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Abstract 

This paper examines how contemporary Carnatic composer Padma Veera Raghavan has employed 

the medium of devotional composition to document, preserve, and transmit the living ritual heritage of 

Tiruvinnagar (Oppiliappan Kovil), one of the 108 Divya Desams of Sri Vaishnava tradition located in 

Thirunageswaram, Tamil Nadu. Through close textual and musicological analysis of eight compositions—

spanning themes of the Unjal and Ratnangi utsavams, Brahmotsavam, Vimana Seva, Kalyana Utsavam, 

Tiruvonam festival, and the Rathotsavam—this study demonstrates how Raghavan systematically encodes 

liturgical practice, iconographic description, theological doctrine, mythological narrative, and temple 

topography within the formal structures of Carnatic kirtana. The compositions are analysed for their 

citation of specific ritual sevas (Muththangi, Ratnangi, Vimana Seva), Alvar devotional literature 

(Tiruvaymozhi, Pallandu), temple mythology (the Markandeya-Bhudevi narrative), and the distinctive 

theology of Oppiliappan Kovil as a centre of prapatti (surrender). The paper argues that Raghavan's 

compositional corpus constitutes a form of ethnomusicological and cultural documentation that bridges 

academic musicology, living temple tradition, and devotional practice, offering a model for the role of 

composition in heritage preservation within South Indian classical music. 

Keywords: Carnatic music composition; Oppiliappan Kovil; Divya Desam; utsavam documentation; 

Padma Veera Raghavan; temple heritage; Sri Vaishnava; Bhudevi; musical ethnography 
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1. Introduction 

The living temple traditions of Tamil Nadu represent one of the most complex and continuously evolving 

repositories of cultural heritage in South Asia. Among these, the 108 Divya Desams—sacred Vaishnava 

temples hymned by the Alvars—occupy a position of singular importance in the intersecting histories of 

religion, music, architecture, and devotional literature. Tiruvinnagar, more popularly known as Oppiliappan 

Kovil and located in Thirunageswaram near Kumbakonam in the Thanjavur district of Tamil Nadu, holds a 

distinguished place within this canon, celebrated both for its unique founding mythology and for the 

elaborate festivals that animate its liturgical calendar throughout the year. 

The documentation of such temple traditions has historically been the province of scholars working within 

epigraphy, iconography, Sanskrit and Tamil literary studies, and more recently within the disciplines of 

religious studies and ethno-musicology. Yet an equally vital mode of preservation has always operated 

from within the tradition itself, through the compositions of musician-devotees who encode ritual 

knowledge, theological doctrine, and festive experience within the structures of Carnatic kirtana. It is 

within this framework that the compositional work of Padma Veera Raghavan commands scholarly 

attention. 

Padma Veera Raghavan is a Carnatic composer whose corpus of compositions devoted to Oppiliappan 

Kovil represents a sustained and systematic engagement with the temple's ritual life. Drawing upon her 

intimate knowledge of Sri Vaishnava theology, Alvar devotional literature, and the specific ceremonial 

traditions of Oppiliappan Kovil, she has produced compositions that function simultaneously as devotional 

offerings, liturgical supplements, and cultural documents. Her works reference specific sevas and utsavams 

by name, cite iconographic details visible only during particular festivals, embed the temple's foundational 

mythology, and situate the local tradition within the larger framework of Sri Vaishnava philosophical and 

devotional thought. 

The present study undertakes a close reading of eight compositions by Raghavan, examining how each 

captures a specific dimension of Oppiliappan Kovil's festival heritage. It argues that her compositional 

method constitutes a form of cultural documentation—one that is at once more intimate and more 

accessible than formal scholarly discourse, capable of transmitting embodied ritual knowledge across 

generations in the living medium of musical performance. 

2. Oppiliappan Kovil: Sacred Geography, Mythology, and Liturgical Identity 

Oppiliappan Kovil, situated on the banks of the Kaveri in Thirunageswaram, enshrines Lord Vishnu in His 

form as Oppiliappan (the incomparable Lord) alongside His consort Bhudevi (the Earth Goddess). The 

temple is distinguished by several features that set it apart within the Divya Desam corpus. Most 

significantly, its founding mythology centers on the legend of the Earth Goddess taking birth as the 

daughter of the sage Markandeya, growing up in his hermitage, and being given in marriage to Vishnu who 

descended specifically to Thiruvinnagar for this purpose. The theological implications of this narrative—of 

God accepting a devotee's daughter as His bride, thereby sanctifying sincere devotion over formal 

qualification—constitute the heart of the temple's spiritual identity. 

The temple's liturgical calendar encompasses several major utsavams of considerable ritual elaboration: the 

annual Brahmotsavam, the Kalyana Utsavam celebrated on Tiruvonam (Shravana nakshatra), the 

Rathotsavam or chariot festival, seasonal Unjal (swing) festivals, and the daily cycle of thiruvanandal sevas 

including the distinctive Ratnangi and Muththangi processions. These festivals are characterized by the use 

of elaborate jewelled ornaments, flower garlands of Tulasi and other aromatic flowers from the temple's 

gardens, processional music on the nadaswaram and tavil, and the recitation of the Nalayira Divya 

Prabandham—the four thousand Tamil hymns composed by the twelve Alvars that form the devotional 

scripture of Sri Vaishnavism. 

http://www.ijcrt.org/


www.ijcrt.org                                                            © 2026 IJCRT | Volume 14, Issue 3 March 2026 | ISSN: 2320-2882 

IJCRT2603776 International Journal of Creative Research Thoughts (IJCRT) www.ijcrt.org g456 
 

It is within this richly layered liturgical context that Padma Veera Raghavan's compositions must be 

situated and read. 

3. Compositional Documentation as Cultural Heritage Preservation: Theoretical Framework 

The relationship between Carnatic composition and temple documentation has deep historical roots. The 

Divya Prabandham itself began as documentary witness—the Alvars' compositions describing the physical 

appearance of the deity, the topography of the sacred site, the sounds and fragrances of the temple 

environment, and the emotional experience of darshan. Subsequently, composers of the eighteenth and 

nineteenth centuries—Tyagaraja, Muthuswami Dikshitar, Syama Sastri, Papanasam Sivan among others—

embedded iconographic, liturgical, and hagiographical details within compositions that continue to serve as 

living repositories of temple knowledge. 

Raghavan's work follows this established tradition while bringing to it a specificity of reference—to named 

utsavams, identified sevas, particular ornaments and decorations, and named ritual actions—that marks her 

compositions as belonging to a conscious documentary project rather than incidental devotional expression. 

Her method may be understood through the concept of "embedded documentation": the systematic 

encoding of ritual and cultural knowledge within the aesthetic and structural conventions of a classical 

musical form in such a manner that the knowledge is transmitted through the medium of performance, 

accessible both to the specialist who can decode the references and to the general devotee for whom the 

composition provides devotional orientation. 

4. Compositional Analysis: Festivals, Sevas, and Sacred Narratives 

4.1 Documenting the Unjal and Ratnangi Utsavams 

The composition opening with "விண்ணகரா" (Vinnagara) immediately anchors the listener within the 

sacred geography of the temple—the deity's most celebrated epithet is also the name of the kshetra itself, 

with the phrase functioning simultaneously as invocation, address, and place-identification. Raghavan 

employs this layered address with deliberate economy: in two syllables, she establishes the entire 

devotional and topographic context. 

The Unjal (swing) festival is evoked through the image 

"கனக மய ஊஞ்சலில்" — "on the golden swing" — 

a phrase that encodes considerable visual and liturgical information. The epithet "கனக மய" (kanaka 

maya, golden/made of gold) is not merely decorative: it refers to the specific ornate swing, covered in gold 

leaf and fragrant flowers, on which the utsava murtis of Oppiliappan and Bhudevi are ceremonially seated 

during the Vasanta utsavam and related swing festivals. The phrase captures both the material splendour 

and the theological significance of the ritual—the divine couple seated together in the posture of leisure 

and grace, receiving devotees' songs. 

The Ratnangi seva (gem-adorned chariot procession conducted in the evening lamplight) receives equally 

precise documentation: 

"கண்கவர ்ரதன்ாங்கியில்" — "in the captivating gem-studded chariot" — 

The compound adjective "கண்கவர"் (kan-kavar, eye-captivating/eye-stealing) is particularly well-

chosen: it captures the experiential reality of this seva, in which the utsava murti, bedecked in precious 

gems that catch the lamplight, is carried through the temple streets in a visual spectacle that literally arrests 

the gaze of onlookers. This is not generic poetic amplification but accurate phenomenological description 

of a specific liturgical event. 

The daily rhythm of temple worship—essential to any documentation of living practice—enters through 

the phrase 
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"தினதினமும் பக்தரக்ள் முத்தங்கி ஸேவவயில்" — "daily devotees in the pearl palanquin 

service" — 

The specific naming of the Muththangi seva (pearl-adorned palanquin service), unique in its elaboration to 

Oppiliappan Kovil's tradition of jewel ornamentation, establishes the composition's documentary precision. 

The repetitive "தினதினமும்" (tinathinamum, day by day, daily) rhythmically enacts the continuity of 

worship it describes. The composition further documents the devotional practice during utsavams through 

"பல்லாண்டு பாடிஸய உன் பாதம் பணிந்ஸதாம்" — "singing Pallandu, we bowed to Your 

feet" — 

The reference to Pallandu—the mangalasasanam hymn of Periyalvar, sung to invoke blessings upon the 

Lord during processional events—situates the composition explicitly within the Alvar devotional tradition 

that is the living spiritual heartbeat of the Divya Desam system. This is not metaphorical but descriptive: 

Pallandu is actually sung by devotees during processions at Oppiliappan Kovil and other Divya Desams, 

making the citation a documentary record of existing practice. 

4.2 The Ramayana Narrative and Temple Theology in "Janakanin" 

The composition opening "ஜனகனின் சசல்விக்கு ஜய மங்களம் ஜானகி ஸதவிக்கு ேுப 

மங்களம்" (Victory and auspiciousness to Janaka's daughter; auspicious blessings to Janaki Devi) 

exemplifies Raghavan's strategy of theological synthesis: weaving the pan-Indian Ramayana narrative into 

the specific local theology of Oppiliappan Kovil. The composition achieves this synthesis through a series 

of carefully calibrated identifications. 

The opening invocation, structured as a traditional mangalasasanam (auspicious blessing chant) of the form 

sung during temple processions and special sevas, immediately frames what follows not as narrative poetry 

but as liturgical participation. The form "ஜய மங்களம் / ேுப மங்களம்" mirrors the structure of 

blessings sung during processions of the Goddess, positioning the composition itself as a devotional 

service. 

The identification of Sita as Bhudevi—the Earth Goddess who is the principal consort at Oppiliappan 

Kovil—is accomplished through the address "பூமி குமாரீ மானவதி" (daughter of Earth, deer-eyed 

one). This single phrase achieves a complex theological operation: it identifies Sita, born from the earth 

when Janaka ploughed his field, with Bhudevi the Earth Goddess, thereby grounding the cosmic Ramayana 

narrative in the specific deity enshrined at Oppiliappan. The implication is that the temple is the place 

where the Ramayana finds its ultimate fulfilment, an idea made explicit in the concluding line: 

"திரு விண்ணகரில் பட்டாபிஸேகம் சகாண்டாய்" — "you received coronation at sacred 

Vinnagara" — 

This is a remarkable compositional move: Raghavan locates the Pattabhisheka (coronation of Rama and 

Sita following their return to Ayodhya) not at Ayodhya but at Thiruvinnagar, suggesting that the true 

coronation, the eternal and cosmic one, takes place at this sacred kshetra where Bhudevi perpetually reigns 

as consecrated queen alongside Oppiliappan. Every Kalyana Utsavam and procession at the temple thus 

becomes a re-enactment of and participation in this cosmic sovereignty. 

The pativratya (wifely devotion) theology central to this temple's understanding of Bhudevi is captured 

through the line 

"திருவளர ் நாயகன் ஸ்ரீ ராமவன அன்று அவரக் கணமும் பிரிஸயசனன்று" — 

"saying I will not be separated from the Lord of prosperity Sri Rama even for half a moment" — 

which simultaneously cites Sita's declaration during the forest departure and articulates the Vaishnava 

theological principle of divine union (nityayoga) that the Kalyana Utsavam celebrates. 
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4.3 Sacred Topography and Bhakti Theology in "Vanor Manam" 

The composition opening "வாஸனார ் மனம் குளிர மானிடசரல்லாம் மகிழ ஸதனார ்

சபாழில் சூழ் திருவிண்ணகர ்நின்றாய்" (You stand at Thiruvinnagar surrounded by honey-

laden groves, cooling the hearts of celestials and delighting all humans) performs multiple documentary 

and theological functions within a single complex sentence. 

The phrase "ஸதனார ்சபாழில் சூழ்" (thenaarppozhil soodhu, surrounded by honey-laden groves) is a 

topographic description of Oppiliappan Kovil's natural setting, referencing the famous Tulasi gardens and 

flower groves that supply the daily garlands and offerings. In the Alvar tradition, such descriptions function 

as what may be termed "sacred geography poetry"—the physical environment of the temple is itself 

evidence of divine presence, the flowering groves an extension of the Lord's beauty and beneficence. The 

phrase "வாஸனார ்மனம் குளிர மானிடசரல்லாம் மகிழ" (cooling the hearts of celestials and 

delighting all humans) establishes the temple as a point of intersection between divine and human realms—

a theology of accessibility fundamental to the Oppiliappan tradition. 

The intimate epithets "கான ஸலாலஸன காயகப்ரியஸன" (O lover of forests, O lover of 

music/singing) encode two specific aspects of the Lord's character as celebrated at Oppiliappan Kovil: His 

love for natural settings reflected in the Vanamaala (forest garland) He wears during processions, and His 

delight in the musical offerings—particularly the Divya Prabandham recitations—that form the core of 

utsava celebrations. These are not generic Vishnu epithets but characterisations specific to this temple's 

traditions. 

The composition's theological climax comes in the juxtaposition of the devotee's confession of inadequacy: 

"த்யான ஸயாக ஜப தபங்கள் ஒன்றறிஸயன்" — "I know nothing of meditation, yoga, chanting 

or austerities" — 

with the plea 

"ஸசயன் குரல் உனது சசவிமடுக்கில்வலஸயா?" — "Will You not lend Your ear to this child's 

voice?" — 

This juxtaposition precisely articulates the theology of prapatti (surrender) that is the hallmark of 

Oppiliappan Kovil: the Lord accepts simple, heartfelt devotion over elaborate spiritual practice, just as He 

accepted Bhudevi despite her apparent "imperfections." The composition thus functions as both devotional 

expression and theological statement, encoding the temple's distinctive spiritual identity within lyrical 

form. 

4.4 Alvar Heritage and the Divya Prabandham Tradition in "Vande" 

The composition "வந்ஸத அருள ஸவணும் வகுளா பரணா எந்தாயுடன் வரஸவணும் 

ேுகுணாலயா" (Please come and grant grace, O wearer of Vakula garlands; please come with my 

father, O abode of auspicious qualities) is notable for its direct invocation of the Alvar tradition as 

constitutive of the temple's identity rather than merely supplementary to it. 

The epithet "வகுளா பரணா" (Vakulabharana, wearer of Vakula/Spanish Cherry garlands) references 

the distinctive garland associated with Nammalvar—the greatest of the twelve Alvars and author of the 

Tiruvaymozhi—who offered Vakula flowers to the Lord. The use of this epithet identifies Oppiliappan 

with the Lord celebrated by Nammalvar, situating this local temple within the pan-Tamil devotional 

geography constructed by the Alvar hymns. 

The direct address to Nammalvar himself—"ேகல ஸவதோர சடஸகாப மாமுனிஸய" (O 

Satakopa Mahamuni who is the essence of all Vedas)—is followed by the plea: 
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"நம் அழகிய தமிழ்மவற ஆயிரம் திருசமாழி அமுசதன அருளிசச்சய" — "please 

graciously recite our beautiful Tamil Veda, the thousand Tirumozhi hymns like nectar" — 

This plea, addressed to the Alvar rather than to the deity, reveals an important dimension of the temple's 

living liturgical practice: at Oppiliappan Kovil, as at all Divya Desams, the recitation of the Divya 

Prabandham during utsavams is not mere accompaniment but the very substance of the festival. The Lord 

processes to the sound of the Tamil Prabandham; the hymns are understood as the Lord's own words 

returning to Him through the medium of devotion. Raghavan's composition documents this understanding 

and embeds it within a form—the kirtana—that will itself be sung during future celebrations, creating a 

recursive structure of devotional transmission. 

4.5 Brahmotsavam and Vimana Seva in "Varamarula" 

The composition "வரமருள ஸவணும் வாடிடும் அடிவமக் சகாரு ஹரி ஸசாதரிஸய" 

(Please grant boons to this withering servant, O sister of Hari) addresses Devaki—the mother of Krishna 

and sister-figure invoked in the Brahmotsavam context—while simultaneously evoking the goddess 

adorned in golden silk, providing a bridge between the Krishnaite narrative and the specific iconographic 

presentation of the deity during festival days. 

The Brahmotsavam of Oppiliappan Kovil is characterised by Raghavan through its distinguishing features: 

"திக்சகடட்ும் புகழ் விளங்கும் விண்ணகர ்திருவிழாவில்" — "at the Vinnagara festival 

whose fame shines in all eight directions" — 

The phrase documents the regional renown of Oppiliappan Kovil's Brahmotsavam, a fact of lived social 

reality: the festival draws pilgrims from across the Kaveri delta and beyond. The specific features of the 

festival are then documented in sequence: the convergence of scholars ("சநக்குருக 

மவறஸயாரக்ள்"), the recitation of the Nalayira Divya Prabandham ("நாலாயிரம் 

மவறஸயாதிட"), and the festive crowds ("மக்கள் சவள்ளதத்ுடன் கூடி"). This is not 

impressionistic but structural: the composition provides an ordered account of the principal participants and 

activities of the Brahmotsavam. 

The Vimana Seva—the procession of the Lord around the temple's own vimana (tower), one of the most 

distinctive ceremonies of the Brahmotsavam—receives particularly evocative treatment: 

"ஆகாச நகர ்தன்னில் ஆனந்த விமான ஸசவவ" — "in the celestial city, the blissful Vimana 

Seva" — 

The phrase "ஆகாச நகர"் (celestial city) plays on the name Vinnagara (Heaven-city), making the 

description simultaneously literal (the Lord processes through His own sacred space) and theological (the 

temple is itself a heaven on earth). The mantra dimension of the seva is captured in 

"ஏகாந்த லயத்தில் எடச்டழுத்து மந்திரத்தில்" — "in solitary absorption in the eight-syllabled 

mantra" — 

documenting the practice of Ashtakshara mantra (Om Namo Narayanaya) recitation that accompanies this 

procession, and the ecstatic exclamation "ஆஹா அசதன்ன ஸேவவஸயா" (Aha! What a seva this 

is!) enacts the ananda (bliss) response that the ceremony produces in the devotee, documenting not merely 

the ritual form but its experiential impact. 

4.6 The Kalyana Utsavam: Three Compositional Perspectives 

Three compositions document the Kalyana Utsavam (divine wedding festival) from three distinct vantage 

points—the groom's procession, the arrival of Sridevi to witness and bless the wedding, and the role of 
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Parvati (Gauri) in adorning the bride—providing what amounts to a comprehensive ritual documentation of 

the ceremony from multiple perspectives. 

The composition "ே்ருங்கார நவடஸயாடு வந்தான் என் ஐயன் ஜங்காரத்வனியுடன் 

ஸ்ரீஹரி உப்பிலியப்பன் ஸ்ரீபூமி ஸதவியுடன்" (My Lord came with amorous gait, Sri Hari 

Uppiliappan with musical sounds, together with Sri Bhumi Devi) opens with an onomatopoeic 

documentation of the procession: "ஜங்காரத்வனி" (jankaraddhvani, the sound of bells and festival 

music) encodes the acoustic dimension of the Kalyana Utsavam, capturing the specific soundscape of 

nadaswaram, tavil, and bells that accompanies the Lord's processional entry into the kalyana mandapam. 

The phrase "ே்ருங்கார நவடஸயாடு" (with amorous/bridal gait) documents the measured, 

ceremonial movement of the utsava murti during this festival. 

The maalai maatral (exchange of garlands) and thaali ceremony receive explicit documentation: 

"ஆே்ருத வத்ேலன் அழகுற மாவல மாற்றி" — "the refuge-loving one exchanged garlands 

beautifully" — 

followed by 

"ஸதசுடன் திருமங்கல நாண் பூட்டி மகிழ்ந்தான்" — "with radiance He tied the auspicious 

sacred thread and rejoiced" — 

These lines document two of the three principal ritual actions of the Kalyana ceremony: the exchange of 

flower garlands (maalai maatral) and the tying of the Mangalya Sutra (sacred wedding thread). Their 

documentary precision—the specific naming of the ritual gestures, the attribution of emotional response 

("மகிழ்ந்தான்" - rejoiced) to the Lord—constitutes what may be termed "ritual notation" in verse form. 

The second Kalyana composition introduces Sridevi as witness and participant, her processional arrival 

captured in the striking image 

"நடவபரவி விண்ணகர ்திருக்ஸகாயிவல ஸவகமாய் நாடினாள்" — "walking in Bhairavi 

raga, she eagerly sought Vinnagara temple" — 

The specification of ragam Bhairavi for Sridevi's processional entrance is musicologically significant: 

Bhairavi is traditionally associated with devotion, surrender, and farewell (virahabhava), making it the 

appropriate ragam for the senior consort's emotional arrival at her Lord's wedding. This is not incidental 

but reflects the sophisticated understanding of raga-emotion correspondence (raga-bhava) that informs the 

composition at every level. 

The offering of the bridal sari (koorai) by Sridevi to Bhudevi— 

"வண்ணமயில் பூஸதவிக்கு திருக்கூவர அளித்தாஸள" — "she gave the sacred garment to 

colorful peacock-like Bhudevi" — 

documents a specific ritual moment unique to Oppiliappan Kovil's Kalyana Utsavam, while the comparison 

of Bhudevi to a dancing peacock ("வண்ணமயில்") captures her bridal radiance in the vocabulary of 

classical Tamil poetic convention (sangam akam poetry). 

The third composition, focused on Gauri's role, provides the most intimate documentation of the bridal 

preparation ceremony: 

"ஸ்ரீ பூமிஸதவிக்கு சீருடன் கூவர உடுத்தி ே்ருங்காரமாய் அலங்காரம் சசய்து 

மகிழ்ந்தாஸள" — "She dressed Sri Bhudevi with the glorious garment, made amorous decorations and 

rejoiced" — 
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Here "ே்ருங்காரமாய் அலங்காரம்" (srungara alamkara, bridal decoration/adornment) refers 

specifically to the elaborate flower ornaments, jewellery arrangements, fragrant pastes, and kumkum 

preparations applied to the Goddess's vigraha before the ceremony, a practice requiring significant 

specialist knowledge. The play on the Lord's name—"எம் ஐயன் ஒப்பிலி அப்பனின் 

ஒப்பில்லாத் திருமணத்தில்" (at the incomparable wedding of my Lord Oppili Appan, the 

incomparable one)—demonstrates Raghavan's literary sophistication, embedding a pun on the deity's name 

within a theological statement about the uniqueness of this divine marriage. 

4.7 The Rathotsavam in "Gambeera Nadai": Ritual, Music, and Theology 

The composition documenting the Rathotsavam (chariot festival) is notable both for its vivid depiction of 

the festival experience and for a significant musicological decision: it is set in Gambeera Nattai, the ragam 

traditionally employed for Mallari, the grand processional music played on the nadaswaram during temple 

festivals. The title phrase 

"கம்பீர நவட காண கண்கள் ஆயிரம் ஸவணும்" — "To see the majestic gait, a thousand eyes 

are needed" — 

achieves several purposes simultaneously: it acknowledges the impossibility of fully comprehending the 

grandeur of the procession (functioning as a poetic declaration of the overwhelming nature of the 

experience); it evokes the thousand-eyed Indra of the tradition (suggesting the Lord's superiority to even 

the king of heaven); and through "கம்பீர நவட" (kambira nadai, majestic/dignified gait) it precisely 

describes the slow, stately movement of the temple chariot. The ragam choice reinforces this word: 

Gambeera Nattai (meaning "majestic Nattai") ensures that the very musical structure of the composition 

enacts the grandeur it describes. 

The theological inversion—whereby the Lord surveys His devotees rather than merely being surveyed—is 

captured in "உற்சவம் கண்டான் உப்பிலி அப்பன்" (Uppili Appan beheld the festival), a 

formulation that subtly asserts the reciprocity of darshan (sacred sight) fundamental to temple theology: 

seeing the Lord is simultaneous with being seen by Him. 

The democratic theology of the Rathotsavam—its accessibility to devotees of all backgrounds—is 

expressed through 

"தன்வன ஸவண்டி வந்ஸதாரக்்கு தயவுடன் அருள்வான்" — "to those who come seeking 

Him, He grants grace with compassion" — 

documenting what may be understood as the festival's social function: the chariot procession brings the 

deity out of the sanctum and into the public domain, where all who gather may receive blessing regardless 

of their ritual status or formal qualification. This is a statement of practical theology as much as poetry. 

The composition concludes by anchoring the cosmic vision in specific material detail: 

"தண்ணந்துழாய் மணிமாரப்ன் கண்ணன் திருவிண்ணகரில்" (the cool-Tulasi-

garlanded gem-chested Krishna at Thiruvinnagar). The "தண்ணந்துழாய்" (cool Tulasi garlands) 

sourced from the temple's own gardens, the "மணிமாரப்ு" (gem-adorned chest) referring to the specific 

jewelled breast ornaments worn during Rathotsavam, and the identification with "கண்ணன்" 

(Krishna)—connecting the local festival to the broader Krishna devotional tradition—together demonstrate 

how Raghavan consistently moves between the specific and the universal, grounding cosmic theology in 

observable ritual detail. 

4.8 Foundation Mythology and the Tiruvonam Festival in "Thavalyamai" 

The composition "தாவள்யமாய் நிலவும் தவளாம்பரிஸய" (O radiant one in white garments 

who shines bountifully) opens with an iconographic description of Bhudevi as adorned during specific 
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sevas in white or pale-coloured silk garments. The address "பாரதி" (Bharati, Saraswati) makes a 

deliberate theological connection between the Earth Goddess and the Goddess of Learning, suggesting that 

worship at Oppiliappan Kovil bestows both the gifts of the earth and the gifts of the intellect. 

The foundation narrative of the temple is documented with narrative precision: 

"சின்னஞ்சிறு வயதில் மாரக்்கண்டன் மகளாய் வளரந்்தாய்" — "In tender young age, 

You grew up as Markandeya's daughter" — 

The emphasis on "சின்னஞ்சிறு வயதில்" (in tender young age) is theologically specific: Bhudevi's 

youth and innocence, raised in an ascetic's hermitage far from worldly experience, is the source of the 

charming "mistake" around which the temple's founding story turns: 

"சசல்வக்குமரி உணவில் உப்பிட அறியாய்" — "O wealthy princess, You did not know to add 

salt to food" — 

This reference to the salt-omission episode is unique to Oppiliappan Kovil's tradition and explains the most 

distinctive feature of the temple's prasadam: the food offerings at Oppiliappan Kovil are made without salt, 

in honour of the Goddess who grew up unaware of its use. Raghavan's citation of this episode thus 

documents a living liturgical practice traceable to the founding mythology—a chain of connection between 

mythology and practice that her composition preserves and transmits. 

The establishment of the Tiruvonam nakshatra (Shravana) as the occasion of the divine wedding—

"திருஸவாண திருநாளில் திருமணம் புரிந்தான்" (on the sacred Tiruvonam day, He 

performed the wedding)—documents both the specific festival occasion for the Kalyana Utsavam and its 

astrological grounding, providing information essential for devotees planning their pilgrimage calendar. 

5. The Composer as Cultural Historian: Padma Veera Raghavan's Documentary Method 

Across the eight compositions examined above, a distinctive documentary method emerges. Raghavan does 

not merely celebrate the divine presence at Oppiliappan Kovil in generic devotional terms; she 

systematically documents the festival calendar (Unjal, Ratnangi, Brahmotsavam, Vimana Seva, Kalyana 

Utsavam, Tiruvonam, Rathotsavam), the principal sevas (Muththangi, Ratnangi), the theological 

distinctives of the temple (prapatti theology, Bhudevi as principal consort, the salt-omission tradition), the 

Alvar connections (Nammalvar, Tiruvaymozhi, Pallandu), the iconographic details (Vakula garlands, 

Tulasi garlands from the temple gardens, the gem-adorned chest, the white garments of Bhudevi), and the 

ritual actions of specific ceremonies (maalai maatral, thaali tying, the koorai offering by Sridevi, Gauri's 

bridal adornment of Bhudevi). 

This systematic documentation serves multiple purposes. For the devotee-practitioner, it functions as a 

liturgical guide: the compositions orient devotees within the ritual landscape of the festival, explain what 

they are seeing and what it means, and provide appropriate devotional responses. For the scholar of temple 

tradition, the compositions constitute primary source material documenting living practice at a specific 

moment in time. For the musician and student, they encode the raga-bhava (emotional character) 

appropriate to each festival context—Bhairavi for the emotionally charged arrival of Sridevi, Gambeera 

Nattai for the majestic Rathotsavam, in the manner of the ancient tradition of ragam-event correspondence. 

Raghavan's method also exhibits a significant theological consistency. Across all eight compositions, the 

theology of prapatti—of the Lord's unconditional acceptance of sincere surrender regardless of external 

qualification—is affirmed through different narrative lenses. Whether through the image of the Lord 

accepting Bhudevi despite apparent social obstacles, the declaration that simple devotion ("ஸசயன் 

குரல்," the child's voice) is sufficient to reach the Lord, the cosmic significance of the salt-omission story, 

or the vision of the Lord surveying all who come to His chariot festival with equal compassion, Raghavan 

consistently documents not just the outer form of the festival but its inner theological meaning. This is 
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cultural documentation in its fullest sense: not merely the preservation of form but the transmission of 

living meaning. 

6. Musicological Observations: Raga Selection and Structural Choices 

Raghavan's compositional choices at the musical level reinforce and amplify the documentary and 

theological intentions of the verbal text. The selection of Gambeera Nattai for the Rathotsavam 

composition has been noted above; more broadly, her use of raga-bhava demonstrates a sophisticated 

understanding of the Carnatic tradition's capacity to encode emotional states appropriate to particular ritual 

contexts. 

The structural forms employed—primarily kirtana form with pallavi, anupallavi, and charanam—are the 

standard liturgical forms of Carnatic devotional composition, ensuring that the compositions can be 

performed in temple contexts as well as on the concert stage. The choice of this form over more elaborate 

structures (ragam-tanam-pallavi, for instance) indicates that Raghavan intends her compositions to function 

as accessible devotional songs rather than showcase pieces, prioritising reach and usability over technical 

display. This is itself a documentary decision: the compositions are designed to enter and survive in the 

living practice of temple music-making. 

The compositions' use of Tamil, Sanskrit, and hybrid Tamil-Sanskrit vocabulary reflects the actual 

linguistic layering of Sri Vaishnava devotional practice, where Tamil Prabandham and Sanskrit liturgy 

coexist and interpenetrate. The frequent use of Sanskrit theological terms—prapatti, alankara, utsava, 

srungara—within primarily Tamil compositions accurately mirrors the language of temple practice at 

Oppiliappan Kovil, providing a further dimension of documentary authenticity. 

7. Conclusion 

This study has demonstrated that Padma Veera Raghavan's compositional corpus devoted to Oppiliappan 

Kovil constitutes a sustained work of cultural documentation executed within the aesthetic and devotional 

framework of Carnatic classical composition. Through precise citation of named festivals and sevas, 

iconographic description, theological narrative, and ritual action, Raghavan has created a body of work that 

preserves and transmits the living heritage of one of Tamil Nadu's most distinctive Divya Desam temples in 

a medium—musical performance—uniquely suited to the long-term survival and community transmission 

of cultural knowledge. 

Her method offers a model for understanding the role of composition in heritage preservation more 

broadly: not as secondary to formal scholarly documentation but as a complementary and in some respects 

superior mode, capable of encoding embodied and experiential dimensions of ritual life that formal 

analysis may struggle to capture. The aesthetic experience of hearing "கம்பீர நவட காண கண்கள் 

ஆயிரம் ஸவணும்" sung in Gambeera Nattai transmits something of the actual experience of the 

Rathotsavam—its grandeur, its acoustic environment, its emotional impact—that no descriptive account 

can fully replicate. 

For scholars of Carnatic music, Tamil religious history, and intangible cultural heritage, Raghavan's work 

invites renewed attention to the documentary dimensions of devotional composition as a field of inquiry—

one that sits at the productive intersection of musicology, religious studies, and cultural heritage studies. 

For the broader community of Oppiliappan Kovil devotees, her compositions provide a living, performable 

archive of the temple's sacred heritage, ensuring that its festivals, its theology, its mythology, and its unique 

liturgical traditions continue to find voice in the concert hall and the festival ground alike. 
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Note on Transliteration 

Tamil and Sanskrit terms are given in their conventional English transliterations throughout this article. 

Original Tamil-script citations from Padma Veera Raghavan's compositions are given in Tamil script 

followed by a transliteration and English translation in brackets, in the form: "Tamil script phrase" — 

"English translation." Diacritical marks have been retained where significant for disambiguation but 

omitted in running prose for readability. 
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