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    THE RIVER SPEAKS

V.N. Muthukumar and Elizabeth Rani Segran received their masters and doctorates in South and Southeast Asian Studies from the University of California, Berkeley. They each specialized in classical Tamil literature. This is their first collaboration.

Muthukumar’s doctoral dissertation, Poetics of Place in Early Tamil Literature, borrows ideas from the disciplines of phenomenology and the anthropology of the senses, and examines the experiential dimensions of place in classical Tamil poetry.

Elizabeth’s doctoral dissertation, Worlds of Desire: Gender and Sexuality in Classical Tamil Poetry, considers how gender is constructed in classical Tamil poetry. She uses recent frameworks from the field of gender studies as a point of departure for her analysis.





Key to Transliteration

The Tamil alphabet has twelve vowels and eighteen consonants. In transliterating these, we follow a scheme which is widely used today. See, for instance, http://www.loc.gov/catdir/cpso/roman.html.

Vowels

The twelve vowels in Tamil are classified as five short (a, i, u, e, o), five long (ā, ī, ū, ē, ō) and two diphthongs (ai, au).




	
a

	pronounced like the o in the word other



	
ā

	pronounced like a in far



	
i

	pronounced like i in it



	
ī

	pronounced like ea in eager



	
u

	pronounced like oo in book



	
ū

	pronounced like oo in brood



	
e

	pronounced like e in bell



	
ē

	pronounced like ay in pray



	
ai      

	pronounced like I



	
o

	pronounced like o in once



	
ō

	pronounced like o in go



	
au

	pronounced like ow in fowl





Consonants




The eighteen consonants typically occur in combination with any of the twelve vowels.




	
k

	pronounced like k in cake



	
c

	pronounced like ch in chalk



	
ṭ

	pronounced like t in dental



	
t

	pronounced like th in there



	
p

	pronounced like p in map




	
ṅ

	
pronounced like ng in strong




	
ñ

	
has no simple English equivalent; it is a nasal pronounced like jn, with the tongue raised to the palate




	
n (dental nasal)

	pronounced like n in need



	
ṉ (alveolar nasal)

	pronounced like ‘n’ above, but with the tongue closer to the ridges of the jaw




	
ṅ (retroflex nasal)     

	
pronounced like ‘n’ above but with the tongue positioned at the upper or lower teeth





	
m

	pronounced like m in mad



	
y

	pronounced like y in yacht



	
ṛ

	pronounced like r in rain



	r

	trilled ‘r’ like the r in trill



	
l

	pronounced like l in late



	ḷ
 
	retroflexed ‘l’, somewhat like the l in click




	
v

	pronounced like v in van




	
ḻ

	
has no simple English equivalent. Try saying r while moving the tongue from the middle of the mouth through the upper palate.











        
            Introduction

            I

            The Vaiyai River begins in the hills of
                western Tamil Nadu and flows through Maturai, erstwhile capital city of the
                Pāṇṭiyaṉ kings. Today, the river dwindles to
                a trickle of water in the Ramanathapuram district, but in poems from the distant
                past, the Vaiyai is described as a mighty river, rushing towards the sea. The Vaiyai
                was such a central force in the lives of the citizens of ancient Maturai that they
                would address the river by name, singing it songs of praise.

            In this volume, we offer translations of
                songs written to the Vaiyai River. These songs are part of the
                    Paripāṭal anthology, which belongs to the corpus of
                classical Tamil literature. The corpus is known as caṉkam literature,
                named for the academies (or caṉkams) of poets believed to have composed
                these poems. While there is some disagreement about when these poems were written,
                most scholars believe that the bulk of them were produced between the first and
                fourth centuries CE with significant outliers on either side of this time frame.
                Today, approximately 2300 poems survive, constituting a wealth of primary source
                material on ancient Tamil Nadu.



            The
                    Paripāṭal is one of the eight anthologies of poetry
                that form the classical Tamil corpus.
                    1
                 It was first published in 1918 by the renowned Tamil scholar, U.V. Swaminatha
                    Aiyar.
                    2
                 In his research, he discovered that the Paripāṭal
                had originally been an anthology of seventy songs.
                    3
                 However, from the manuscripts he collected, Aiyar could only retrieve
                twenty-two of these poems. Among them, six are on the god Tirumal, eight on the god
                Vel (also called Murukan) and eight on the Vaiyai River. In this edition, we have
                translated all eight Vaiyai poems edited by Aiyar. The eighth is unfortunately
                incomplete, having survived only in fragments. We have also translated a Vaiyai poem
                cited as an example in a medieval Tamil commentary; it is very similar to the other
                eight, and there is a consensus among scholars that this poem belonged to the
                original Paripāṭal compilation.

            The
                    Paripāṭal poems are unlike most other poems in
                classical Tamil. For one thing, they are much longer than the poems in the other
                anthologies. A typical poem in the Paripāṭal comprises
                about sixty lines and the longest runs to a hundred and forty, while poems belonging
                to the other anthologies are typically thirty lines long. The
                    Paripāṭal is also one of the two anthologies in the
                corpus (Kalittokai being the other) that contain dialogue between
                protagonists. There is good reason to believe that this poetic device was used in
                the musical performance of the Paripāṭal, for it is the
                only text in the caṉkam corpus which was organized according to the
                melodic scale (called pan) to which the poems were sung and performed. Even a
                cursory reading reveals the performative nature of these poems. The poems themselves
                contain many references to music. For example, one Vaiyai poem describes the banks
                of the river in this way (Paripāṭal
                VII:147–58):


            
                The yal, 
its strings tuned
                    
to the seven pālai notes, 
produces sweet music.

                The flute joins in harmony,
                    
while the mulavu drums 
add their percussion.

                Men and women 
begin to
                    dance, 
while the cascading waters 
loud as furious thunder 
crash
                    against the banks.

            

            Unfortunately, it is impossible for us
                to reconstruct the music of these poems today. However, we urge readers to imagine
                how these poems would have been received by their earliest audience. The
                    Paripāṭal was presumably such a feat of musical
                virtuosity that one Vaiyai poem defines and describes it as inniyal man tercci
                    icai Paripāṭal, ‘the song of graceful, sweet
                music’ (Paripāṭal XI:302–03).
                    4
                



            II

            Although they are highly stylized, the
                    Paripāṭal poems display remarkable diversity in
                scope and expression. Some of the earliest and finest representations of the
                devotional genre (known as bhakti) are found in the poems on Tirumal, while the
                Vaiyai poems are an unbridled celebration of sensuality and love.

            The lovers’ quarrel is a theme
                common to all the Vaiyai poems. This is a well-known motif in caṉkam
                poetry and the Tamil literary tradition assigns a specific name to
                it—utal. The quarrel usually occurs between husband and wife and,
                occasionally, between the husband and his mistress. The reason for the quarrel is
                always the man’s infidelity. In poems depicting utal, the woman accuses
                the man of neglecting her and tells him she is aware of his infidelity. Very often,
                the poems end with the wife indignantly asking her husband to go back to his
                lover.

            In the poems, one common situation
                involves a wife accusing her husband of bathing in a river with his mistress. With
                some minor variations, this theme occurs throughout caṉkam literature, and
                it is particularly interesting in the context of the Vaiyai poems. As a
                representative example of such poems, we offer an excerpt from a poem in the
                    Akananuru (an anthology of love poems in the classical Tamil corpus).
                Here, a woman addresses her erring husband (Akananuru
                VI:6–22):



            
                ‘Yesterday, you
                    frolicked 
in the Kaviri’s abundant waters
                        5
                    
                    
where even oars cannot stand without bobbing,


                ‘with your beloved
                    
adorned with glittering earrings and jewels, 
holding the white sugar
                    cane as if it were a raft.

                ‘You were as happy as
                    the elephants 
that seek the lake of the Puliar, 
the flowers on your
                    ravishing chest 
withering.


                ‘Today, you come,
                    
speaking deceitful lies: 
“You, with yellow specks on your
                    lovely breasts”. 
“You, of unblemished chastity, the
                    mother of our son”. 
It is not becoming to mock my age.
                    …

                ‘our youth too 
is
                    long gone.

                ‘How can your lies
                    
bring us any happiness?’

            


            In poems such as this, the reader is
                forcefully drawn into the betrayed woman’s pain, which in turn reveals her
                erring husband’s ways. The speaker is almost invariably the heroine (or
                her female companion) and the invisible hero exists only as the person addressed.
                Although the poems describe the hero’s behaviour, his impulses and actions
                are reduced to certain stock phrases such as ‘(you) frolicked in the
                waters with the woman you desired’. Note that these poems do not bestow
                any significance to the river, aside from marking it as the site of the
                husband’s infidelity. In short, the theme of the lovers’ quarrel
                in these poems centres on the betrayed heroine’s feelings. Everything else
                in the poem acts only to accentuate her emotions.

            In contrast, the Vaiyai poems are
                primarily and emphatically about the river. The river is not merely a stage for the
                husband’s infidelity; it is the setting for a wide range of events,
                specific sensory experiences and feelings. It is a place which is known in the most
                immediate manner, through the senses. In turn, such bodily experience brings
                together memory, imagination and desire, turning the river into a place that
                possesses inherent emotionality and expressivity. The sensuousness of being in the
                river is expressed in various ways, imparting a rich and complex texture to the
                Vaiyai poems.
                    6
                 In this poem, for example, the poet describes the colours carried by the river
                and the sounds that accompany its flow (Paripāṭal
                X:1–14):


            
                At night, the rains are abundant
                    in the mountains; 
by morning, they merge with the boundless sea,
                    
alleviating the earth’s suffering, 
covering the wide, sandy
                    banks 
with intricate blankets of flowers.

                The river mixes banana leaves
                    with the tender shoots 
of the mango tree 
whose branches blossom with
                    buds 
circled by bees humming melodiously

                The river takes in the
                    sounds— 
too many to measure, 
too difficult to discern,
                    
accompanied by the throbbing of parai drums.

                The Vaiyai comes!

            

            As the waters spread, there is chaos
                everywhere, as if in response to the roaring waters of the river. Drums are sounded,
                presumably to warn people of the flood. The people talk of nothing else
                    (Paripāṭal VII:53–60):

            
                ‘Lotus flowers in the
                    pond are drenched.’
                    
   ‘Little girls are sobbing, their
                    sand drawings are erased.’ …
                    
      ‘In
                    the sky, nothing holds back the rainfall.’ 
‘It has
                    flooded the singers’ quarters.’
                    
   ‘And the dancers’
                    village.’ 
‘The waters are so high in the fields, the
                    valai fish now
                    
            nibble
                    stalks of grain.’

            

            But the chaos that the river induces is
                not confined to the physical sphere. The rushing waters are often used as a metaphor
                for the swelling desire in people’s hearts. One poem makes it more
                explicit and declares (Paripāṭal
                VI:49–53),


            
                ‘Vaiyai’s
                    banks, 
high like mountains 
strong like prison walls, 
are broken
                    now.

                ‘For those united in
                    their desire, chastity is broken too.’

            

            This is a recurring theme in the Vaiyai
                poems. The flow and ebb of the river are akin to the hero’s love for the
                heroine. The heroine acknowledges that just as the flooding Vaiyai knows no
                obstacles in its path, so too the hero will forcefully fulfil his desires. Yet, the
                river is not merely a metaphor in these poems. It is a place that creates and
                nourishes passion; a place to be perceived and relished by all five senses, as the
                following lines describe (Paripāṭal
                XI:126–39):

            
                women with breasts like mountains
                    
wear fragrant garlands dripping with honey 
and matching
                    adornments.


                Women wear finely crafted chains
                    
fastened with clasps;



                sipping fresh, sweet liquor,
                    
intoxicated, their desire growing, 
they make love like the Naka people
                    
who perform good deeds 
that yield riches,


                drinking in each
                    other’s beauty 
with their eyes, 
their aroused ears sated
                    
by sweet music set to meter.

            


            III

            The Vaiyai poems come alive with
                descriptions of water sports, which are called atal in Tamil. The revelry takes many
                forms, such as a mock battle with weapons made of pith or a race to swim upstream
                using plantain stalks as rafts. Some poems describe the bathers carrying squirts
                filled with coloured water and perfume. People squirt one another with water and the
                person who blinks first loses the game (Paripāṭal
                VII:94–99):

            
                In this river of the
                    Pāṇṭiyaṉ king, 
girls splash in the
                    water, 
their eyes gleaming like flowers.


                One covers her eyes with her
                    hands: 
she has lost the water game, 
her opponent is delighted.

            

            The poems frequently compare the river
                to a battlefield, where young men and women wage war with weapons of their choice
                    (Paripāṭal VI:67–74):

            
                Garbed in splendid regalia
                    
ready for bathing 
young men and sweet girls 
declare


                the water fight has begun!



                Their weapons: spurts of perfume
                    and horns containing
                    
            perfumed
                    water.


                In this charming battlefield,
                    
people frolic in the cool water.

            

            Often, the water sports (atal) set the
                stage for the lovers’ quarrel (utal)
                    (Paripāṭal X:91–105):


            
                The yal with its long stem,
                    
accompanying singers and dancers, 
makes music that softens the hearts
                    
of all who listen.

                Some build fortresses around
                    their hearts, 
but the music breaks their defences, 
though they are
                    loathe to admit it 
fearing other people’s words.



                They are like two armies
                    
facing each other, 
ready for peace, 
but unwilling to surrender,
                    
for fear of disgrace.

                     Still, their growing desire
                    
     is visible in their
                    intoxicated eyes.

            


            While atal and utal are important
                dynamics in the relationship between the Vaiyai and the people of Maturai, the
                relationship takes on many other forms as well. Acts such as prayers and offerings
                reveal the deep connection between the Vaiyai and social life in the city of
                Maturai. For instance, some poems describe women offering the river figurines of
                fish and crabs in a kind of ritual.

            The river is also a place of community.
                After all, the characters in these poems sense and experience the river together.
                This becomes apparent in the following excerpt. In this scene, the heroine and her
                husband are on the banks of the Vaiyai, accompanied by the heroine’s
                female companions. They see another woman wearing the heroine’s
                jewels—jewels given by her father as a bridal gift. The heroine and her
                companions accost the woman and exchange harsh words. A crowd comprising older women
                gathers to witness this altercation. At one point, the other woman asks angrily why
                she is being pursued. The heroine’s companions reply
                    (Paripāṭal XX:124–38),

            
                ‘To discipline our
                    unruly ox, 
we bring him to the cattle shed,
                    
     for the women on the
                    sandbanks to see 
and we strike him in anger:
                    
     we bring our man
                    
     to the Vaiyai
                    
     and whip him with our
                    garlands.

                ‘For 
it is not the
                    way of farmers 
to let go of the ox 
that refuses to do its work:
                    
     we bring the ox here
                    
     for this gathering
                    
     to see
                    
     that it belongs to
                    us.

            


            It is this collective encounter with the
                river that causes the heroine’s friends to refer to the Vaiyai as a
                ‘gathering’. They believe justice will be served when the
                community gathers there. When the river is experienced in such a shared setting, the
                reader is made aware of the ways that the community is bound to a specific place.
                These poems are about the connections that people have with one another, but
                ultimately, the relationship that matters most is the relationship between the
                people and the river. In their portrayal of the significance of place in the life of
                a community, the Vaiyai poems have a special relevance in the corpus of
                caṉkam literature.

            IV

            The issue of assigning a date to the
                    Paripāṭal is plagued with the same difficulties
                encountered in tracing the history of all classical Tamil literature. We will not
                attempt to discuss this complex issue in this brief introduction but choose,
                instead, to make a few remarks that we believe are pertinent to the understanding
                and appreciation of the Paripāṭal.
                    7
                

            It is generally believed that the
                    Paripāṭal is a late text in the caṉkam
                corpus. Some scholars argue that these poems were composed between the sixth and
                eighth centuries CE, while a few others argue for a date as early as the second
                century CE. Despite this wide time window, there are two main reasons for assigning
                a later date to the Paripāṭal: linguistic and
                thematic.

            The linguistic rationale comes from the
                frequency of Indo-Aryan (Sanskrit and Prakrit) loan words in the text, while the
                thematic reasoning argues for the foreign cultural origins of the stories found in
                the text. On the face of it, these criteria appear to be adequate in ascertaining
                the date of the Paripāṭal. However, both criteria have
                to be applied with extreme care for the following reasons.

            The
                    Paripāṭal belongs to a different genre than the
                other texts in the eight anthologies. As pointed out earlier, there are strong
                reasons to believe that the poems in the Paripāṭal were
                set to music and performed. The text speaks in multiple registers and hence its form
                and content do not necessarily conform to those of the other texts in the
                anthologies. Furthermore, as François Gros observes quite correctly,
                    8
                 constructing a relative chronology based solely on the progressive
                ‘Aryanization’ of Tamil is speculative at best. Gros points out
                that while some caṉkam poems use an Indo-Aryan word, others employ its
                Tamil equivalent, suggesting the presence of a thesaurus that spanned multiple
                languages.

            As for the themes in the
                caṉkam poems and their utility in constructing a chronological account, we
                contend that a strong connection between language and theme is natural in any
                literary work. Since the Paripāṭal contains many
                references to religious and puranic themes, the presence of Indo-Aryan loan words
                may only indicate a difference in theme, rather than a later date; or, to quote
                François Gros, ‘the presence of puranic themes in the religious
                portion of these texts does not reveal these texts to be later but only that they
                are treating puranic subjects’.
                    9
                

            We noted earlier that the
                    Paripāṭal contains many references to the
                Pāṇṭiyaṉ kings, making it very likely that
                the poems were written under the patronage of these kings. Taking that as a working
                hypothesis, we are left again with two possibilities—either the poems were
                written prior to the third century CE or after the sixth century CE. Historians
                agree that Maturai, together with other parts of the Tamil country, came under the
                rule of the Kalabhras between the third and sixth centuries. It is thus unlikely
                that the Paripāṭal would have been composed during this
                    interregnum.
                    10
                


            Finally, we point out that the debate on
                chronology often tends to overlook the literary aspects of the text. Assigning
                ‘late’ or ‘early’ status to a text does not
                necessarily provide meaningful insights on genre, style and the sophistication in
                poetic content. In the case of texts such as the
                    Paripāṭal, it is our opinion that more comparative
                research is needed to uncover the different poetic registers available in the entire
                caṉkam corpus. Such studies will further both our appreciation of the
                caṉkam aesthetic and a historical perspective of this literature.

            V

            Our translations of the Vaiyai poems are
                based on the originals published in Swaminatha Aiyar’s edition of the
                    Paripāṭal. We have also translated excerpts from a
                commentary written by Parimelalakar, a commentator of great repute who lived in the
                thirteenth century.
                    11
                 These excerpts are in our annotations to the poems. We also benefited from a
                commentary written by the Tamil scholar Po. Ve. Comacuntaranar.
                    12
                 Where appropriate, we have translated excerpts from his commentary and included
                them in our annotations. For the most part, we have followed the original text in
                translating the poems; where the text was unclear, we have followed the commentaries
                and noted it in our annotations.



            We have chosen to retain all proper
                nouns (names of flowers, musical instruments, trees and places) in their Tamil form.
                In most cases, we felt that an English translation did not preserve the sense of the
                original; moreover, by retaining the Tamil nomenclature, we wanted to underscore the
                immense cultural knowledge of the ancient Tamils as well as the poets’
                passion for detail. A glossary provided at the end lists all the Tamil words
                retained in our translation.

            To our knowledge, few translations of
                the Paripāṭal are in circulation. A French translation
                by the well-known Indologist François Gros was published in 1968.
                    13
                 An English translation by Hikosaka and co-authors is also available.
                    14
                



        

    

Paripāṭal VI

‘The Water Fight Has Begun’


The clouds are heavy—

having drunk their fill

from the ocean.


To empty themselves

of their brimming waters

they pour with rain.


Now water is everywhere;

it is hard to see land.


Mountain animals turn timid,

peacocks shriek.


Tearing away mud

on mountain slopes,

waters rush,

filling foothill paths.


So that the words

of the Tamil poets

may remain true


Lines 1–17



these waters

         rush on forever,

                 causing the work in this land to prosper.


Beautiful, cool waters come bursting forth.



The women carry incense, flowers, oblations and fire,

decked in the garments

befitting this day

when the river arrives.


Their smiling lovers

are spurred to dress in finery.


In this way, the Vaiyai changes people.


Bracelets cling tightly to wrists,

armbands loosen

and drop to wrists.


On bodies, designs

drawn in sandalwood paste

are smudged,


pearls once shiny

are murky in the slush,

revealing the cord

tying them together.


Lines 18–38


Nails and cheekbones

absorb red colouring.

Oils anointed on breasts

flow, like silt.


Garlands of leaves mix with hair,

rubbing paste on bodies,

erasing it away

             in the embrace:

jewels on breasts and chests,

tangled, entwined.


Vaiyai’s banks,

high like mountains

strong like prison walls,

are broken now.


For those united in their desire, chastity is broken too.


Vaiyai’s waves

spread out like wings.


Watchmen, alert to the bursting banks

shout and beat parai drums.

The town is now in chaos.


That day,

mighty elephants


Lines 39–60


with speckled faces

were armed for battle.


Today,

female elephants,

in a line,

are armed for water games.


Garbed in splendid regalia

ready for bathing

young men and sweet girls

declare


the water fight has begun!


Their weapons: spurts of perfume and horns containing

                                                        perfumed water.


In this charming battlefield,

people frolic in the cool water.


On the front lines, armed foot soldiers

descend into the crashing waters

and casting off their ornaments

search for shallow waters.


Others sit

on napes of elephants’ necks,


Lines 61–80


on proud horses’ backs,

on floats of painted pith.


People wander everywhere.

Relentless crowds block all the paths to the river.

Young ones from town cannot go any further,

weak ones yearn to press forward,

                                         but they stay where they are.


It is the strong who bathe in the new streams of rushing

                                                                       water.


The river releases the scents

of lotions

pastes

oils

and flowers.


This is the coming of the river.


The Brahmins,

reciters of the Vedas,

are troubled.


They think, ‘The river’s nature

is changed.

Soiled by perfumes,

it is impure.’


Lines 81–101


Others think,

‘Waters flow

carrying lovers’ garlands.

In the swirl, roots, stumps, green fruit and tubers—

the food of simple folk,

and their liquor

made from palm trees.


‘The goodness of the water is ruined.’


This is the coming of the river,

                                       murky and cloudy with mud.


Clean mountain waters babble on.


Formless mountain breeze drifts by

caressing

men who lingered

on the mountain

with their lovers

through the night.


The river arrives in the city,

spreading the word

to those sleeping in the plains

that the mountain of Murukan,

the one with the flower garland,


Lines 102–23


is a fitting place

                  to lay your head

                                  between your lover’s breasts.


Descending

from the mountain,

flowing through the land

at dawn,

the river speaks

of the night’s happenings,

of the love god who spurred hearts to be fickle.


The Tamil Vaiyai spreads!


She

‘These flowers you give me,

aren’t they really for other women,

the kind always thirsting for someone new?’


He

‘Are they?’


She

‘Although you speak gently

your love for me is broken.


‘Before,

you brought me fresh blooms.

Why are these wilted?


Lines 124–46


‘Did the other woman

reject your gift?

These flowers

you took such pains to gather,

that your own garland

began to fall apart?’


He

‘When I plucked them,

they were fresh.

They withered

on the journey,

as I mounted a boat

to cross the river,

to see you.


‘I swear this by the hill of Murukan, the young god.


‘But look, the Vaiyai is beautiful in its flow!’


She

‘Can

desire that springs from love

forever stay the same?


‘No,

It shrinks as swiftly as it grows—

Like the Vaiyai’s flow.


Lines 147–69


‘Do not swear your love for me:

it would be wrong to do so.


‘When the clouds pour down

the river floods

and even though my town is nearby

you, on your boat, are delayed.


‘But in the pleasant, mild summer

the river is so dry

the birds stand in the trickle

to catch fish.


‘Isn’t this the Vaiyai’s nature?

Your love for me is the same way.


‘Like driftwood

carried by the flow

your chest is a raft

for any woman

with the skill

to cling to it.


‘Do you think she will stop longing for you

after the night you shamelessly spent with her?

Even after you dam a river,

water always seeps through.


Lines 170–91


‘Don’t come here now,

and make the other woman unhappy.

Her heart will smoulder

and her eyes will tear.’


He

‘I was bathing on another bank

when a fair girl fell into the flood.

To help her stand,

I held her in an embrace

and she got up by herself.


‘But who is as close to my heart

as this garland that I wear?

I would never swim in the Vaiyai

with anyone other than you.’


She

‘I know you betrayed me in the Vaiyai.’


He

‘Why are you saying this,

when I tell you it is not true?

I swear this,

with my hand to my head,

on the peak of Mountain Parankunru.’


Old Ladies of the House

‘Let go of your anger.


Lines 192–215


Go back to him,

to bathe,

dance

and frolic

in the water.


‘You will scare him

with the redness of your furious eyes,

laced with black collyrium.


‘Brood no longer, O daughter,

or his love will dry up

and perish.


‘His heart will be locked

and you will have to go after him

in the dark of the night.


‘What a mistake that would be!’


His Beloved

‘And so, this is what happened,

my good woman:

the ladies of the house

pleaded

        cajoled

                 and threatened

until she reconciled with him.


Lines 216–38


‘Once more,

the couple would bathe

in the river


‘And when their desire increased,

they would make love


‘then quarrel again.


‘Vaiyai, you cause desire to swell in the hearts

of those who bathe in you.

         May this trait never leave you.’

Lines 239–47








Paripāṭal VII

‘Waters Loud as Furious Thunder’



The clouds

swallowed up

the choppy waters

of the cool, black ocean.


Unable to bear the weight,

their bellies

            relinquish water

with the fury of thunder,

like a bursting tank.


No place

beyond the river’s reach,


        night and day,

        white mountain waters

        flow everywhere


like the lines of the Pāṇṭiyaṉ army,

whose drums resound to victory,

conquering land.


Swollen with rains,

many streams converge.


Lines 1–19


The rushing Vaiyai

flows for well-being:

to flourish fields

and foster beauty

in the land.


The Vaiyai comes!


It spreads over thick, dark groves with their fragrant grass,

carrying the venkai flowers fallen from their shiny branches.


Rain ravages

every perilous mountain peak,

uprooting the towering trees,

whose branches are bent by the wind.


Water carries

things from high places

spreading them in the plains.


Farmers sound their mulavu and panai drums in jubilation.


The river resembles

a girl,

oblivious to the steps

of the dance,


Lines 20–39


twirling

        prancing

                 everywhere,


or a lover,

trying not to pout,

battling obstacles

in her path.


The beautiful red water

concocts new scents

by absorbing

all the perfumes

in its course.


People say:


‘Lotus flowers in the pond are drenched.’

                  ‘Little girls are sobbing, their sand drawings are

                                                                           erased.’

     ‘Farmers sound the tuti drums because young wheat and

                                              stores of crops are soaked.’

‘The flood has engulfed the town, mounds in the sown fields

                                                                   are flattened.’

                  ‘In the sky, nothing holds back the rainfall.’

‘It has flooded the singers’ quarters.’

          ‘And the dancers’ village.’

‘The waters are so high in the fields, the valai fish now nibble

                                                                 stalks of grain.’


Lines 40–60


People rush to the fields,

as if driven

by a surge of desire

to make love

to their sullen lovers

decked in jewels,

refusing to be placated.


The farmers,

with their families,

disperse

        in the field

                like satiated fish.


Bounded by banks

tall as mountains,

carrying foam

that froths into peaks,

the Vaiyai flows,

adorned with flowers

as it streams into gardens.


As women in crafted garlands

bathe in the stream,

the river places

behind their ears

                flower buds that flow by—


Lines 61–84


remnants of the garlands

on other men’s heads.


Bangles, rings, head ornaments, chains worn on hips and

                                                        waists, armbands:


the river snatches

all these things,

like the exalted one

capturing enemy lands,

laying other armies to waste.


This is the beauty of the Vaiyai!


In this river of the Pāṇṭiyaṉ king,

girls splash in the water,

their eyes gleaming like flowers.


One covers her eyes with her hands:

she has lost the water game,

her opponent is delighted.


Using the jewelled chain around her waist,

the victor proudly captures the defeated one,

taking hold of her shoulders, soft as pillows,

encircling her like a golden creeper.


Lines 85–103


An onlooker,

taking pity on the captured one,

dives into the river to rescue her.


She darkens the new waters

with her striking eyes,

lined with collyrium,

resembling a mango cut by an iron knife.


This is the abundant beauty of the Vaiyai!


Out of the water,

she dries her wet clothes and body,

this object of desire.


She holds up a cup of liquor,

so hot and pungent

that the bees

buzz around it.


Her eyes were dark

like the neytal flowers,

but now, after a sip,

they are red

like the naravam flowers

kindling happiness

in those who behold it.


Lines 104–25


These beautiful eyes

make the broad-chested man

want to sing,

so he does.


But, alas, another woman thinks he is singing to her.


This man trembles, thinking,

‘What will happen to me?’


The eyes of his beloved,

red from the liquor,

become redder still, with anger.

Enraged,

in the bathing women’s presence,

she tears her garland to shreds.


Her lover,

who admired her body,

prostrates himself,

his body smeared

with sandalwood paste:

at this, she treads on his head,

but her anger does not diminish.


This happens when the townspeople bathe in the waters.


Lines 126–46


The yal,

its strings tuned

to the seven pālai notes,

produces sweet music.


The flute joins in harmony,

while the mulavu drums

add their percussion.


Men and women

begin to dance,

while the cascading waters

loud as furious thunder

crash against the banks.


In Tirumarutamunturai,

the river washes over

the garlands and the heads

of people seeing and enjoying the waters.


         Treacherous Vaiyai!


May we always be as happy,

as we are today,

bathing in your waters,

singing your praise,


casting away our sorrows

and dwelling in our joy.


Lines 147–69








Paripāṭal X

‘They Offer the River Liquor’


At night, the rains are abundant in the mountains;

by morning, they merge with the boundless sea,

alleviating the earth’s suffering,

covering the wide, sandy banks

with intricate blankets of flowers.


The river mixes banana leaves with the tender shoots

of the mango tree

whose branches blossom with buds

circled by bees humming melodiously.


The river takes in the sounds—

too many to measure,

too difficult to discern,

accompanied by the throbbing of parai drums.


The Vaiyai comes!


People crowd the shallow waters, wishing to bathe.


Some wear soft pads to soothe their feet

and tight jewelled girdles to adorn their waists.


Lines 1–17


They carry squirts filled with vermilion water

and boxes filled with sandalwood and rose water—

       concoctions that glisten like pearls.


Galloping horses, swift as birds, manes flying;

female elephants, slow but pleasant to ride;

chariots of horses,

oxen and mules that respond when summoned;

palanquins held by poles;


the crowds surround these well-crafted vehicles,

mounting them in haste.


Old and young,

both walk onward:


       girls like buds not yet in bloom

       and girls whose mouths open like fresh fragrant flowers;

       women whose hair is specked with grey

       and women whose hair is white;


       those devoted to their husbands

       and those who delight many men;


       all walk slowly to the Vaiyai.


Like the gentle cadence of instruments,

set to many rhythms by expert musicians,


Lines 18–38


the people walk

       arriving at the broad banks.


Some take in the sight of the river.

Others wait to mount the riverboats.

Others stand, prepared to begin the water fight.


Some ride the cavalry of horses,

others sit atop the mighty female elephants.


       When they reach the river island,

       full of fragrant flowers,

       sullen women are reluctant

       to give in to their lovers’ embrace.


       They have been brooding

       since the night before.

       Still, they cannot help

       but take pleasure

       in the taste of honey-sweet love.


       Overcome with desire,

       some cast off their temper,

       as well as their chastity,

       to enter their lovers’ beds.


       Escaping the clutches of their grandmothers—

       with their watchful eyes and sauntering gaits—


Lines 39–60


       young women preen suggestively,

       like flowers attracting bees.


The people of Kutal go to the Vaiyai’s waters,

like merchants eagerly awaiting their returning ships.


And there,


the mighty male elephant

desires the bashful female

standing beside the building

with well-formed levels.


Despite the goading of his mahout

the male elephant refuses to move.


The docile female goes to the male,

jolting the swan-like ladies sitting on her back,

to return the affections of her mate.


Suddenly, the female elephant is afraid:

she sees a hand-drawn picture of an angry tiger

on the building wall.


This elephant, dark as a rain cloud,

convulses in fear and confusion,

striking fear in the women sitting on her.


Lines 61–80


The male, with his resounding trumpet,

goes to his terrified mate,

ignoring the sharp prods of his mahout.


But then, the expert elephant-keeper

controls the beast once more—

calming the trembling lady riders—


like a sailor who navigates well,

using a rudder to steer his crew to safety

on a ship whose sail, ropes and joints

are coming apart.


The yal with its long stem,

accompanying singers and dancers,

makes music that softens the hearts

of all who listen.


Some build fortresses around their hearts,

but the music breaks their defences,

though they are loathe to admit it

fearing other people’s words.


They are like two armies

facing each other,

ready for peace,

but unwilling to surrender,

for fear of disgrace.


Lines 81–103


       Still, their growing desire

       is visible in their intoxicated eyes.


       Aware that hurtful gossip will spread,

       they try to hide their feelings,

       but their efforts reveal their desire,


       just like those who drink copiously,

       reveal their inebriation

       trying to hide their drunkenness in their hearts.


And so, love and liquor mix

and flow freely in the rushing water.


Those tired after the water fight release their rafts.


Fragrant akil wood smoulders in the gardens—

its sweet smoke rising to the sky.


The sandalwood paste,

once smeared on round breasts,

trickles off.


The rich scent drifts everywhere.


Women take out their liquor cups:

removing the outer casing,

revealing the glimmering metal beneath,

like the moon peeking through the clouds.


Lines 104–24


They hold the hot liquor in their hands

like the Snake that clutches the moon

during the eclipse.


Their headdresses,

glittering with gems,

in the shape of

open-mouthed sharks.


As they sip, their lips are red

like the ampal flower.


They look like the celestial women who eat the moon.


They wrap their bodies in white fabrics,

and wring their hair with towels

embroidered with flowers.


On smooth grinding stones,

women crush vermilion,

the colour of altar flames,

with fragrant akil wood and camphor.


Into the water, people cast gold figurines

of snails, crabs, fish and salamanders,

saying, ‘Prosper!’ ‘Grow!’


Lines 125–44


Desiring to be virtuous,

they offer alms to the poor,

showing them compassion

before their need is made audible.


They pour lotions on their curled locks

that resemble blue gems

with bees swarming around them,

then plunge into the water.


Others grind fine powders

to remove the oils from their hair.


They feed the river

garlands, pastes, musks and ornaments,

making the waters beautiful.


       They offer the river liquor,

       which it refuses to drink.


The women, adorned with brilliant bangles,

have luminous faces

and red swollen nipples.


Tired, after the water games,

their eyes still seek the water;


Lines 145–64


       their eyes, like the tips of

       the love god’s arrows

       made of five flowers,

       sharpened by a blade,


their eyes that look like flowers


       seek

           seek

               seek

                   the water.


Even after the water fight,

some young men still feel strong:


they leap on to the trunks of banana trees,

releasing pollen into the waves and foam below.


Some launch rafts into the rapids,

others tire themselves as they resist the tide.


They accept the rice—so fluffy, it resembles white

                                                        flowers—

that the slender-waisted girls on the beach

playfully offer them,

                   then withdraw.


Lines 165–83


They steal the smooth stones and round beans—

the little girls’ makeshift toys—

then run to the cool banks

       and plunge into the waters,

              till they are out of reach.


The sweet waters are muddied,

resembling a battlefield

where elephants fight

and warriors slay enemies

with gleaming swords and spears.


In the evening’s darkness,

dispelled by a glowing moon,

the crowds prepare to return to

their town of Kutal.


Preparing to go home,

they cast off their swimming clothes,

replacing them with blossom garlands,

armbands, shining jewels and pearls.


People sing prayers and praise,

dancers sway to befitting rhythms,

bees, preparing fragrant honey, hum loudly.


Following these sounds,

another swarm of bees arrives,

circling the townspeople,


Lines 184–207


buzzing in their ears.

As they walk southward,

the breeze changes its scent,

mingling with rose water

from inside mansions.


Smoke rises to the sky

like evaporating dew

collected in flower vines

in thick mountain forests.


In the town of Kutal,

which receives the waters

that take away the sorrows of the land,


bards and dancers

sing in praise

of the Vaiyai.


O Vaiyai,

your waters are benevolent

like the Pāṇṭiyaṉ king

who lavishes gold

on poor poets

who sing his praise.


May you never cease

to bestow gold

on the fields of this land.


Lines 208–31








Paripāṭal XI

‘Check Your Strength and Flow on Gently’


In the wide sky


       the star of the fire god

       the star of the god with the fine locks

       the star that bears the Ram


all meet the moon with its scattered rays;


three constellations

lingering in each of the three paths

for nine days.


The Lustrous One, shining like silver, meets the Bull,

the Ram meets the Earth’s Son.


The One that gives knowledge meets the Twins.


When dawn breaks,

the fire god’s star

is at its zenith.


The Sage

travels beyond the two houses

of the One Who Walks Slowly.


Lines 1–17


The brother of Yama, the Lord of Death,

travels beyond

the Archer’s house.


The Snake hides the moon,

when it is full.


The Sage of Potikai,

past its zenith,

reaches the Twins.


This is the rule of the world:


after the summer of spreading sunshine,

rains come from the high mountain,

so that the waters of the Vaiyai

crash against the banks.


Punnakam trees in the mountains and on the banks,

bushes of canpakam where the bees hum,

cool manai trees and

valviram trees,

the venkai with its branches,

kanaviri and kantal

blood-red, blooming like fire,

blossoming water lilies,

scattering in the wind:


Lines 18–39


the mountain streams carry these things

heaping them in the bamboo groves.


The galloping waves of the rushing river

gather these things,

pushing them to Tirumarutamunturai,

with its beautiful shallow waters,

awash with flowers.


How to describe this place?


Is it

a treasury of flowers

gathered by burly farmers

with crafted rakes?


Or is it

the hem of a woman’s garment,

her chest adorned with pearls,

       waves, foam, small bubbles

       and fragrant sandal paste?


Or is it

the very throat of the earth

opening her mouth

to take in liquor?


Lines 40–60


Growing like the crescent moon as it waxes,

spreading like the moon’s light,


       the waters begin

       in dense mountain slopes,

       spreading into the land,

       to make the world prosper.


The river recedes

the way the moon wanes

       on its eighth day

and is consumed as food

by the celestials.


Indeed, who has ever seen you wane

like the moon on a new moon day?


O Vaiyai,

you who have come from afar,

flowing over mountaintops,

for the world to receive

your wealth in both seasons.

Check your strength

and flow on gently.


Like those women, beautiful as peacocks,

once united with their lovers in secret,


Lines 61–82


now abandoning their clandestine love

to enter wedlock, that lowlier phase in life.


O Vaiyai,

leaving the mountains

with your plentiful waters

do not travel alone

seeking a home—

for that would be a disgrace.


She, whose eyes go on forever,

elopes with her hero, the bull,

with his weapons in tow.


Like the family

that intercepts the couple

and attacks the bull in its path,


the people of

victorious Maturai city

intercept the river

to bathe in its stream.


Along the river,

standing in rows,

some whirl shining pith swords,

       others wield glittering pith lances.


Lines 83–104


Some mount strong chariots

decorated with flags

driven by charioteers

holding sticks,

       others muddy the waters

       with their horses, swift as birds,

       and elephants adorned with gold.


Some splash coloured water,

       others squirt those

       shooting them with water-funnels.


Some spray water from

roughly chiselled animal horns

at those swirling fragrant garlands.


Women in crafted garlands frolic with their friends.


If this beautiful sight

were to be described,


       the Vaiyai’s centre

       would be the battlefield

       of the one who captures horses

       with his leaping chariots.


Men with bathing ornaments,

women with breasts like mountains


Lines 105–26


wear fragrant garlands dripping with honey

and matching adornments.


Women wear finely crafted chains

fastened with clasps;


sipping fresh, sweet liquor,

intoxicated, their desire growing,

they make love like the Naka people

who perform good deeds

that yield riches,


drinking in each other’s beauty

with their eyes,

their aroused ears sated

by sweet music set to meter.


In the twinkling sky

the dwelling place of the celestials,

the chariots are on the move,

reflected in your waters.


O Vaiyai, it is your nature

to be muddy in the rains

and clear in the summer.


In the early winter mist,

people tremble in the cold;


Lines 127–48


the clouds no longer

resound with thunder.


In the chilly month of Pirkulam,

during the final rains,

the sun does not scorch.


On the day of Atirai,

when the specked moon

becomes large


the priests

who know the vast books

begin the festival.


The Brahmins,

with their tied threads,

hold golden offering plates.


Young girls with well-crafted bangles

pray, ‘May the wide world not wither with heat,’

as they bathe beside their mothers—

the elderly women showing them how to practise the rites.


Bathing at cold daybreak,

chilly winds blowing along

the river’s sandy banks,


Lines 149–69


they proceed to circle the fire

whose flickering flames bend,

tended according to the scriptures

by the Brahmins, reciters of the Vedas,

who dwell on the banks.


There, the lovely women dry their clothes.


O Vaiyai, may this oblation serve you well.


Little boys play in the river,

with ink-stained palm leaves,

pretending they are poets.


Seeing this,

little girls, with their friends,

mimic the older girls in love,

frolicking in make-believe.


O Vaiyai River,

is it their penance

       by the burning fire,

       subduing their senses,

that now allows

these young women,

to bathe beside their mothers

in the month of Tai?


Lines 170–91


Tell me.


In this place,


she whose shoulders

are more beautiful than bamboo

places dark blue flowers

behind her ear.


She stares at another lovely woman.


The other woman places

colourful shoots of acoku

behind her ear.


The colour of the shoots

makes the other woman’s

dark blue flowers

light up like the morning sun.


She says,

‘That one, whose ears

are decorated with earrings,

appears like she has

another pair of eyes.’


Lines 192–210


Hearing this,

another woman marks her forehead with tilakam

so she looks like Korravai,

the fierce goddess with many eyes.


Seeing a woman wearing coral bangles,

another woman fashions a bracelet out of

fresh stalks of the kuvalai.


Seeing a woman braid a garland of white kallakaram flowers,

another woman braids a garland of neytal flowers,

interspersed with mallika,

       as if telling the other, ‘Stop!’


In the rushing Vaiyai waters,

he holds the stalk of a banana tree as a raft.


Seeing her,

the rapid waters sweep away his hands,

just like she sweeps away his heart;

his raft sweeps him away even further.


His eyes

are mesmerized by the spot where

the beautifully adorned one stands;


Lines 211–30


but the water, flowing as it pleases,

sweeps him away

from the place that keeps him riveted.


She breaks away from her friends, to follow him.


But her mother,

not knowing of her daughter’s love,

stops her, saying,

‘Do not be alone, go back to your friends.’


The rushing red Vaiyai waters,

in the midst of the rains,

make her cry.


‘Unlike those red waters,

you, waters of the Tai month,

are clear and good,’

                     they say.


‘May we attain excellence,

       so that our lovers will never

       remove the arms

       they place around

       our necks

       to embrace us,’

                     they say.


Lines 231–52


‘May our lovers never leave us,

like bees seeking other flowers.

May we not be lonely, but happy always,’

                                                        they say.


‘May we reach the twilight of our days with our husbands.

May the world never call us old, may we stay young,

              our family and fortune close to us,’

                                                               they say.


‘Look at the beautiful woman,

who smites those who behold her.


‘Look at her.


‘Look at her eyes—

the love god’s treasure trove

and his weapons,’

                 they say.


‘Listen,

the sound of the bees

resembles the music of the yal.


‘They swarm around

flowers laden with blue honey

decorating women’s hair,


Lines 253–73


‘flying undeterred,

even though the women

flick them away,’

                 they say.


‘The colourful bees sing songs

whose melody is like

the music of the pālai

but whose meaning is unclear.


‘Listen,’

         they say.


‘Look

at the dance of teeming bees,

their wings spread out,

singing the yama melody

to accompanying rhythms,’

                               they say.


‘Look,

the black bee approaches

the flower it desires,


‘but another bee,

with an angry heart,

and much hissing,


Lines 274–95


rushes towards it

with burning rage.


‘Look,’

         they say.


O Vaiyai,

praised by Paripāṭal,

the song of

graceful, sweet music.


In your abundant fragrant waters, beloved of the people,

that produce desire

for girls with glittering ornaments

and lustrous foreheads

who are not yet ripe for love,


we relish our bathing rites

in the month of Tai

because of our past virtue.


May we continue

to relish these rites

in you

again.


Lines 296–315








Paripāṭal XII

‘More Lovely Than Their Words Was the River, With Its Bathers’


Winds strike the clouds

creating lightning

        and darkness.


Cloud clusters

surround the western mountains,

raining relentlessly.


Carrying flowers

scattered on the slopes,

waters afflict

nakam, the tree named for the snake

fearsome with its shiny spots,

fragrant akaru,

valai, ñemai and aram.


Carrying takaram, ñalal and taram

waters rush

like wind,

like vast

       approaching

              waters of the ocean.


Lines 1–19


Men

hear the beautiful Vaiyai has come,

crashing against Maturai’s city walls,

        bringing flowers,

        wearing ornaments glittering like lightning

        and gold engraved with flowers.


They remove sandalwood paste from their bodies;

they smear, instead, well-smoked akil paste.


Women

braid their locks of hair, dark as clouds,

adorned with flowers tied with fragrant roots,

garbed in saris,

necks laced in strung necklaces with clasps.


In a mirror

cleaned with fragrant ghee and fine powders,

they glimpse themselves.


Their reflections reveal

natural beauty,

well-tended faces

and the glow

             that comes from making love.

They eat scented betel nut.


Other women wear crafted bangles,

armbands on their shoulders,


Lines 20–43


anklets

and garlands of flowers

dripping with honey.


They sprinkle their bodies

with perfumes whose scents

travel one ocanai.


Women mount gentle trotting horses

or, like swans, sit atop female elephants;


Men mount chariots with clear-sounding bells,

drawn by horses goaded by prods,

or sit atop male elephants.


Crowds and crowds,

rushing, rushing,

frolicking so beautifully

everywhere.


The Vaiyai waters arrive, ushered by the praises of the people

                                                                            of Kutal.

The crowds that have gathered appear like the banks of the

                                                                                 river.


Waters rise above the banks

as if drinking the flood

of love


Lines 44–63


overflowing from the hearts

of those watching.


In the shallow waters

of Munrurai,

people in clusters

speak at the same time

unrelated words.


Who, indeed, could hear them all clearly?

As for us, we could only catch snippets.


Look at the dancing women,

accompanied by flute music,

measuring rhythms of the


mattari drum

tatari drum

tannumai drum

mulavu drum


with their slender hands;


none prepared to stand in another’s shadow.


‘O friend, where is her pride?

After enjoying her beautiful shoulders,

her husband left her for a graceless mistress.


Lines 64–84


‘Yet, with no dignity left,

she mounted the tall black elephant

with him, her dear one,

in the fresh, abundant waters,’

                                       they say.


‘In the crowds,

he sees the slender woman’s

round breasts.


‘What a fickle-minded fellow

with a tender heart,’

                          they say.


‘She rejected his gifts and words

yet she blushes and loses her heart

to another—a wayfarer she does not know.


‘Even if she is in love,

we cannot accept this,

fearing for our chastity,’

                              they say.


‘Saying he wanted to see

her necklace,

he stared at her breasts.


‘Yet, this woman

is not ashamed,’

                   they say.


Lines 85–108


A beautiful woman gives him a sweet look.


His wife, seeing this happen,

strikes him with her fragrant garland

as if it were a stick.


With the chain around her neck

she ties up his hand

twisting tightly, tightly,

saying, ‘You have done wrong.’


They say, ‘Look at the one who cannot see his own

                                                              mistake.’


So, his wife explains,

‘She looked at you—

you must have given her

a false promise of your love.’


He retorts,

‘I do not know her,

who looked at me,

whom you say

I deceived with words.’


The soft-natured one says, ‘Promiser of lies.’

She stands sullenly,

refusing his embraces

as he tries to placate her.


Lines 109–30


To stop her sulking

he rebukes her in anger.


So she throws her squirt,

full of fragrant coloured water,

on his chest.


With a troubled mind,

and an aching heart,

he falls to the ground

covered in blood-like water.


It flows like a wound

caused by a vel

on his chest,

the target of her

piercing eyes,

lined with collyrium.


His wife fears she has

wounded him—

suddenly, her wrath is gone.

She runs back to her

husband’s beautiful chest.


The Vaiyai’s waters, always strong, make this happen.


And there,

the waters crash against the banks,


Lines 131–53


fragrant with

mallika, mauval,

fragrant canpakam,

alli, kalunir, aravintam and ampal,

kullai, vakulam, kurukkatti and patiri,

nakam with clusters of flowers,

naravam and curapunnai.


The waters

contained in

the wide rocky dam

are muddy.


In the enchanting,

thick, dark evening,

the waters become clear again,

reflecting the celestial worlds above.


When the night is vanquished

by the breaking dawn,

the waters become murky

like blood

in the river

that belongs to the one

whose armies are victorious in battle.


Wearing the shining

red mastwood flower

behind her ear,


Lines 154–78


like a crafted earring

smelted in fire

glowing deep red,


quivering like a creeper

with blooming flowers,


she walks over his footprints,

then steps aside,

raising her slender arms,

        adorned with bracelets,

to adjust the flowers

on her head.


Look at the good woman and her lover.


The old city was filled with their words:


‘Waters brimmed with aqueous gems

as if they were flower patterns on cloth.’


More lovely than their words

was the river, with its bathers—

each one uniquely beautiful.


The sand is slushy

from sandal paste

dripping from chests.


Lines 179–99


Water drips from their clothes.


The banks look like the rains have come.


In these festivities, the Vaiyai is so beautiful,

heaven appears to lose some of its charm.


Joy and beauty

in the tumultuous old city;


goodness

        goodness

                goodness!


O Vaiyai, this wide world cannot contain your glory.


Lines 200–09







Paripāṭal XVI

‘The Vaiyai Makes Her Blush’


The banks:


       upon it, the river scatters many good things

       like a benevolent king

       whose hands are strong in giving.

       Pepper and sandalwood

       from mountain peaks that caress the clouds

       that foam like curds churning into butter;

              many good things

                     littered everywhere.


The shallow waters:


       the cloudy waters, swirling to the right,

       bring ornaments,

       strings of jewels enlaced with pearls—

       pearls from headdresses

       glittering with gold and gems—

       and headdresses of children

              with tender heads

       who have left their homes,


Lines 1–18


          until they reach the place

          where the women

          with lined eyes

          bathe with their lovers.


The fields:


       full of water,

       blooming flowers float in the flow,

       resembling the stage on a festival day,

       where dancers swirl to the music

       sounding from the eye of the drum.


The gardens:


       rich in bees’ pollen,

       awash with fragrant flowers

       they return the hospitality

       of the sweet, resounding waters.


       The groves, the lakes, the river island,

       the bees singing and sipping honey,

       everything

              everywhere

       glows with the beauty of blossoms.


This is the coming of the Vaiyai!


Her friends surround her, spraying her with water.


Lines 19–40


The coloured liquid

is splashed on her breasts

that are tender like fruit.


Rather than wipe it away,

she dabs the water

with the edge of her long garment.


Seeing him come to her,

her friends say deceptively,

‘Leave her be,

she has just flowered.’


But he observes the coloured water,

which smells of flowers,

and understands the ruse.


With a laugh, he goes away, taking her along,

like a river rushing to join the immense, dark ocean.


Not drinking the fruit liquor,

nor wiping away the blood-red water,

       he makes love to her.


Her friends say,

‘She is blossoming,

may she live long,

and prosper.’


The Vaiyai makes her blush.


Lines 41–63


The water comes down from the mountains,

carrying branches of flower clusters

       that adorn the banks,

carrying cool flowers, rich in nectar,

       swept from women’s hair,

carrying petals fallen from garlands

       on the men’s broad chests.


The Vaiyai resembles the Kankai,

which flows in the sky

among the stars, sparkling like pearls.


This is the Vaiyai’s nature, the river where the bees hum.


Eyes are red, because of

palm liquor

       flowing water

              lovemaking.


Eyes, shimmering like fish,

laced with collyrium,

become redder still.


In the waters,

where nectar trickles from the flowers

fallen from women’s hair,

the beautiful striped bees


Lines 64–85


teem around the petals,

mouths to the flowers.


There,

in those waters,

he embraces

the bathing women,

over and over.


The musk paste on his chest

smears as he rises in the water,

resembling a mountain peak

where stored honey trickles

when the bent bamboo springs up.


This is the Vaiyai’s nature,

the river that belongs to the one

whose chariot bears the flag of victory.


As clouds rumble in the mountains,

waves in these sweet waters

crash on the banks.


O Vaiyai!


Men wearing garlands

round their heads and chests


Lines 86–106


women wearing garlands

of fragrant flowers

bathing in your waters every day,

       so that they see

       the fruits of their good deeds,


       so that their

       scented pastes,

       smoke

       and sacred offerings

       never diminish.


May the rains never fail.

May your waters never recede.


Lines 107–18








Paripāṭal XX

‘You are Like the Shallow Waters, in Which Anyone Can Play’


The oceans have been drunk dry.


Heavy clouds

surround the mountains,

then pour with rain,

surging violently down,

shattering the hillside rocks,

while raging thunder crashes and rumbles.


The tusk of the mighty elephant

with the speckled forehead

is stained with blood,

having pierced its foe, the tiger.


The rain cleanses, washes the blood away.


In the morning,

the clouds drink from the sea,

then go westward—

the way of the burning sun—

reaching the hills

by evening.


Lines 1–18



At night,

the world sleeps

as the clouds

surround the hills

and offer rains

that pour down

releasing


the smell of the flowers that the honey-laden tree offers,

the smell of water on the dry forest ground,

       scorched by the sun and blown by the wind,

the smell of fruit fallen from branches.


These smells, Vaiyai mingles

                                       carries

                                               and offers to others.

People who love the smell

of warm waters

and lush gardens,

sound the parai drums.


As water flows

along channels

on high walls,

people wake from their sleep

to water sounds.


Lines 19–41


       Rising, they harness their horses,

       pullers of mighty chariots,

       to tug their boats to the Vaiyai.


       They yoke bulls,

       pullers of tugboats,

       to mighty chariots.


       Outfitting elephants with horse saddles,

       or, leading them out,

           unadorned

           men wear women’s garlands

           and women, too, wear men’s.


In their haste to reach the river

everyone is confused.


Still, they arrive at the vast waters

by the neck of the sandy hills,

on the beautiful banks

where the bees hum

and young women play.


Those who did not rush

are melancholic,

standing on the streets

lined with mansions.


This is the nature of the Vaiyai, beloved of the Kutal people.


Lines 42–64

Women wear scented garlands.

Men wear different kinds of garlands, woven in many ways.

Adorned with jewels on their heads and foreheads,

armbands and well-cut gems,

they gather in crowds,

climbing the lovely banks

to see everyone else’s ornaments.


At this place, by the river,

standing by the side of her husband,

she sees her necklace and bangle

on the body of another woman.


Seeing the lost bangle on the other woman’s arm,

she is stung with agony.



Her companions think,

‘Surely, she must be the other woman!’


They say,

‘Look at the thief’s face, burning with shame!’

The other woman

flees,

seeking shelter

in the forest-like crowds

Lines 65–85


of women

whose eyes are darkened with collyrium

whose eyelashes resemble arrows in battle.


Seeing her vanish into the masses,

like the Vaiyai vanishes into the ocean,

they think, ‘This one, with the beautiful forehead:

she is his other woman.’


       And there,

       in the mounds of sand on the riverbank

       they follow her into the throngs.


       The other woman turns and demands in anger:

       ‘Why this pursuit?’

              The one bereft of her jewels,

              the one with the beautiful teeth,

              stands silent.


It is her friend who retorts:

‘You mix lies with desire

confounding the men who visit you.



‘Woman for sale,

you are without attachments,

your body is public property.




Lines 86–106


‘Your lips are a trough:

those who drink from you

only pleasure their senses.


‘Your beauty is a field:

irrigated by fresh, fragrant liquor,

ploughed by carnal pleasure.

You make our ox labour

to plough the land.



‘With your proud and pretty eyes,

laced with collyrium,

       like a rope

you bind men with your soft round shoulders,

playing the yal with delicate fingers,

for those who come to you.



‘Wearing our ornaments,

you are like the shallow waters

in which anyone can play.



‘To discipline our unruly ox,

we bring him to the cattle shed,

       for the women on the sandbanks to see

and we strike him in anger:

       we bring our man

       to the Vaiyai

       and whip him with our garlands.



Lines 107–30


‘For

it is not the way of farmers

to let go of the ox

that refuses to do its work:

       we bring the ox here

       for this gathering

       to see

       that it belongs to us.



‘This is why we pursued you.



‘She gave you his chest,

which belonged to her,

for you to embrace.


‘Do you think

your chest, adorned by that necklace,

has anything in common

with her chest?’



                  The other woman is livid and spiteful.




The women who have gathered

on the banks of the Vaiyai

reproach her:

‘Do not be angry with her,

She is powerful and pure.



Lines 131–52


She can remove afflictions with her mere thoughts.

Do not be foolish and abusive.

Come now, pay your respects

to the one as delicate as a peacock.’



       The other woman thinks:

       ‘This torment could endure forever!’



       Turning to them, she says:
       ‘O Mother,

       it is just as shameful

       to praise your enemies

       as it is to praise

       the other woman.

       Your Excellence,

       don’t you see?’



              Finally, the one

              who lost her jewels

              speaks:


              ‘You shamelessly offer

              pillow talk

              in public places.


              ‘You sway on stage

              to the beat of a drum—

              a common dancer.

              Do not be so proud

              of yourself.



Lines 153–77


              ‘Those bracelets belong on my wrists.

              That pearl necklace was a gift from my father.


              You did not chance upon them

              by some wondrous act of magic.


              If you told the truth

              about who gave them to you

              you may gain a measure of respect.’


      The other woman replies:


      ‘You, with the lovely atiral garland,

      your beloved is my beloved.


      ‘He gave me these jewels

      in return for my love.


      ‘Beautiful one,

      he would unfasten your anklet too!


      ‘He is the thief, not I:

      he is the one you should hunt!’




The gathered women address

them each in turn:


‘Enchanting doe,

do not quarrel any more.



Lines 178–97


The world knows

that gifts offered

in moments of desire

are yours to keep.’



‘O innocent one,

You are angry

but ignorant of the

ways of the world.


‘Can a wife stop her husband

from seeking the bed of those

sweet in lovemaking?



‘Of course not.



‘Virtuous women honour their husbands

even when they are slighted.



‘Can a wife stop her husband

from pursuing the other women

he desires?



‘Of course not.



‘Do not be angry. Do not be angry.



‘O woman, as slender as a creeper,

can the flow of passion

Lines 198–218



be stopped

or contained in one place?’


And so,

in this way,

the Vaiyai of the Southern King,

in its greatness,

produces anger

          quarrelling

                then acceptance.



Buds close like the hands

of women, slender as vines.

Petals spread like the hood

of an angry serpent.



Flowers float on the waters

springing from the mountains.

Flowers fallen from branches,

flowers blooming in the bush—

all are carried by the Vaiyai’s waves.



Water flows

In long channels

along the walls protecting Kutal,

the city of great mansions,

like the water that flows

from the raised trunk

of the furious elephant.


Lines 219–43


Love causes union

but also anger and separation

      those things we fear.

Mixing love and liquor,

bringing together lover and beloved

to bathe and make love:

this is the nature of Vaiyai,

full of flowers.

Lines 244–51








Paripāṭal XXII

‘Thunder Resounds Like the Battle Drums’


Clouds gather

like rows of elephants

received as tribute in battle

by the lord of the mountains,

with his shining sword.


Thunder resounds

like the battle drums

of the one whose anger

is not quenched by victory.


Raindrops scatter

like swift, raging arrows

released from his army’s bows

as it battles the unruly enemy.


Lightning glitters

like his gleaming spear.


Waters descend from the sky

like his benevolence.


Lines 1–17


In the land, rains stream relentlessly,

swelling the fields heaped with grain,

like his army invading enemy land


[…]


Carrying

lotions,

fire,

pastes,

water toys,

bathing clothes,

liquor

and delicate garments

they come:


women wearing

garlands of tightly woven flowers,

red and beautiful,

garlands of moist vetci leaves,

garlands adorning their hair;


men with broad chests;


horses, elephants and mules adorned with jewels.


All go forth in a line.


Lines 18–37


People come, swelling the groves and filling the banks.


Men in warriors’ anklets,

Resembling mighty Murukan, wielder of the vel,


men in garlands,

beautiful like the love god with his fragrant flower arrows,


women with tresses

black as rain clouds,

fish-like eyes,

lips like red coral flowers,

breasts like tender fruit,


women covered in sashes,

waist chains tied in many ways,


people,

with beautiful rows of teeth,

glittering like ornaments—

all go forth.


Do they adorn the lovely Vaiyai,

or does the Vaiyai adorn them?


Those

watching

and pondering


cannot tell.


Lines 38–59


The place where the Vaiyai touches its bank is beautiful

                                                              to behold.


Thunder resounds,

echoing the sweet rhythm

of the round mud mulavu drum

and the yal with its sultry notes.


In the groves

flecked, striped bees

carry flowers, humming

as if playing flutes.


Tirelessly, the bees buzz and nourish flowers.


[…]


Dancers sway to beats

of the tuti drum,

like slender branches

of blossoming creepers

dancing seductively

to the music of the breeze.


In Tirumarutamunturai, on the banks of the Vaiyai,


every sound has its echo.

Lines 60–77







Paripāṭal Compilation

‘Did the Fresh Waters Know You Were Here?’


Dark clouds pour rain,

bestowing the earth with water

                                     to preserve it.

The land is completely submerged.

Waters rush down

from the mountains,

awash with fragrant flowers,

gems and nakam trees.



The beloved Vaiyai rushes towards Kutal.


Hearing that Vaiyai

is enriched with fresh waters,

city folk gather

like happy foot soldiers,

then go to the market

to buy colourful water playthings.


Men and women decorate themselves, adding to their natural

                                                  beauty.

Lines 1–16



They wear

handwoven garlands and

strings of flowers in their hair.


They adorn themselves with

clothes and perfumes

that make others exclaim

in excitement.


They pour fragrant oils on their curls and braids.

Delicate women gracefully ride elephants, decked in jewels;

alongside them, men ride horses with stiff manes;

still others ride covered carts and charming chariots.


Some gather their families,

thinking,

      ‘Let us not get separated,

      let us walk forward together.’

Women, covered in garments,

are sullen in their chariots;

men try to dispel their melancholy,

and succeed in appeasing them.

People

dance, sing, create chaos,

laugh, run laughing,

get tired from running.

Lines 17–39



Some look for their families,

but no one turns back to the city.

The learned and the ignorant,

the lowly,

parents,

women who submit to their husbands,


the townspeople,

together with the rider of the golden chariot,

come from Kutal with its beautiful walls,

to crowd Vaiyai’s shallow waters.

The women’s foreheads are radiant, like crescent moons.

In the shallow waters,

they capture their husband’s shoulders,

to use them as rafts.

These husbands are unaware

of other women,

bathing in secluded places.


And there,

seeing the Vaiyai

bringing forth all these things,


Lines 40–59


causing pleasure

that is the very antithesis of sorrow,

as the shallow waters diminish,


he lets his fragrant garland drift

on the water’s surface.


She sees the other woman

lift it from the water

and place it on her head.


           She

           ‘Give it to me! Give it to me!’


           The Other Woman

           ‘The river gave me this garland

           for me to wear on my head.’



           She

           ‘But how could this be?

           You, with your fine ornaments,

           I am not unhappy with you,

           but,


           ‘did the fresh waters know you were here?

           Did they unite you with this garland?

           Oh, what a big surprise!’

Lines 60–80



           (to her man)

           ‘This beautiful other woman,

           you seek her for lovemaking alone;


           ‘it was her tender breasts,

           and the surrounding waters

           that brought the garland to her;


           ‘and you, by casting the flowers into the waters,

           brought it to her as well.’


In Kutal,

           city of the glorious Pañcavan

           who does not yield to another,


righteous women

guarding their chastity,

sparkling like gems,

with complexions like tender mango leaves,

teeth like pearls,

lips red as coral,


bathe

with the men

who belong to them.


Vaiyai’s waters do not recede.

Lines 81–101


           She

           ‘Wearing the garland for the world to see,

           the other woman said,

           “This floated on my head by chance.”

           Such heartlessness leads to sorrow,

           causing pain to a heart that ponders it.

           If gossip travels,

           reaching her before they unite,

           will she not brood angrily?’



And there,

Parppars avoid their austerities, saying,

‘The river contains brewed liquor

and swarms with flies.’


Antanars do not bathe, saying,

‘The river is strewn with fragrant flowers,

worn by both men and women.’

Aiyars do not sip the waters, saying,

‘Vaiyai is thick and unctuous

with the honey flowing in it.’


Loud waters rush

crashing against the

shallow banks.



Lines 102–23


The river,

beginning in the mountains,

carries foam

to the banks and the seas.


Foamy waters,

flooding the dam,

rise along the banks.


Waters gush forward

entering the surging seas,

yet, the deluge does not abate.


Groups of men and women

riding well-trained jewelled elephants, large as mountains,


reach the expanse of Tirumarutamunturai,

      the place that belongs to the warring one,

      with his swift chariots

      and his elephants decked in lustrous gems.



The paṇan plays

the marutam melody

on his enchanting yal,

while those in the galloping waters


Lines 124–43




sing

      sing

play

      play or quarrel

         quarrel

             with their husbands

             who, in turn, placate them

             so that they want to make love

             and are happy once more.

Others,

searching

      searching

             for their lovers,

broken-hearted, put on garlands,

praising, praising the Vaiyai.

In the lavish, muddy Vaiyai waters,

women of excellent virtues bathe with their men.


O excellent ones, these waters appear

to have been swallowed and spat out again;

paste, fragrant garlands,

strings of flowers for women’s hair,

powders, flowers fallen from locks:


because of these things

the river is no longer clear.

Lines 144–67


Vaiyai looks like the murky waters

of a pond, dry without rains,

where people clean their mouths and bathe,

where turmeric and vermilion pastes

have been washed away.

Maran,

with broad shoulders,

owner of terrifying, murderous elephants,

joins the fair people of Kutal

bathing in the Vaiyai.

How to describe this bathing in the Vaiyai’s flowing waters?

There is not one place

in this wide world,

surrounded by seas,

that is equal to it.

No,

it resembles the bathing of Intiran—

the one with a thousand eyes—

in the celestial river

in the skies.

Lines 168–87




        


            Notes to the Poems

            These notes are meant to provide the
                reader a more detailed understanding and appreciation of the Vaiyai poems in the
                    Paripāṭal. Even a quick reading of these poems
                indicates that the poets of this era drew their inspiration from a large matrix of
                ideas. Consequently, the poems are extremely stylized. The aim of these notes is to
                direct the reader’s attention both to this larger literary tradition (to
                which the Paripāṭal belongs) and to elaborate on some of
                the themes, images and expressions commonly used in the Vaiyai poems.

            A good portion of these notes is a
                translation of excerpts from an influential commentary written by Parimelalakar
                (circa eleventh century CE). For our translation, we have followed U.V. Swaminatha
                Aiyar’s edition of the Paripāṭal.
                    1
                 Where appropriate, we have also translated excerpts from a more recent
                commentary written by a twentieth-century Tamil scholar, Po. Ve. Comacuntaranar.
                    2
                 In these notes, we shall refer to Parimelalakar’s commentary as
                    Pari.




            The numerals following the
                commentator’s name refer respectively to the poem number in the
                    Pari. anthology and the line number in the Tamil version.
                    Coma. refers to the commentary written by Comacuntaranar. Translations
                from the commentaries always appear as a block quotation, distinguishing them from
                our comments.

            The compilers of caṉkam poetry
                added a colophon to each poem. This colophon is supposed to provide the reader the
                specific context in which the protagonists (in the poems) speak. We have also
                translated excerpts from these colophons, augmenting it (where appropriate) with a
                discussion of the poem’s theme.

            Paripāṭal VI

            Poet: Maturai Aciriyan Nallantuvanar

            Music: Maruttuvan Nallacutanar

            Melody: Pālaippaṇ



            Three other poems in the
                    Paripāṭal (two on Vaiyai and one on Murukan) are
                attributed to this poet. Swaminatha Aiyar
                    3
                 notes in his introductory essay on the Paripāṭal
                that the poet Nallantuvanar is famous for his beautiful description of Murukan in
                Tirupparankunru (a hill eight kilometres to the south-west of Maturai), and Aiyar
                identifies him tentatively as the poet Tantuvan mentioned in another
                caṉkam anthology, the Akananuru.
                    4
                 Aiyar also identifies this poet with one of the five poets who composed the
                verses in another caṉkam anthology, the Kalittokai. This view is
                supported by comparative studies of the Paripāṭal and
                    Kalittokai.

            The colophon to this poem identifies
                four principal characters—the hero, the heroine, the hero’s
                mistress and his concubine. The mistress, hearing that the hero bathed in the Vaiyai
                with his concubine, gets angry with him; the hero pacifies her and makes love to
                her. Angered by the hero’s infidelity, the heroine, who is aware of the
                hero’s dalliances with both concubine and mistress, refuses to be pacified
                by the dancer whom the hero sends as his messenger. According to the colophon, the
                poem is to be understood as the heroine speaking to the dancer.
                Parimelalakar’s commentary on this poem also follows this assignment.

            We note that these assignments are never
                stated explicitly in the poems; nor are the characters mentioned. However, a careful
                reading of this poem reveals some hints about the protagonists. Lines
                135–213 of the poem are in the form of a dialogue between a man and a
                woman. The dialogue opens with the woman saying that the man brought her flowers,
                which he had plucked for someone else. Later, she uses the feminine noun in asking,
                ‘did she reject your gift?’ and refers to the other
                woman as one ‘who always thirsts for something new’—a
                subtle reference to the morals of the other woman. In Line 174, the woman refers to
                the hero as someone living in a neighbouring town, making her unlikely to be the
                hero’s wife. Lines 214–30 are in the form of advice given to
                this woman. The poem calls the people who advise her,
                illavar—people of (her) home. In our translation, we followed
                Parimelalakar in identifying these people as the older women in the
                woman’s home.

            In lines 231–47, another
                person speaks. This person is identified in the colophon as the heroine (the
                hero’s wife); Parimelalakar and subsequent commentators follow this
                assignment. There are two reasons why we subscribe to this view. The tenor of the
                person who speaks these lines borders on the bitter and her final words addressing
                the river—‘Vaiyai, you cause desire to swell in the hearts / of
                those who bathe in you. / May this trait never leave you’—sound
                ironic. It is perhaps for this reason that the colophon identifies the situation as
                    vayil maruttal—refusing entry to an unchaste husband.

            Lines 7–8


            
                the waters spreading like the
                    flood at the time of cosmic dissolution (Pari. 6:3)

            

            Line 9

            
                mountain animals: deer, etc.
                        (Pari. 6:4)

            

            Lines 15–17

            
                so that the poems sung by the
                    tongues of poets whose wisdom is acclaimed (Pari. 6:7–10)

            

            The line refers to poems that sing the
                glory of the Vaiyai. Some examples cited by Aiyar include Kalittokai
                67:2–3 and Cilappatikaram 13:169–70.

            Lines 22–28

            
                For drying themselves after
                    bathing in the river, the women take with them fragrant wood, and fire to burn
                    the wood. They also carry flowers to wear on their heads, oblations and other
                    offerings to the river such as golden fish. The advent of the river causes their
                    happy lovers to wear clothes appropriate for this day (Pari.
                    6:11–13)

            

            Oblations to the river are also mentioned
                in Paripāṭal X. This poem refers to women letting golden
                fish, crabs, etc., into the river, saying, ‘“Prosper!”
                “Grow!”’. See, Paripāṭal
                X:142–44.

            In the two following parts, we see a
                format common to the Vaiyai poems. The river is described using two disparate
                themes—love and war. Whereas lines 29–48 can be read as a
                metaphor for lovemaking, lines 59–82 compare the festivities in the Vaiyai
                to the scenes in a battlefield.

            Lines 29–53

            
                Their happiness causes their
                    hands to swell and bangles become tight; armbands worn on the shoulders slide to
                    the forearms; figures drawn on their bodies with sandalwood paste mix with one
                    another and get smudged; the jewelled girdle round their waists is broken and
                    the thread shows; pearl necklaces with round clasps are smudged by the pastes on
                    their bodies; the red dye painted on their nails and cheeks gets erased; the
                    saffron paste on their breasts becomes like silt and their garlands made of
                    leaves and flowers and their hair erase the sandal paste on their bodies.
                    Ornaments worn on chests and breasts are locked in embrace. [In this way] the
                    flowing river breaks dams as high as mountains, just as hearts united in desire
                    break the barriers of chastity (Pari. 6:14–24)

            

            Lines 56–57

            Many of the Vaiyai poems refer to the
                sounding of the drums heralding the advent of the river; see, for example,
                    Paripāṭal X:13.


            Lines 59–84

            
                To bathe in the tumultuous river
                    that day, female elephants wearing ornaments appropriate for bathing march in
                    line, like mighty male elephants that march to battle. Young men and women,
                    having removed their fine jewels, now wear ornaments for bathing. Riding
                    elephants and proud horses that trot gently, they are keen to begin their mock
                    battle. Desiring to find a suitable battlefield in the clear waters, they
                    overtake one another and march onward to the river like foot soldiers eager to
                    do battle. Armed with weapons like squirts filled with perfume and horns that
                    contain fragrant water, some of them ride floats made of pith and coloured
                    floats that look like chariots. Crowds of horses and elephants abandon their
                    ranks and block the paths of those who are on their way [to the river]; those
                    who lead them [the elephants and horses] walk slowly and wander everywhere
                        (Pari. 6:25–37)

            

            Line 85

            The text reads ceri ilaiyar celavaru
                    nilaiyar. Pari. glosses this saying,

            
                young men unable to go to the
                    outskirts [of the city] seeking love (Pari. 6:38–42)

            

            Coma. follows this and writes
                    ceri—purañceri [outskirts]:

            
                youngsters who seek love on the
                    outskirts (Coma. 6:38–45)

            

            Lines 89–93

            Scents of the river:

            
                the waters smell of the ten
                    astringents, sandal paste, perfumed oils and flowers worn [by the bathers]
                        (Pari. 6:38–42)

                waters that smell of the ten
                    astringents, five perfumes and the thirty-two fragrances added to water [for
                    drinking and bathing] (Coma. 6:38–45).

            

            See also,
                    Paripāṭal VII:47–51.

            Lines 95–101

            ‘The Brahmins, reciters of the
                Vedas’—the text reads pulam puri antanar;
                    Pari. understands puri to mean ‘to
                cherish’. In our translation, we interpreted puri as
                ‘to recite’.

            
                Seeing the river which smells
                    thus, the Brahmins who cherish the Vedas are bewildered; [thinking]
                    ‘this water, soiled by the perfumes worn by men and women has lost its
                    purity and is now different’, they leave the waters without performing
                    their ablutions such as bathing and the ceremonial sipping of water
                        (Pari. 6:43–45)

            

            See, for a comparison,
                    Paripāṭal Compilation:112–20.

            Lines 102–11

            
                And not just they [the Brahmins]
                    … the river carries with it flowers and garlands discarded by the
                    women and men who bathe in the river, the roots, stumps and tubers of the trees
                    along the banks, and the toddy that remains in the food of the common folk.
                    Seeing this, other people too think that the river has lost its goodness and
                    leave. Thus flows the river, filled with mud (Pari.
                    6:46–51)

            


            Line 116

            ‘the
                mountain’—a reference to Tirupparankunru, the hill south of
                Maturai. The temple on the hill is worshipped today as an abode of the god Murukan.
                Eight of the available poems in the Paripāṭal are on
                Murukan, the god who resides in the hill near Maturai.

            Within the Tamil literary convention,
                the mountain is the secret meeting place of lovers. See also, lines
                113–18.

            Line 133

            The poem refers to the god of love as
                    calappataiyan (calam—fickleness, deception;
                    patai—weapon). Both Pari. and Coma.
                interpret this phrase as ‘the one who is armed with deceit’,
                viz., the god of love. We choose to read calam as fickleness, rather than
                deceit.

            Line 134

            ‘Tamil
                Vaiyai’—this is arguably the earliest reference to the Vaiyai as
                a Tamil river. There are many ways to read this phrase: a reference to Vaiyai as a
                river that flows through the Tamil country (as opposed to the other river famous in
                Tamil literature—the Kaviri); an allusion to the
                Pāṇṭiyaṉ kings who rule the country through
                which the river flows, and so on. Indeed, many of the Vaiyai poems refer to the
                river as the Pāṇṭiyaṉ’s river.
                    5
                
                Pari. does not elaborate this and only says,

            
                the waters of the Vaiyai that
                    possess Tamil (Pari. 6:52–60)

            


            Lines 112–34

            These lines serve as an introduction to
                the dialogue between the hero and his lover. The commentator reads them as words
                spoken by the hero to his lover. The lover understands the reference to Parankunru
                (Tirupparankunru) as an allusion to his infidelity.

            
                The river flows as if to convey
                    the message to those who did not go there [to the mountain] that
                    ‘Parankunru, Murukan’s hill, is the place where the formless
                    and pure breeze, which blows continuously, caresses the men who rest their heads
                    in sleep between their lovers’ breasts’; it flows through
                    the streets of Maturai in the early morning, revealing to the sentinels who
                    guard the city what the one who is armed and deceives [that is, the love god]
                    did at night. Thus, the waters of the Vaiyai that possess Tamil spread
                    everywhere (Pari. 6:52–60)

                The hero who bathed in the Vaiyai
                    with his concubine describes the water festivities [that accompany the advent of
                    the river] to his mistress. And she, understanding his
                    words—[‘their smiling lovers … people’
                        (lines 26–28), ‘For those united in
                    desire’ (line 53), ‘Garbed in splendid regalia
                    … the water fight has begun!’ (lines
                        67–71), and ‘that the mountain of Murukan
                    … lover’s breasts’ (lines
                        122–26)]—quarrels with him who brings her gifts
                        (Pari. 6:52–60)

            

            Lines 135–38

            
                you did not pluck these for me,
                    whom you slight. You plucked these for those women who always desire someone new
                        (Pari. 6:61)

            


            The woman implies that the hero chose to
                shower his affections on someone unfaithful. The poem uses the phrase viliya
                    viruntu viluvar to hint at the concubine. The word viluvar means
                ‘those who desire’; viliya viruntu can be read either
                as ‘imperishable freshness’ or ‘uninvited
                guests’. The Tamil word for ‘guest’,
                    viruntinar, derives from viruntu or
                ‘newness’.

            Line 140

            
                By saying, ‘yes, they
                    really are’, the hero is being ironic. It should be understood as
                    ‘no, they are not’ (Pari. 6:62)

            

            Although none of the editions of the
                    Paripāṭal we consulted mentions an alternative
                reading for this line (talirarintay tamivai), we note that if the line is
                read as talirarintay tamivai, it can be understood as a continuation of the
                mistress’s words, ‘indeed these are the buds you plucked
                …’

            Lines 141–52


            
                The mistress says,
                    ‘Although you are submissive, your love for me is broken. I can see
                    through your deceit. Before, you brought flowers to me as soon as you plucked
                    them. Did they ever wilt? You plucked these for her and she refused them. See
                    how withered they are! Oh, did she not accept these, the flowers that you picked
                    for so long that the garland on your chest withered? Did she not accept these
                    when you handed them to her because you were late? Answer me’
                        (Pari. 6:63–67)

            

            Line 162

            ‘beautiful in its
                flow’—the poem puns on the word kamar. The hero refers
                to the flow of the Vaiyai as kamar perukku
                (kamar—beautiful; perukku—flow). But the woman
                understands kamar as ‘desire’ and replies
                accordingly.

            Lines 163–81

            
                The mistress understands the
                    hero’s words to mean that his desire for her is like the flow of the
                    river and replies angrily, ‘Yes, indeed. When desire is accompanied by
                    love, it never remains the same. It swells as rapidly towards some people as it
                    shrinks towards others. Is this not akin to Vaiyai’s flow? By swearing
                    on falsehood, you have erred. Do not swear. Although my town is near yours, you
                    get delayed by the boat during the rains. But during early summer, the river is
                    so dry that the cranes wait in vain for their prey. Such is the nature of
                    Vaiyai! So too is your love for me’ (Pari.
                    6:71–78)

            

            Lines 182–95

            
                ‘You are like a piece
                    of wood which gets swept away by the river. Those women, who are adept in
                    grabbing it, grasp your chest like a raft for them to play in the waters. You
                    stayed with her all night without any fear! Like water that seeps through even
                    when a breach in the banks of the Vaiyai is sealed, her eyes continue to shed
                    tears for you although you fulfilled her desire. So, do not come here and cause
                    her heart to grieve further’ (Pari. 6:79–86)

            

            Line 198

            The text uses the word terral
                referring to this woman. The commentator takes the word to mean ‘one who
                is ignorant’ and understands it as a woman who does not know the pleasures
                of love. See, by way of comparison, Paripāṭal XI:
                304–08.

            
                ‘I was bathing in a
                    pond when a woman who stood on its bank fell into the water. She tried to stand
                    up and fell on me. I rescued her and she stood on her feet. She is not of an age
                    when one enjoys the pleasures of love’ (Pari.
                    6:87–91)

            

            Lines 202–05

            Implying that he would never bathe in the
                Vaiyai with anyone else, the hero asks rhetorically, ‘Where did I bathe
                with her?’ For clarity, we made this explicit in our translation where we
                have the hero say, ‘I would never swim in the Vaiyai / with anyone other
                than you.’

            
                ‘But tell me this, who
                    indeed is closer to my heart than this garland of flowers I wear? And where did
                    I bathe with her?’ (Pari. 6:87–91)

            

            Line 207

            
                The mistress says,
                    ‘Understand this clearly. Is there any other river? It is the
                    Vaiyai!’ (Pari. 6:92–93)

            

            Here again, we made this explicit in our
                translation; the mistress says, ‘I know you betrayed me in the
                Vaiyai.’

            Lines 208–13

            
                to which the lover replies,
                    ‘Why do you say river when I tell you I bathed in a pond? I place my
                    hand on my head and swear on Parankunru’ (Pari.
                    6:94–95)

            

            Lines 214–30

            
                The heroine tells the virali
                    [dancer] how the older women in the mistress’s house rebuked her and
                    how the hero’s messengers pacified the mistress (Pari.
                    6:94–95)

                the older women in the
                    mistress’s house rebuke her, saying, ‘Stop quarrelling and
                    start playing with him—he who fears the redness of your eyes blackened
                    by collyrium. If you persist in your anger, his desire for you will die. The
                    reason for your anger is a girl who is a petai [a girl between the ages of five
                    and seven]’ (Pari. 6:96–100)
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            Lines 231–44

            The heroine continues to speak.

            
                ‘His messengers,
                    skilled in placating lovers’ quarrels would beseech her, talk to her
                    at length and make great efforts in pacifying her. Then they [the hero and his
                    mistress] would rejoice in drink; intoxicated, they would bathe and in the river
                    and, as desire swelled, make love. Then they would quarrel again to enhance the
                    sweetness of lovemaking, and play everywhere.’ Saying so to the
                    dancer, she [the heroine] addresses the Vaiyai (Pari.
                    6:101–04)

            

            Lines 245–47

            The tenor here is ironic. By praising the
                Vaiyai, the heroine emphasizes her husband’s infidelity and refuses to be
                placated by his messenger.



            
                Explaining the hero’s
                    actions [to his messenger], the heroine addresses the Vaiyai saying,
                    ‘Oh, Vaiyai! Love ever abounds in the hearts of those who bathe in
                    your waters. May this trait of yours never leave you’, and refuses
                    entry [to her husband] (Pari. 6:105–06)

            

            Paripāṭal
                VII

            Poet: Maiyotakkovanar

            Music: Pittamattanar
                    7
                

            Melody: Pālaippaṇ

            The colophon reads the poem as the
                words spoken by the heroine’s female companion. Upon hearing that the hero
                bathed in the Vaiyai with the heroine, the heroine’s foster mother asks
                the heroine’s companion to describe the festivities at the river. The
                friend’s reply takes the form of this poem.

            This poem exhibits certain structural
                features common to all the Vaiyai songs: it begins with the rains in the hills, goes
                on to describe the advent of the waters and the chaos they cause. The poem then
                focuses on a specific situation between two lovers, and ends with a salutation to
                the river.

            Lines 12–17

            
                Like the vast army of the
                    Southern King, which marches to capture the land of the enemy, so too the waters
                    spread with no place beyond their reach, turning even the dark night into day
                        (Pari. 7:1–10)

            



            In our translation, we followed
                    Coma. and chose a simpler reading, that is, the waters flow everywhere,
                night and day. The poem uses the word tennavar, often used in old Tamil
                poetry to signify the Pāṇṭiyaṉ kings.

            Lines 36–46

            
                [The river flows] everywhere like
                    a girl who does not know how to dance; it breaches the dams built in its path
                    like a woman who does not know how to quarrel with her husband, but in anger
                    leaves him (Pari. 7:31–39)

            

            The Tamil literary tradition emphasizes
                that a quarrel between lovers accentuates the pleasure of love. For instance, the
                    Kural says ututal kamattirkinpam—‘to feign
                displeasure is pleasure in the act of love’ (Kural 1330).

            Lines 68–72

            The farmers who rush to the flooded
                fields with their families are compared with shoals of fish during breeding season.
                    Pari. explains this by quoting from another caṉkam work, the
                    Purananuru:
                    8
                

            
                the farmers whose stomachs are
                    full with food rush to the flooded fields with their families; they resemble the
                    pregnant valai fish (Pari. 7:31–39)

            

            Line 94

            The poem refers to the Vaiyai as the
                ‘river of the exalted one’. Pari. construes
                ‘exalted one’ as ‘Southern King’ in line 90,
                and takes it to mean the Pāṇṭiyaṉ king.
                    Coma. reads the phrase as

            
                in the river of the
                    Pāṇṭiyaṉ king whose beauty is desired by
                    all (Coma. 7:51–60)

            

            Lines 112–15

            Pari. construes
                ‘desired’ with ‘clothes’:

            
                to dry her body, clothes and
                    jewels desired [by the onlookers], she holds a cup of liquor (Pari.
                    7:61–64)

            

            Lines 126–29

            It would seem that there were songs
                specific to this theme—the eyes of the woman who bathes in the river. Some
                examples are found in the Tamil epic Cilappatikaram.
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            Line 149

            The reference to the
                    paṇ (melody), pālai, may be significant,
                since this poem was set to music in the same melody.

            Lines 154–55

            The poem refers to the women and men who
                dance as manmakalir and cenniyar. Pari. glosses these
                lines as

            
                women proficient in the art of
                    dancing and the panar [bards] begin the dance (Pari.
                    7:77–86)

            



            From the context, especially lines
                147–53, we may surmise that dance performances were held on the banks of
                the river.

            Line 159

            Tirumarutamunturai is the name given to
                the shallow waters, or bathing area, of the Vaiyai. The word turai means
                ‘bathing area’ and marutam is the name of a tree; it is
                likely that such a tree stood on the banks of the river in Maturai by the bathing
                area.

            Line 163

            Pari. glosses this line as

            
                the deep waters that instil fear
                    [in the bathers] (Pari. 7:84)

            

            We have chosen to retain the ambiguity of
                the text.

            Paripāṭal X

            Poet: Karumpillaipputanar

            Music: Maruttuvan Nallacutanar

            Melody: Pālaippaṇ

            The colophon describes the following
                situation: a heroine waits for her lover who is away at war. Unable to see her
                distress, her female companion sends a bard as the heroine’s messenger to
                the hero. The bard reminds the hero that the rainy season has commenced and
                describes the advent of the Vaiyai and the ensuing festivities in the city of Kutal
                (Maturai).


            Line 13

            The drums may have been used to announce
                the coming of the river; see, for a comparison,
                    Paripāṭal VI:57.

            Line 16

            The meaning of this line is unclear. The
                text reads talita noynur caranattar, and Pari.’s
                commentary for this portion is unavailable. Coma. suggests splitting the
                word talitam as tal (foot) + itam (comfortable)
                and speculates that talitam may have been a particularly soft material used
                as footwear.

            Line 17

            The text uses the word
                    enippatukal to describe the ornaments. According to Pari.,
                these girdles were strung with rows of beads in increasing numbers from two to
                thirty-two, and resembled the rungs of a ladder (eni).

            Lines 18–20

            Squirts were commonly used in water
                games; see, for a comparison, Paripāṭal VI:72.

            Line 24

            
                [carts pulled by] oxen and mules
                    that were called out by their names (Pari. 10:9–18)

            

            Lines 28–29

            ‘Old and young’ are
                to be understood as older and younger women. These women are described in lines
                30–35.

            Lines 37–40

            
                Just as different musical
                    instruments when played at different tempi are slowed down by the instrument
                    which is played at the slowest tempo, so too people walking at different
                    paces—fast, medium, and slow—are all slowed down by the
                    crowds (Pari. 10:24–25)

            

            Lines 63–64

            The text reads ‘like those who
                eagerly await ships that return to the port after offloading their cargo’.
                We follow Coma. in our translation.

            Lines 95–103

            Swaminatha Aiyar notes that parts of the
                text (as well as the commentary) are indecipherable. We follow
                Coma.’s construction of this portion.

            Lines 112–13

            
                Mixing love and liquor, the
                    flowing waters provide joy that breaks all barriers (Pari. 10:69)

            

            Lines 121–34

            The women who place their lips on the
                cups containing liquor are compared to the celestial damsels who drink
                moonlight.

            
                like the celestial damsels who
                    feast on the rays of the moon (Pari. 10:78)

            


            Lines 142–44

            
                casting in the waters figurines
                    of snails, crabs, fish and salamander made of gold (Pari.
                    10:85–86)

            

            This is likely to have been a fertility
                rite. Coma. notes a similar reference in the Tamil epic, the Civaka
                    Cintamani.

            Lines 190–93

            The river as a battlefield; see, for a
                comparison, Paripāṭal VI:73–82.

            Lines 198–216

            These lines describe the people returning
                to the city of Kutal after bathing in the river.

            Lines 223–28

            
                like the valuti [a generic title
                    of the Pāṇṭiyaṉ kings] who showers gold
                    on the outstretched arms of indigent poets (Pari.
                    10:126–27)

            

            Paripāṭal XI

            Poet: Aciriyan Nallantuvanar
                    10
                

            Music: Nakanar

            Melody: Pālaippaṇ

            The longest amongst the available songs
                in the Paripāṭal, this poem is attributed to Aciriyan
                Nallantuvanar. He is also the author of three other poems in the
                    Paripāṭal text currently available to us. The same
                poet is credited with having composed all the thirty-three poems of the
                    Neytarkali in another caṉkam anthology, the
                    Kalittokai.
                    11
                 Some of the unique features of this poem are: an elaborate account of the
                planetary constellation, descriptions of religious practices and the occurrence of
                the name Paripāṭal in the text. For these reasons, this
                particular poem has been studied carefully by several scholars.

            The colophon classifies this poem under
                the head varaivu malital—a situation in which the heroine is
                happy at the prospect of marriage. According to the colophon, the
                heroine’s female companion, speaking indirectly to the hero, praises the
                Vaiyai.

            Lines 1–25

            These describe a particular constellation
                of planets and stars. Often, the poem refers to the names of the planets (and stars)
                obliquely. We retained this aspect of the poem in our translation. However, for
                clarity, at some places we added a phrase to indicate that the poem alludes to a
                specific planet or star. It is fair to say that this part of the poem would have
                remained largely unclear but for Parimelalakar’s commentary. Given the
                extraordinary detail, it is likely that the poet Nallantuvanar was familiar with
                astrology. For a more detailed analysis of this part of the poem and its
                significance in assigning a historical date for the caṉkam corpus, we
                refer the reader to an essay by François Gros.
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            Line 2

            ‘the star of the fire
                god’—the text uses a single word, eri, which could mean
                light, brightness, fire, etc. Pari. glosses the word as

            
                Karttikai, which has for its god,
                    Anki. By this is indicated Itapam, which has its three-quarter planetary aspect
                        (Pari. 11:2)

            

            Karttikai—the Pleiades
                constellation. Itapam—Taurus, the second sign of the zodiac.

            Line 3

            ‘the star of the god with fine
                locks’—the text uses a single word, catai, or locks.
                The commentator writes,

            
                Tiruvatirai, which has for its
                    god, the One with catai [Siva]. Mitunam is indicated by this (Pari.
                    11:2)

            

            Tiruvatirai—a star
                belonging to the Orion constellation. Mitunam—the zodiac sign
                Gemini.

            Line 4

            ‘the star that bears the
                    Ram’—Pari. glosses this as,

            
                Parani, the mother of the Velam.
                    By this is indicated Metam (Pari. 11:2)

            


            Jennifer Clare (Pondicherry: Institut
                français de Pondichéry; Tamil Chair: Department of South and
                Southeast Asian Studies, University of California, Berkeley, 2009), pp.
                79–85.



            Parani—a star
                belonging to the constellation of the Ram. Velam—the zodiac sign
                Aries. Metam—the Ram.

            Lines 6–8

            
                Abiding in the three paths, the
                    three being: Itapaviti, Mitunaviti and Metaviti [viti—path].
                    Of these, Itapaviti [path of Taurus] comprises Kanni [Virgo], Tulam [Libra],
                    Minam [Pisces] and Metam [Aries]; Mitunaviti [path of Gemini] comprises Tel
                    [Scorpio], Vil [Sagittarius], Makaram [Capricorn] and Kumpam [Aquarius];
                    Metaviti [path of the Ram] comprises Itapam [Taurus], Mitunam [Gemini], Karkatam
                    [Cancer] and Cinkam [Leo]. Since one zodiacal sign is two and a quarter days,
                    these groups of four signs become nine days. Being the abodes of planets, these
                    twelve are called irukkai [seat of the planets] (Pari. 11:2)

            


            Line 9

            ‘The Lustrous
                    One’—Velli (Venus); ‘the
                    Bull’—Erriyal (Taurus)

            Line 10

            ‘the Earth’s
                    Son’—Cevvay (Mars).

            Line 11

            ‘the One that gives
                    knowledge’—Punti (Mercury); ‘the
                Twins’—Gemini.

            Line 15

            ‘the
                Sage’—Jupiter.


            Line 17

            ‘the One Who Walks
                Slowly’—Saturn.

            Line 18

            ‘the brother of Yama, the Lord
                of Death’—Saturn.

            Line 20

            ‘the
                Archer’—Sagittarius.

            Line 21

            ‘The
                    Snake’—Iraku or Rahu—the
                ascending node of the moon, believed to have the form of a snake which devours the
                moon, causing an eclipse to occur. The descending node of the moon is called
                    Ketu.

            Lines 9–22

            
                On the day when the lustrous
                    Venus meets Taurus, Mars meets Aries, Mercury meets Gemini, with the Pleiades
                    constellation at its zenith early in the morning, with Jupiter going beyond
                    Capricorn and Aquarius—the two houses of Saturn—and as
                    Saturn who has Yama as his elder brother reaches Capricorn which is beyond
                    Sagittarius, and when Iraku hides the moon … By this is indicated the
                    full moon day corresponding to the star Avitta [the Dolphin constellation] in
                    the month of avani [the fifth month of the Tamil calendar]. Thus, we understand
                    that the moon and Iraku reside in Capricorn while Ketu is situated in the
                    seventh house, viz., Cancer. [In the above lines it is said that] when the
                    planets reside in their zodiacal houses as described on the day corresponding to
                    the star Avitta in the month of avani, the Snake seizes the full moon.
                        (Pari. 11:4–10)

            

            Lines 23–25

            ‘The Sage of
                Potikai’—the star Canopus, of which Akattiya is the sage. He is
                said to reside in the Potikai hills (a mountain in the land of the Pantiyas).

            
                the star Akattiyan leaving its
                    zenith and reaching Mitunam [Gemini] (Pari. 11:11–12)

            

            Line 28

            ‘the high
                mountain’—The poem uses the phrase puraikelu caiyam,
                which Pari. glosses as:

            
                rains in the high caiyam mountain
                        (Pari. 11:12–14)

            

            This is not clear to us. Used as a proper
                noun, caiyam in Tamil literature generally refers to the mountain that is
                the source of the river Kaviri (Cauvery). In our translation, we understood the word
                as a common noun, meaning ‘mountain’.

            Lines 31–39

            These lines describe the various trees
                and flowers carried by the river; ‘blooming water
                    lilies’—o22ilam. See, for a comparison,
                    Paripāṭal XII:7–14.

            Line 44

            Tirumarutamunturai—the bathing
                area of the Vaiyai; see, for a comparison, Paripāṭal
                VII:159, XXII:76, Compilation:136.


            Lines 1–60

            
                The heroine’s
                    companion, happy at the prospect of the heroine’s marriage, praises
                    the Vaiyai by saying all this. In the following, she quotes other onlookers
                        (Pari. 11:24–28)

            

            Lines 70–71

            The moon as food for the
                celestials—see, for a comparison, Paripāṭal
                X:134.

            Lines 74–78

            
                Referring to the river as
                    ‘you who have come from afar, etc.’ alludes to the
                    river’s magnanimity by hinting that the river flows to benefit others,
                    unmindful of its own suffering (Coma. 11:31–40)

            

            Lines 77–78

            Swaminatha Aiyar’s edition of
                the text reads nin yanar iru nal pera: [for the world] to receive
                    (pera) your wealth (nin yanar) in both seasons (iru
                    nal). The commentator says,

            
                For the world to benefit from
                    your wealth not only when you flow bountifully [that is, during the rainy
                    season] but also when your flow recedes [that is, during the summer]
                        (Pari. 11:31–40)

            

            Based on this, Coma. suggests
                that the correct version of the text should be iru nal—dry
                season; that is,

            
                O Vaiyai! 
you who have come
                    from afar 
flowing over mountain slopes 
for the world to receive your
                    wealth 
in the dry season

            


            Lines 83–84

            ‘abandoning their clandestine
                love’—the text reads kaman kalavittu, which
                    Pari. glosses as

            
                forsaking clandestine love
                    distinguished by the pleasure of lovemaking (Pari.
                    11:31–40)

            

            ‘wedlock, that lowlier phase in
                life’—the text reads kaikol karpurrena, which is
                glossed as

            
                to take on marital fidelity which
                    is lower (Pari. 11:31–40)

            

            Here, the poem refers to kalavu
                (premarital) clandestine love and karpu, marital fidelity. The former is
                often praised as a situation unique to Tamil culture. For instance, in his notes on
                the Paripāṭal, Swaminatha Aiyar writes,

            
                The discussion of poetics is
                    unique to Tamil grammar, and within Tamil poetics, the treatment of kalavu is
                    unique. This can be seen from the following examples: the poet Kapilar, who
                    takes it upon himself to educate the Aryan king Pirakattan on the nuances of
                    Tamil, sang the Kuriñcippattu—a poem which speaks
                    about the clandestine union between lovers. The relationship between Tamil and
                    clandestine love can be understood further upon studying the Civaka
                        Cintamani, and Naccinarkkiniyar’s commentary of this text.
                    There, Naccinarkkiniyar glosses inramiliyarkaiyinpam [the natural pleasure of
                    sweet Tamil] as iniya tamil kuriya iyarkaippunarcciyakiya inpam [the pleasure
                    from natural
                        13
                     union spoken of by sweet Tamil]. Similarly, in the commentary on
                        Kalaviyal, it is said ‘The name Kalaviyal
                    obtains from its [kalavu’s] pre-eminence. How so? It is the intention
                    of this author to declare that between the two kinds of conduct observed between
                    lovers, viz., kalavu and karpu, kalavu is superior.’

            

            The ninth
                    Paripāṭal poem declares this in more explicit
                terms.

            
                O you men wise in the unwritten
                    speech! 
You who illustrate the glory of the four Vedas 
reciting them
                    tunefully! 
Listen to that which is superior. 
Amongst desires, it is
                    that that which is fuelled by love— 
sexual union between those
                    united by their love. 
(Paripāṭal
                    IX:12–15)

            

            Commenting on these lines, Coma.
                writes,

            
                [by addressing those who recite
                    Vedas] the poem refers to those wise in the Northern tongue—a language
                    not distinguished by poetics. Since Vedic recitation is distinguished by the
                    mode of chanting, he [the poet] says ‘reciting them
                    tunefully’; ‘unwritten speech’ refers to the Veda.
                    ‘Wise in the Vedas’ is implied. The idea is,
                    ‘Since your language does not have this superior aspect, listen to my
                    words.’ Best among sexual desires is the desire which accompanies
                    love. Desire without love includes kaikkilai [infatuation for a girl who is
                    still unaware of her sexuality], peruntinai [love which violates rules dictated
                    by custom], the false embraces of women who seek wealth, etc. These are called
                    kamakkamam [those that spring from sexual desire alone] (Coma.
                    9:12–15)

            

            Lines 81–90

            The Vaiyai is compared to a woman who is
                now married and observes chastity.

            
                O Vaiyai! Like those women
                    beautiful as peacocks who were united with their lovers in secret; and who now
                    have given it up favouring that lowly state of chastity, it is a disgrace for
                    you to leave your birthplace, the mountains, and go by yourself to your
                    hero’s home, the sea (Pari. 11:41–44)


                While it is appropriate for women
                    to elope with their husbands, it does not befit a woman to go alone to her
                    husband’s home (Coma. 11:41–49)

            


            Lines 91–96

            This is a common description in
                caṉkam poetry. The lovers elope and the woman’s family confronts
                them in the wastelands (curam).

            Lines 103–04

            
                The swords and lances are made
                    from pith, etc. (Pari. 11:50)

            

            Lines 109–11

            
                [They muddy the waters] by
                    leading these animals into the swirling waters (Pari.
                    11:52–53)

            


            Lines 123–24

            ‘the one who captures
                horses’—a reference to the
                Pāṇṭiyaṉ king.

            Lines 101–24

            
                The above lines describe the
                    festivities during the rainy season [that is, the months of avani and
                    Purattaci]. In the following, early summer [that is, the months of Cittirai and
                    Vaikaci] will be described (Pari. 11:54–59)

            


            Line 126

            ‘breasts like
                mountains’—the text uses the phrase varai akam
                (mountain chest). We read it as an elliptical compound where the sign of comparison
                is implied. Coma. proposes an alternative reading: ‘breasts with
                figures drawn on them’ (Coma. 11:62–71).

            In this case, the phrase varai
                    akam is to be understood as an elliptical compound with varai
                being the verbal root (‘to draw’).

            Lines 133–35

            
                Making love like the Nakas [a
                    class of celestial beings] who have accrued merit, owing to their virtuous deeds
                        (Pari. 11:62–71)

            

            These lines convey the idea that men and
                women on the riverfront enjoy pleasure worthy of celestial beings.
                Naka—likely from the Sanskrit naka, which means
                heaven.


            Lines 131–39

            
                thus showing that this river [the
                    Vaiyai] is a place where pleasure is derived from all five sensory perceptions
                        (Pari. 11:62–71)

            

            Lines 140–43

            These lines also convey the meaning that
                the men and women riding boats on the Vaiyai resemble the celestial beings riding
                chariots in the sky.

            Lines 144–46

            In lines 121–22, the muddy
                river is compared to a battlefield while lines 140–43 imply that the
                waters of the river are clear. These lines clarify this apparent contradiction. See
                also, the annotation for lines 101–24.

            Lines 151–56

            Pari. identifies Pirkulam with
                Markali, a lunar month in the Hindu calendar.

            
                [When] the rainclouds no longer
                    resound with thunder, during early winter, when the sun does not scorch and when
                    [the world] shivers in cold, in Markali, the month of the last rains, on the day
                    of Tiruvatirai when the moon is large with its blemish … Since Atittan
                    [the Sun] resides in Puttatam [lit. flower-pond], Tiruvatirai being a full moon
                    day, he [the poet] refers to the month Markali when this happens as Kulam [lit.
                    pond] (Pari. 11:74–77)

            

            Tiruvatirai,
                Atirai—Betelgeuse, a star in the Orion constellation. It is the
                sixth lunar mansion in Hindu astronomy. According to Swaminatha Aiyar, Puttatam
                refers to Punarppucam (a star in the Gemini constellation).

            Lines 157–59

            
                The priests who know the Akamas
                    [scriptures] begin the festival of the God who is the deity of the Tiruvatirai
                    star (Pari. 11:78)

            

            This is a reference to the god Siva; see
                annotation for line 3.

            Lines 163–74

            Ampavatal—the name of
                a religious observance. According to Pari., it is performed by young women
                with their mothers and hence the name; ampa—mother (from the
                Sanskrit amba) and atal—bath.

            
                With the elderly Brahmin women
                    who know the rites showing them how to observe the rites, the maidens who
                    observe Ampavatal bathe at dawn in the cold winter. And as the chill wind blows
                    on the sands along the flowing waters, they go round the flames stoked according
                    to the ways of the Vedas, by Brahmins who reside on your banks. There, these
                    finely decorated women dry their wet clothes in those flickering flames. O
                    Vaiyai! The oblations the Brahmins offer to the fires befit you (Pari.
                    11:81–87)

                Tainniratal [the ritual bath
                    during the months of Markali and Tai] is called Ampavatal, as it is done (by the
                    young women) with their mothers (Pari. 11:81)

            


            By saying that the oblations offered to
                the sacrificial fires suit the fire, the poem suggests that the Vaiyai is as sacred
                as the sacrificial fire. This idea is stated again subsequently; see, for a
                comparison, lines 184–91.

            Lines 177–79

            The little boys are called
                    malapulavar (lit. child poets).

            
                By malapulavar are meant small
                    boys who have just begun their studies (Coma. 11:88–92)

            

            In our translation, we used the phrase
                ‘pretending they are poets’, since the poem refers subsequently
                to little girls who pretend they are older women.

            The poem uses the phrase
                    maiyatal in describing the young boys’ sport. Mai is
                the ink used in darkening the palm leaves used for writing; atal is
                play.

            
                maiyatal—practising to
                    hold texts such as the alphabet written on palm leaves darkened by ink.
                    Understand that the ancients called the practice of holding palm leaf
                    manuscripts maiyatal. Mai [ink] stands for the palm leaves that are smeared with
                    it. Or, it can be understood as follows: the act of smearing the palm leaves
                    with ink so as to make the letters legible. Today, this practice is called
                    cuvati tukkutal (Coma. 11:88–92)

            

            Lines 180–83

            
                Since the innocent girls are not
                    aware of clandestine union and their sport is devoid of sexual desire, he [the
                    poet] says poiyyatal atum [playing make-believe] (Pari. 11:89)

            

            Lines 184–91

            The poem suggests that the virtues of the
                ceremonial bath in the Vaiyai during the month of Tai are superior to the merits
                earned by fire sacrifices. Implicit is the idea that one has to have earned such
                merits in previous lives before being blessed with the opportunity of bathing in the
                Vaiyai. Hence Coma. says, ‘is it because they [the young women]
                gained these merits in previous lives’ (Coma.
                11:88–92); see, for a comparison, lines 163–74.

            Pari.’s commentary on
                these lines is incomplete.

            Lines 207–10

            
                The two blue flowers on her ears
                    resemble eyes; in addition to her natural eyes, she now looks like she has four
                    eyes (Coma. 11:93–105)

            

            Lines 211–14

            
                The mark of the tilakam, being
                    red, resembles fire which is the eye on her [the goddess’s] forehead
                        (Pari. 11:99)

            

            Tilakam most likely refers to
                the vermilion mark on women’s foreheads commonly seen in south India even
                today.

            Lines 242–45

            
                People say, ‘O waters
                    of the Tai month! Unlike those red waters [in the rainy season], you are clear.
                    Hence, you are fit for our sport’ (Pari. 11:115)

            

            Lines 246–52

            Given the context of this stanza and the
                next (lines 253–56), the word ‘lovers’ (in both
                stanzas) is to be understood as referring to husbands.


            ‘Excellence’—the poem uses the word
                    viluttakai, which Pari. glosses as viru or
                excellence, pre-eminence, etc. (Pari. 11:117); Coma. writes:
                ‘viru, that is, beauty unmatched by another’ (Coma.
                11:115–21).

            Lines 253–54

            
                Since women are like flowers and
                    men are like bees, he [the poet] says, ‘like bees seeking other
                    flowers’ … The analogy implies that the women say,
                    ‘may our husbands never desert us for their lovers’
                        (Coma. 11:115–21).

            

            Lines 257–60

            ‘twilight of our
                days’—the poem uses the phrase elkaru (lit. the seventh
                stage).

            
                The seventh stage, viz.,
                    perilampen; the seven stages [in a woman’s life] are petai, petumpai,
                    mankai, matantai, arivai, terivai, perilampen. Since the women who pray thus
                    belong to the third stage, their prayer should be understood to mean,
                    ‘may we always retain the youth of this stage’
                        (Coma. 11:115–21)

            

            petai—a girl between
                the ages of five and seven. This word is often used to mean
                ‘simple’ or ‘innocent’.

            petumpai—a girl
                between the ages of eight and eleven.

            mankai—woman; a girl
                between the ages of twelve and thirteen.

            matantai—woman; a
                girl between the ages of fourteen and nineteen.

            arivai—a woman
                between the ages of twenty and twenty-five.


            terivai—a woman
                between the ages of twenty-five and thirty-one.

            perilampen—a woman
                between the ages of thirty-two and forty. The word perilamai usually means
                middle age.

            ‘never call us
                old’—the poem says kilavar kilaviyar ennatu.

            Lines 261–99

            
                she [the heroine’s
                    companion] now describes an onlooker pointing to things that captivate him
                        (Pari. 11:121)

            

            Lines 268–77

            The image of bees buzzing around
                honey-laden flowers is commonly used in Tamil literature. In caṉkam
                poetry, this image usually refers to men seeking women’s love. Here, the
                poem says (see lines 253–56) that the bees are undeterred even though the
                women flick them away.

            Line 272

            ‘blue
                honey’—the text uses the phrase niney
                (nila—blue; ney—honey). Pari. glosses
                the line saying,

            
                women wearing garlands with
                    flowers containing blue-coloured honey (Pari. 11:124–25)

            

            Coma. writes,

            
                blue-coloured honey refers to
                    aged and mellow honey. That such honey is blue in colour and is called ori can
                    be inferred from a reference to it in the Malaipatukatam
                        14
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            Lines 279–80

            The poem qualifies
                    pālai (line 280; the name of a melody) by saying kural
                    konta kilaikku urra ulai … pālai. We do not understand
                this completely. Kural, tuttam, kaikkilai, ulai,
                    ili, vilari and taram are the names of the seven
                fundamental tones in Tamil music.

            Pari. writes,

            
                the marutam melody which derives
                    from the arumpālai melody which has for its first note the ulai, which
                    note is the fifth of ili, which [in turn] is the fifth of kural (Pari.
                    11:126–27)

            

            Line 287

            ‘yama
                melody’—we followed Pari. in translating this line. The
                original does not mention the name yama, and instead refers to
                ‘the melody which only has a pan but not a tiram’.

            paṇ is a heptatonic
                melody from which tiram—a pentatonic melody—is believed
                to be derived. The commentator says,

            
                the melody which has a pan but
                    not a tiram—yama melody which arises in vilarippālai [the
                    name of a melodic scale]—singing that to accompanying rhythm
                        (Pari. 11:128)

            

            Line 300

            
                Having described the ceremonial
                    bathing during the month of Tai thus, she [the heroine’s companion]
                    now addresses the Vaiyai in the hero’s hearing (Pari.
                    11:133)

            

            Lines 304–08

            Both Pari. and Coma.
                understand the reference to ‘love for young women not in full
                bloom’ as indicating kaikkilai—the name given in the
                Tamil literary tradition to the feeling of desire (felt by a man) for a girl who is
                not sexually aware. Within the tradition, only a man can be portrayed as indulging
                in this sort of love.

            
                By ‘love for young
                    women not in full bloom’ is meant the desire for a young girl who does
                    not know passion and the affliction caused by it which knows no remedy. Refer to
                    the earlier lines that describe an onlooker captivated by the beauty of a young
                    girl saying to himself, ‘Look at the beautiful woman, / who smites
                    those who behold her’ [lines 261–62].


                Since the book says,
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                ‘Suffering from
                    distress which knows no remedy 
from love for one who knows no passion,
                    
arguing the good and the bad 
with her and her consorts, 
not
                    receiving a word in return—yet 
talking to oneself and deriving
                    happiness— 
these are the signs of kaikkilai’

                thus [the reference to kaikkilai
                    is justified] (Coma. 11:134–40)

            

            Lines 309–15

            ‘because of our past
                virtue’ (line 311)—munmurai ceytavattin immurai
                    iyaintem translates as ‘we enjoyed this [the ceremonial bathing
                in the Vaiyai] because of the austerities we observed in the past’. Both
                    Pari. and Coma. understand ‘past’ in this
                context to mean ‘previous births’; see, for a comparison, lines
                184–91.

            ‘Again’ (line
                315)—here, again, the poem uses the word murai; marumurai
                    amaiyattum iyaika or ‘may we obtain this in the future
                too’. Pari. understands ‘future’ to mean
                ‘future births’.

            Paripāṭal
                XII

            Poet: Nalvalutiyar

            Music: Nalvalutiyar

            Melody: Pālaippaṇ

            Swaminatha Aiyar notes the suffix
                    valuti in the poet’s name and suggests that he may have
                belonged to the Pāṇṭiyaṉ clan. The name
                    valuti refers to the Pāṇṭiyaṉ
                kings.

            According to the colophon, the poem is
                to be understood as words spoken by the heroine’s female companion, who
                addresses the river Vaiyai. She describes the joyous scenes at the riverfront during
                the rainy season and tells the Vaiyai, ‘he [the hero] does not even think
                about you who bestow so much joy’. The implication is that the hero has
                forgotten the heroine. It is understood that the hero (being in the vicinity) hears
                these words. Within the literary convention of old Tamil poetry, this is called
                    iyarpalittal, a theme where the heroine’s companion belittles
                the hero’s qualities. As with some of the other Vaiyai poems, the poem can
                be read without attempting to fit it to this situation.

            Lines 1–6

            
                Clouds struck by wind spread
                    light and darkness alternately, and surround caiyamalai in clusters
                        (Pari. 12:1–2)

            


            The reference to caiyamalai in the
                commentary is unclear. The word caiyam is often used in the sense of
                ‘mountain’ as is the word malai.

            Lines 7–14

            These lines describe various trees being
                washed away by the floodwaters. ‘Nakam … fearsome with its shiny
                spots’—the poem refers to a tree called nakam. However,
                the word also means ‘cobra’ and the poet plays on this
                ambiguity. Pari. justifies this poetic device in his commentary, citing
                similar examples from the literature.

            The naming of trees and flowers carried
                by the floodwaters is a common theme in the Vaiyai poems. Carrying trees, roots and
                flowers, the waters look colourful and exude a multitude of smells. See, for
                example, lines 152–60 in this poem.

            Lines 26–27

            
                removing sandalwood paste from
                    their bodies and smearing them with the smoked paste of akil (Pari.
                    12:13–14)

            

            Akil refers to the fragrant
                eaglewood tree. From the many references to akil paste in these poems, it would seem
                that people smeared themselves with smoked akil paste and bathed in the river.

            Lines 28–29

            This is one of the five modes of dressing
                a woman’s hair, mentioned in the literature. According to Coma.
                (12:9–18) who quotes from an old lexicon, the five different modes are
                    kontai (tuft at the side of the head), kulal (curls),
                    paniccai (locks), muti (tuft on top of the head),
                    curul (braided locks). The word aimpal (five-moded) is often
                used in Tamil poetry to describe women’s hair.

            Line 31

            The text uses the word puttakam,
                which the commentator says is a ‘putavai [sari] appropriate for
                bathing’ (Pari. 12:17)

            Lines 36–40

            The text uses three different words,
                    vannam, tecu and oli, to describe the lustre on the
                women’s faces. According to the commentator they are, respectively,

            
                natural beauty, artificial beauty
                    and the colour that comes from sexual union (Pari.
                    12:20–21)

            

            Line 41

            
                Eating betel nut flavoured with
                    five different kinds of spices (Pari 12:22).

            

            The commentator of the Tamil epic, the
                    Cilappatikaram, specifies the five kinds of aromatics used to flavour
                betel nut. They are clove, cardamom, camphor, nutmeg and cubeb (a kind of pepper
                called valmilaku in Tamil).

            Line 49

            O-canai is a unit of distance
                measuring approximately thirteen kilometres. The word derives from the Sanskrit
                    yojana.


            Lines 1–65

            
                The advent of the Vaiyai is
                    described thus. In the following, the poet describes the joys of the water sport
                    by describing what the onlookers see and hear (Pari.
                    12:34–35)

            

            Lines 66–67

            Tirumunrurai—the name
                given to the shallow waters (bathing area) of the Vaiyai. Pari. reads
                    munrurai as turai mun, ‘in front of the bathing
                area’ (Pari. 12:36–44).

            We chose not to reorder the phrase and
                read it as the name of the shallow waters; see, for a comparison,
                    Paripāṭal VII:159.

            Lines 71–81

            
                We could only hear snippets. Why?
                    He [the poet] gives reasons. The reason for that is this. Look at the beautiful
                    women dancing to the music of well-tuned flutes, measuring the rhythms of the
                    mulavu, mattari, tatari and tannumai drums with their slender forearms
                        (Pari. 12:36–44)

            

            The idea is that the onlookers were
                distracted both by the sound of the music and the sight of the beautiful women
                dancing, and hence could not listen carefully to the conversations taking place
                around them.

            Line 83

            ‘After enjoying her beautiful
                shoulders’—this is a common expression in old Tamil, which means
                ‘after enjoying her embrace’.


            Lines 90–95

            
                Standing in the crowds, looking
                    at the round breasts of one who is slender as a vine, he has a tender heart and
                    a fickle mind (Pari. 12:50–51)

            

            Line 96

            The text reads corintatuum, the
                meaning of which is unclear in context. We follow Coma. who reads it as
                    corintatuum, ‘bestowed’ as flowers, gifts, etc.

            Line 110

            The poem does not specify if indeed the
                man and woman were husband and wife. We follow Pari. who makes this
                assignment in the commentary.

            
                Seeing a beautiful woman casting
                    her nectar-like looks on her husband (Pari. 12:57–60)

            

            Lines 155–60

            These lines name the flowers carried by
                the rushing waters of the river. Kurukkatti, common delight of the woods,
                is also known as matavikkoti.

            Lines 169–72

            Pari.’s commentary is
                not available. The text uses the word kalila in describing the waters. The
                word usually means ‘to shine or to be lustrous’. Coma.
                understands it as ‘muddied’, and further adds,


            
                the waters are muddied in the
                    morning because of people bathing in the river. It indicates how popular bathing
                    in the river was (Coma. 12:77–86)

            

            We chose this reading, as it is more
                appropriate in the context of the lines that follow.

            Lines 184–90

            Pari. glosses these lines
                as,

            
                she raised her forearm and
                    adjusted the flowers in her hair to look beautiful. By this gesture, know this
                    good man to be her husband. Look at this sight! (Pari.
                    12:90–92)

            

            and further adds,

            
                this is a gesture since she makes
                    him notice her limbs that bind his heart (Pari.12:90–92)

            

            Coma. says,

            
                by ‘limbs that bind his
                    heart’, her breasts are indicated. Since the beauty of the breasts is
                    enhanced when a woman raises her hands high and adjusts the flowers on her head,
                    she did so. This is the idea (Coma. 12: 87–92)

            

            Line 191

            ‘the old city’ refers
                to Maturai. See also, line 205.


            Paripāṭal
                XVI

            Poet: Nallaliciyar

            Music: Nallacutanar
                    16
                

            Melody: Notiram

            The colophon reads this poem as the
                heroine’s female companion refusing entry to the hero (husband), who is
                trying to win the affections of the heroine (wife). The heroine’s
                companion describes the scenes at the river, and implies that she and the heroine
                know that the hero bathed in the river with his mistresses. The same situation,
                called vayil maruttal—refusing entry to an unchaste
                husband—is exemplified in Paripāṭal VI.

            Following the colophon, Pari.
                comments on the setting of the poem at various places, indicating the identities of
                the speaker and the listener.

            Lines 16–18

            ‘headdresses’
                translates muñcam—an ornament worn over the crown of the
                head by children. The poem describes these children as tinai piri putalvar,
                a phrase which Pari. glosses as ‘children who have left their
                homes’, that is, children who are in the river by themselves.

            Lines 20–21

            The dark lines in the whites of
                women’s eyes are considered beautiful.



            Lines 23–28

            
                The phrases ‘carrying
                    blooming flowers’ and ‘full of lustrous water’
                    apply to a field, as well as a dancer’s stage. In the case of the
                    field, these phrases are to be understood as ‘being full with shining
                    water carrying blooming flowers’ and for a dancer’s stage
                    as, ‘filled with flowers and water scattered for the putar [gods]
                    during the kamalavarttanai rite’ (Pari. 16:11)

            

            kamalavarttanai—the
                gesture of the lotus.

            
                kamalavarttanai—the
                    sign of a lotus shown by dancers when they take the stage. Since the first
                    gesture the dancers perform with their hands is this sign of the lotus, this
                    rite is called kamalavarttanai. It is also called kamalavattanai or vattanai.
                    This is understood from Naccinarkkiniyar’s commentary on the
                        Civaka Cintamani where he says, ‘placing their right foot
                    first as they step on the stage, positioning themselves near the right pillar,
                    showing the gesture [of the lotus] is called kamalavarttanai’
                    … and regarding the offering of flowers during this rite to the putar,
                    gods of the four varnas, Atiyarkkunallar writes in his commentary on the
                        Cilappatikaram, ‘and constructed in this way as the texts
                    describe is the stage. And there, painting [on the backdrop of the stage], the
                    gods of the four varnas—antanar [Brahmins], aracar [Kings], vanikar
                    [Merchants] and cuttirar [Sudras] for all to praise and pray’
                        (Coma. 16:11–19)

            

            Line 40

            Spraying with water, and the use of
                squirts in water games; see, for a comparison, Paripāṭal
                VI:71–72.

            Lines 40–63

            
                These lines are to be understood
                    as the [heroine’s] female companion’s words. Addressing the
                    hero who wishes to regain the favours of the heroine, the heroine’s
                    companion describes the scenes in the water to make him aware that she and the
                    heroine know that the hero sported in the water with his mistress. Since it is
                    not appropriate [in a poem] to describe a heroine or to banter with the hero in
                    such vulgar terms, it should be realized that the poem refers here to a mistress
                        (Coma. 16:20–31)

                These and the following lines
                    refer to the mistress (Pari. 16:20–31)

            

            Line 57

            ‘nor wiping away’
                translates kuruti tutaiya. The verbal participle tutaiya can also
                be read as ‘wiping away the blood-red water’ (Pari.
                16:20–31). But we chose to retain the negative sense, since it reinforces
                the hero’s haste in making love to the mistress, as implied in the
                previous line, ‘not drinking the fruit liquor’.

            Lines 71–73

            ‘The Vaiyai resembles the
                Kankai, / which flows in the sky’—the reference is to the river
                Ganges which, according to Hindu mythology, flows in the sky before falling to
                earth.

            Lines 93–97

            The hero’s chest is compared to
                the mountain and the musk paste to honey.


            
                Like the honey which drips on the
                    hillsides when the bamboo, bent on account of the cold, springs up as the mist
                    clears and attacks [the honeycombs where honey is stored] (Pari.
                    16:39–46)

            

            Lines 104–18

            
                The heroine’s companion
                    says all this (viz., lines 1–103) describing the bathing scenes. Now,
                    apparently addressing the Vaiyai, she refuses entry to the hero (Pari.
                    16:48–49)

                So that the men and women who
                    bathe in you wearing garlands and fragrant flowers enjoy the fruits of their
                    acts of benevolence; so that their offerings to you such as golden fish, the
                    pastes they smear on their bodies, their garlands, the thick smoke that dries
                    wet clothes and the food they offer you, never diminish—may the rains
                    never fail. May the waters from the rains never recede (Pari.
                    16:50–55)

            

            Paripāṭal XX

            Poet: Aciriyan Nallantuvanar
                    17
                

            Music: Nallacutanar

            Melody: Kantaram

            According to the colophon, the poem is
                to be understood as the words of a bard. The hero is away from his lover and she is
                distressed. Unable to withstand it, she sends the bard as her messenger. The bard
                describes the advent of the rainy season, the coming of the river and the
                festivities at Vaiyai.



            Line 9

            ‘speckled
                forehead’—the text reads punutal and the adjective
                    pu can either mean ‘spot’ or
                ‘lustrous’ in this context. We follow Pari. who glosses
                    pu as pukar, meaning ‘spot’
                    (Pari. 20:1–5). Spots on the forehead are taken to be
                indicative of an elephant in rut.

            Line 12

            
                To indicate the fury of the rain,
                    he [the poet] says it washed the bloodstains away (Pari.
                    20:1–5)

            

            Lines 26–29

            These lines describe the smells of the
                river; see, for a comparison, Paripāṭal
                VII:47–51.

            Lines 33–36

            
                The people love the smell of the
                    warm waters that mingles with the natural smells of the lush gardens on the
                    banks of the river, and the parai drums were sounded in each and every town
                        (Pari. 20:12–19)

            

            Line 36

            The coming of waters and the sounding of
                the parai drums—see, for a comparison,
                    Paripāṭal VI:57, X:13.

            Lines 37–41

            The text does not refer to channels on
                the walls of the city and only says ‘the sound of water flowing on the
                walls’. We followed Pari. who writes,


            
                people wake up to the sound of
                    the water flowing along the channels on the walls (Pari.
                    20:12–19)

            

            The poem mentions channels explicitly
                later; see lines 237–38.

            Lines 55–59

            
                Reaching the waters at the high
                    neck of the sandy hills, on the banks decorated by sand houses built by little
                    girls, and where bees hum (Pari. 20:12–19)

            

            Lines 60–63

            Those who did not leave their homes in
                haste could not reach the banks of the Vaiyai, as the way to the river was too
                crowded. So, they stand on the streets feeling sorry for themselves.

            Lines 78–81

            The poem does not specify who thinks
                ‘Surely, she must be the other woman’. Pari. attributes
                the words to the heroine’s friends (Pari. 20:27–36).
                Similarly, in line 80, the poem does not mention who speaks. Coma. reads
                this line as the heroine’s friends saying,

            
                Look at this thief’s
                    face burning in shame. Surely, they must be his wife’s jewels
                        (Coma. 20:27–36)

            

            Pari.’s commentary on
                lines 80–81 is not available.

            We used the word
                ‘thief’ which translates kalvan. Calling the hero a
                    kalvan is unusual in caṉkam poetry.


            Lines 101–46

            These lines are spoken by the
                heroine’s companion who answers the question ‘Why this
                pursuit?’ (line 97).

            ‘trough’—Coma. follows Pari.
                and says,

            
                a trough which befits those who
                    seek only sensual gratification; that is, those lustful ones who are possessed
                    of animal passion and do not know love (Coma. 20:48–54)

            

            Lines 113–14

            ‘to plough the
                land’—the text uses the word mutucati; mutu
                means old, and in this context it means ‘well worn’ or
                ‘well used’; cati or cal is the word for the
                furrow or the track made by the farmer while sowing grain. Leaving nothing to the
                reader’s imagination, Pari. writes,

            
                since it has been ploughed many
                    times, he [the poet] calls it mutucati (Pari. 20:54)

            

            Line 120

            ‘for those who come to
                you’; the text uses the word ittar, which Pari. glosses
                as ‘those who bestow gifts on you’ (Pari.
                20:55–58).

            Line 121

            ‘our
                ornaments’—in caṉkam poetry, the heroine’s
                female companions often use the personal possessive pronouns while referring to the
                heroine’s lover, her possessions, etc.

            Lines 124–39

            
                Looking everywhere for the ox we
                    lost [and finding it here], we bring it here for all these women to see, to


                the cattle-stall which is the
                    Vaiyai, to threaten and strike it, to whip it with our garlands. We pursued you
                    to this gathering where our case will be argued, for everyone to know that this
                    is indeed our ox (Pari. 20:58–63)

            

            Line 136

            ‘gathering’; see, for
                a comparison, line 148.

            Lines 143–46

            The heroine’s companion implies
                that merely by wearing the heroine’s necklace the other woman cannot
                pretend to be as virtuous as the heroine or cannot claim the hero’s
                affections rightfully.

            Lines 151–53

            
                Do not anger the one who, by her
                    chastity, can eliminate sins by her mere thoughts (Pari.
                    20:64–70)

            

            Lines 165–66


            ‘Your
                Excellence’—‘The implication is “you are of
                noble character. So, you are not likely to know this”’
                    (Pari. 20:70–73).

            Lines 170–72

            The original text is unavailable. We used
                    Pari.’s commentary to reconstruct these lines.

            Lines 176–77

            The implication here is, ‘I
                know who you are. So, don’t talk too much.’


            Lines 182–84

            We followed Pari. in our
                translation. An alternative reading would be,

            
                If you told the truth 
about
                    who gave them to you 
you may then argue with us.

            

            Lines 196–220

            These lines are spoken by the women who
                witness this altercation.

            Lines 195–201

            These lines are addressed to the other
                woman.

            Lines 202–20

            These are addressed to the heroine.

            Lines 218–20

            
                In saying ‘contained in
                    one place’, she [the speaker] says, ‘is it possible for
                    men’s passions to be directed only towards their chaste wives? No, it
                    is not’ (Coma. 20:86–95)

            

            Lines 228–31

            Lily buds that are closed like hands
                … clusters of lilies that look like the cobra with its hood raised in
                anger (Pari. 20:98–107)


            Lines 237–43

            The poem compares the walls of the city
                to an elephant and the channels to the elephant’s trunk.

            Lines 244–47

            The text reads namamar utalu natpun
                    tanappum. Following Coma., we read nam as accam,
                fear. However, he construes ‘fear’ only with tanappu,
                separation:

            
                Mixing liquor and love which is
                    union, quarrel and separation which we fear (Coma.
                    20:108–11)

            

            Paripāṭal
                XXII

            This is the last poem in the
                    Paripāṭal manuscript that was made available to
                Swaminatha Aiyar. The poem is incomplete, as is the commentary. Consequently, we do
                not know the names of the poet and the music composer. In translating this poem, in
                addition to the available text, we also used Swaminatha Aiyar’s summary of
                the (available parts of the) poem, and Coma.’s
                reconstruction.

            Line 4

            ‘lord of the
                mountains’—the text uses the word poruppan, which means
                king of the hills. Most scholars understand the word poruppu (hills) in
                this poem as referring to the Potikai hills in the southern part of the Western
                Ghats, a place under the sovereignty of the
                Pāṇṭiyaṉ kings.


            Lines 39–42

            In the Tamil literary tradition, men are
                often described as powerful as the god Murukan and as beautiful as Matanan (the god
                of love).

            Lines 54–60

            Coma. reorders the text and
                reads these lines as,

            
                the beautiful sight of the men
                    and women 
where the Vaiyai meets its banks 
do they adorn the lovely
                    Vaiyai 
or does the Vaiyai adorn them? 
Those 
watching 
and
                    pondering 
cannot tell. (Coma. 22:26–35)

            

            We preferred to maintain the order of the
                lines in our translation. The reference to the river meeting its banks can also be
                read as an allusion to the union between lovers.

            Line 64

            ‘the yal with its sultry
                    notes’—Pari. glosses this phrase as ‘the
                sounds of the popular PāLaippaṇ melody played on the
                yal’ (Pari. 22:38). It is likely that this poem was set to music
                in this melody.

            Paripāṭal
                Compilation [Tirattu]

            This poem is from Ilampuranar’s
                commentary on the Tolkappiyam. Details about the poet, music composer,
                etc., are not known. Both the structure and content of the poem make it evident that
                it belongs to the Vaiyai songs in the Paripāṭal, and
                Swaminatha Aiyar included this poem under the section on Paripatarrirattu,
                which includes poems culled from examples found in various commentaries and the
                    Purattirattu. Swaminatha Aiyar published eleven such
                    Paripāṭal poems in the Paripatarrirattu, of
                which four are Vaiyai poems. Of these, three are incomplete with less than four
                lines available. Only one poem is available in full, which we have translated
                here.


            The structure of this poem is similar to
                the other Vaiyai poems. The poem begins with a description of the river’s
                advent, following which there is a detailed description of the people of Maturai
                making their way towards the river.

            Line 13

            ‘happy foot
                soldiers’—see, for a comparison,
                    Paripāṭal VI: 75–76.

            
                this should be understood to mean
                    ‘having the enthusiasm of the rank and file of an army’;
                    that is, each desiring to be the first [to reach the river]. Note that in the
                    sixth Vaiyai poem, the learned commentator Parimelalakar says, ‘crowds
                    of people behaving like the troops of an army’ and glosses the phrase
                    tucittanmai as ‘marching forward’ (Coma.
                    5–10)

            

            Lines 14–15

            
                market, that is, a market where
                    bathing accessories are sold. Such accessories include weapons made of pith,
                    golden fish, crabs, etc., garlands and perfumes. That such a market existed can
                    also be inferred from a reference in Perunkatai
                        18
                    
                    (Coma. 5–10)

            

            Lines 16–31

            
                Wearing garlands and flowers,
                    exquisite clothes and perfumes, with their curls and braids, men and women
                    decorate themselves; of these, the women ride elephants and the men ride
                    alongside them on their horses; some ride chariots and covered carts, and others
                    gather their families so that they do not get lost [in the crowd]
                        (Coma. 11–18)

            

            Line 45

            
                chaste women who do not
                    transgress their husbands’ words (Coma. 19–27)

            

            Line 47

            ‘rider of the golden
                chariot’—this is a reference to the
                Pāṇṭiyaṉ king. This poem is unique in that it
                mentions the Pāṇṭiyaṉ king bathing in the
                river along with his subjects (see also, lines 173–77).

            Lines 1–49

            
                These words are said to the hero
                    by the heroine’s female companion who describes the advent of the
                    Vaiyai and the people approaching the river. In the following, she indicates
                    that the heroine is aware that the hero bathed in the river with his mistress,
                    and by way of referring to others’ conversations, she refuses entry to
                    the hero (Coma. 19–27)

            

            Lines 54–56

            ‘other women bathing in
                secluded places’—Coma. understands this as an allusion
                to the hero’s mistresses.

            
                Having heard that the hero bathed
                    in the Vaiyai with his mistresses, the heroine’s friend imputes this
                    [that is, this act of infidelity] to the river. By saying that husbands bathed
                    in the river with their wives, she points out that he did not do so …
                    In the following, she alludes to another incident which happened when the hero
                    bathed with his mistresses (Coma. 28–33)

            

            Lines 63–67

            A man places his garland in the river and
                the flowing waters carry it to a woman who picks it up and wears it. The poem does
                not identify the principal characters.

            
                Bathing in the river with his
                    mistress, a man sees his concubine there and places his garland surreptitiously
                    in the river, as his gift to her [the concubine]. The concubine takes the
                    garland and places it on her head, which the mistress sees (Coma.
                    34–40)

            

            Lines 74–80

            
                These words are spoken by the
                    mistress. In the following lines, she rebukes the hero thus (Coma.
                    34–40)

            


            Line 83

            ‘for lovemaking
                alone’:

            
                this phrase indicates that the
                    woman who took the garland was the concubine (Coma.
                    41–45)

            

            Lines 84–86

            According to the poem, the man desires
                the other woman’s breasts and places his garland on the waters which carry
                it to her. So, the speaker says that the other woman’s breasts, the man
                and the waters were all responsible for the woman getting the garland.

            Line 90

            ‘Pañcavan’—Pāṇṭiyaṉ
                king; Swaminatha Aiyar says,

            
                according to some, he [the
                    Pāṇṭiyaṉ king] is called thus because he
                    rules over all five types of land [pañca—five]

            

            The five different kinds of landscapes
                that are invoked in caṉkam poetry are: a)
                kuriñci—mountainous; b)
                pālai—barren or wasteland; c)
                mullai—forest or pastoral; d)
                marutam—agricultural or riverine; and e)
                neytal—littoral.

            Lines 103–10

            Coma. assigns these words to the
                heroine’s companion who speaks to the hero.

            
                The heroine’s companion
                    says, ‘The lady is aware of what you did [in the Vaiyai] and is angry
                    with you. So, I will not consent to being your
                    messenger.’ By referring again to the man described previously [who
                    placed his garland in the waters of the Vaiyai], the heroine’s
                    companion refuses entry to the hero (Coma. 51–57)

            

            Lines 106–07

            
                this terrible deed causes the
                    heroine to quarrel [with her husband]. Merely thinking about it leads to great
                    sorrow (Coma. 51–57)

            

            Lines 111–20

            ‘These three stanzas elaborate
                the same theme’ (Coma. 57–63). Since the river has
                become dirty and polluted because of the people bathing in it, Brahmins no longer
                perform their austerities there; see, for a comparison,
                    Paripāṭal VI:95–101.

            Line 137

            ‘the warring
                one’—the reference is to the
                Pāṇṭiyaṉ king.

            Lines 153–60

            Coma. interprets
                ‘lovers’ and ‘their men’ as
                ‘husbands’.

            Lines 163–67

            The original reads,

            
                paste, fragrant garlands,
                    … but for the hues of these things, the river shows none of its
                    waters’ colour

            


            Line 173

            ‘Maran’—a
                generic name for the Pāṇṭiyaṉ kings.

            Lines 183–87

            The
                Pāṇṭiyaṉ king and his subjects are compared
                to Intiran (the king of celestial beings) who bathes in the celestial river with
                other heavenly beings.



        

    


Glossary



	
acōku

	Indian mast tree




	
akaru

	eaglewood tree



	
akil

	an aromatic substance extracted from
 the bark of the eaglewood tree



	
alli

	white water lily



	
āmpal

	a kind of water lily



	
āram

	sandalwood tree



	
aravintam

	lotus



	
Ātirai

	name of a star in the Orion constellation



	
atiral

	wild jasmine



	
caṇpakam

	a kind of laurel; campaka tree



	
curam

	wasteland, wilderness, forest



	
curapuṉṉai

	a kind of mastwood, popularly known as puṉṉai.



	
Intiraṉ

	the overlord of the celestials (Indra)



	
kallakāram

	an aquatic plant, also called kuliri



	
kaḻunīr

	purple water lily



	
kaṇaviri

	a kind of flower, popularly known as arali (red oleander)



	
Kankai

	the river Ganges



	
kantal

	a kind of water lily



	
Korravai

	a goddess




	
kullai

	wild basil, a shrub



	
kurukkatti

	a kind of flower



	
Kutal

	another name for the city of Maturai



	
kuvalai

	purple lily



	
mallika

	popularly known as malli (jasmine)



	
manai

	clearing-nut tree, also called terramaram



	
Maran

	a name given to the Pāṇṭiyaṉ kings



	
marutam

	In caṉkam poetry, the name very often refers to the agricultural tract. It is also the name of a specific melodic structure (paṇ) associated with this landscape.



	
mattari

	a kind of drum



	
Maturai

	capital city of the Pāṇṭiyaṉ kingdom



	
mauval

	a kind of jasmine



	
mulavu

	a kind of drum



	
Murukan

	a god. The Paripāṭal often refers to Parankunru, a hill near Maturai, as his abode.



	
Naka

	a class of celestial beings



	
nakam

	a kind of tree; the word can also mean ‘cobra’



	
ñalal

	a kind of tree



	
ñemai

	a kind of tree



	
naravam

	a creeper



	
neytal

	a kind of lily



	
ocanai

	a unit of distance, approximately thirteen kilometres



	
pālai

	In caṉkam poetry, this word usually refers to wasteland. It is also the name of a specific melodic structure (paṇ) associated with this landscape.




	
paṇ

	Melodic structure. Contemporary musicologists opine that the paṇ is conceptually equivalent to raga



	
panai

	a kind of drum



	
paṇ

	a musician; the word likely derives from paṇ (see corresponding entry)



	
Pañcavan

	a name given to the Pāṇṭiyaṉ kings



	
Pāṇṭiyaṉ

	one of the triumvirate of kings in early Tamil country (the two others being Cera and Cola)



	
parai

	a kind of drum



	
patiri

	trumpet flower



	
Pirkulam

	the ninth month in the lunar calendar



	
Potikai

	a mountain range in the Western Ghats of India



	
punnakam

	a kind of mastwood



	
Tai

	the tenth month in the lunar calendar



	
takaram

	a kind of tree



	
tannumai

	a kind of drum



	
taram

	a kind of tree



	
tatari

	a kind of drum



	
Tirumarutamunturai     

	the shallow waters (bathing area) of the Vaiyai on the banks of Maturai



	
tuti

	a kind of drum



	
vakulam

	a kind of flower, popularly known as makilam



	
valai

	mastwood tree



	
valai

	a kind of fish



	
valviram

	a kind of tree, popularly known as vilvam (bael)



	
vel

	a kind of spear



	
venkai

	Indian kino



	
vetci

	a kind of tree



	
yal

	a stringed musical instrument



	
yama

	a specific melodic structure (paṇ) played and/or sung late in the night
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            Introduction

            1 The corpus comprises eight anthologies
                and ten long poems.

            2
                Paripāṭal Mulamum Parimelalakaruraiyum, edited and
                annotated by U.V. Swaminatha Aiyar (Madras: U.V. Swaminatha Aiyar Library, 1918;
                1995). Hereafter referred to as Pari.

            3 An old poem describes the original
                contents of the Paripāṭal comprising eight poems on the
                god Tirumal, thirty-one on the god Vel (also called Murukan), one on the goddess of
                the forests, twenty-six on the river Vaiyai and four on Maturai.

            4 A literal translation of this line
                would read, ‘the song that carries graceful music and matchless
                verse’. We read the Tamil word pari as a relative participle,
                ‘to carry’. See Pari. 11:137.

            5 Kaviri or Kaveri (sometimes spelt as
                Cauvery) originates in the Western Ghats of modern-day Karnataka and flows south to
                south-east through Tamil Nadu and into the Bay of Bengal.

            6 For a more detailed discussion, see
                    Poetics of Place in Early Tamil Literature, V.N. Muthukumar, PhD
                dissertation (Berkeley: University of California, 2011); available online at http://digitalassets.lib.berkeley
                    .edu/etd/ucb/text/Muthukumar_berkeley_0028E_11894.pdf


            7 For more details, we refer the
                interested reader to an excellent summary by François Gros: ‘The
                song of the river Vaiyai: Paripāṭal’, in
                    Deep Rivers: Selected Writings on Tamil Literature, edited by M. Kannan
                and Jennifer Clare (Pondicherry: Institut français de Pondichéry;
                Tamil Chair: Department of South and Southeast Asian Studies, University of
                California, Berkeley, 2009), pp. 57–85.

            8 Ibid., p. 75.

            9 Ibid., p. 77.

            10 For more on the Kalabhras and the
                resurgence of the Pantiyas, see K.A. Nilakanta Sastri, A History of South
                    India (New Delhi: Oxford University Press, 1975; 2000).

            11 Parimelalakar is known for his
                outstanding commentary on the Kural. For a historical account, we refer the
                reader to Mu. Arunacalam, Tami3 Ilakkiya Varalaru (Chennai: The Parker,
                1970; 2005), vol. 7, pp. 42–68.

            12
                Paripāṭal (Madras: Saiva Siddhanta Society, 2007).


            13 François Gros, Le
                    Paripāṭal: Texte Tamoul (Pondicherry: Institut
                Français d’Indologie, 1968).

            14
                Paripāṭal, translated by Shu Hikosaka, John Samuel,
                Muttucanmukan, P. Thiagarajan and K.G. Seshadri (Chennai: Institute of Asian
                Studies, 1996).


        

    
        
            Notes to the Poems



            1Paripāṭal Mulamum Parimelalakaruraiyum
                (Madras: U.V. Swaminatha Aiyar Library, 1918; 1995).

            2Po. Ve. Comacuntaranar Urai, Paripāṭal
                (Madras: Saiva Siddhanta Society, 2007).

            3See, Paripāṭal, Aiyar, pp.
                xvi–xvii.

            4Verse 59 in the Akananuru refers to ‘Tantuvan, who sang
                about Murukan’s hill, Tirupparankunru’.

            5See, for instance, Paripāṭal VII:94.

            6The commentary to these lines is incomplete.

            7Swaminatha Aiyar notes that some manuscripts refer to the music
                composer’s name also as Pittamakkanar.

            8Purananuru 61:6.

            9See, for instance, Cilappatikaram 7:20.

            10For a note on the poet, see notes to
                    Paripāṭal VI.

            11It is generally accepted that Nallantuvanar also compiled the
                    Kalittokai.

            12François Gros, ‘The song of the river Vaiyai:
                    Paripāṭal’, in Deep Rivers: Selected
                    Writings on Tamil Literature, edited by M. Kannan and

            13Some authors interpret ‘natural’ as
                ‘pre-ordained by fate’.


            14The name of a caṉkam poem.

            15The reference is to an aphorism in the grammatical treatise
                    Tolkåppiyam. Tolkåppiyam,
                    Akattinaiyiyal 50.

            16He has also set poems XVII, XVIII and XX in the
                    Paripāṭal to music. The poet who composed
                    Paripāṭal XXI (on Vel) shares the same name and
                Swaminatha Aiyar claims both these names refer to the same person.

            17See Paripāṭal VI for a note on the poet.

            18Perunkatai (The Great Story), a Tamil epic attributed to
                Tiruttakka Tevar.
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