                                          Alexander Dubyanskiy (Russia, Мoscow State University).
   Some observations on the kāmattuppāl of Tirukkuṟaḷ.

To speak on Tirukkuṟaḷ (TK hereafter) means to speak on one of the masterpieces of Tamil literature, a poetic creation known all over the world. It makes the work of a scholar who intends to investigate TK very difficult for many reasons. Suffice it to say that an ocean of writings of every kind has evolved around it (both in India and abroad). Nobody is able to read and know them all. Nevertheless, the profound and complex character of TK justifies new efforts to study it again and again. In any case there is a definite satisfaction for a scholar to come close to this piece of wisdom and wonderful poetry and to find something new in it. I do not claim to make  unexpected discoveries, my aim is to share with the audience some of my observations and thoughts concerning this piece of literature.

   I shall concentrate on the third part of TK, kāmattuppāl, the part which treats, as everybody knows, emotions and situations in the sphere of love. My choice was motivated not only by the fact that I, in a company with Tiruvalluvar, consider love as an elevated and noble feeling and at the same time a powerful driving force of a human being, but by a more simple and understandable reason – my long-time occupation with Tamil caṅkam poetry and its part called akam, that is love-lyrics. Being more or less acquainted with the contents of this poetry, its conventions and artistic devices I thought it would be interesting to see what Tiruvaḷḷuvar has to say on the matter. 
  The theme of love is very prominent in Indian poetry in general. We know big compositions in Prakrit and Sanskrit exclusively devoted to it. To name only a few: the collection called Sattasai, 
love-poems by Bhartrihari (şṛṇgāraşataka), Amaruşataka, a division in Subhāşitaratnakoṣa and others. Tamil anthologies and poems occupy their own place of honor in this row. The third part of TK also belongs here. I do not put a task of comparison of all these works – it is a subject of  more spacious and special researches. Neither I am going to compare Tiruvaḷḷuvar’s  verses with those sources and to find parallel points – ideas, phrases, images or poetic devices ( pointing them out will be only occasional). The aim of this small paper is to look at Tiruvaḷḷuvar’s verses against the background of Tamil akam poetry and to realize how he treats and interprets it. 

   No doubt this approach is not new and seems to be rather obvious. For example, Dr. Pope who in 1886 published his English translation on TK divided its third part in accordance with the tradition reflected in the treatise Tolkāppiyam, into two parts – kaḷavu (premarital relationship of lovers) and kaṛpu (love in wedlock) and gave the title ‘gandharva marriage’ to the first one. This term is known to signify one of the so called eight forms of marriage, that one which means a free union of lovers without parents’ consent. No doubt Pope followed a famous medieval commentator Parimēlaḻakar (13 c.) who in his turn was influenced by strict codes of Hindu ideology (‘Manu’s law’, for instance) and superimposed some of its concepts on Tamil poetry. In my opinion there is no need to apply this kind of explanation to the custom that must have had deep roots in the life of ancient Tamil society (or its sections, at least. The existence of such a custom among some Indian tribes was pointed out by me in [Dubianski 2000, p.85]). 
  On the other hand, the opinion that the third part of TK was composed in a precise coordination with  laws of akam poetry ( for instance Russian scholar [Glazov 1963, 26]) is not entirely correct. First of all there is an obvious fact that Tiruvaḷḷuvar rejects the key-stone of the Tamil poetic system, the concept of five tiṇai. To speak more accurately he takes away two elements of the contents of poetic compositions – mutal- and karupporuḷ (that is all natural and material surrounding) and deals only with the third one (uripporuḷ), that is love events. Moreover, though it is possible to reconstruct the uripporuḷ for most of the chapters, their main feature is their very generalized character. 
The most obvious explanation of this situation lies in the fact that the poetic form Tiruvaḷḷuvar had chosen for his creation is a very short verse, an aphorism with a minimum of words and no space for details. On the other hand, I am sure, he was driven by a more profound idea: to elevate the concepts he touched upon (within the whole book) and the concept of human love in particular (in the present case) to a universal level, to a general model of behavior of a human being. That is why he turned to the form by which he, having saturated it with thoughts and meanings, could in one stroke, so to say, grasp the essence of love situations and emotions. Besides he also had in mind a possibility to demonstrate the intellectual and poetic potential of Tamil language and – the last but not the least - his own poetic abilities and skills.

  So, I repeat, Tiruvaḷḷuvar’s aim in the third part of TK was a creation of a universal model of human behavior in the sphere of love-relations. One thing must be said here in this connection. As a matter of fact Tiruvaḷḷuvar twice introduces the theme of love in TK. At first he speaks about love in the chapter 8 of the aṟattuppāl. He uses the word aṉpu here , but in the third part – the term kāmam predominates. Obviously aṉpu for him is love on a spiritual, dharmic level, whereas kāmam (Skr. kāma) usually denotes physical passion, sexual attraction. Recognizing both types of love he makes the accent on the latter in the third part. His reason, in my opinion, consists of a sort of rehabilitation of the physical component of love, of juxtaposing it to its  negative estimation or even rejection by ascetically oriented Buddhist and, especially, Jaina monks. Let us, for instance, pay attention to the strophe 89 in Nālaṭiyār:

                 ampum aḻalum avirkatir nāyiṟum

                 vempic cuṭiṉum purañcuṭum – vempik

                  kavaṟṟi  maṉattai  cuṭutalāṟ – kāmam

                   avaṟṟiṉum añcappaṭum. 

‘Arrow and fire and sun with glistening rays may rage and burn: but they burn the outer man alone. Lust rages and distracts and burns the mind and is more to be feared than they’ (G.U. Pope’s translation).  
   It must be noted here that Tiruvaḷḷuvar also recognizes dangerous aspects of love, or, better, its excessive stage when it can kill, or rather drown a person of either sex. That’s why he introduces such images as kāmappuṉal ‘the stream of passion’ (1134), kāmakkaṭal ‘the sea of love’ (1164), kaṭal aṉṉa kāmam ‘passion is like the sea’ (1137). It is easy to note that these verbal constructions and the motive of death in separation in general are conspicuously parallel to some fragments of caṅkam poetry, describing lamentations of the lonely heroine. 

    kātalār ilvaḻi mālai kolaikkaḷattu

    ētilār pōl varum. 
    ‘When my lover is absent, the evening comes like a stranger (enemy) on the battlefield’ (TK 1224).  
    Cf.: kolaikuṟit taṉṉa mālai

          tuṉaitaru pōḻtiṉ nintalō aritē.

       ‘It is difficult to swim over the hastening time of the evening which is like

[somebody] intending murder’ (AN 364, 13-14). 

  In Tamil poetry the motive of the evening bringing sufferings to the lonely heroine belongs to the theme-tiṇai mullai (the heroine is devotedly waiting for the return of her husband in the beginning of the season of rains). Tiruvaḷḷuvar takes up this motive and makes it the keynote of the whole chapter (123) or, using a musical code, composes a poetic cycle which may be called ‘a theme and its variations’. This principle is indeed very important for the TK at large and in fact constitutes its main constructive device. I do not put here the task to see whether Tiruvaḷḷuvar uses it coherently or does not follow it strictly, but the tendency is on hand. In fact, the chapter- titles (irrespective of their authorship) may serve as indications of their contents or the themes.  They usually signify the situation which is worked out in the chapter and which represents a part of the traditional “story” of the lovers. This “story” can be described as a chain of situations which represent actions or emotions of the heroes and which were canonized by the tradition as the third element of a tiṇai (uripporuḷ). They are known as puṇartal (union), pirital (separation), iruttal (staying [at home], [patiently waiting]), ūṭutal (sulking), iraṅkal (laments). Kāmattuppāl certainly has all signs of such a division, but Tiruvaḷḷuvar goes further and elaborates a specific technique of dividing it into thematic parcels or, as I formulated it earlier ‘themes and variations’. The themes can be not only situations, states of mind or emotions but their attributes or details. Thus we can single out such thematic units as ‘eyes or gaze’ (kaṇ, nokku), pallor (pacappu), heart (neñcam), evening (mālai), dreams (kaṉavu), crying (kaluḻtal) and others. 

  Generally speaking Tiruvaḷḷuvar preserves main situations and motives of the cankam akam poetry including such exotic ones which as maṭal ēṟutal (‘palmyra horse’) or alar paravutal (‘rumors’), closely connected with rural mode of life. At the same time he omits such themes as, for example, uṭaṉpōkku (‘running away from the village’) or vēlaṉ aḻaittal (‘calling for Murugan,s priest’). It seems to me that Tiruvaḷḷuvar’s choice was done this way because he was interested first of all in emotional aspect of the relationship between the heroes and not all situations were lucrative from his point of view. Seeking for more general, ideal presentation  of love-relations he also practically excluded the theme of hetaeras (parattai). Only once, I suppose, the hero is addressed as paratta (parattaṉ ‘profligate’ – cf. AN 146, 9). This clearly shows that Tiruvaḷḷuvar interpreted the situation of marutam-tiṇai as some variance in the relationship of lovers, as a quarrel that is a part of love-play (ūṭutal kāmattiṟku iṉpam – 1330). Such an understanding of quarrels is also typical for Indian poetry.  
    Another common motive in love-poetry is the ambivalent nature of love. Love is a disease or a suffering (kāma nōy) which can bring a person to death, but simultaneously it is a gratification and a remedy. Tiruvaḷḷuvar interprets the paradox this way:

          piṇikku maruntu piṟamaṉ aṇiyiḻai

          taṉṉōykkut tāṉe maruntu (1102).

     ‘A malady and its remedy differ, but a decorated woman herself is a remedy for the disease which she is’.  

     Or:  iru nōkku ivaḷuṇkaṇ uḷḷatu oru nōkku
            nōynōkkoṉ ṟannōy maruntu (1091).

       ‘Two [ways] of looking have her dyed eyes. One [brings] malady, the other  - remedy for that malady’.
   As I noted this concept of the ambivalent nature of women is well known and we find it, for example, in Bhartrihari’s poetry. He states that when we see a woman she is as if made of amṛta, but when she disappears – she is worse than a poison (Ss 43); she is a poison saturated with amṛta (Ss 44); there is a poison in her bosom (Ss 51) etc. It should be noted that in some verses Bhartrihari praises the beauty of women but the impression is that he does it in order to immediately reject it. He detests his sensory organs (bhūta) because they give credit to all feminine beauties. Tiruvaḷḷuvar’s position is quite different in this respect.

       kaṇṭukēṭṭu uṇṭuyirntu uṟṟaṟiym aimpulanum

       oṇṭoṭi kaṇṇē uḷa (1101).

‘[All] five senses – seeing, listening, tasting, breathing, touching – are located within [a woman] with bright bracelets’.

   Though Tiruvaḷḷuvar well understands contradictory, ambivalent character of women he   never despises them and always enjoys their beauties. He certainly likes them being joyful, shy, naïve, delicate, sometimes crafty, sometimes jealous and angry. On the whole he creates a convincing psychological portrait of a woman in love and in this respect he goes much further than poets of caṅkam age. Nevertheless, this portrait in its essential features coincides with the portrait of the talaivi, the heroine of akam poetry. It is possible to compose a table of a lexical correspondence between the akam and TK, concerning the image of the heroine. For instance, these words and images are met with in the both: pētai, maṭantai (age stages of a girl), maṭavaral nōkkam (naïve glances), vēyttōḷ (bamboo shoulders), aṇiyiḻai (with decorations), tirunutal (beautiful or sacred forehead), uṇkaṇ (dyed eyes), kuvaḷai aṉṉa kaṇ (eyes like the lily) and many others. 
  It is worth paying attention to a special feature in the portrait of the heroine, namely the natural (and particularly vegetative) symbolism. It is closely connected with the power of fertility which is inherent in women (it was earlier discussed in [Dubianski 2000, 89-90]). Describing his heroine Tiruvaḷḷuvar follows canons of akam poetry. One of the best examples of it is TK 1113:

       muṟimēṉi muttam muṟuval veṟināṟṟam

       vēluṇkaṇ vēyttō ḷavaṭku.

      ‘The body is a shoot, the teeth are pearls, the intoxicant fragrance, eyes like lances – [belong] to her with bamboo shoulders’. 

    There is a clear parallel to this verse in KT  62:

         kōṭa letirmukaip pacuvīmullai

         nāṟitaḻ kuvaḷaiyo ṭiṭaippaṭa viraii

         aitutoṭai māṇṭa kōtai pōla

         naṟiya nallōṇ mēṉi

         muṟiyiṉum vāyavatu muyaṅkaṟku miṉitē.

         ‘Like a splendid beautiful garland woven of mixed fresh flowers of mullai,

         Kōṭal and lilies-kuvaḷai with smelling petals, is the fragrant body of her, full of goodness,

         It is more full [of freshness] than a shoot and sweet for embrace’. 
 One more detail of the portrait of the heroine given above also deserves attention – eyes like spears (vēluṇkaṇ). This detail brings about a very important theme of the danger connected with the woman. In fact it is introduced in the very first kural of the kāmattuppāl (1081);
       aṇaṅkukol āymayil kollō kaṉakuḻai

       mātarkol mālumeṉ neñcē
       ‘Aṇaṅku or a delicate peafowl or a woman with many decorations? –

   my heart is in bewilderment’. 
      Let us note by passing that these poetic lines parallel to this kural can be found in Narrinai 155, 6-8:
        peruṅkaṭal parapi ṉamarntuṟai yaṇaṅkō

        viruṅkaḻi maruṅki ṉilaipeṟ ṟaṉaiyō

        colliṉi matantai yeṉṟaṉeṉ
       I said: “Tell, o maiden? Are you the ananku of  the bay of the spacious ocean?
       Or you dwell in the dark backwaters?
Such set of questions mixed with the emotions of astonishment and doubt is known in Indian poetics as  saṃḉaya upamā (a comparison by doubt), a device well known from the time of Indian epic poems. But in both cases it contains purely Tamil concept signified by the word aṇaṅku. It is a controversial term which permits many interpretations (see [Rajam 1986]. Here it certainly has the meaning of a female deity, a personification of the energy, also called aṇaṅku which is associated with a female inner power of fertility (see [Hart 1976, 321; Dubianski 2000, 7-13]). This power is ambivalent and can be benevolent or malevolent depending on its state – calm and under control or dangerous when out of it. This concept is very important for Tamil culture and often met with in mythology and poetry.  The most famous  example of its mythology-poetical embodiment  is the figure of Kaṇṇaki whose inner energy   after many sufferings which Kaṇṇaki underwent was unleashed and threatened the existence of Pandian kingdom.  
   The ambivalent character of the feminine energy was well understood by Tiruvaḷḷuvar. The benevolent character of a woman is reflected in the famous 55 –th kural:

    teyvan toḻāal koḻunaṉ toḻuteḻuvāḷ
    peyyeṉap peyyum maḻai.

    ‘When she who on rising worships not the god but her husband says “Let us rain!” it will rain’. It is worth reminding here that when Kaṇṇaki’s cult (otherwise the cult of Pattini, a personification of a chaste wife) was established in the Chera the draught ended and life-giving rains began.  

  As to the dangerous character of a woman, Tiruvaḷḷuvar being aware of it devotes at least 6 kurals to the theme describing the glance of heroine as if ‘aggressive aṇaṅku brought the army’ (1082) and even compares her with the god of death (kūṟṟu) (1083, 1085). The expressions: eyes  like spears (mentioned above, 1113) or belligerent eyes (amar kaṇ) (1125) belong to the same category. 
   There is no doubt that Tiruvaḷḷuvar takes up the theme of danger in connection with the heroine from akam poetry. In kuṟiñci-t-tiṇai this theme is very pronounced and the danger comes not only from the girl herself (because she is full of aṇaṅku) but from her relatives who guard her strictly and consider the hero as an enemy, and from the difficult and dangerous journey to the heroine’s village (see [ Dubianski 2000, 95-96]). 
 As we saw the theme of danger coming from women is also met with in Bhartrihari’s verses but it remarkably differs from Tamil poetry. Bhartrihari shows that the danger of a woman is rooted in her sinful, vicious nature. Tiruvaḷḷuvar on the contrary considers it as the attribute of a woman’s divine nature. 

   The aim of this paper was to demonstrate the ties between Tiruvaḷḷuvar’s poetry and the tradition of akam. These ties are conspicuous and strong though I pointed out only some of them. No doubt there is much to be done in this direction and I hope that considerations given here will help to draw more comprehensible and larger picture of this remarkable piece of literature named Tirukkuraḷ. 
                                        Bibliography.
Tirukkuraḷ.parimēlaḻakar urai. patippāciriyar kaumarisvari.cennai, cāratā patippakam,2003.

Tirukkural. With translations in English by. Rev. Dr. G.U. Pope, Rev. V.H. Drew, Rev. John Lazarus and F.W. Ellis. Madras, 1973.    
Dubianski 2000 – Dubianski A.M. Ritual and Mythological Sources of the early Tamil Poetry. Groningen.
Hart 1976 – Hart III G.L. Poems of ancient Tamil: their milieu and their Sanskrit counterparts.

Berkley-Los Angeles- London. 
Rajam 1986 – Rajam V.S. Aṇaṅku: a notion semantically reduced to signify female sacred power. – Journal of American Oriental Society. V. 106 (2).

Glazov 1963 – Тирукурал. Книга о добродетели, о политике и о любви. Перевод с тамильского Ю. глазова и А. Кришнамурти. Москва.
