Siva then graciously bestows his love. Katal here denotes love
that encompasses a broad spectrum of attachment including that of familial relationships, lovers,
etc. It does not have the overtly sexual overtones of the term kamam—this distinction is evident

even in early akam poetry.t6® The linking of the terms karupai, katal, and aru/ in the context of

169 \/a, Cupa Manikkam, The Tamil Concept of Love (Tirunelvely: South India Saiva Siddhanta
Works Publishing Society, 1962), 253-254.
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Siva’s intervention in the speaker’s suffering is significant and points toward similar
constellations in Manikkavacakar’s works.
6.90.10 introduces another frequent construction, the inclusion of puranic source

materials that mirror, highlight, or illustrate Siva’s compassionate nature:

matal alit tamarai ayirattil onru

malarkkarn izantu itutalumeé mali van kolac

cUtar ali netumalukku arulceytanai

tumpi uri porttanai tolan vifta

atal alit tér uraiya ilankaik konai

aru varaikkil atarttanai aru] ar karupaik

katalanai kaficanir anta kovai

karpakattai kap arak kantu uynténé

The one who graciously gave Mal a scintillating, beautiful discus, great and full as soon as he plucked and
his eye that looked like a flower when one 1,000 petal lotus [was missing];

The one who covered himself with an elephant skin;

The one who squashed the King of Ilankai—who had a chariot with strong wheels from T6lan—under the
rare mountain;

The ocean of compassion suffused with grace;

The king who rules Kaficantr; The wish-fulfilling tree;
Having seen him, | saved myself as my eyes filled.

This verse recounts various episodes in which Siva intervenes in the lives of other cosmic
figures. The first example comes from the Siva Purdna and references the story wherein Mal is
tested by Siva who later grants him a boon. The second references the disciplining of Ravana
wherein Ravana is granted pardon and a boon after appeasing Siva. This verse is roughly broken
into two parts: the first half contains references to puranic materials, the stories of Mal and
Ravana. It then shifts to a more local manifestation of Siva as the king of Kaficaniir, and finally
concludes with the speaker’s direct encounter. Bifurcating the puranic/universal and the
human/local, is a description of Siva as an ocean of compassion filled with grace, aru/ ar karunai
kazalanpai. Siva is compassionate in both his cosmic interventions with Mal and Ravana, and in
his gracious presence that is salvific to the speaker. This verse points to a continuity between the

characterization of Siva’s actions as fundamentally compassionate (even when “violent™) in both
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cosmic and divine realms that continues in Manikkavacakar. Of note is the connection between
compassion and grace; compassion is qualified as being full of grace (aru/ ar karunai).

4.51.4 contains another purdnic episode that illustrates Siva’s compassion:

kalanaik kalal cerru anru arul puri karunaiyané
nilam ar kantattané nil muti amararkové
nalam am perumaiyané nalir ilantinkal ciitum

O One whose compassion abounds with grace, who in the past killed Kalan with his foot!
One with a blue throat!

King of the heavenly ones with a lofty crown!

Lord whose greatness comprises the world!

One with beautiful, matted locks on which there is a cool young crescent!

King of Kotika!

This verse references the myth of Siva destroying time/death (Kalan) on behalf of Markandeya:
kalanai kalal cerru anru aru/puri karupaiyané, the compassionate one filled with grace
destroyed time with his foot. This action was both compassionate toward Markandeya, but also
toward Kalan, who, though destroyed, was also graced by Siva. Like 6.90.10, Siva’s destructive
acts are given a valence of love and care, here perhaps more explicitly. We also see the explicit
connection of aru/ and karupai as in 6.62.5 and 6.90.10. In 6.52.7 Appar similarly invokes
another puranic reference, this one the slaying of the asura king Calantarana: Behold! he is the
compassionate one who graciously bestowed the discus to dark Mal in order to destroy the
strong-shouldered Calantarana (karpolitol calantarapai pilanta ali karumalukku arul ceyta
karunaiyan kan). Compassion and grace are linked again in this excerpt in which even the
“violence” actions are part of gracious action.

6.42.5 further illustrates how compassion is used as a qualifier of Siva’s nature:

tinaittanai or porai ila uyir pom kigtaip
poru/ enru mika Upni matiyal inta
anaittuulakum alal am enru pecum
ankaram tavir nericeé amararkku aka
MUpaittu varu matilminrum popra apru
muzukiya veficilai valaittu, centi milka
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nipaitta perus karupaiyan neyttanam enru
Ninaiyuma Ninaintakkal uyyal ame

Oh heart, closely considering the body from where the soul leaves without staying for even a small measure

of time,
leave that ego that says you can rule the whole world with your mind!

You can be saved if you think appropriately of his neyttanam, the one of great compassion who, back then,

bent his cruel bow and thought to engulf the three attacking enemy forts in flames.

Addressing their wily mind, Appar’s speaker offers a way out of suffering by contemplation of

one of Siva’s many places of residence, Neyttanam. Here, compassion is again a marker of

Siva’s fundamental nature—the noun karurai is directly appended by the masculine third person

singular affix -an. We will see shortly the adoption of karuzaiyan as a frequent epithet in

Tiruvacakam.

6.77.6 adds an important qualification about the recipients of Siva’s compassion:

ati ar cilampu olikal arppak kanten
av avarkke inta karunai kantéen
muti ar cataimél aravam milka
mirip pirai poy maraiyak kanten
koti ar atanmel itapam kanten
kovanamum kilum kulavak kantén
vati arum mii ilaivel kaiyil kantén
vaymir atikalai nan Kanta are

I witnessed as the anklets on the feet resounded with sound.

I witnessed the compassion meted to each one.

I witnessed as the crescent moon went and descended into the coiled serpents above his matted hair.
I witnessed the bull emblazoned on the flag.

I witnessed as the loin cloth and waist band glimmered.

I witnessed in his hand a sharp trident with three blades.

This is the way | witnessed the lord in Vaymdr.

In this hymn to Tiruvaymiir the speaker gives a list of Siva’s wonders that he witnessed first-

hand. Referencing Siva’s acts toward his devotees, and perhaps indirectly to the panoply of

puranic references noted above, the speaker says: avvavarkke inta karunai kanten, | saw the

compassion granted to each and every one. Siva’s compassion is that which is bestowed to

individuals according to their need. This theme, that Siva meets all individuals “where they are,”

or “according to their need” continues through Manikkavacakar’s works where even the lowest

dog is deserving of grace and indeed granted it happily.
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In Appar we see a constellation forming between terms for compassion, grace, and love.
Compassion characterizes Siva’s nature and his interactions with his devotees. These interactions
include those more “violent” puranic episodes in which he destroys other figures and in the
softer interventions made on behalf of the speaker. In Appar, karugai is an action that can be
undertaken and something that can be bestowed. | now turn to Campantar to review his usage of
the term.

Campantar
1.22.8 is a useful segue from Appar to Campantar, given that he too uses puranic

narrative to reinforce ideas:

capam veru ura varu tacamukaz orupatumuziyozum irupatu

kapam maruviya puyam neri vakai, kalal ariyil orviral niruvinan
inam mali kapa nicicaran makilvu ura aru/ceyta karupaiyan epa
mapa makilvofu maraimurai upar maraivagam amartaru paramané

He was the one who took one toe of his ankleted foot and crushed the solid twenty shoulders of Tacamukan
who frightened the community;

The compassionate one who graciously touched the night walker of many garas with joy;

He is the supreme lord who flourishes in Maraivanam, where the wisdom of the Vedas is happily known.

This verse references the story of Ravana’s penance from the Ramdyana. In it, Siva crushes
Ravana, who had been terrorizing sages, with his toe. Only after Ravana sings Siva’s praises
over many years does Siva eventually bestow his grace and grant him both freedom and a boon.
Here, the first two lines document the harsher act of crushing. This act is then qualified in the
third line which says he is the compassionate one who graciously touched the night walker
(Ravana) with joy (nicicarar makilvu ura aru/ceyta karupaiyan). Whether this refers back to the
myth and to the eventual act of freeing or whether it refers to the act of crushing detailed in lines
one and two is not clear. However, his actions toward Ravana are described with both of the
terms aru/ and karurai further substantiating a link between the two terms | noted above in

Appar. Analyzing the application of the Ravana story in Appar, Monius notes, “The story of
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Ravana exemplifies, in condensed narrative form, the journey from everyday disordered,
meaningless action and language to the cohesion of creative speech (in this case, song) and
embodied gesture (in Ravana’s instance, the literal use of his own body to create music) that in
turn generate a true love (anpu) for the lord.”*"

Siva’s defeat of Ravana is mentioned again in 2.32.8:

irakkam il kupattosu ulaku eskum nali vempor

arakkan muyipattu alai puyattofum agarikat

turakka viralizn ciritu vaittavar izam cir

varak karunaiyalar payil van tiru aiyaré

Civan placed his toe upon Arakkan of ten heads and full shoulders who was mercilessly waging harsh wars

across the world in order to completely diminish his strength;
His place is cool Tiruvaiyaru which is full of people of great compassion.

This time, karugai is used not to describe Siva directly, but the people who live in his fertile
town of Tiruvaiyaru. This is the only instance of such usage in all of the Tévaram. However,
Tirukkovaiyar spends a considerable amount of time qualifying Siva’s people as being virtuous;
this is a point of reference to note.

3.76.8 again mentions Ravana (Arakkan):

muyit talaika/pattu uzai murugzu uru arakkanai nerukki viralal,
arittalam mup vaittu alamara, karupai vaittavaz izam palatuyar
keruttalai nigaittu aram iyarrutal Kilarntu, pulavapar varumai
Viguttalai matittu, niti nalkumavar malku pativetavanamé

The place where Siva crushed the reckless Arakkan of ten crowned heads with one toe and gave his
compassion when he (Arakkan) was confused is Vetavanam, the place which abounds with loving people
who are wealthy, who think of destroying many [kinds of] suffering, who become great at performing
virtuous deeds, and who think about alleviating the poverty of bards.

This time, the place where Siva granted his compassion (karuzai vaittavazn) is Vetavanam. An
epic myth is again rooted in the named Tamil countryside. Karuzai becomes something that can

be given directly and is used with the verb vai, to give/bestow. As in 2.32.8, the people of

170 Anne E. Monius, “Gesture and Emotion in Tamil Saiva Devotional Poetry,” in The
Bloomsbury Research Handbook of Emotions in Classical Indian Philosophy, eds. Maria Heim,
Chakravarthi Ram-Prasad, and Roy Tzohar (London: Bloomsbury Academic, 2021), 184.
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Vetavanam, another of Siva’s abodes, are described with a number of virtues. Their virtues
indirectly reflect the compassion of Siva mentioned in line two.

3.123.7 continues the pattern of invoking Siva’s interaction with Ravana:

etuttavan tarukkai ilittavar viralal éttita attam am péru

totuttavar celvam tonriya pirappum irappu ariyatavar velvi

tatuttavar vanappal vaittatu or karunai tan arul perumaiyum valvum

kotuttavar virumpum perum pukalalar konamamalai amarntare

He is the one who gave a boon, the wealth of not known when he would be born or die, as Tarukkai who
had picked up [the mountain] and been crushed by one finger praised him.

He is the one who interrupted the sacrifice.

He dwelled in Konamamalai where live the very famous who adore the one who grants life and the
greatness of compassion which is given out of grace.

In this verse, compassion is linked to again to grace—it is that which is given by him to his
devotees—and also semantically to perumai, excellence or greatness. The boon giving of the
first two lines which detail his cosmic actions is mirrored in the life-giving gracious compassion
bestowed on the devotees detailed in the second two lines.

2.40.2 expands upon the conditions in which Siva, as the compassionate one, takes care

of his devotees:

tam enrum mapam talarat takutiyaray ulakattu

am enru caran pukuntartamaik kakkum karunaiyinan
om enrU marai payilvar piramapurattu uraikinra
kamantan ugal eriyak kanal cérnta kannané

The compassionate one protects those who have entered into the protection of he who protects the whole
world, the ones who are fit of mind and not slacking.

He is the one whose fiery eye lit the body of Kaman ablaze, who abides in Piramapuram where those who
practice the Vedas chant “om.”

This verse introduces the concept of carazam “refuge” from the Sanskrit sarapa. This concept is
important to St Vaisnavas for whom it is closely linked with prapatti “surrender.” Specific
language for seeking refuge or surrendering is not common in the Saiva materials, so this
instance is of interest. Manikkavacakar plays with the notion of refuge in Tiruvacakam, though
not always with these specific terms. Further investigation of the connection between karuzai

and carapam warrants further attention in the Saiva context.
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2.23.5 is an altogether different style of poem from those explored above. It is written in
the style of an akam poem in which a mother laments for her daughter who is enamored with a
young gentleman. In this poem, instead of a gentleman, Siva has taken the place of the object of
her affections:

cernkan peyar kontavan cempiyarkon
am kan karupai peritu ayavané
ven kan Vitaiyay vennaval ulay
ankattu ayarvu ayindl ayilaiye

The one who granted karupai

like that which belongs to the good eyes of

Cenka Cola, the king of the Cola,

has a bull with white eyes

and sits under the rose-apple tree.

My ornamented one’s body languishes [thinking of him].

It is curious here that karugai is the chosen qualifier for Siva as an object of attraction. The use
of the term also complicates the akam formula it borrows so heavily from. The mother laments
for her daughter who is usually after the town playboy. In this verse, she laments that her
daughter is after the compassionate one. Monius comments on the use of Cankam poetics in
Appar writing, “More than merely reworking Cankam language and tropes to grant authority or
heighten certain literary qualities, such imagery emerges as truly new and creative speech in
Appar’s work.”'"? She states, “The emaciation wrought by sexual longing, the disobedience to
parental figures in pursuit of satisfying desire, and the pining for the beloved hero in classical
literature are here transformed into a verbal gesture that generates love (azpu) of a very different
sort, one not focused on frustrated sexuality but instead on a gracious god who will eventually
2172

satisty the girl’s desires.

3.77.7 returns to a more familiar invocation of the term karuzai:

en periya vanavarkal ninru tuticeyya iraiye karunai ay
unpu ariya naficu atanai untu ulakam uyya arul uttaman itam

171 Monius, “Gesture and Emotion,” 182.
172 Monius, “Gesture and Emotion,” 184.
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pan payilum vantupala kenti matu untu nirai paimpolilinvay
on palavin inkani corintu manam naru utavimanikuliyé

The place of the ultimate one whose grace saved the world by compassionately consuming that rare poison
as food when the other gods stood praising him, the supreme one,
is sweetly perfumed Utavimanikuli, where sweet ripe fruits of the jackfruit tree from the fertile gardens full
of melodiously buzzing bees who gather honey and drink, scatter.

Siva’s act of drinking poison churned from the ocean is, in the Saiva tradition, viewed as a
fundamentally compassionate one. The choice of myths used in verses which also highlight
Siva’s karugai is not random but both mirrors and amplifies the theme.

Thus, Campantar continues in the vein of Appar, linking specific puranic episodes that
productively highlight Siva’s compassionate nature, linking karuzai to other concepts like aruy/,
and using karupai as both an object given and as a qualifier for Siva’s nature or actions.

Cuntarar

The term karugai appears only three times in Cuntarar’s Tévaram. In 7.26, the hymn to
Tiru Kalatti, Cuntarar praises Siva in his cosmic manifestation as a dazzling light “celuficuzare,”
and lord of ganas, “kantar katalikkum kana natan,” the lord of the ganas who adore him and see

him. Verse two then shifts to focus on Siva’s actions toward the speaker:

Verse 1

centu arum Vigaiyay! civané! en celuficufare!
vantu arum kulalal umai pakam makilntavane!
kantar katalikkum kananatan! em kalattiyay!
anta! unnai allal arintu ettamattene.

Siva with the bounding bull! My dazzling light!

One who rejoices with his half, Uma, whose tresses are swarming with bees!
Chief of the ganas, beloved by those who know you! My lord of Kalatti!
Universal one! I won’t praise or know any other than you.

Verse 2

imaiyor nayakané iraivané en ifarttunaiye

kamai ar karunaiyinay karu ma mukil pol mitarray
umai or kiru Utaiyay wruve tiruk kalattiyu/

amaivé unnai allal arintu éttamattene

Lord of the heavenly ones! Lord! My aid in affliction!

One who is compassion and full of forbearance, whose neck is like a great dark cloud,
The one who has Umai as one part, whose form is visible! The beauty in Kalatti,
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I won’t know or praise anyone other than you.

This two-verse run contains a significant shift. As attention turns from Siva’s cosmic

manifestations toward the relationship between Siva and the speaker, Siva’s tolerance,

availability in times of need, and compassion are linked together thematically and emphasized.

Compassion, while highlighted by puranic episodes, is most strongly linked to Siva’s attitudes

toward the speaker of these poems. It characterizes and defines the relationship between Siva and

the speaker. This remains true in Tiruvacakam and less explicitly in Tirukkovaiyar.

Verse 7.67.8 echoes patterns noted above in Campantar and Appar:

ev evar tévar irutikal mannar

en irantarkla marra enkum ninru étta
av avar véntiyaté arujceytu,
ataintavarkke itam aki ninranai

iv avar karurai em karpakakkazalai
emperuman arulay enra pinpai

vawi en avi manam kalantanai
valivalamtazil vantu kanténée

Whosoever, be they gods, sages, or kings,

when they praise him he graciously grants their needs.
That one who stood as a place for those who take refuge,
who grants compassion like our wish giving tree,

after imploring my lord grace me,

he mixed in my life breath and mind and

I saw him in Valivalam.

In this verse, Siva’s compassion is meted to the speaker and to the implied group of ardent

devotees. Siva is called the wish giving tree and in the first three lines we see that anyone who

praises him will receive his gracious affection or care. Interestingly, Cuntarar also invokes the

notion of surrender or refuge (ataintavarkke iram). The term cararzam is not used but seems to be

suggested.

In Cuntarar’s final use in 7.87.6, Siva is referred to as the “great ocean of compassion”:

the great ocean of compassion praised by those of Cola Natu which is surrounded by the Kaviri

(kaviri putai ciil conattavartam paraviya karunai amkagal). Thus, his few uses of the term

continue in the vein of both Appar and Campantar.
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The term karugai has a long history in Indian literatures belonging to various religious
and aesthetic traditions. Its manifestation in each is not necessarily consistent though there are
significant points of overlap. In this brief and limited overview, | have highlighted a few key
elements which are relevant to a discussion of its manifestation in Manikkavacakar’s works.
Monius’ observations of Tamil Buddhist literature offer possibilities for imagining how karuzai
may have been a site for notions of rasa (aestheticized emotion) to be coupled with the active
ethical imperative of karupa from Buddhist traditions. Missing from my discussion is the
Sivadharma corpus (beginning in the 6™ ct. CE) which may offer more material to trace how
karupd became a salient idea in the south and a newly important theological construct.1’?

Karunai in Tiruvacakam

As noted above, the overall occurrence of the term karupai across all 7évaram hymns
amounts to less than two percent. Strikingly, the term is used in 21 out of 54 songs of the
Tiruvacakam, bringing its occurrence up to forty-one percent. This is similar to the significant
increase in the use of the term aru/ between Tévaram and Tiruvacakam as documented by
Harris.t™ Tiruvacakam contains a proliferation of both of these terms for describing Siva’s
nature and actions, and as seen in the Tevaram examples above, karurai and aru/ have thematic
overlap. Now that some of the relevant features of karuzai in historical context have been
explored, the rest of this chapter considers how the term is used and how the concept of

compassion functions in both texts. | begin by looking at Tiruvacakam in which karugai as a

{73 For more on the link between this corpus and the development of jivakarunpyam in
Saivasiddhanta traditions see Srilata Raman, The Transformation of Tamil Religion Ramalinga
Swamigal (1823-1874) and Modern Dravidian Sainthood (New York: Routledge, 2022) 77-107.

174 Gardner Harris, “Obtaining Grace.”
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term and concept is explicitly engaged with. In this section, I first look at karurai as a direct
descriptor for Siva and his nature. I will then move on to describe karurai as a qualifier of Siva’s
actions and more specifically, his actions toward or on behalf of his devotee. After doing so, |
will compare these compassionate actions to the speaker’s perception of their own states, during
and after these acts are performed. Finally, I will think about what affective powers witnessing
these may have for the reader.
Siva’s Nature as karunai

To start addressing the use of karurai in Tiruvacakam, | will look at a few examples of
how the term is used to describe Siva’s nature. Following the conventions introduced in
Tevaram, in Tiruviacakam karupai is used to qualify Siva’s nature alongside other descriptive
terms like azpu or aru/. For example, in Civapuranam 1.66, the speaker uses the metaphor of a
river to address Siva directly: “O bountiful river of great compassion that does not diminish”
(pératu ninra perunkarupa poraré). The term for river, por, stands in for Siva and gains the
honorific affix ar plus the vocative affix -¢ to indicate Siva as the subject of direct address. In
Tiruccatakam 95, the speaker also uses the image of a flood: “O great flood of compassion
without change” (maru ilata ma karuna vellamé). Similarly, in Nittal vinnappam line 117, the
speaker calls Siva an ocean of compassion (karura karal). In Tiruvammagai line 179, the flood
imagery is again invoked to call Siva a flood of compassion (karuza* ve/lam). Each of these
examples echo the natural imagery used by Appar in 9.90.10 and Cuntarar in 7.86.6. In
Porrittiruvakaval 204, the speaker introduces another metaphor from the natural world saying
praise the mountain of compassion so close (maruviya karunza malaiyé parri). Siva here is not
the sea of compassion but the mountain of compassion which is in immediate proximity to the

speaker.
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If the above examples give brief glimpses of karupai as a descriptor of Siva’s nature, the

following excerpt, lines 92-109, from Kirztittiruvakaval begins to contextualize the term’s use:

antam il perumai alal uru karantu
cuntara vetattu oru mutal uruvu konfu
intira fialam pola vantaruli

évevar tapmaiyum tanvayin paguttu

tané akiya tayaparan em irai

cantira ti pattu cattiran aki

antarattu ulintu vantu alaku amar palaiyul
cuntara tapmaiyotu tutaintu iruntaru/iyum
mantira ma malai mayéntira merpan
antam il perumai aru/ uzai appal

emtamai anta paricu atu pakaril

arral atu urai alaku amar tiru uru

nirru koti nimirntu kagtiyum

unam tannai orurku ufan arukkum
anantamme ard arufiyum

matil kiiru Utai ma perum karunaiyan
ndta perum parai navinru karankavum
alukku ataiyamal antu kongarulpavan

He concealed himself as a flame whose greatness is without end,
taking the first form, beautifully disguised,

he graciously came like magic,

made the qualities of each one his own;

He is indeed the merciful lord—our lord—

who became the sastric one, bright as the moon;

he descended from the sky and came to Palai, of abiding beauty;
Gracious and replete with all of the qualities of beauty,

He is the king of Mount Mayeéntira (Mahendra), the mythic mountain,
The lord with great grace without limit;

If speaking of the manner in which he ruled us,

He showed his beautiful holy form which possessed that ability
and raised his ash-white flag;

He graciously gave the river of bliss which

reduces and severs our flaws;

He is the one of great compassion whose half is a woman;

As the great nata drum sounds out,

He is the one who takes and rules us without defect.

Kirttittiruvakaval is a long form poem that weaves together descriptions of Siva’s puranic feats
with his manifestation in Tamil towns and accounts of his interventions in the lives of his
devotees in a seamless stream of praise. Akaval, one of the two oldest meters, is the meter in
which the vast majority of Cankam poems are composed so it is significant that Manikkavacakar
chooses this as one expressive mode among many, including forms that more closely

approximate the patikam of the Tévaram. Writing on Pattuppatrtu, also in akaval, M.S.
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Purnalingam Pillai writes, “All of them are in akaval metre and must be read as wholes, for the
thought leaps from line to line, and no cuttings can be made without impairing the run of the
labyrinthine thought.”*"® This description rings true for Kirzzittiruvakaval in that there aren’t
clear stopping points in the narrative-like flow. The excerpt above captures all three of the
themes listed and thus | have chosen it to see how the content that immediately precedes and
follows the use of the term karurai can inform our understanding of it. The opening lines of this
poem refer to Siva’s manifestation as the linga of light. The poet then shifts to indicate that Siva
takes into his being the nature of each and everyone (évevar tanmaiyum tanvayin patuttu) and
that he is the giving lord (tayaparan). Following is mention of his manifestation in the Tamil
countryside at Palai. The speaker then qualifies Siva further: “he is the supreme being whose
grace is great and without end” (antam il perumai aru/ uzai annal); then the river of bliss
(anantammeé ara). Finally enters the term karugai: “the one of great compassion whose form is
half woman” (matil kiru utai mapperum karunaiyan). Here, karupai is given the masculine
singular third person affix -az, in describing Siva as Ardhanari$vara. After this, the effects of his
interventions are mentioned: “he rules us that we may be without faults” (alukku azaiyamal antu
konraru/pavan). In this flowing section, karuzai is nested in amongst other notable aspects of
Siva’s nature. We see that grace (aru/) and bliss (@nantam) are also listed as fundamental
characteristics of Siva’s being, and further, that karuzai is the nature of a lord who works to
remove flaws and to enslave, i.e. draw one into an unbreakable relationship. Karurai is here
contextualized in a larger picture of Siva’s broader nature and deeds.

Tiruccatakam offers another shade of karuzai as it highlights the disparities between the

speaker, often described as lowly and unvirtuous, and Siva who is the highest, most perfect

175 M.S. Purnalingam, A Primer of Tamil Literature (Madras: Ananda Press, 1904) 21.
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being. This productive contrast is found throughout Tiruvacakam and emphasizes how
significant Siva’s interventions in the life of the speaker are. That the supreme being deigns to
stoop down and aid the lowest creature is a running motif throughout the work. This dynamic
emphasizes Siva’s compassionate nature, and the term karuzai is often used to qualify
interventions in the life the speaker when they describe themselves as an unworthy dog. Verse 97

provides a useful example:

Utaiya natané porri Nin alal

parru marru enakku avatu onru ini
ugaiyano pani porri umparar

tam para para porri yaripum
karaiyan ayinen parri ep perum
karupaiyalané parri eppai nin
atiyap akkinay parri atiyum

antam dyindy porri appané

Praise the lord who possesses me! Other than you,

O Possessor, do | have any one other connection?

Praise supplication [to you]!

Praise the pre-eminent of the heavenly ones!

I was lower than everyone; Praise!

Praise my one of great compassion!

You made me your slave; Praise!

Praise you who became the beginning and the end! O Father!

Much of the catakam follows a similar pattern: the speaker details their hard state while also
praising Siva’s gracious acts of salvation or enslavement. The final decad is no different. In this
verse, the speaker refers to themselves as a lower than everyone else: “I was lower than
everyone” (yarinum karaiyan ayinén). Immediately following this statement, they declare:
“praise my one of great compassion” (en perum karupaiyalané porri); and immediately
following, “praise you who made me your slave” (niz atiyan akkinay porri). Siva’s act of
enslaving the lowest one is linked by way of grammatical location to Siva’s intervention. In
verse 100 the speaker states: “my lord your compassion is without limit, you made me a lover at

your feet” (ennai nin kalarku anpan akkinay ellai illai nin karunai empiran). Karupai indicates

194



something about the degree of compassion that Siva demonstrates in tending to even those who
appear not to deserve it.

In Tiruvempavai, a song generally grouped with the other game songs of the Tévaram,
the speaker uses karupai amongst other descriptors that make Siva an object of attraction for a

group of young women. Take for example verse 8:

koli cilapa cilampum kuruku erikum
elil iyampa iyampum ven casiku erikum
kel il paraiicoti kél il parasnkarunai

kel il vilumpporu/ka/ patinom kettilaiyo
vali ttu enna Urakkamo vay tiravay
aliyan appUutaimai am arum ivvaro

ali mutalvanay ninra orupapai

elai pankalanaiye patu él or empavay

As the rooster crows, birds sound everywhere;

When the seven notes sound, white conches everywhere join;

We sang of the supreme flame without compare, the one of great compassion without equal,

The highest object without compare—did you not hear it?

May you flourish! What is this slumber? You do not even open your mouth!

Is this the manner of her love for the king?

Sing of the singular one who stands as the prime being at the time of dissolution, the one whose partner is a
woman! Wake up, our young lady!

In this verse the speaker sings about Siva as the supreme light without compare, his supreme
compassion without compare, and as the highest object without compare (ké! il pararicoti kel il
paraskarunai kel il vilumpporu/kal patinom). It is this Siva that the speaker that the young
woman being addressed is in love with (aliyan anputaimai am arum ivvaré). Throughout this
song, the speakers sing of Siva’s more endearing qualities, framing him not only as a supreme
being but also referring to him with language that would be used to describe a handsome young
talaivan. Karugpai fits in with other “sweet” qualities and also in the greater narrative of the song
in which intimacy is prized. The notion of enslaving finds overlap with the veiled language of

infatuation, or lovers.
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Tirukkotumpt 9 demonstrates a similar invocation of karupai as that explored in the
Téevaram examples above: it uses the term in conjunction with puranic references which mirror

its sentiment.

karanarnka/ ellam katantuninra karai mitarran

caranarnkalé cenru cartalumeé tan enakku

maranzam pirappu esru ivai iraptin mayakku arutta

karupai katalukke cenru atay kottumpt

The one with a stain on his throat stands beyond all senses,

Upon reaching his feet, for me he severed the delusion of the two: death and birth;
Go to that ocean of compassion and hum oh king bee!

Here, Siva’s salvific act of drinking the ocean of poison is referenced in line one with the phrase
he whose throat is black (karai mirarran). Immediately following the speaker uses the word
caranam, as also seen in Tévaram, to indicate a place of salvation, the place in which the speaker
is freed from the fetters of birth and death. Carazam declined in the plural refers to Siva’s feet.
The verse concludes with the speaker addressing the bee: go to him he who is the sea of
compassion (karunai katalukke cenru utay kottumpri). Thus, here there is a link between a cosmic
act done on behalf of others, the salvific nature of taking refuge in Siva’s feet, and in the
description of Siva with the term karuzai.

Tiruvammanpai verse 1 is my final example of the use of karupai as a direct descriptor of
Siva’s nature. This verse invokes the puranic episode of the linga of light, but this invocation
functions in a manner similar to the above cited Tiruccatakam 97—as a means of highlighting or

emphasizing the compassionate actions of Siva toward devotees. It reads as follows:

cem kan netumalum cenru ifantum kappu ariya
poriku malar patam pitalatte pontaruli

erika/ pirappu aruttifu em taramum aikonza
tenku tira/ colai tennan perunturaiyan

am kapap antapan ay araikivi viu arujum

am karupai var kalalé patutum kan ammanay

Even though tall Mal with red eyes dug deep for the sight of the precious budding flowered feet, it evaded
him; those feet graciously came on this earth;

He is the one of Southern Perunturai, filled with coconut palm groves;

He became a brahmin with kind eyes, and uttered words, graciously granting release;
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Let us sing of the elegant feet of great compassion! Behold, ammanay!

In this verse, the speaker opens by referencing the story of the linga of light which Mal, try as he
might, cannot get to the bottom of. The verse says that Mal cannot reach the feet (patam) and
then goes on to say it is those feet which graciously walked the Earth (of the speaker) (patam
piitalatté pontaruli) and enslaved them (arkonza). The verse then recounts Siva approaching in
the guise of a brahman to confer release, viru. The speaker proclaims let us sing praise of the
long ankleted feet which are mercy itself and play (am karunai var kalalé parutum kan
ammanay). Siva’s feet, the feet that graciously enslaved and conferred freedom from worldly
fetters, are described as deeply compassionate.
Karugai as an action and a thing bestowed

If the above section demonstrates how karurai is used to directly describe Siva, this
section turns to look at karurai as a qualifier of action performed. In order to do so | pick up in
the same song just cited, Tiruvammanai. The following, verse 6, refers to karuzai as revealed:

kettayo toli Kiri ceyta aru oruvan

tittu ar matil putai cil tepnan perunturaiyan
kattatana ellam katti civam katti

tal tamarai katti tan Karunai tén karti

nattar nakai ceyya nam melai vitu eyta

al tan Kontu antava patutum kan ammanay

Friend, did you hear about the that play done by the singular one,

The Southern one of Perunturai which is surrounded by painted walls?
He showed me all that is not shown, revealed his goodness,

his lotus feet, revealed the honey of his compassion,

as worldly ones laughed, we were gaining release

and he took us as his slaves—Iet us sing! Behold, ammanay!

In this verse, karunai comes in a string of revelations: first Siva reveals those things not usually
seen (kattatana ellam), then his goodness (civam), his lotus like feet (¢a/ tamarai), and finally his
honey-sweet karupai (tan karupai tén). Karupai is something that Siva reveals to devotees and,
as above, is connected to acts of enslaving and freeing. In the final two lines of this verse, the

speaker juxtaposes the worldly ones who judge them (rartar) and their own group which has
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been awarded freedom (vizu) and been enslaved (a/ tan kontu antava). Thus, the use of the term
karti from karru-tal (to show, reveal, make known) emphasizes the special nature of the speaker’s
position. They have been chosen by Siva and awarded his karugai, brought into the fold. Though
others may not understand, the women singing have been awarded a special privilege. Thus,
karupai is something that is revealed through action, which is not evident to all, and which also
characterizes the nature of Siva’s disposition toward those he enslaves.

Civapuranam lines 17-22 emphasize the revelatory aspect of karurai:

civan avap en cintaiyu/ nipra atanal

avan aru/alée avan tal vananki

cintai makila civapuranam tanppai

muntai vipai mulutum oya uraippan yan

kan nutalan tan karupa kankatta vantu eyti
ennutarku egta elil ar kalal iraifici

Because Siva stays in my mind

By his own grace | praise his feet;

My mind elated, | will tell the civapuranam
That my previous deeds may completely perish;

As the one with an eye on his forehead revealed his compassion
I came to gain it; I adored his beautiful feet that are beyond the reach of thought...

Here, as Siva makes his karupai known to the speaker (kan nutalan tan karuna kankatta) and the
speaker gains it (vantu eyti). Karupai here is his (Siva’s) compassion (tap karupa)—it is not a
descriptor of Siva’s nature but something that can be gained via his actions toward the devotee.
In line two of this verse, the speaker states: “by his grace | praise his feet” (avar aru/alé avan tal
vanarki). By Siva’s operative grace, the speaker has the ability to, and is afforded the privilege
of, praising his feet. This reinforces the somewhat privileged nature of both Siva’s karupai and
aru/.

Tiruvantappakuti further establishes karuzai as a revelatory action. In lines 58-63 the

speaker states:

kannal yanum kantén kanka
aru/ nani curakkum amute kanka
karugpaiyin perumai kanten kanka
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puvaniyil cévati tintinan kanka
civan ena yanum térinan kanka
avan enai arkontu arufinan kanka

Behold, | saw him with my eyes!

Behold, he is the nectar which gushes forth grace!
Behold, | witnessed the greatness that is his compassion!
Behold, his red feet touched the earth!

Behold, he is known, even to me, as Siva!

Behold, he graciously enslaved me!

In this verse the speaker sees with their own eyes (karka) a number of Siva’s benevolences.
Among them are again, aru/, his grace, and karurai, compassion. The final line of this run which
ends with the imperative kanka, behold, documents Siva’s gracious action of enslaving of the
speaker (avan enai atkontu arufinan). If we read the lines in order, we can interpret that the
revelations of grace and compassion precede or are part of the act of enslaving. In order to be
enslaved, Siva must reveal himself to the speaker, demonstrating grace and compassion in the
process. This example likens Appar’s 6.77.6 in which the speaker beholds the very sight of
compassion itself.

Tiruccatakam 67 continues the connection between the act of enslaving and the meting of
compassion. The speaker praises Siva thus: “praise the new sweetness of your flood of
compassion” (porri nin karuxai ve//lam putumatu); and as an extension of this, “praise the
benevolence of enslaving such a liar as me” (porri en polum poyyar tammai arkollum va//al).
Siva’s compassion is closely tied with his action toward the speaker, the greatest of which is
enslavement of one who to any outsider would seem unfit.

In Tiruvantappakuti lines 177-181, a new level of understanding is added:

o/liya kannal kani tér kaliru epa karaimurai
ennaiyum iruppatu akkipap ennil

karunai van ten kalakka

aru/otu para amutu akkinan

piraman mal ariyap perriyoné

Like an elephant that eats bright sugar cane,

he made even me, of a lowly order, continue existing;
In me he mixed the good honey of his compassion
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and created supreme nectar with grace;
He is the one whose nature is unknown to Brahma and Mal.

Here, compassion is something that Siva “mixes in” or instills in the speaker. The use of the
infinitive at the end of line 179 can also indicate simultaneous action: “as he mixed the ambrosial
honey of compassion in me, he, the unknowable to Brahma and Visnu, made nectar supreme
with his grace” (ennil karuna vantén kalakka arufotu para amutu akkinan piraman mal ariya
perriyoné). Siva suffuses karupai, a quality which, as demonstrated, is one of his own qualifying
features, into the very heart and soul (u//am) of the speaker. That it is described as honeylike
differentiates the experience of receiving Siva’s karunai from some of the other more
destabilizing or disorienting experiences of his grace.’® The experience of karupai is benevolent,
as opposed to inherently chaotic (like the act of enslaving can often be).

Nittal vinnappam 1 also uses an image of mixing to describe the reception of Siva’s

karupai:

karaiyavap epai karunaiyipal kalantu antukonra
viraiyavapeé vittizuti kaptay viral verkaiyin tol
ugaiyavané mannum uttara koca mankaikku arace
caraiyavané talarnten empiran ennai tankik kojle

O Bull Rider! Mixing with me, the low one, you enslaved me;
You have left me, O One who wears the skin of a fierce tiger!
O King of enduring Uttarakkdcamankai!

O One of matted locks, I perish! My lord stay with me!

The first line of this verse mirrors the dichotomy of high and low noted above—a dichotomy
which further serves to emphasize the degree and uniqueness of Siva’s interaction with the
speaker. The conditional affix -a/ is affixed to karugpai producing “through” or “by means of”

compassion (kataiyavanénai karunalyital kalantu antukonta). In each of these last instances

176 This is also the case in Tiruvammagai 180 in which we see “honey of compassion,”
karunatten.
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Siva’s compassion is heightened by his willingness to enslave the speaker who so thoroughly
establishes his baseness throughout the text and who here calls themselves kazai.

As a final example, in Tirukkotumpt 4 the speaker states: “oh king bee go to him who
wears the holy ash as fragrant gold dust and hum, he whose karuzai great is such that he bade me
come” (va enra van karupai Cupna pon nirrarké cenru itay kottumpi). In this excerpt, karupai is
modified by the adjectival participle enra, from enru, to say. Thus, the compassion is that which
says, or is the act of bidding the speaker to approach him.

Instrumental Uses

The following examples look at another common use of the term karuzai in which it is
joined with the instrumental affix al. In these verses karupai becomes a means or mechanism
through which Siva intercedes in the speaker’s life. The first example comes from Tirukkotumpi

11:

val nefica ka/vap maravaliyan epnate
kal neficu urukki karupaiyinal antukonta
apnap tifaikkum ani tillai ampalavan
pon am kalalukka cenriitay kotumpt

Not calling me a hard-hearted thief or stubborn,

he melted my heart of stone, enslaved me by his compassion.
Go the golden feet of the one of the ampalam of Tillai which is
ornamented by throngs of swans, and hum king bee!

Here, Siva looks past the speaker’s low stature, melts their heart (kal neficu urukki), and by way
of his compassion (karuraiyinal), enslaves them (antukonra). This verse plays on the speaker’s
usual characterization of themselves. Elsewhere in Tiruvacakam, the speaker refers to
themselves in harsh terms, as “hard hearted” or one whose interior is made of iron or hard wood.
There are numerous times in which the speaker laments over not being able to melt in the
presence of Siva. This verse takes this image and offers Siva’s response: Siva does not see in the

speaker a “hard heart” and is able to melt them nonetheless. In this verse, karurai is the
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mechanism by which enslaving occurs and comes just before the verb “to enslave” (arko/) and
after the Siva sees the speaker as other than they see themselves.

Verse 9 or Tirutte//enam plays on similar notions of hard-heartedness:
kal nar urittu enna eppaiyum tap karupaiyinal

pon ar kalal panittu antapiran pukalpati

Min nér nutanku itai cem tuvar vay vel nakayir

tenna tenna enru tellenam kogtamo

Like peeling flesh from a stone, by his compassion he made even me

bow at his gold ankleted feet, and praise him, the ruling lord;

Oh you with the lightning waists, red coral lips and white smiles,
Let us sing “Southern one, Southern one,” and clap te//enam.

Akin to the image of the hard heart (val nefica), the image in this verse of peeling flesh from a
stone is also found elsewhere in Tiruvacakam. Siva is capable of doing the impossible through
his compassion. Here the act of making the speaker a worshipper (parittu) is accomplished by
way of compassion.

Tiruttonnokkam verse 4 provides another example in this vein:

kal polum neficam kacintu uruka karunaiyinal
Nirpanai pola en neficin uflé pukuntaruli

nal pal patuttu epnai narJ ariya tan inhan

col palatu anava tol nokkam atamo

He caused my stony heart to melt and ooze;

The one who is mercy incarnate entered my heart

and put me on the salvific way thus he graced me

and made it known to the world which is talked about by all.
This we will praise and play 6/ nokkam!

Like Tirukkotumpt 11, this verse also sees its speakers heart melt. Here karupai is used in a
slightly different way though still with the instrumental affix. The verse reads from the beginning
as follows: he softened my stone like heart (kal polum neiicam kacintu), and while causing it to
melt (uruka), the one who exists through compassion (karuraiyinal nirpanai), graciously entered
into the very interior of my heart (en neficin u/lé pukuntaruli). The combination of karuraiyinal
+ nil intimates that karuzai is Siva’s abiding state or nature. It could further be read as he who

exists by [the fact of] his karurai. This offers a further layer to our understanding of the term.
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Tirupponniical 5 is my final example taken from the game songs and reads as follows:

ano aliyo arivaiyo enru iruvar

kana katavu/ karupaiyinal tevar kulam

naname uyya agkopgaru/i naficu tagai

un aka untarulum uttarakoca markai

kon ar pirai cenni kiittan Kupam paravi

pun ar vana mulaiyir pon iical atamo

In order to save the group of gods from shame, the lord who the two gods did not see, who is neither male,
neuter, nor female, enslaved them by his compassion and graciously made

poison into food; He is the king of Uttarakdcamankai, the dancer with the crescent crown; Praising him, oh
you with breasts ornamented with jewels, let us swing the golden swing!

In this verse we see echoes the high/low dichotomy | mentioned earlier in this chapter. The
speaker contrasts themselves to the crowds of devas (tévar kulam) who also receive Siva’s grace.
Karupai is linked, as above, to the act of graciously enslaving (arkonzu).

The following examples come from a range of songs outside of the “game song”
grouping but all constructively add to our working knowledge of karupai. Kapfappattu verse 3

contains my first example:

uru teriyd kalatte ul pukuntu ep ulam mapni
karuttu irutti an pukku karupaiyinal antukonra
tirutturutti meyanai tittikkum civa patattai
aruttiyinal nay atiyén aniko/ tillai kanténé

At the time | had no form, he entered my interior, stayed in my heart,

Gave me sense, caused me to enter a body, and by his compassion enslaved me;

I, the slave, a dog, through my desire for the sweet feet of the true one of Tirutturutti,
saw him in ornate Tillai.

In this verse the speaker reflects on a time before they were embodied or before they took form
(uru teriya kalatté). Even at this juncture, Siva intervened by entering within them (u/ pukuntu),
immersed in their inner being (er u/am maguni), bestowed discrimination (karuttu irutti), caused
me to enter a state of karmic enjoyment (izn pukku), and by his compassion ruled me
(karupaiyinal antukopnra). Compassionate enslaving is here part of a chain of events which
occurs far before the speaker is even born into a human body. In fact, being born into a human

body and entering into samsara seems to be part of a larger process; part of Siva’s divine plan, or
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perhaps play. While in many of these songs, the speakers lament their sorry states, lack of
knowledge, etc., in fact, they have been initiated by Siva into servitude before they could have
been aware. This entire chain of events is enabled and achieved through his karuzai.

Pirarttapaippattu 6 provides yet more insight:

mévum up tan atiyarul

virumpi yanum meymmaiye

kavi cerum kayal kannal

parika un tan Karunaiyinal
paviyerkum uptamao

parama ananta palam katal cérntu
avi yakkai yan enatu enpru

yatum inri arutalé

O One whose half is the woman with carp eyes like blue lotuses, | desire to be amongst your true servants
(who are joined with you). By your grace will it be so, regardless of my sins? Having joined the great ocean
of your supreme bliss, will everything of breath, body, and “1,” (ego) be destroyed?

This verse is framed as an open question. The speaker wonders whether they will gain the grace
of Siva. As in other songs, the reader knows that speaker has already been graced. The above
example from Kanrappattu, though from another song, even indicates that the gracing occurs
before the speaker takes bodily form. However, the speaker, while mired in karma, is unable to
perceive this. A running tension through the text is whether or not Siva’s act of gracing
qualitatively shifts the speaker’s life enough to notice. Here the speaker refers to themselves as
pavi, a “sinner”—it is only through compassion (karunaiyinal) that they may escape samsara.
Tiruvecaravu verse 8 flips back to a sure awareness on the part of the speaker of having

been graced:

miittané muvata mutalane mutivu illa

ottané porulané unmaiyum ay inmaiym ay
pattané pukuntu inku purajvépai karupaiyinal
portté ni anta aru anré emperumané

O Ancient one! The first one who does not age!
Singular one without end! The one true meaning!
Who appears as existence and non-existence!
Your way is such that by compassion, you entered,
broke, and ruled me then, oh our lord!
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This verse records the compassionate saving as having happened in the past with the use of the
term anré, then, or on that day.
Yattiraippattu verse 1 contains my final example of the use of karuzai with the

instrumental, as a qualifier and mechanism of action:

pi ar cenni mappan em

puyarka peruman Ciriyomai

ovatu uffam kalantu uparvu ay

urukkum ve//a karupaiyinal

a a enna patiu anpu ay

atpattir ventu oruppatumin

povom kalam vantatu kan

poy Vviftu Utaiyan kalal pukavée

By way of the surging flood of compassion,

the king whose head is covered with flowers,

the lord of serpents, unceasingly mixed inside of we small ones,
becoming our consciousness.

By that compassion pronounce “ah, ah,” and lovingly become a slave.
Come and become one; let’s go! Behold, the time has come!

To leave our lies and reach the feet of the possessor!

Here, the speaker, speaking for the group undertaking pilgrimage, says that it is Siva’s flood of
compassion (ve//a karupai) by which they are melted and mixed with Siva-consciousness.
Karurai directly bifurcates the verse and can be construed with both halves. The compassion is
both the means by which Siva graciously mixes with the speaker and what enables the speaker
and their group to accept the Saiva way.

In the above discussion, Manikkavacakar’s use of the term karuzai expands on that found
in Tevaram. It is used as a fundamental qualifier of Siva’s nature, along with terms like @arantam
and aru/. As a primary characteristic, it is predominantly linked to acts of aru/, and to Siva’s
function as a liberator. When used as an adjective, it is associated with salvific acts like snapping
fetters, removing flaws (karmic defects), and enslaving. His compassion is also qualified as
being without limit, meted to even the lowest beings, and flood-like in its magnitude.

Compassion is not only a description of Siva’s essential nature, but also something which is
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conferred to those devotees who are taken into the fold through his acts of grace. It is something
which is revealed, particularly in the process of enslaving, and not only revealed but mixed into
the speaker’s very being—something fundamental to Siva’s character is imbued into the speaker.
Whether or not this means it becomes and enduring quality for the speaker or is merely a
momentary experience is yet to be explored. This act of mixing is also linked to Siva’s gracious
act of enslaving; to be shown or granted Siva’s compassion is also to be taken into the fold. The
picture of karuzai expands through the many uses of the term coupled with an instrumental
ending. Karupai begins to function much like aru/, as a mechanism by which or through which
Siva acts in the lives of his devotees. Through his karugai alone they gain entrance into the
privileged group of Siva’s afivar, they are freed from the karmic ties that bind them earthly
embodiment and to the cycles of samsara, and attain Siva’s feet, the ultimate symbol of refuge
(carapam) and release (vizu). Thus we see that Siva is not only one whose nature is pervasive
compassion without measure, but one whose actions, particularly enslaving, are suffused with
karugai. In fact, karupai is the means by which Siva graces the speaker and performs the critical
act of enslaving.

The karupai that is explicitly mentioned in Tiruvacakam looks somewhat similar to that
found in the closing verses of Manimékalai, that is, it is a mechanism for salvation. Further, it
echoes the use of the term in Bhagavata Purana, as a qualifier for the interactions between god
and their devotees; it is missing the overtly playful element but nevertheless is a critical aspect of
the lord/devotee relationship. In neither Bhagavata Purana nor Tiruvacakam is it suggested that
the lord feels compassion for his devotees and is thus motivated from a place of being moved

emotionally. This is not the compassion that we understand in common English parlance as
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com-+passio, “to feel together.”2’” In fact, we get no intimation of how Siva feels anywhere in
Manikkavacakar’s works; he is the mover, not moved himself. Thus, his compassionate
intervention in the life of the speaker is not motivated by seeing the speaker suffering as far as
we know. Rather, acting on behalf of another is karunai. As Garfield observes, karurai comes
from the Sanskrit root kr, to do.1’® Thus, in the Buddhist context, karura becomes an act of care,
and is not predicated on a feeling of care. Similarly, here in the Saiva context, karupai
characterizes a type of action or intervention done for the sake of another’s well-being.

The above summation only covers the explicit mentions of karuzai, however, it does not
give a total picture of its manifestation in the text. As Monius observes in Manimékalai, the other
side of the “karupai coin” is the aesthetic sentiment that is generated out of observation of
suffering. This harkens back to definitions of karuza in dramatic and theoretical texts like
Tolkappiyam. Thus, while Siva may not directly experience the pathos of karuzai when
observing his lowly devotees, the reader may. Here I turn my discussion to both the speaker’s
perception of being compassionately graced and the readers affective reception of witnessing
both the acts of compassion and the speaker’s perceptions. | contend that witnessing the speaker
be graced, suffer nonetheless, and simultaneously lament their state is generative of pathos or
karupai for the reader. Whether or not the reader experiences this pathos, or simply appreciates it
aesthetically is not the focus of this discussion, but rather, instead | aim to show the suggestive

force of karurai outside of its explicit mentions. In order to do so | will consider the dichotomy

177 See Jay L. Garfield, Engaging Buddhism: Why it Matters to Philosophy (New York: Oxford
University Press, 2015), 289-290 for a discussion on reworking a definition of karuna in the
Buddhist context.

178 Ibid.
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between Siva’s lofty nature and the speaker’s flawed one, how the speaker perceives Siva’s
actions in their life, and the perpetuity of suffering the text presents.

Perhaps some of the most evocative illustrations of Siva’s gracious compassion in the
Tiruvacakam are found in Manikkavacakar’s exploration of the relationship between his own
lowness and Siva’s greatness—between the utterly destitute and the divine. When the speaker
continually highlights his own negative qualities, yet is still repeatedly graced or adopted by
Siva, it makes Siva’s interventions seem all the more significant. Episodes in which the speaker
details his relationship to other Saiva adepts who “do everything right” while he can’t seem to
escape his persistent defilements are also important sources of our understanding of the immense
degree of Siva’s compassion.

| have elsewhere noted that the torrent of epithets present in the majority of Tiruvacakam
serves not only as a means of praise but also as a hyperbolic emphasis on Siva’s greatness in
contrast with the speaker’s relative lowness. In Tiruvéecaravu the speaker repeatedly details how
Siva enslaves them, but their description of themself doesn’t paint a picture of one fit to be
saved. The speaker laments that they have a mind made of iron (irumpu taru magatz€) and that
they do not melt (kacintu urukén) like other devotees in their love for Siva. Tiruccatakam 39
mirrors this formula wherein the speaker says: “to me who is lower than the class of dogs he
showed the good way” (rayil akiya kulattinum kazaippagum ennai nal neri katti).
Manikkavacakar, though not the first bhakta to do so, is famous for using a dog to illustrate low
status and this is found throughout the text; here, he the speaker imagines himself as somehow

even lower than a dog. In Tiruccatakam verse 52 the speaker states:

ceyvatu ariya ciru nayén cem pon pata malar kana
poyyar perum peru attapaiyum perutarku uriyén poy ila
meyyar veri at malar patam méva kantum kegtiruntum
poyyanén nan Upgu UtUttu inku iruppatu anén por éré
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I, the lowly dog, do not know what to do!

I am not fit to gain even that which is gained by the liars who do not see the golden flowered feet!

Oh martial bull, 1, a liar, abide here just getting dressed and eating, even after having heard and seen, in
order that | may join, the abundant flowered feet of those true ones without lies.

The predicament of the speaker’s lowness is further complicated by the fact that regardless of
being compassionately graced countless times by Siva, they are still somehow mired in karmic
muck, unable to break the cycle of previous births and escape the defilements that have manifest
in their present birth. Despite constant backwards motion or regression, Siva still deigns to grace
the speaker again, further emphasizing the degree of compassion Siva has for his wanton
devotee. This formula highlights not only degree of Siva’s compassion through the high/low
dichotomy, but because gracing is a repeated action, how fundamental compassionate acts are to
Siva’s nature and operations in the world.

In Tiruvantappakuti 55-58 the speaker offers a glimpse at the rarity of being bestowed
Siva’s compassion: “Behold! he is the lord who is attainable to everyone, behold, he is Siva who
even the gods don’t know, behold, he is male, female, and neuter, behold, even I have seen him
with my own eyes!” (yavarum peravurum ican kanka tévarum ariya civané kanka pennan ali
enum perriyan kanka kannal iyanum kantén kanka). This excerpt aptly summarizes the nature of
the relationship between Manikkavacakar and Siva; though he is the lowest of the low and Siva
is the highest of the high, even unknowable to the gods, he has been graced. The use of the affix
—um is both inclusive and an expletive indicating “even.”

We learn about Siva’s degree of compassion not only through the speaker’s denigration
of themselves, a dog, a low one, a liar, a wretch, but also through their acute sense of place in
relationship to other devotees. One of the most pathos-evoking and salient images woven
throughout Tiruvacakam is the speaker’s juxtaposition of themself to groups of perfected

devotees who joyfully partake in the love of Siva through worship. The speaker’s criticism
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seems to reach its height in these self-flagellatory verses wherein they describe themself as
utterly devoid of good qualities and as an outsider looking “in” to these groups of model

devotees. Take for example the following verse one from Pirarttanaippattu:

kalantu nin atiyaroru anru
vala kalittiruntén

pularntu pona kalankal
pukuntu nipratu izar pin nal
ularntu ponen utaiyanée
ulava inpa Cutar kanpan
alantu ponén arul ceyyay
arvam kiira atiyerke

That day, mixing with your devotees, | rejoiced, lack luster.
Time passed, affliction entered and stayed in me.

Days after, | withered, O Possessor!

I suffered to see your unending light of joy.

Grant me that grace that | may have desire!

This verse demonstrates a recurrent theme. Though the speaker receives Siva’s compassionate
grace, there is a constant movement “backwards” in that they still seem to be suffering from the
afflictions of their past negative deeds, accrued imperfections, or the pitfalls of pleasure. Here,
they recount being amidst rejoicing devotees, but it almost seems as if they are faking it; they
rejoice but the implication is that they do so without any real gusto, without true feeling. Even
after having done so, they slip back into their sorry state. They still call themselves a devotee at
the end of this verse, but in totality it suggests that they don’t fit the mold, that they are a wolf in

sheep’s clothing. Verse two builds on this sentiment:

atiyar cilar un arul perrar
arvam kiira yan avamé

Muftai ar pinattin mutivu inzi
Mmunival atiyén mikkinrén
kasiyenutaiya kagu vipaiyai
ka/aintu un karupakkasal porika
urayay ativén Ullatté

ovatu uruka arulayé

In excessive love some of your servants gained your grace;

I, a servant, useless, am immersed in suffering without end in this reeking corpse.
O Possessor, remove the thorny karma from me, the base one,

and grace me that your ocean of compassion may swell,

and my interior may melt unceasingly.
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This verse further emphasizes the difference between the speaker and other devotees. While
bountiful love allowed select few to achieve Siva’s grace, the speaker stresses that they are still
tied to a burdensome body of rotting flesh. This is very reminiscent of Appar, who uses more
colorful language to describe his body as a putrid bucket of pus. In verse 3, the speaker states,
“Oh our lord, see that | have grown weary sustaining this body which is full of flaws while all of
the servants weep, entering into the great sea of nectar which is your grace” (aru/ ar amuta
perum kazalvay atiyar ellam pukku alunta iru/ ar akkai itu porutte eytten kantay emmané). The
use of the absolute infinitive a/unta heightens the pathos the reader feels for the speaker who, as
they are stuck in this state, witnesses others simultaneously obtaining release. In verse 7 the
speaker states, “O Possessor, I, the dog, lament being placed outside of your lovers whose hearts
melt endlessly” (niz anpar antam inri akam nekavum purameé kidantu pulainayén pulampukinrén
Utaiyane). Here the empathic particle -& on the word outside makes clear their position as firmly
not a part of the group. In Tiruccatakam 5, they state: “I have not gained the blessing which is
gained, beautiful goodness, amongst those that love you” (unakku appar u/ am civame perum
tiru eytirrilen). The phrasing here is left ambiguous; though the speaker again calls themself a
slave at the end of the verse, we do not know if they are amongst the group of slaves here, still
not receiving the blessing, or if they consider themselves outside of group, not gaining that thing
which is gained within it. Later in verse 10 they attest, “I am not fit to enter amongst the ones
who love you (pukavé takén unakku anparu/ yan). Thus, contrast manifests again, not only in
Manikkavacakar’s relationship with Siva, but also with his devotees; the state or status of a
devotee has almost no bearing on whether or not Siva will mete his blessing, further solidifying

the nature of his kind compassionate grace.
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Yocum has argued that Siva’s grace being meted out to a dog and an unfit outsider but
not to the celestial gods is an indication of its ultimate “arbitrariness.”’® This is related to his
arguments about /i/a being a fundamental aspect of Siva’s nature. Yocum considers the use of
epithets calling Siva a madman and episodes wherein Siva’s possession of Manikkavacakar
reaches raucous heights as indications that we are entering into a Saiva world in which normal
conventions don’t matter—anything goes. In this view, Siva’s compassionate gracing and
enslaving of his devotees is seen to be on par with his other wayward actions like dancing in the
funeral ground or confounding Daksa’s sacrifice. While Siva is known for flouting convention
and in his universe—even dogs are graced—I argue that it is not arbitrariness which is
emphasized by Manikkavacakar but rather a degree of compassion, and one that is pointed and
specialized. In juxtaposing a Tamil Saiva theology with that of Judeo-Christian traditions,

Yocum emphasizes,

“Siva acts not out of purpose, not out of a sense of justice or righteousness....Siva is an
end in himself; he serves no outside ideals. In popular idiom I suppose we might say ‘he
does what he damn well pleases, just for the hell of it.” That kind of total spontaneity can
be an enormously powerful and attractive image of what God is like—and by extension,
of what it must be like to be possessed by, saved by, transformed by, such a god.”*®°

It is useful to note this major difference between traditions for indeed, justice does not seem to be
operative in the construction of this particular worldview. However, | argue that imagining his
bestowal of grace as arbitrary, or that Siva acts for the hell of it, does not adequately take into
account the radical compassion that has been illustrated above and is woven throughout the

majority of the text. | agree with Yocum who notes that freedom and unpredictability are major

179Yocum, 147.

180 Y ocum, 160.
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elements in a “religion of grace” and are tied to the use of paradox in this theology.8! However,
| argue that his bestowal of grace, even to a low one like Manikkavacakar’s speaker, does carry
with it a level of “intentionality” (though we are never privy to Siva’s intentions explicitly), and
that it is not necessarily unpredictable if one considers Siva’s nature holistically. Play is also
operative here and it is part of the larger picture, but it does not make Siva’s actions random,
particularly his enslaving.

To extend this line of inquiry | will look at a few excerpts beginning with

Tiruppantippatikam verse 3 which reads as follows:

nir ippa vellattu/ ninti kulikkinra neficam kontir
par inpa vellam kola pari merkonta pantiyanar
or inpa vellattu uru kopzu, toprarai u/lam koptar
pér inpa vellattu/ pey kalale cenru penuminé

You whose hearts swim and bathe in a flood of joy that is mere water—
to create an expansive flood of sweetness,

he came as the Pantiyan riding a horse,

taking the form of a flood of bliss,

and possessing the hearts of his servants—

Go worship the ankleted feet within the flood of that great happiness.

In this verse, worldly sweetness enjoyed by average people who bath their hearts in mere water
is contrasted with the great or true sweetness which is under the purview of Siva. This verse
hinges on the use of the infinitive in the clause which describes him assuming the form of one of
the Pantian realm; the choice of the infinite, “in order that,” is significant because an adverbial
participle could have also taken this place and still fit metrical requirements. There are numerous
such small indications that there is indeed something purposeful and intentional to Siva’s acts,
particularly in contexts such as these when he grants his grace and compassion to his devotees or
the world. Similarly in verse four of the same song the speaker says in order that severed births

of those that oppose him slip off [or roll, i.e., on the ground], he rides [a steed of] bliss and

181 Yocum, 144.

213



slashes a brightly shining sword of bliss (arivu on katir val urai kalittu ananta ma kadavi eriyum
pirappai etirntar purala). Here, he frees even his enemies from the trappings of birth and
assumes a valiant form in order to do so. In verse six the same infinitive construction is used
again: in order that there be the end of thick darkness of delusion and in order to reveal all
meaning (infiya maya irul keta epporujum vi/aska). In each of these cases, Siva’s interventions
are performed for the sake of another, and for the sake of their eventual and greater wellbeing.

Kirittiruvakaval 120 contributes to this discussion on “intentionality” with the following
excerpt: “he graciously enslaves everyone of whatever nature and quality according to their
nature, in the beauteous ampalam within Tillai full of goodness, he said to me, the dog, come”
(epperum tazmaiyum evevar tiranum apparicu atanal antu kontaruli nayinénai nalam mali
tillaiyu/ kolam artaru potuvinil varuka epa). That he approaches each on their own terms,
according to their station and qualities further suggests that meting compassionate grace is not
random but highly specified and fine-tuned according to given needs; this gracious bestowal is in
fact skillful and designed. In Tiruccatakam 55, the speaker notes that Siva’s feet are gained by
those who join, are fit for, or agree (kiizu-tal) with Siva’s intention or motive (kurippu). In
Pirarttanaippattu 4, the speaker states: “you graciously ruled me, desiring that | be amongst your
true servitors” (mey ativar ulle virumpi enai arulal antay). The use of the verb virumpu
indicating want or desire further supports the argument that Siva’s compassionate actions are not
random.

If we shed the “random” designation and embrace instead the notion of “play” regarding
Siva’s grace, we can look to songs like Tiruvanfappakuti. This song contains some of the best
material for arguing for Siva’s playful nature as it relates to his instrumental gracious acts. This

structure of this song juxtaposes Siva’s actions in the remote, puranic past, with those actions
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done to present protagonists, including this song’s speaker. In lines 120-160 he details the many
instances in which Siva hid himself from those trying to attain him in various ways (via study of
the Vedas, tantras, performance of tapas, etc.), then punctuates these moments of obscuration by
noting that “we have seen him today!” (inré kantapam). Following this, the speaker describes
how Siva enslaved him though in doing so caused him to become a madman (pittar, mittar). Just
when they can’t bear the rapturous enslavement, Siva suffuses their limbs with honey.82 The
back and forth between hiding and revealing may say something of Siva’s playful nature, but this
play ultimately has a purpose, that is to refigure the speaker into something better than they were
before. In lines 177-178 the speaker states, he made for me a body suffused with strength
(enakku alliiru akkai amaittanan). The play must be placed within a larger context, and keen
attention must be paid to small grammatical cues and word choice when his deeds are described
and modified in order to piece together the nature of his action. Siva plays, but his gracious
compassion within that play is not random. Rather, it is part and parcel of his loving action
toward devotees—action which ultimately benefits them.

Beyond the emphasis on compassion created through the dichotomy of high/low and the
pointed or instrumental nature of Siva’s compassionate play, the text generates pathos by
focusing on the persistence of the speaker’s flaws and their longstanding suffering. As
demonstrated extensively in chapter one, even though Siva’s act of enslaving takes place in the
past, the nature of his actions of intervention is such that they will persist into the future. This is
due to the fact that the speaker/devotee is predisposed to future negative action and perpetually

flawed. The persistence of the problematic state of the speaker raises the question of whether or

182 kara kaliru érra tata peru matattin grrén aka avayavam cuvaitaru kol tén kontu ceytanan
(155-157).
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not they experience any forward momentum on their path to attaining liberation. Siva and the
speaker seem to be locked in an endless cycle of falling and gracing. This tumultuous cycle
during which the reader is audience to the speaker’s laments and hardships, I argue, is generative
of karupai as an aestheticized emotion to be appreciated by a reader. One cannot help but to, at
the very least, appreciate the pathos evoked by the focus on hardship, so emotionally expressed
by an imperiled speaker.

The image of a loving god, acting on behalf of the speaker who is destitute and struggling
dominates Tiruvacakam. In Pitittappattu 9, the speaker drives home the emphasis on his loving
care for the helpless by referring to Siva as a doting mother: “you caused my bones to melt, me
with the sins, having been well affectionate, even more so than a mother who thinks of milk and
immediately feeds [her baby]” (pal ninaintu tittum tayinum cala parintu ni paviyenUtaiya tinipai
urukki). While the term karugpai is not used in this excerpt, the act of making the speaker melt
elsewhere is deemed compassionate by nature. The illustration of a mother tending to a need of a
child, immediately and without hesitation, as a function of her being a mother and as a means of
alleviating suffering is an analog to Siva’s compassionate acts of salvation. Thus, throughout
Tiruvacakam, karupai manifests, both as a central feature of Siva’s nature, and as an emotional
affect that is generated for the reader (whether felt or simply aesthetically relished) when they
witness the persistent hardships of the speaker.

Karurai in Tirukkovaiyar

| now turn my attention to Tirukkovaiyar to explore how karurai manifests across its
verses. In this text, unlike Tiruvacakam, karunai appears only once. In verse 195 it is used to
describe Siva in his act of drinking poison on behalf of the gods: “the lord who bestows

compassion (via this act)” (karupa tarum parag) . Like the above discussion of Tiruvacakam
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demonstrated, the evocation of karuzai is not achieved through descriptions of Siva’s nature
alone. Karupai is also an aesthetic affect that can be generated throughout the text by focusing
on certain themes. Tirukkovaiyar falls much closer to the “aestheticized emotion” side of the
“karunai spectrum.” This makes sense given its genre in that it is a “literary text” that only
tangentially refers to Siva. It simply does not have room to discuss the contours of Siva’s nature
in depth, nor his intimate interactions with and interventions on behalf of the devotee. It has
other poetic commitments that must be fulfilled. The following discussion will begin by parsing
what the text does tell us about Siva’s relationship with his devotees. | then shift to consider its
overall focus on hardship, and the ways that suffering are thematized and emphasized throughout
in order to generate pathos and produce an affect of karupai.

One way that Tirukkovaiyar expounds upon Siva’s nature given the constraint of space is
in by describing the positive and negative things that befall those who worship him and those
who do not worship him. In verse 11, the heroine, pining lovesick over the hero, is described as
follows: “her waist is well small like those who don’t sing of the ampalam of Tillai” (tillai
ampalam patalarin témpal am cirritai). The implication is that she grows skinny as she
languishes away from the hero, suffering in a state like that of those who don’t worship Siva. In
Verse 229, the heroine’s nurse details how the lovers’ elopement causes her great pain: “that
thing she did caused me to languish like the disease of those who don’t worship the beautiful feet
of the one who dances in the ampalam” (ampalattu kunikkum piran celuvina tal paniyar piniyal
urru téyvittate). In 250, the heroine’s confidant implores the hero to marry her to relieve her of
her sorry state due to their separation: “like those that don’t think of the cirrampalavar, she
whose eyes are like forged spears suffers, is this the kind of grace you give to her?”

(tiruccirrampalavarai unnalar pol alunku ulai vél anna kannikku enno nin aru/ vakaiyé).
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Similarly in 278 the heroine laments being alone: “is it due to my present deeds or the ones | did
in the past that my life has become a difficult burden like [that of] those that don’t adore Tillai?”
(tillai urarin porai aritam mun ceyta tinkukol? kalattu nirmaikol?) In verse 337, the heroine’s
maid reports on the hero going out to the desert in a quest for wealth: “our lover has gone to the
fiery desert like the hell where those who do not praise the excellent one of the ampalam abide”
(tillai ampalam cir valuttappavar cenru alkum narakam apaiya purai alalkan povar
namkatalar). In each of these cases, the speakers’ plights are likened to the difficulties faced by
non-worshippers.

Though the above examples all illustrate what awaits those who don’t worship Siva, there
are numerous positive examples of what Siva does for his true devotees. In verse 22, the
heroine’s confidant describes Siva as follows: “in order to save the celestial ones, the ancient one
of Tillai made the vast poisonous waters into nectar, he came and enslaved us in order that we be
saved, becoming the very nature of our inner selves” (ulam am vakai nammai uyya vantu antu
cenru umpar uyya kalam amvitam amirtu akkiya tillai tollon). In verse 73 the speaker states: “he
is the light abiding at cizrampalam who is dark to Indra, Visnu and Brahma, he enslaved and
entered me as my very essence” (porula enai pukuntu antu purantaran mal ayanpal irulay
irukkum o/i ninra cirrampalam). This construction is reminiscent of the way in which the myth
of the linga of light is used in Tiruvacakam—the hero contrasts the unknowable god with the one
who enslaved him, and who abides in Tillai, making the cosmic universal god into a proximate,
intimate one. In verse 76, the hero also concedes: “the feet of the one of the ampalam have
destroyed my births today!” (en piravikesu inru alikinratu akkiya ta ampalavan). In 104, Siva
abides as light in the ampalam and the hearts of those who melt for him: “he is the light of the

ampalam in each of the inner selves of those who melt” (urukutalai cenra u//attum ampalattum
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oliye). In 148 the speaker states: “the cure for the disease that is our birth, he abides as nectar in
the ampalam” (maruntu nam allal piravi pinikku ampalattu amirtay iruntanar). These are but
some of the examples of Siva’s gracious action for his devotees. While his compassionate
actions do not take place within the primary narrative action of the text, nor are they accounted
for by speakers in “real time,” they are taken as a given, and calcified into epithets. In much the
same way that the speaker of Tiruvacakam is understood to have been graced in the past, so too
do the speakers of Tirukkovaiyar live in a world already having been touched by Siva’s loving
grace.

Finally, in Tirukkovaiyar, the people of Siva’s countryside become a local, devotional
public. They are the bhaktas, the aziyars, that the speaker as outsider compares themself to in
Tiruvacakam. In Tirukkovaiyar, none of the characters stand outside of the fold, though they are
acutely aware of the consequences of doing so as detailed above. The people of Tillai and the
Tillai countryside become a part of Siva’s extended family and constituents within his domain,
conjuring associations of him as a father, and also as a ruler or king. Everyone is somehow
connected in the greater web of Siva, either by their connection to his place or their likeness to
him, or because they are already taken to be his slaves. In verse 83, the confidante of the heroine,
upon seeing the hero’s lovely form asks incredulously, “is he the son of Puliyiir’s lord of matted
strands of hair?” (puliyiir puricercataiyon putalvankol). This verse mirrors verse 2 in which the
hero doesn’t know where the heroine comes from, and whether or not she is a woman of Tillai.
Similarly, in verse 82 the hero is described as follows: “he is the one with an angry spear like
Tillai’s son” (tillaiyon céy ena Cinavel oruva). In this case epa is used to make a comparison
between the hero and Murukan. | have elsewhere noted some of the ways in which the heroine is

connected to Siva through Tillai above; throughout the text it is often left ambiguous whether she
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belongs to Tillai or not. Eventually, the hero also becomes closely aligned with Tillai and
towards the end of the text he is even referred to as tillai aran, the one whose town is Tillai.

The people of Tirukkovaiyar explicitly describe themselves as ardent devotees. The
hero’s best friend describes him thus in verse 119: “my friend who is like me is [dedicated to] the
holy feet of the dancing lord who enslaved me in the ampalam” (ampalattu/ anku enai antukontu
atum piran ati tamaraikké pankanai yan apna). The hero himself is, in his own words, tillai
civantal am pon tatamalar ciitum, he who wears the flowered golden feet of the one of Tillai as a
crown. In 67, the hero further describes himself thus: “I am a servant of his feet” (tan pon
kalarké atiyen). Others also publicly declare their dedication. In verse 96, the confidante asks in
jest whether they would ever worship any other god given Siva’s greatness.

Thus, Tirukkévaiyar is set in a context in which a close relationship between Siva and all
players has already been established. It is written from “inside the fold.” The benefits of Siva’s
compassionate grace are well known, as are the pitfalls of not receiving it. Thus, while the term
karunai does not appear anywhere near as frequently as it does in Tiruvacakam, Siva’s closeness
to his devotees, his compassionate nature and actions are, | argue, assumed. | now turn to look at
the way that compassion is generated as an aesthetic sentiment in the text through its emphasis
on suffering and grief. Karugai as an emotion grounded in grief, separation, and hardship, is
emphasized in much the same way that Tiruvacakam does when it focuses on its speaker’s
persistent flaws.

In chapter one, | argue that looking at Tirukkovaiyar’s narrative structure and temporality
reveals an overall focus on suffering that is pathos-evoking. In doing so, it follows in the
footsteps of the vast majority of akam poetry in so far as the love themes which receive the most

attention are those with pitched emotion and high stakes: trysting and separation. Various phases
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of separation play over and over or stretch for long periods of time across the text. While formal
marriage occurs relatively early, it is quickly followed by separation of the hero and heroine. In
true talaivan fashion, the hero of the poem is off on various conquests soon after their union.
Through the repetition of scenes of separation, the layering of character voices as they navigate
hardship, each suffering in their own way due to the separation of the central hero and heroine,
and the divulgence of their inner mental processes, the narrative generates an affect of
compassion for its reader. Tirukkovaiyar is a meditation on the vicissitudes of absence and its
concomitant suffering; the reader must sit with these themes and their often unsatisfying
resolutions. In much the same way that the reader can’t help but to pity Tiruvacakam’s speaker
in their ongoing tribulations, Tirukkovaiyar presents its audience with weeping heroines and
heartsick heroes whose stories tug at the heartstrings. The pathos of this text is part and parcel of
a thematic emphasis on karupai. The following discussion picks up where the structural analysis
of chapter one leaves off and turns to close readings of the variety of expressions of suffering
divulged by different characters.

My first example comes from verse 41 which we saw in chapter 1, spoken in the voice of

the hero as he pines for his beloved in one of their early phases of separation:
kavi ninru értaru kantar vantillai kan arkamala
tevi enré aiyam cepratu anré ariya ciritu
ma iyapratu anna mep nokki nin vay tiravavitin en

avi anré amilté ananke inru alikinrate

There is a doubt! [You look like] the goddess of the lotus full of beauty that belongs to cool Tillai of the
one whose throat is given beauty by the blue lotus. One of soft eyes like those of a small antelope, if you do
not open your mouth my life, O Nectar, will surely perish!

This verse falls during the “cat and mouse” phase of the love story, wherein the hero and heroine
have had initial meeting but are between trysts and longing to see one another again. In fact, in
many of the surrounding verses the hero and heroine can actually see one another, though they

may not, for a variety of reasons, be able to approach. Thus, this verse falls not in a period of
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prolonged separation or true heartbreak at extended absence. However, the hero and heroine both
refer to the effects of their beloved’s absence as being threatening to their very life, as in the
above (en avi anré amilté ananké inru alikinraté). Thus, very early in the text, the stakes of the
lovers’ separation start quite high. The emotional impact of even short bouts of separation is
heightened, paving the way for more impactful phases of separation to come later in the

narrative.

The hero speaks again in verse 51 when he makes his grief over her absence known:
kuva/ai karurnkan koti éritai ikkori karaikkan

uvajai tapatu uyir enratu tapnotu uvamaiyilla

tava/ai tanpalvaittu cirrampalattan aru ilarpol

tuva/a talaivanta innal inné ini colluvane

Her eyes are like blue nelumbo and waist creeper-thin.

This creeper is the very life of the side-glancing girl over there.

Now, trouble befalls me as I languish like those without the grace of the one of the small ampalam,
who shares a half with the without compare. I’'m going to say something.

This is an example of the above-named phenomenon of comparing or contrasting the speaker’s
hardships with the state of those who do or don’t worship Siva. The ten verses which intercede
between the previous example and this one are dotted with similar divulgences from him about
his distress at the heroine’s absence. While much of the rest of the text focuses on the suffering
of the heroine, this verse run gives us a glimpse of the hero’s internal landscape.

In verse 60, the confidante comments on the hero’s lack of luster (el ilaz) in the heroine’s

absence. Then in 62 turns their attention to the state of the heroine:

niruttam payinravazn cirrampalattu nezri tanikkan
oruttar payilum kayilai malaiyiz uyar kugumi
tiruttam payilum cupai kuzaintu ati cilampu etir kiiy
varuttam payinru kollo valli melliyal vatiyaté

He is the dancer in the ampalam, the singular one with an eye on his forehead,;
In the clear water of the mountain pond on the lofty peak of his Kailasa,

She bathes, plays, and calls out across the mountain;

Is this why she suffers? This soft creeper is truly wilting.
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The confidante, though knowing full well why the heroine suffers, asks an obtuse question to
protect the heroine’s public image. The reader is of course aware that her wilting, vatiyate, is due
to her lovesickness over a forbidden tryst.

Verse 73 begins the section on “riding the palmyra horse”—where the hero of the poem
rides a toy horse fashioned of palmyra leaves in a public show of both his affection and anguish.
Here, the hero speaks again of the stakes of acquiring the heroine’s love: “if you continue to
withhold your grace, my very life will surely perish in separation” (aru/atu oliyil oriyatu aliyum
el ar uyire). The language used here, aliyum, from the root a/i, to perish, be ruined, decay, suffer,
is somewhat stronger than that used in the preceding verses. It mirrors the hero’s heightened
distress as he prepares for his act of public humiliation.

Verse 89 continues in this trend of escalating language of distress and is spoken in the
voice of the heroine. She continues the familiar pattern of comparing hardship to the sorry state
of those who do not properly worship Siva (pon ar cataiyon puliyir pukalar ena purinéy) and
describes her heartache in the absence of the hero as a twisting disease (purizoy). This language
is reminiscent of Appar’s frequent reference to his human embodiment as a foul, stomach-
twisting disease (though he does not use the qualifier puri). She also uses the term turicu
(sorrow, affliction, distress) to describe what it is like for her to not know how the hero is getting
on without her.

The text continues in this manner, dotted with divulgences of the hero, heroine, and their
friends concerning their difficulties in each other’s absence. The couple briefly reunites in tryst
beginning in verse 116, but by 130, the confidante is already urging the couple to marry to avert
an impending social fiasco. By the end of this section, the couple are apart again, and the hero

offers this gloomy observation in 146:

potuvipil tirttu ennai anton puliyir aran poruppé
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itu epil en inru irukkipravaru em irumpolilé
etu namakku eytiyatu ep urranir arai ipfu aruvi
matuvinil kaippu vaittal ottava marru ivvan punamé

If this is the mountain of the Lord of Puliyiir, the one who enslaved me as I stood at the crossroads, why is
it like this now? Oh my beautiful garden, what have we become? What has happened?
The plot which was flooded with honey appears bitter now. This dry land is something else now.

The landscape, which had, until this point in the text, been described as lush, green, and brilliant,
has suddenly taken on a different appearance. This is a classic Cankam poetic technique of using
the landscape to support, reflect, or emphasize the emotional situations of the main narrative.
When a landscape begins to change, appears in a way that subverts normative expectations, or
takes on qualities of another landscape, it can indicate a time of distress or disharmony. The
following verses continue documentation of the effects of separation on the hero and heroine.

In verse 147, the hero addresses his own heart as he looks toward the heroine’s
hometown but is totally unable to act: “I’m not able to do a thing,” (ceyyalavatu illai); “my good
heart! I’m a troubled one, and so are you!” (nanum ta/arntanai niyum talarntanai nal neiicamé).
The verb ta/artal, to suffer, be troubled, also has the connotation of drooping, languishing, or
weakening. It is found five times in Tiruvacakam (3.85, 4.170, 6.1, 24.413, 31.46) and in all but
one of these instances, 3.85, is used by the speaker to describe their state of suffering. Take for
example the following excerpt from Tiruvacakam 6.1: “One of matted locks, | suffered; my lord,
stay with me!” (caraiyavane talarntén em piran ennai tarnkikko//é). The image of drooping or
languishing is also found throughout akam literature wherein the lover wilts in the absence of
their beloved. Similes or metaphors of flowers or plants drooping are used to indicate speakers’
loss of vigor in separation. This can happen not only to the hero and heroine but also to their
family members and friends. In 150, the hero addresses his heart again: “Perishing heart, I can’t
bear the love you placed on this fine young woman,” (meliyum nerice, arrén ariya arivaikku

nivaitta anpPinukke).
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While we get intimations of the hero’s suffering, the heroine’s is even more pitched. In
170, the friend relays the heroine’s hardships to the hero in order to urge him to do something
about it (ideally wed her to avoid public scorn and further suffering): “King, this little one whose
blossom eyes are like a dark blue lily sheds tears like long chains of pearls” (icciriyal perumalar
kan maivar kuvalaivitum manna nil mutta malaikale). In 172 the confidante speaks once more on

the occasion of a missed tryst, but in veiled terms:

miz asiku alarum cazaimuziyon viyap tillai apnay

en anku alamaral eytiyato elil muttam totti

pon asiku alar punrnai cekkaiyinvay pulampurru muzrum
appam pularum alavum tuyilatu alukkinave

You are like excellent Tillai that belongs to the one with matted locks shining with lightning;
What is the commotion over there? From their roosts in punnai trees with clusters of pearls and
gold blossoms, the swans cry out, becoming weak without rest—oh what lament!

Here they observe swans, crying from their nests, languishing without the ability to rest and
wonder what the commotion (alamaral, confusion, perturbation) is all about. The untimely
sounding of birds in this verse is what classical Tamil poetics calls allakuri, a sign that a lover
mistakes to be one left by the beloved. This device is first noted in Tolkappiyam 1077: the
heroine dose fall a victim of missed trysts too, when casually happening signs bewilder her mind
into taking them for the marks prearranged to be given by the hero (allakurippasutalum
aval/vayin uritté, avan kuri mayasikiya amaivogu varine). This is later attested to in Akapporu/
vilakkam. lraiyanar akapporul provides an example of swans sounding at night from verse 138
of Pantikkovai in its coverage of allakuri.'® The allakuri works two ways in 172. First, birds
aren’t supposed to be sounding at night. The description of their sounding indicates their distress

so this is a transgression of normative behavior signaling conflict. It indicates to the reader that

183 Buck translates: “Here in our fresh shore grove, not one anram bird, with pure, delicate
feathers has slept a wink tonight.” (nammai painkanalinvay tiy ninra men ciraku appam inru
onrum tuyinrilave). Study of Stolen Love, 151.
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something is not quite right. Second, the distress of the swans mirrors that of her heroine though
she is not mentioned explicitly in the verse. The image is conjured by the confidante to
emphasize the heroine’s hardship.

Verse 173 continues in the voice of the confidant, but this time she turns her address to
ocean. The confidante admonishes the sea because it too has suffered loss—a reference to the
purdnic myth of Siva churning the ocean of milk, producing from it nectar, Laksmi, and the
moon (arttu up amiftum tiruvum matiyum iZantu)—>but continues to roar boisterously (arttu),
impervious to the fact that it heightens the heroine’s distress (iva/tuva/a). The image of an
unsteady sea with its cacophonous din is evocative of the neytal (seashore) tract whose dominant
love phase is that of pining in separation. Abraham Mariaselvam notes, “The bewailing waves
which form part of the mutarpporu/ of seashore region is the fundamental symbol denoting the
restlessly and anxiously pining heroine.”*®* In this verse, while we have the explicit mention of
the heroine suffering (iva/ tuva/a), the simultaneous roaring of the ocean with its matrix of
meaning heightens the pathos of this verse.

The confidante is not the only one who paints a picture of ongoing struggles. The heroine
too voices her plight as in 177 when she addresses the moon: “round moon who shimmers in the
dark throughout the night, you won’t say [whether you have seen him]? Please, a word for me,
the lonely one” (kankul ellam mankulvay vilakkum mantalamé paniyay tamiyérku oruvacakame).
In much akam literature, the heroine’s loneliness is emphasized by her address to elements of the

natural environment. She does not reach out to her confidante but is presumed grieving by

184 Abraham Mariaselvam, The Song of Songs and Ancient Tamil Love Poems: Poetry and
Symbolism (Roma: Editrice Pontificio Istituto Biblico, 1987), 142.
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herself with no one but the moon, sea, or the occasional animal to converse with. VVerse 179

returns to image of rough seas cited in verse 173:

punkanai vélai potiyay vila vilitton puliyir

onku anai mévi purptuviluntu eluntu olam ity
tiriku apaintu or allum teray kalanki ceri katalé
anku anaintar nippaiyum ularé cenru akapravaré

He is the one who felled and destroyed Kama, the wielder of flowery arrows, to dust;
O mighty ocean that reaches the banks of his Puliyr,

you roll, fall, rise, and roar;

You abide in distress the whole night, agitated;

Is it that your lover has also left you?

The invocation of Siva’s obliteration (vilutal) of Kama in the beginning of this verse signals that
the love phase of infatuation is squarely over. Further, the heroine describes, as above, a raucous
ocean which won’t stop its tumult. The return to this image aids in a continual building of pathos
as the text moves to its critical midway tipping point. The reader is given intimations, both
through explicit mentions of suffering and the recurrent landscape markers that have specific
emotional valences, of how the rest of the text will go.

In 187, the heroine addresses not the ocean but the sun as it begins to set: “setting sun, his
leaving and the words—oath—he spoke in the flowered garden of Tillai of the one ornamented
with the bones of pure ones, make me like those ill ones who cry out—what can I do to survive
[this]?” (tampokku mikka tirttar ankan tillai palpim polil ceppum vaficinamum arttar ankam
ceyyumal uyyumaru enkol al cutare). The setting sun indicates that evening has arrived. Evening
is the time of day associated with the neytal tract when outward responsibilities have been
completed and protagonists have time to dwell on their inner states. Sunset also portends a long,
sleepless night. Sure enough, in 188, the heroine’s mood turns as the night wears on. In the first
line she states: “the sun has set, my savior (the sun) is far” (pakalon karantanan kappavar
céyar). Daylight hours which might have provided her with busy work or social distraction are

now far behind her and the dark night stands before her with all of its grief. This verse continues
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to invoke the imagery of the lonely neytal tract with its mention of swans (azram) dining on kolu
fish (a kind of saltwater fish) in the dark waters (irurikalivay).

The remaining five verses of this section expound upon the heroine’s troubles and
continue in the tract of neytal. In verse 189, the heroine observes ibises feeding happily
(makilntu) in the back waters while meanwhile, she, the poor thing (pavam) suffers with a
disease like that who don’t worship the one of matted locks of Puliytr (cataiyon puliyir
viravatavarin Ulnoy inpum arikilaval ennai pavam). Her discomfort is now elevated to the level
of disease. The carefree ibis, happily grazing without a care, contrast the heroine’s worsening
state. In 190, even the lotus flowers of the backwaters shed honeyed tears, ka/nir in response to
her plight.

In 191, the heroine lies awake in the middle of the night:

mival talt iya arul mutalon tillaiccelvan mupnir
naval taliiya inpapilam tuficam nayanta izpa
ceval talii cenru tan turicum yan tuyild ceyir en
kaval talt iyavarkku otatu aliya kali apnamé

The primal one is the lord of the miival; the Lord of Tillai;

The four lands surrounded by three waters which belong to him are sleeping;
The roosters sleep in loving embrace; | am afflicted, sleepless.

Saying nothing to my protector, the swans go on happily.

This verse continues in the pattern of observing a carefree or peaceful world that contrasts the
heroine’s state of distress. The heroine notes that all four regions of the land (the whole world)
surrounded by the three waters (ocean) are sleeping (tuficum) as are the roosters happily cozied
up in their coops (hayanta inpa céval tali ic cenru tan tuficum). The swans are also described as
joyful (aliya ka/i anname). The heroine, on the other hand, is wide awake (yan tuyila ceyir). The
sight of others slumbering soundly is a painful reminder of that which keeps her awake.

By 192, the heroine starts to show outward signs of her heartbreak. The confidante

beseeches the moon to behold the heroine’s sorry state reporting: her bangles won’t stay [up], her
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heart melts, those long eyes that don’t shut to sleep put forth gleaming pearls (tears) (nillavalai
neficam nekku urukum, netusikan tuyila kalla katir muttam karrum). In 193, the confidante
addresses the hero to apprise him of the heroine’s situation describing her thus: “her whole body
pales, she falls, gets up, sighs, and continues languishing (suffering/weakening from meli-tal)”
(tanatu azikam ezikum vifarum vilum eum vimmum meliyum).

The following verses see the confidante pushing for the completion of a wedding to put
an end to the heroine’s suffering. She points toward the heroine’s readiness to leave behind her
family as in 199 where she tearfully hugs all of her friends (kannir kontu...nallarai ellam
pullinal) as if to say goodbye. In 200, the turning point of the text cited in chapter one, the
heroine is giving away her childhood toys, ready to leave the house—a pointed and emotional
moment for both her and those attached to her. Not only is a young women’s departure from
home a momentous occasion in her life and those of her family unit, it also carries with it
significant danger, particularly if, as in this narrative, marriage is off the table and a path of
elopement is chosen. In verse 203, the confidante calls the heroine a red carp (cerikayal), and the
hero an expansive tank filled with the green leaves of lotuses (panikaya pacatai pay tatam ni).
The implication is that the heroine cannot survive without the hero, and the stakes are indeed
quite high if he does not make her his wife. 205 hints at the language of the arid palai tract,
dashing any hope that a community-sanctioned wedding is possible. Instead, the elopement of
the lovers is all but certain with the mention of koriku and paralam flowers which flourish in arid
climates. 206, spoken in the voice of the heroine confirms a definitive shift to the palai tract:
they say that the shady place is now ablaze, there’s no water, the jackals of the forest cry out and
hot stones burn (nilaltalai tineri tir illai kanakam orikattum alaltalai vem pararru enpar). In

moving from an indirect to a direct invocation of palai, the text moves more clearly toward the
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next phase of hardship that the pair will face. In verse 211, the hero voices his concern for the
heroine’s beautiful small feet that are like aricca blossoms (ariccam tikalum amcirati) in light of
the fact that they will be treading the harsh desert floor.

Despite impending challenges in the desert, the pair of lovers do elope in the interceding
verses. In 218, bystanders issue a warning that they are without family, urrar illai, and should
mind the tough people of the region. They emphasize that at night, no one passes the forest of the
desert (katappar illai inru ikkatusicurame). Though in the following verse, 219, they are rejoicing
at the sight of the lovers, 218 serves as a reminder of the possible dangers that come with their
elopement. The hero and heroine continue on in 220-223 but 224 shifts to the voice of the
heroine’s confidante’s mother, the nurse, who wonders where the heroine could be: “Where is
she my child?” (em kuzfan eriku urratu). Looking at her daughter she presses: “Your eyes, sharp
as spears, wander; what is the reason you grow weary today?” (ayil ena pérum kannay en kolam
inru ayarkinrate). The confidante begins to outwardly show her distress in this verse. This
follows the pattern of including internal mental processes of various speakers as they worry
about the hero and heroine as discussed in chapter one. In 227-229, the nurse continues to grieve

the missing heroine. In 229 she speaks directly to the heroine’s mother:

taluvinakai iraicorin tamiyam enré talarvurru
aluvinai ceyyum naiya am col petai arivu Vipnor
kuluvipai uyya naficu uptu ampalattu kupikkum piran
celuwvina tal paniyar piniyal urru téyvittate

If my embracing hand which was joined to her relaxed a bit,

the girl of lovely words would be so lonely,

weeping and distressed.

Like the disease that afflicts those who don’t worship the beautiful feet of the Lord

who dances in the ampalam, who, in order to save the group of heavenly ones, made food out of poison,
| waste away.

At the end of the verse, the nurse too begins to show the effects of her grief upon losing the

heroine: “I grow thin suffering with the disease that afflicts them who don’t worship the
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beautiful feet [of Siva]” (tal paniyar pinival urru téyvittaté). The mother begins to share her own
sorrows in 230, and in 231 tries to veil her distress by saying that she is worried about the
heroine’s abandoned parakeet: “other than her leaving me, the parrot is breaking my heart!” (en
anai pokku anri Killai en ullattai irkkinrate).

Much of the grief expressed by the confidante, the nurse, and the heroine’s mother focus
on the juxtaposition of the heroine’s tender youth with the adult act of elopement as in 233
wherein the mother says: “seeing a kantal thick with blossoms she will think it’s a snake, hide,
cover her eyes with her flowery hands, and shake,” (moymmalar kantalai pantal enru enni
tunnenru olittu kaimmalaral kan putaittatu pataikkum). These notes about her youth, innocence,
and lack of experience in the real world coupled with the reminders of the very real dangers that
await in the desert serve to continue a trend of heightening pathos as the narrative goes on.
Despite any momentary glimpses of the pair’s happiness, voices continually punctuate the flow
of their journey with voices that remind us that despite any enjoyment had by the two, their
choices still produce suffering for others.

In the above discussion | included examples of verses in which speakers address elements
of the natural landscape in their solitude and out of desperation. Verse 241 follows in this pattern

as the nurse speaks to a kuravu tree:

payum vitaiyon puliyiir anna en pavai munné
kayum katattitai ati karappavum kapzu nipru
vayum tiravay kulai elal vica vantu ol urutta
niyum ninpavaiyum ninru nilavitu nilkuravée

My doll is like Puliyir that belongs to the Lord who rides a bounding bull.

Before this, you saw her [her] wandering in passing across the hot forest, and you stand there
not opening your mouth!

Oh great Kuravu, you’re happily there, full of beautiful leaves and buzzing bees, with your dolls.

The kuravu tree belongs to the dry desert tract. The nurse accuses it of having seen the pair of

lovers go by, but doing and saying nothing about it (ninru vayum tiravay). In line one, the
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speaker refers to the heroine as pavai, a young woman. This term is also used for dolls and
emphasizes her youth. Later in line 4, she says that the kuravu abides with its dolls (using the
same term pavai), presumably referring to either the buds or leaves. The implication is that the
kuravu is cruel, living happily with its own children but doing nothing to help the nurse find her
separated charge.

In 250, the confident begs the hero to put an end to the elopement and marry the heroine
properly. She admonishes him: “the one whose eyes are like forged spears grieves, is this the
nature of your grace to her?!” (alurku ulai vel anna kannikku enné nin arul vakaiye). In 263 the
confidante pivots to address the heroine and reiterate her outrage at the callous behavior of the

hero:

temam polil tillai cirrampalattu vinnor vanarnka
nam etarikka tadam payilvonai nanndtavarin

vam man kalai cellaninrar kidanta nam allal kantal
tama arikilar ayin en ném collum tapmaikalé

Like them who are not attached to the one who dances in the ampalam of Tillai of fragrant gardens as
we praise him and the heavenly ones worship,

her lovely girdle has fallen; if he sees this affliction of us, downtrodden,

he doesn’t really understand it. Of what power would our words be?

This turn continues to salt the wound: the hero, as the heroine perceives him, wouldn’t do
anything even if he truly understood the extent of the heroine’s grief. In this verse we see that
she continues to waste away, her girdle slipping (kalai cellarinrar). The heroine phrases her
declaration with two conditionals, kansal, if he sees/witnesses, and ayin, he will become one
(who doesn’t know). There is semantic overlap within the conditional verbal construction so that
conditionals can indicate both “if,” and a more factual statement of “when.” This admonishment
by the confidante can be read as an assumption about the hero’s nature given his absence. It can
also be read as a definitive observation that the hero truly does not care and even seeing the

heroine’s distress is indifferent to it.
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In 264, the heroine speaks directly of her suffering and then in verse 265, the confidante
continues to note her deteriorating condition: “[she is] a beautiful exuberant dark beauty, why is
she in such a state as this?” (er 7 kali karumffai innirmai en eytuvate). The description of the
heroine, her beauty and joyfulness is an invocation of a person who is now a shadow of their
former self. In 273, the heroine addresses her heart, an echo of the hero’s address to his own
heart cited earlier in this discussion: “my heart went after his chariot [when he left], what is it
doing here now?” (terppinnai cenra en neficu en kol am inru ceykinrate). She assumed her heart
left with the hero but as she continues to suffer, she wonders how it remained. In 278, the

heroine gives an extended lament:

map ceyta mupnal molivaliye anna vaymai kaptum
en ceyta neficam niraiyum nilld enatu in uyirum
pon ceyta mepiyap tillai urarip porai aritam

Mur ceyta tinkukol kalattu nirmaikol moy kulale

Even knowing the truth of the words spoken in the past by him,
What to do? The state of my heart persists, along with that of my very life,

The difficult burden like that of those who don’t adore Tillai [of the one] whose body is guilt of gold,
Is it because of deeds done in the past? Or because of present conditions, O One of dark locks.

She grasps at strings as she tries to figure out the root cause of her current ongoing distress. In

279, the confidante shifts from direct dialogue to remark on the strange weather:

karuntinai ompa katavul paravi namarkalippa
corintapa kopmi curanta tan pérarulal tolumpil
parintu ennai anta cirrampalattan parankupnril tunni
virintana kantal veruvaral karena velvalaiye

As clouds flow down,

there is a murmur of our family as they praise the lord to preserve the black millet.
In the hill that belongs to the one of the small ampalam who rules me affectionately
in servitude by way of his great and expansive grace,

kantal flowers grow thick seeing the fearsome clouds, O white-bangled beauty!

The clouds described as fearsome (veruvaral) indicate the coming rains. The thickly blossoming
kantal flowers mentioned in lines three and four, coupled with their location in the mountain
(kunril), place this verse squarely in the kurifici landscape, that of lover’s union via tryst. The

landscape behaves as if it is the rainy season, a time that usually portends the hero’s return, but
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here he has not returned. The subversion of normative landscape expectations heightens the
aesthetic and affect of this verse. Even when suffering is not spoken of directly, the poet uses the
suggestive force of akam devices to continue developing the narrative’s emotional nuances.

In 282, the mother-in-law observes the daughter’s emaciation:

véy inmen tol melintu ofivati vili piritay

payina mékalai pantaiya/ allal pava/ac celvi

ayina ican amararkku amaran cirrampalattan

ceyinatu arciyil pagtapalam it tiruntu ilaiyé

Her fine bamboo like shoulders are slimming, brightness diminishing, eyes changing.
The one who wore a wide girdle before is someone else now.

The one ornamented with beautiful jewels has gone to the place of the son
of the lord of small ampalam, the god of gods, the lord of coral hue.

That the heroine is a shadow of her former self—no longer who she was (panzaiya/ allal)—
echoes and reinforces the sentiments of 265 discussed above: the heroine is deeply in another
love phase, no longer are the happy shores of wedded bliss within sight.

Verse 266 begins a cycle or series of separations in which the hero departs for various
reasons including questing after wealth or to pursue his studies. Though reunion is briefly hinted
at from verses 299-307, verse 308 returns to a theme of separation (due to study) and the
remainder of the text follows suite. While there is a glimmer of hope between 299-307, it is

quickly dashed. In 310, the confidant once more remarks on the heroine’s struggle:

kalpa matil cirrampalam atu katal ceyta

vilpa vilankal emkoénai virumpalar pola anpar

colpa virumpinar enna mel oti cevippurattu

kolpa ilavku ilaivél kulitttanku Kurukiyaté

Like those who do not adore our king who bent the mountain into a bow out of love, the one of the
ampalam whose walls are stone,

hearing that he wanted [to pursue] poetry

was like the piercing of murderous, shining spear blades

to the one of soft locks; she is truly declining now.

Lines three and four contrast the softness of the heroine’s locks (mel oti) with the harshness of
the hero’s words and their effects on her. The description of his news of departure landing as

murderous shining spear blades that pierce the heroine’s ears (cevippurattukolpa ilanku ilaivel
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ku/ittarku) is particularly troubling and continues to increase the pathos of this section. In 313
the heroine again laments at hearing new of his parting. This pattern repeats in 315, and 317.
Then from 318-331, the heroine goes back and forth, lamenting upon the changing of the seasons
and on hearing news of the hero yet remaining in separation. The heroine continues her grieving,
as noticed by the confidante in 335: pearls (tears) proliferate from her blossom eyes
(malarkkaznka/ muttam va/arkkum). In 338, the confidant again comments on the harshness of the
night, which seems to stretch on for an eternity, invoking a common akam theme of sleepless
nights in separation (often indicative of the neytal tract).

After an abundance of verses which focus on the hardships of the heroine, spoken in her
own voice and in those who observe her, in verse 343, the hero’s voice returns to offer insight

into his side of the story:

nayvayin ulla Kupamum illenai naltopsu kopta
tivayin méniyan cirrampalam apna cilmoliyai
péy vayinum aritu akum pirivu elitu akkuvittu
ceyviyin ponta nericé aficattakkatu up cikkapave

I don’t even have the qualities of a dog and the one with the body of flame made me a good slave.
The one of few words is like his small ampalam.

The wilderness is difficult.

O Heart that’s become distant, you have made separation easy!

Your hardness is truly dreadful.

The first line nods to Manikkavacakar’s frequent use of the dog metaphor to illustrate lowness.
This image is found throughout Tiruvacakam and often considered one of its hallmarks. Though
the hero invokes this trope in the context of being graced by Siva, also a frequent link in
Tiruvacakam, taken in the context of the narrative and given the rest of the verse, we can also
take it to refer to his complicity in the heroine’s heartbreak, connected to his admonishment of
his own heart in lines three and four. His heart is a traitor in this verse and its hardness something
to be lamented. Themes of being saddened by seasons return again in 343 upon the site of cattle

returning home at night, and in 347, when the rainy season returns.
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As soon as the hero returns home from his many excursions, in verse 351, 352
immediately pivots to see him part ways with the heroine in order to be with courtesans. In 355,
the heroine dreams of being with the hero, but then wakes up to her cruel reality. In 356, she
admonishes her lamp for not warning her appropriately. Even when briefly reunited with the
hero in 365, the heroine immediately laments in 366 that he has been with other women. In 372
and 373, the concubine speaks derisively of the heroine, a cruel addition.

Even when the heroine rests her head on the chest of the hero in verse 397, she is still

inconsolable as the text draws to its conclusion:

cilaimali val nutal enkaiyatu akam epa celum pin
malai malimarpil utaippa tantap talai mappartillai
ulai mali vérpatai uranin kajvar il ena upni

kalai malikarikai kan muttamalai kalulntanavé

My little sister with the long bow-like forehead is here.

As | spurn the mountain-like chest adorned with beautiful jewels,

he offered his head,

thinking that there is no thief like him, the chief who holds the forged spear of the king’s Tillai,
garlands of pearls fell from the eyes of the woman with bright dress.

Garlands of pearly tears (kan muttamalai), an image seen in many of the verses cited above, are
here mentioned again in line four. Though the hero is in her presence, the heroine knows of his
deceit and thus cannot enjoy his company. The final verse of the text is not much brighter. It is

spoken in the voice of the confidant to the heroine:

kar anikarpakam kazravar narrunai panar okkal
cir ani cintamani anitillai civan arikku

tar api konraiyan takkortam cankaniti viti cér
aruni Urravarkku arap magru yavarkkum itiyamé

He is a rain cloud, the great karpa tree, a good friend to wise ones,
kin to bards, the excellent wish-fulfilling jewel,
a beautiful konrai wreath for the feet of Siva of ornamented Tillai,

cankaniti to those who are fit, fate, a tank for his relations,
and a benefit for all others.

At first pass, this verse reads as exuberant and celebratory. It lists some of the hero’s many

lauded qualities. As one reads through them however, these qualities begin to border on
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hyperbolic. Taken in the context of the many preceding verses in which the hero has been
dallying with courtesans while the heroine suffers alone, it is difficult to feel like he is the prince
that the confidante describes. She implores the pouting heroine to focus on the hero’s good
qualities as opposed to those which he has most recently been exemplifying.

Thus, Tirukkovaiyar comes to its less than satisfying conclusion with a heroine still
sulking and her friend’s attempt to gloss things over. In the examples above, pathos is generated
by many means. The high stakes of the couple’s dalliances are hinted at early in the text then
reiterated in 41. By 73, less than a quarter of the way into the text, the hero is already riding the
palmyra horse, publicly embarrassing himself while desperate for the heroine’s attentions.
Within the first hundred verses we also observe the heroine languishing in separation as in 60
and 61, the use of increasingly evocative languages of suffering, as in the “twisting disease” that
is loneliness. The text uses many Cankam tropes and poetic strategies in order to mirror,
emphasize, or build on certain narrative themes. In 146, the landscape subtly shifts in
appearance, signaling that trouble looms on the horizon. Similarly, devices like allakuri are
woven throughout and used in verses that most closely approximate the suggestive force of akam
poems. Speakers also address elements of the natural environment directly as in 127, 187, and
241, trying to make sense of their predicament. Tizai imagery is harnessed to support the
narrative as it moves through significant love phases. The neytal tract is invoked to explore love
in separation, and palai enters around the halfway point as the lovers depart from the safety of
their family units to elope. Many characters add to the building of pathos as they observe, from
different positionalities and commitments to the heroine, just how much she suffers. Figures like
the mother and the confidante also remark on their own hardship, seeing the heroine in such a

difficult state. VVerse 266 starts a repeating cycle of the hero leaving and the reader witnesses the
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utter dismay and heartbreak of the heroine experiencing this over and over again. The last
hundred verses of the text follow with combinations of all of these strategies. From 318 to 331
the heroine laments sorely, then from 355 onwards the hero is off with courtesans, initiating the
final phase of love in separation in the text.

Where does this multi-layered and cumulative examination of suffering leave us as
readers? Tirukkovaiyar, a text that highlights the pearl-like tears of the heroine, whose characters
openly voice lament to elements of the natural environment, and that lingers on the perils of love
paints a picture that is far from celebratory. Instead, through pathos-evoking scenes of separation
and hardship, it builds an affect of karunai slowly and cumulatively across the entire text. What
is the significance of this aestheticized form of karupai in a text dedicated to Siva? How do we
understand it as part of a theological vision and not just a poetic sentiment? In order to answer
this question, | first need to make an important caveat: Tirukkovaiyar, for all of its scenes of
heartache, is not a tragedy in the sense most often evoked by the term. The lovers remain married

at the end of the text, however unhappily. Siva too remains in each verse, though at a distance.

Conclusion: Qualified karugai

Both Tirukkovaiyar and Tiruvacakam display what | argue is a qualified karugai: though
the speakers of these poems undergo great suffering and hardship, the reader is always aware of
both Siva’s unfailing grace and the hero and heroine’s inevitable reunion. The hardships, though
perceived as intractable by the speakers, are ultimately non-issues to the reader. This does not
mean that they are any less evocative. To this day, people still speak of the heart-melting
qualities of Tiruvacakam. Though Tirukkovaiyar fell out of popularity, my close readings

demonstrate that it too has a deep propensity for tugging at the heartstrings of a sensitive reader.
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The qualified nature of tragedy in the Indian poetic context is explored by Bihani Sarkar in her
discussion of kavya:

“Where Western tragedy would regard pathos only as utter hopelessness, the Indian view presents an
alternative, subtler, but no less important type—pathos rooted in ambiguity wherein the inner death wish
grapples with and is reined in by hope...This kind of tragedy aligns with what George Eliot called ‘the
unwept, hidden sort’ because it is a type of ‘everyday grief” that arises from, and constantly confronts,
uncertainty (will he? won’t he? will she? won’t she? will I? won’t 1?). Fundamentally it is philosophical in
nature, rooted in doubt (sandeha), because given that it is not easily resolved, such grief shapes the self as it
searches for answers. Though without an inevitable prospect of doom, it has its own gravitas and conflict,
born from a severe oscillation between hope and despair.”*%

The oscillation that Sarkar points out is evident in the trials of the speakers of both texts. In
Tirukkovaiyar and Tiruvacakam this oscillation is productive of pathos and thereby an affect of
karupai, both direct and suggested. But this karurai, born out of the tug between, as Sarkar puts
it, hope and despair, near and far, is also tempered by the well-versed reader’s ultimate
knowledge of certitudes. Even the most hopeless of protagonists, Tiruvacakam’s own “lowly
dog,” is not doomed outright, a truth that the reader knows with confidence.

What might this indicate about how Manikkavacakar understands being a Saiva in the
world or about his larger theological vision for both texts? Monius’ work on emotion in Appar’s

Tevaram offers helpful observations. For Appar, she writes:

“Ordinary human life is misery; the only relief from pain lies with Siva...Appar’s emotional register
alternates consistently between extreme, self-abasing despair and joyful, loving hope that karma can be
eradicated, and true bliss found in Siva’s presence.”

Here, Appar displays a similar oscillation between the lows of “extreme” sorrow and the highs
produced via Siva’s interventions, or the promise of them. It is clear that Manikkavacakar is

deeply indebted to Appar in this regard as he takes thematic polarities of emotion and applies

185 Bihani Sarkar, Classical Sanskrit Tragedy: The Concept of Suffering and Pathos in Medieval
India (Bloomsbury Publishing, 2021) 19-20.

186 Monius, “Gesture and Emotion,” 176.
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them, not only in the speaker’s experiences but also in the exploration of time and space as
demonstrated in chapters one and two. As Yocum notes, “The Tiruvacakam, more so than the
songs of the Nayanmars, presents a coherent and consistent picture of the struggles and triumphs,
the tribulations and ecstasies, of one devotee.”'8” We need not employ an autobiographical
reading as Yocum does in order to appreciate his comment on the degree to which
Manikkavacakar captures the vicissitudes of human emotion and how contrast between high and
low is so utterly thematized to the point of being a central identifying feature of his works.

Yocum further comments on the contrasts or “oppositions” found within Tiruvacakam:

“...an opposition whose appearance will be noted again and again in the Tiruvacakam, viz. the polarity
between Siva and release, on the one side, and the state of ordinary reality, on the other. Siva is without
limit as contrasted with the innumerable forms of birth, which are confined and conditioned by space and
time.”288

Thus, Manikkavacakar’s speakers demonstrate a core crisis of human emotional life in Siva’s
universe. They are awarded glimpses of Siva’s transcendence, moments of divine grace, brushes
with the absolute, but they remain bound by karmic entanglements that cling throughout their

lifetime.*®° Returning to Appar, Monius elaborates:

“The love and happiness that Appar seeks are ever emergent, neither fully achieved or lasting; the nexus of
bodily action and verbal utterance that results in moments of love (arpu) and joy (izpam) remains forever
ephemeral, fragile, always tinged with the anxiety that such precious moments of loving bliss will not last.
Appar repeatedly exults in moments of joyous cohesion, only to worry in the next line that such love cannot
hold. ‘There are those who say that days we do not worship you are days of sorrow,” he worries, for
example, ‘and those who say that days we worship you are days of joy.” Each stanza of a song to Siva
enshrined in Tiruppalanam ends with a dubative -6. Will Siva neglect me? Will he abandon me? Will time
not pass for me? Such doubt never leaves the poetic narrator entirely, as each verse of a hymn to the lord of
Tiruvanaikka closes with a desperate question: ‘Will | who am your servant suffer more
affliction?’...Emotions, throughout Appar’s corpus, are forever unstable, transitory, arising only in the
particular moments of verbal articulation, bodily gesture, and setting.”*%

187 Yocum, 2.
188 Yocum, 70-71.

189 A Gardner Harris Jr. discusses the nature of the tumultuous bond between Siva and the
speaker in “Gracious Possession.”

190 Monius, “Gesture and Emotion,” 187.
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The ephemeral, transitory nature of human emotions is on full display in both Tiruvacakam and
Tirukkovaiyar. That life is mostly comprised of suffering of one sort or another is evident. The
precarity of rare moments of joy set against a backdrop of hardship and sorrow contributes to
both text’s pathos-evoking ethos. As Monius argues, Siva is held as one’s only hope of any sort
of relief.

This formula, that Siva offers relief from the difficulties of embodied human life, albeit
momentary, is demonstrated clearly in Tiruvacakam, but what about Tirukkovaiyar in which he
is a figure on the sidelines? While many, if not most, read Tirukkovaiyar as an allegory in which
the ups and downs of the lovers’ tale are meant to mirror the trials of separation from the lord as
found in Tiruvacakam, | here move away from an allegorical interpretation of Tirukkovaiyar’s
love story. Instead of understanding the lovers to represent Siva and the individual soul, as is
tradition in later Saiva Siddhanta readings of the text, there are other ways to think about what
the text is doing as it explores human emotions.

As | have demonstrated by close reading throughout this chapter, both texts engage and
produce karuzai as a key sentiment. However, they do so in slightly different ways.
Tiruvacakam’s structure allows it to explore karupai as a central feature of Siva’s nature and
demonstrate how it functions in the life of the text’s speakers. This central aspect of Siva’s grace
is taken as a given in Tirukkovaiyar, his benevolence frozen in epithet form, not demonstrated
directly in narrative. Its evocation of karugai is achieved primarily through its focus on suffering
as a central poetic theme. This method is shared by Tiruvacakam, but perhaps to a lesser extent.
Despite their differences, there is a resonance between the compassion that Siva demonstrates for
his lowest devotees in Tiruvacakam where he is a direct actor in the lives of the speakers, and

that generated in the mind of the reader observing those speakers falter repeatedly. Tirukkovaiyar
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is similarly productive of an aesthetic or affect of compassion; the result of beholding the
heroine’s lament over her husband’s infidelity is an upswell of empathy in the reader.
Compassion, both human and divine, is undoubtedly the hallmark of a Saiva world in
Manikkavacakar’s vision and represents a significant departure from the Saiva bhakti saints that
preceded him. By looking at narrative quality and rhetorical strategies, we can bring these texts
into productive conversation and think more deeply about the contours of Saiva theology and its

manifestations in a multiplicity of genres.

242



Conclusion

This dissertation began as an exercise in reading texts side by side. | designed the project
with two goals in mind: Given that Tiruvacakam and Tirukkovaiyar are traditionally attributed to
a single author, I first wanted to find out if we could deepen our understanding of the relationship
between them. Second, their great formal diversity provided an opportunity to generate new sets
of questions for each text that might not be asked if only investigated in the light of their
respective genre categories. There is no roadmap in either the Tamil Saiva tradition or in
scholarship for thinking about Tiruvacakam and Tirukkovaiyar together. Both traditional
reception histories and secondary scholarship have kept these two texts in separate discursive
domains due to their formal differences. In this way, genre categorization has been a means of
separation. The lack of precedent tandem reading is further complicated by the fact that
Tiruvacakam and Tirukkovaiyar have almost no relationship in contemporary practice. My
approach highlights what readings are possible if we bracket both the limitations of genre
boundaries and later interpretive frameworks and read the texts first in the context of one
another, and then in their immediate literary milieu.

By using the thematic categories of time and space to recover shared poetic and
conceptual territory between Tiruvacakam and Tirukkovaiyar, | have argued that these texts
build mutually constitutive theological visions. In chapter one I break down the analytic category
of time to address issues of periodization, cumulative tense use, and narrative temporality. One
might expect that analyzing such diverse manifestations of time in two already formally
disparate texts would reveal significant incongruities. Instead, | demonstrate that despite major
differences, both texts display remarkably consistent treatments of time throughout. Looking at

the contours of time in Tiruvacakam reveals a fundamental tension between Siva’s immanence
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and the persistent suffering that characterizes speakers’ lives as devotees. In Tirukkovaiyar, this
tension is generated by a cumulative focus on themes of separation between lovers. These
tensions, while produced in different narrative contexts, are generative of theologically
significant and congruent pathos in both works.

Chapter two takes up the thematic category of place, an analytic which has already been
applied to Tamil literature with rigour. | first survey some of the ways that these texts use
strategies of qualifying space developed from earlier bodies of Cankam and bhakti literature.
These include the use of proper nouns to designate towns or regions and the invocation Cankam
tinai systems of imagery and emotion. | then demonstrate how these qualifications of place are
loosened or dropped as place is “freed” in order to create a more open conceptual terrain for Siva
to roam and space for grammatical and thematic ambiguity. Finally, I explore to the dialectic
between “qualified” and “freed” place and argue that pathos is generated by an oscillation
between poles of near and far, placed and unplaced. This discussion calls into question extant
understandings of Siva’s nature that are predicated on chaos or paradox. Instead, I argue that
contrary to many extant readings, Siva’s divine play cannot be understood as purely paradoxical
and rather, the tension generated from seeming paradox in these texts is in service to an affect of
pathos.

My final chapter shifts from thinking through broad analytic categories to investigating a
single concept—karuznai—as it manifests in both texts. Tracing the roots of karurai in earlier
literature and aesthetic theory, | establish grounds for understanding how the term is deployed in
Manikkavacakar’s works. I argue that both texts are generative of an affect of karugai. This
affect is theologically significant as karuzai is a newly introduced qualifier for Siva’s essential

nature throughout Tiruvacakam. The proliferation of this term in Tiruvacakam is mirrored by a
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strong evocation of an emotional sentiment of karupai through the exploration of speakers’
suffering. While the term karurai is not found ubiquitously throughout Tirukkovaiyar, the text
evokes an affect of karupai that is very similar to that seen in Tiruvacakam. This is achieved
through the exploration of themes of separation and hardships between lovers. The karurai
evoked in each text is one that | argue is qualified. It is tempered by the ultimate knowledge of
Siva’s enduring presence and unfailing grace. For whatever hardships the speakers of these
poems face, the reader always knows that they will be graced regardless. Exploring karurai as a
new point of emphasis as well as an important affective quality generated by both texts allows us
to think about the evolution of Saiva theology. This work contributes to charting changing
characterizations of Siva at the “culmination” of the bhakti period.

By the ninth century, genre had not yet been theorized in Tamil and thus,
Manikkavacakar was working in a genre-fluid period in which he had relative freedom to draw
from and innovate with many styles and forms. It is only in the later reception history of bhakti
literature in South India where a conceptual divide between the devotional and the literary
arose—and after it appeared, persisted. These genre divisions inform lingering debates on
attribution. The immense formal disparity between Tiruvacakam and Tirukkovaiyar has been
cited in arguments against shared authorship for over a century. Those who reject shared
authorship use exegetical models that cannot adequately account for both texts when read
together and thus conclude that it is not possible that they are the product of a single hand.
Scholars seeking to locate Manikkavacakar as a bridge or transitional figure between earlier
bhakti literature and a later Saiva Siddhanta tradition also fail to account for the particularities of
Manikkavacakar’s historical period that facilitate experimentation with form. Instead of taking

formal diversity as grounds for questioning authorship, this dissertation suggests that it is both
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intentional and integral to Manikkavacakar’s project. Further, literary experimentation and
innovation allows Manikkavacakar emphasize new themes and participate in recontouring Saiva
theology. My project has asked us to understand genre diversity in a way that goes beyond
considering it as either a case of mistaken attribution or of a demonstration of poetic bravado.
Rather, thinking deeply about the implications of writing across genres reveals the power and
potential in diversified literary production.

Reading Tiruvacakam and Tirukkovaiyar together allows for us to see a “more”—that
they are not just Saiva examples of older works, but they accomplish and are generative of
something new that is best understood when they are accounted for together. Further, if we
account for the literary and historical context in which Manikkavacakar’s texts were created, we
may find a more complex and integrative picture of the relationship between them. By shifting
focus from single texts to multiple texts, | have also tried to open up new possibilities for reading
across genres within the context of a single canon. While there are some studies that track single
concepts over multiple tizumurai,'®! they are in the minority and often sacrifice depth of reading
in order to achieve a comprehensive review of all works in a collection. The vast majority of
scholarship on Manikkavacakar focuses on Tiruvacakam alone. Reintroducing Tirukkovaiyar to
larger theological discussions allows us to both understand its contributions to the development
of Tamil Saivism and to rethink Tiruvacakam in the process.

There are multiple areas of inquiry to pursue that build off the work accomplished here.

One of these is a further investigation of the historical implications of Manikkavacakar’s literary

191 For example see Arumugam Kandiah, “A Critical Study of Early Tamil Saiva Bhakti
Literature with special reference to Tevaram” (PhD diss., University of London: 1973) and V.C.
Sasivalli, Mystacism of Love in Saiva Tirumurais (Madras: International Institute of Tamil
Studies), 1995.

246



and theological innovations in the ninth century. Arriving after four hundred years of formally
cohesive devotional literature, Manikkavacakar's works differ significantly and stand at the cusp
of a great wave of literary novelty. This literary newness transcends secular and religious literary
domains. While indebted to both classical Cankam poetry and earlier devotional literature,
Tiruvacakam and Tirukkovaiyar are also conversant with novel literary genres included under the
umbrella term cirrilakkiyam that arose in the same period. We have yet to understand the
contours of this wave of literary innovation and the impact of Manikkavacakar’s literary legacy
in the following centuries. Further, Tiruvacakam and Tirukkovaiyar are informed by literary
traditions belonging to other religious communities, including Buddhists and Jains, and other
languages like Sanskrit and Prakrit. These networks of relationality have yet to be fully explored.
Given their high level of sophistication and engagement with other literary, religious, and
literary domains, Manikkavacakar’s texts deserve further attention as pointed Saiva interventions
in their period. While my dissertation indirectly addresses Norman Cutler’s question about
audience, further work needs to be done to see how the composition of Tiruvacakam and
Tirukkovaiyar expands the parameters of Saiva discursive practice, and in doing so, its possible
audiences. What kind of literary elite do these texts presuppose and what arenas are they
operative in? A study of this nature would allow us to think broadly about loci of literary
production and the relationships between arenas of the temple, court, and monastery as sites of
cultural production. In robustly contextualizing these works in terms of time period,
intersectionality, literary milieu, and loci of production, we can also shed light on the
development of Tamil Saivism during a formative period in the centuries leading up to the
solidification of Saivism as a religion of state under Cdla rule. These observations extend beyond

Saiva sectarian realms and can shed light on Jain and Sri Vaisnava, literature as well.
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This dissertation invites us to examine reception histories of overlooked Tamil Saiva
texts. The fate of “lost” works like Tirukkovaiyar is caught up in historical narratives produced
by medieval commentators, late nineteenth century missionaries, and early twentieth century
scholars. Around the thirteenth century, commentators began to separate texts considered to be
“devotional” from those considered to be “literary.” These types of categorizations may have
contributed to works like Tirukkovaiyar gradually becoming divorced from mainstream
theological discourse. During the colonial period, missionaries like Pope and Ziegenbalg arrived
in South India and surveyed religion on the ground, making their own choices about what texts
were “core” or authoritative; what texts became representative of Tamil religion. Then, in the
twentieth century, Saivism was embraced by Dravidian nationalist public figures, including
scholars and politicians, who championed certain works as representative of a true religion of the
Tamil people. In each of these “moments,” Saiva canonical texts were situated and resituated in
narratives of Tamil literary and religious history; moves that have significantly impacted our
understanding of these texts as well as our access to them. Consciously tracing these modes of
reception, we can shed light on marginalized texts and in doing so, offer alternative theological
histories. My dissertation marks the beginning of rethinking the characterizations of these works
in order to draw new conclusions about their projects.

This dissertation sheds light on the development of Tamil Saivism during the period
following the composition of Tévaram. While much has been made of the bhakti period of the 5
through 7™ centuries, the period from the 7t through 9" centuries which precedes the rise of the
Colas and sees the nascent crystallization of a relationship between Saivism and forms of state
power remains relatively understudied. Guided by Cutler’s question about the potentially

different audiences of these texts, | further his brief suggestion that Tirukkovaiyar is not simply a
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“designer version” of Tiruvacakam but rather, that these texts represent pioneering engagements
in new discursive domains. Thus, this dissertation offers more material with which we can begin
to flesh out the scope of Tamil Saivism in a formative period before the spread of Saiva
Siddhanta by providing fresh insight on a pivotal figure.

My work with Tiruvacakam and Tirukkovaiyar also contributes to the study of Tamil
literature by offering new reading strategies for a genre that is vastly understudied, the kovai. As
kovai belong to the larger and also understudied category of cirrilakkiyam, | also provide insight
into the emergence of this field of “minor literature” during a period in which these forms began
rapidly multiplying. Simultaneously, while the bhakti genre has been studied in some depth, |
offer new perspectives on the emotional contours of bhakti literature that subvert extant
expectations of the genre. Putting these texts side by side provides an opportunity to question our
assumptions about individual genre categories. Is Tirukkovaiyar a bhakti work? While we have
no problem identifying it as Saiva, the tradition would say it is not categorically bhakti, nor
would most contemporary scholars of Tamil literature. However, my reading of the text reveals
Tirukkovaiyar’s deep engagement with many of the themes and rhetorical techniques that make
Tiruvacakam a bhakti work. Thus, comprehensive intertextual work can generate questions about
inherited genre categories and the way they influence our interpretations of texts over time.

In addition to region-specific contributions, this dissertation has broad application in the
field of South Asian studies wherein genre as a mechanism of cultural production has not yet
been fully explored. This is particularly true for figures who wrote in multiple genres, of which
there are many across traditions and time periods. This includes figures like Manikkavacakar’s
close Sr Vaisnava counterpart, Nammalvar, or famed “poet-philosopher” Vedantadesika.

Finally, my work has implications for the study of religion by offering new ways to think both
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about how religious communities engage in practices of textual production. Considering genre
provides us with an opportunity to interrogate implicit expectations and the power dynamics of
cultural formations they bely. Genre is not simply categorization based on characteristic; it is a
testament of shared normative beliefs and a tool by which they may be dismantled and refigured.
I conclude this chapter by returning to two excerpts from Tiruvacakam and Tirukkovaiyar

that ring out in harmony:

nayvayin ufla kupamum illénai naltonsu konra
tivayin méniyan*®?

The one whose body takes the form of flame enslaved me, me without even the qualities of a lowly dog

cittane civalokane ciru nayin Unkataiyay venkagtan enayum
atkolvan vantu kattinay kalukkuprile'®®

Oh highest one! Oh you of Civaloka! You revealed yourself at Kalukkunru, having come as the enslaver of
even me, the mean one, lower than the lowest dog...

The first time | read Tirukkovaiyar, | did a double take when | came across the above phrase.
Does Appar’s speaker call themself a dog in a similar manner? Yes. But calling oneself a dog
becomes Manikkavacakar’s hallmark in Tiruvacakam. This easy parallel between texts was just
the first of many that | found while reading with a goal to shed assumptions about what form is
and can achieve. This dissertation barely scratches the surface of the deep and complex
relationship between the two texts but it marks a beginning from which fruitful further

investigation can grow.

192 Tirukkovaiyar, verse 342.
193 Tirukka/ukkunrappatikam, verse 2.
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