
www.bodhijournals.com 290

Bodhi International Journal of 
Research in Humanities, Arts and Science

Vol. 10  No. 1 October 2025 
E-ISSN: 2456-5571  

Compassion & The Grace of Being Gullible:  
A Comparative Philosophical Reading of  

the Film Meiyazhagan

P. Poongundran
Head, Department of English, Ramakrishna Mission Vivekananda College (A), Chennai, Tamil Nadu

Abstract
This paper presents a creative and comparative philosophical reading of C. Prem 
Kumar’s Tamil film Meiyazhagan, criticallyexploring how twelve seminal thinkers—
Socrates (c. 470 BCE), Gautama Buddha (c. 563 BCE), William Shakespeare (1564 
CE), Jalaluddin Rumi (1207 CE), Leo Tolstoy (1828 CE), Adolf Hitler (1889 CE), 
Mahatma Gandhi (1869), Rabindranath Tagore (1861 CE), Swami Vivekananda 
(1863), Sigmund Freud (1856 CE), A.P.J. Abdul Kalam (1931 CE), and Sadhguru 
Jaggi Vasudev (1957 CE)—would emotionally and philosophically respond to the 
film. Through a hypothetical dialogue, this study inquires into how a regionally 
grounded narrative transcends cultural boundaries to engage timeless questions 
of love, memory, loss, and the human precondition. Methodologically, this study 
blends comparative philosophy with cinematic hermeneutics, viewing the film 
as a site of ethical inquiry and emotional resonance. Each thinker’s response is 
anchored in their worldview and interpreted through cinematic affect, narrative 
rhythm, and symbolic texture—bridging historical thought with contemporary 
storytelling. This inquiry unfolds around the paradoxical grace of being gullible—
reframed not as naïveté but as moral innocence and spiritual openness. The 
protagonist’s vulnerability becomes strength: a radical receptivity through which 
compassion flows unguarded and uncorrupted. In this light, Meiyazhagan emerges 
as a philosophical artifact—where innocence defies cynicism, and tenderness 
crystallizes into truth.
Keywords: cinematic ethics, emotional realism, comparative philosophy, 
gullibility as virtue, and tamil cinema

Introduction
Cinema, at its highest form, transcends 
entertainment—it becomes a philosophical medium, 
a vessel for ethical inquiry and emotional truth. C. 
Prem Kumar’s Tamil film titled Meiyazhagan (2023) 
exemplifies this transformation. Set in a Tamil village 
among modest lives and quiet landscapes, the film 
unfolds as a meditation on memory, love, loss, and 
the spiritual grace embedded in human vulnerability. 
Beneath its regional textures lies a universal pulse: 
the longing that binds all sentient experience.
	 What makes Meiyazhagan remarkable is not 
its narrative novelty but its emotional clarity—its 
ability to evoke compassion without spectacle, and 
truth without assertion. The protagonist’s journey, 
marked by tenderness and moral innocence, invites 

philosophical reflection on the nature of suffering, 
attachment, and the grace of being gullible. His 
openness becomes a site of resistance against 
cynicism, and his silence a language of ethical depth.
From this emotional terrain, the film opens itself to 
philosophical interpretation—each thinker entering 
as a witness to its quiet truths.

Virtue in Loss: Socrates’ Inquiry
Socrates would approach Meiyazhagan as a living 
dialogue—an inquiry into virtue amid emotional 
rupture. 
	 His central question would be: What remains of 
goodness when love turns to loss? The protagonist’s 
quiet endurance, unmarred by bitterness or retaliation, 
would strike Socrates as a rare embodiment of 
arete—moral excellence rooted in self-mastery.
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	 In the film’s silence, Socrates would hear 
philosophical depth: a soul that chooses integrity over 
reaction. The hero’s vulnerability, often mistaken for 
gullibility, becomes a conscious refusal to abandon 
virtue. “To remain good even when wounded—that 
is wisdom,” Socrates might conclude, recognizing in 
the character a quiet philosopher of the heart.
	 Meiyazhagan, through Socratic eyes, becomes 
a study in ethical resilience. The film does not 
preach; it enacts. In its emotional restraint and moral 
clarity, it offers a cinematic answer to the oldest 
philosophical question of‘how to live rightly when 
the world wounds us’.

The Path of Detachment: Buddha’s Insight
Gautama Buddha would not speak first. He would 
watch.
	 He would sit with Meiyazhagan as one sits with 
breath—quietly, without evengrasping. He would 
see in the protagonist’s sorrow not tragedy, but 
teaching. The ache of loss, the silence of longing, 
the absence of possession—these are not failures 
of love, but signs of awakening. The film, to him, 
would be a lesson in Dukkha—the suffering born of 
clinging.
	 “In losing the beloved,” he might say, “he loses 
the ignorance that mistook love for possession.” 
The hero’s gullibility, often dismissed, becomes a 
doorway to insight. He does not resist; he receives. 
He does not claim; he lets go. This is not weakness—
it is wisdom in motion.
	 Meiyazhagan does not preach detachment. It 
breathes it. In its quiet frames and unspoken truths, 
Buddha would find a cinematic Dhamma—a path 
where compassion flows without ownership, and 
love, freed from grasping, becomes liberation.

The Poetics of Tragedy: Shakespeare’s Lens
Were he to behold Meiyazhagan, William 
Shakespeare would not ask, “Who is the villain?” 
but rather, “What is fate?” For him, the film 
would unfold as a modern tragedy—one without 
treachery, where time itself plays the cruel role. The 
protagonist’s sorrow, quiet and unblamed, would stir 
echoes of Lear’s lament, Hamlet’s hesitation, and 
Desdemona’s silence.
 

	 “This is sorrow without sin, pain without 
cruelty—the tragedy of time itself,” he might muse, 
admiring the film’s emotional restraint and subtle 
irony. The hero’s gullibility, far from folly, becomes 
the dramatic fulcrum: a heart too open, too trusting, 
caught not in betrayal but in the slow erosion of 
hope.
	 In Meiyazhagan, Shakespeare would find no 
storm, no dagger, no poisoned chalice—only the 
soft undoing of love by memory. It is tragedy not 
of action, but of stillness. And in that stillness, he 
would see the most haunting truth: that even the 
purest hearts are not spared by time.

Mystical Union: Rumi’s Illumination
Jalaluddin Rumi would not watch Meiyazhagan—he 
would listen to it. Not with ears, but with the soul. 
	 According to him, the film would unfold as 
a sacred whisper, a lover’s sigh echoing through 
the chambers of remembrance. The protagonist’s 
longing, gentle and unguarded, would not be human 
desire but divine invocation. His gullibility, far from 
folly, would be the heart’s surrender to the Beloved.
	 “This is not loss,” Rumi would say, “but union in 
disguise.” The beloved is never gone—only veiled. 
In every silence, every ache, every memory, God 
changes His form, not His presence. The film’s quiet 
frames become verses of a spiritual poem, where 
love is not possession but dissolution.
	 Meiyazhagan, through Rumi’s eyes, becomes a 
mirror of divine intimacy. It is not about separation—
it is about unveiling. The hero does not mourn; he 
remembers. And in remembering, he returns—not to 
the beloved, but to the One who sent him.

Moral Realism: Tolstoy’s Ethical Vision
Leo Tolstoy would see Meiyazhagan not as artifice, 
but as moral truth rendered in quiet frames. The film’s 
refusal to dramatize virtue would resonate deeply 
with his belief that goodness, when real, does not 
announce itself—it endures. The protagonist’s life, 
marked by simplicity and emotional honesty, would 
reflect Tolstoy’s vision of ethical realism: a life lived 
without pretense, without ambition, without the 
need to be seen.“Goodness does not preach here,” 
he might write. “It breathes.” The hero’s gullibility,  
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often dismissed by the world, becomes a moral 
stance—a refusal to harden, to scheme, to retaliate. 
	 In Tolstoy’s eyes, this is not weakness but 
spiritual strength: the courage to remain kind in a 
world that may reward cunning. Thus, Meiyazhagan 
becomes a cinematic parable. It teaches not through 
plot, but through presence. In its quiet endurance, 
he would find the highest form of ethical resistance: 
goodness that survives without applause.

Compassion Unconquered: Hitler’s Reaction
For Adolf Hitler, Meiyazhagan would initiallybe 
a cipher—its tenderness unreadable, its humility 
intolerable. The film’s emotional restraint, its refusal 
to dominate or dramatize, would clash violently with 
his ideology of control. Where he sought conquest, 
the film offers surrender. Where he demanded 
spectacle, it gives silence.
	 And silence, to him, would be unbearable. It 
cannot be rallied, weaponized, or conquered. The 
protagonist’s quiet strength—his gullibility, his 
refusal to retaliate—would stand as a silent rebuke. 
In every frame, the film exposes the fragility of ego 
and the futility of power. There are no enemies here, 
only endurance. No victory, only virtue.
	 Notably,Meiyazhagan would not argue 
with Hitler—it would outlast him. Its moral 
clarity, its emotional openness, would render 
his beholdenworldview irrelevant. In the face of 
compassion, domination dissolves. And in the film’s 
stillness, Hitler would find not weakness, but the one 
force he did not command: the grace of being human.

The Film as a Mirror of Truth: Gandhi’s 
Perspective
For Mahatma Gandhi, Meiyazhagan would feel 
like an unspoken prayer—truth expressed through 
silence and emotional restraint. 
	 The protagonist’s quiet endurance embodies 
Ahimsa, not just as nonviolence but as love free from 
possession. Gandhi’s ideal of Satya finds cinematic 
form in the film’s sincerity, where compassion is 
lived, not performed.
	 The hero’s vulnerability—often seen as 
gullibility—becomes moral strength: a radical 
openness that resists retaliation and despair. Gandhi 
might say, “This is not cinema, but a moving ashram 

of emotion—where compassion walks barefoot.” 
The film’s rural setting and modest gestures reflect 
his vision of truth as simplicity and strength.
	 Here, love neither demands nor controls—it 
endures. This endurance, stripped of ego, becomes a 
cinematic Satyagraha: gentle resistance to emotional 
violence and moral compromise. Through Gandhi’s 
lens, Meiyazhagan becomes a spiritual document, 
where gullibility is not weakness but the soul’s 
refusal to harden. It is the truth, lived tenderly.

The Music of Memory: Tagore’s Reflection
Rabindranath Tagore would not watch 
Meiyazhagan—he would feel it, as one feels a poem 
unfolding in dusk. 
	 To him, the film would be composed not of 
scenes, but of silences. Its emotional rhythm would 
echo the cadence of Gitanjali—a song of love that 
changes form, but never essence.
	 The protagonist’s tenderness, his gullibility, 
would be seen not as flaw but as lyrical innocence—a 
heart tuned to the music of memory. “When love 
outlives the body,” Tagore might say, “it becomes 
music. This film hums that melody.” In every gesture, 
every pause, he would hear the soul’s longing for 
continuity, for beauty beyond grief.
	 Through Tagore’s perspective,Meiyazhagan 
becomes a cinematic raga—its notes drawn from 
light, its refrain shaped by absence. It does not 
mourn; it sings. And in that song, Tagore would find 
the eternal: love that lingers, not in possession, but in 
resonance.

From Emotion to Energy: Vivekananda’s View
Swami Vivekananda would not merely watch 
Meiyazhagan—he would summon it as a call to rise. 
	 To his mind, the film is not a lament but a lesson 
in Bhakti Yoga—devotion that seeks transformation, 
not indulgence. The protagonist’s tenderness, 
sincere and unguarded, would be admired, but not 
left untouched. Vivekananda would urge its ascent—
from sorrow toShakti, and from emotion to Vīrya.
	 “Love must not end in tears,” he would declare. 
“It must rise as strength that uplifts the soul.” The 
hero’s gullibility, often mistaken for weakness, 
becomes the raw material of spiritual power—a 
heart so open it can become a vessel for the divine. 
In suffering, he sees potential; in silence, he hears the 
call to awaken.
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	 In Vivekananda’s positioning, the film becomes 
a spiritual forge. It does not console—it galvanizes. 
The film’s quiet grief is not an end, but a beginning: 
the moment when devotion turns inward and 
becomes light.

Sublimation and the Unconscious: Freud’s 
Interpretation
Sigmund Freud would approach Meiyazhagan as a 
cinematic case study—an exploration of repressed 
desire transfigured into memory. The protagonist’s 
tenderness, restrained and unresolved, becomes 
sublimation: pain reshaped into beauty, longing 
distilled into silence. The film does not express—it 
displaces.
	 “The heart remembers what the mind forbids,” 
Freud might write. “And in remembering, it both 
heals and suffers.” The hero’s gullibility, far from 
naïveté, signals a psychic openness—an unconscious 
refusal to armor the self against loss. His silence is 
not emptiness, but containment.
	 Through Freud’s lens, the film Meiyazhagan 
becomes a dreamscape of emotional repression and 
symbolic release. It is not therapy, but testimony. 
In its quiet gestures and unspoken grief, the film 
reveals how memory becomes the medium through 
which forbidden feeling finds form—and how art, 
in its gentlest moments, becomes the mind’s way of 
mourning.

The Aesthetic of Integrity: Abdul Kalam’s 
Response
Dr. A.P.J. Abdul Kalam would see Meiyazhagan 
not as mere storytelling, but as a moral blueprint. Its 
rural setting, quiet dignity, and emotional sincerity 
reflect the values he held dear—simplicity, service, 
and inner strength. The protagonist’s gullibility, far 
from weakness, becomes a symbol of ethical clarity: 
a heart uncorrupted by cynicism.
	 “This film is a quiet revolution of conscience,” 
Kalam might affirm. “Greatness begins with 
goodness.” For him, the film’s message transcends 
emotion—it becomes a call to national character. 
Progress, he believed, was not just technological but 
moral.
	 Through the lens of Kalam, Meiyazhagan becomes 
a cinematic manifesto for ethical citizenship.  

It teaches that integrity is not loud—it is lived. And 
in the protagonist’s silent endurance, he would see 
the future of India: not, this time, in machines, but in 
minds shaped by compassion.

Awareness Beyond Emotion: Sadhguru’s Reading
Sadhguru Jaggi Vasudev would approach the film 
not as drama, but as a mirror—reflecting the inner 
mechanics of emotion. In his viewpoint, the film 
reveals the subtle drama of identification: how 
memory masquerades as life, and attachment as 
love. The protagonist’s gullibility, often dismissed, 
becomes a spiritual vulnerability—a doorway to 
deeper awareness.
	 “Love becomes bondage when it is unconscious,” 
he might say. “Yet in longing, one glimpses the 
eternal.” The hero’s suffering is not tragic it is  
instructive. It shows how emotion, when unexamined, 
entangles; and how silence, when conscious, liberates.
	 Through Sadhguru’s point of view, Meiyazhagan 
film becomes a lesson in inner engineering. It does 
not offer solutions—it invites observation. In its quiet 
unraveling of identity, the film teaches that awareness 
is not the absence of emotion, but its transformation. 
And in the protagonist’s stillness, he would see not 
loss, but the possibility of transcendence.

Conclusion
Meiyazhagan may be a Tamil regionalfilm, 
but its spirit transcends geography. It speaks to 
humanity’s enduring search for truth through 
tenderness, by offering a cinematic language that 
bridges emotion and reflection, East and West, 
mortality and meaning. By envisaging how twelve 
seminal thinkers might respond to its quiet power, 
this paper uncovers the film’s invisible essence: a 
universal pulse of compassion that defies ideology, 
time, and conventional norms. Each philosophical 
lens—whether mystical, ethical, psychological, or 
tragic—reveals a facet of the protagonist’s emotional 
openness, his gullibility reframed as grace. In this 
vulnerability lies strength; in silence, wisdom; in 
loss, illumination. Thus, Meiyazhaganfilm becomes 
not just a story, but a mirror—one that reflects 
the viewer’s own moral and spiritual contours. 
Finally, in its quiet way, the film achieves what 
cinema seldom dares: it becomes a soul-text, where 
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philosopher, ruler or mystic does not merely watch—
but encounters himself.

References
1.	 	 Freud, S. (1930). Civilization and its discontents. 

Hogarth Press.
2.	 	 Gandhi, M. K. (1927). The story of my 

experiments with truth. Navajivan Publishing 
House.

3.	 	 Hitler, A. (1939). Mein Kampf (R. Manheim, 
Trans.). Houghton Mifflin. 

4.	 	 Kalam, A. P. J. Abdul. (2002). Ignited minds: 
Unleashing the power within India. Penguin.

5.	 	 Narada Thera. (1992). The Buddha and his 
teachings. Buddhist Publication Society.  

6.	 	 Plato.(2000). The trial and death of Socrates: 
Four dialogues. Dover Publications. 

7.	 	 Prem Kumar, C. (Director). (2024). Meiyazhagan 
[Tamil Film]. 2D Entertainment.

8.	 	 Rumi, J. (1995). The essential Rumi (C. Barks, 
Trans.). HarperOne.

9.	 	 Sadhguru. (2016). Inner engineering: A yogi’s 
guide to joy. Penguin Ananda.

10.		 Shakespeare, W. (1951). Complete works. 
Cambridge University Press.

11.		 Tagore, R. (1913). Gitanjali. Macmillan.
12.		 Tolstoy, L. (1984). The kingdom of God is 

within you. University of Nebraska Press.
13.		 Vivekananda, Swami. (1947). The complete 

works of Swami Vivekananda. Advaita 
Ashrama.


