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PREFACE

Deliverance 15 not for me in renunciation
I feel the embrace of freedom 1n a
thousand bands of delight

Rabindranath Tagore
Grtangalt 73

Jayadeva's dramatic lyrical poem Getagornda 1s a unique work 1n Indian
Isterature and a source of religiogs 1nspiration n both m:ﬂ:va! and con-
temporary Vaishnavism The poem 1s dedicated 1n devoton to the g—éd
Kunshna It concentrates on Krishna's Jove with the cowherdess Radhi in
a nte of spring Intense earthly passion 1s the example Jayadeva uses to
express the complexiues of divine and human love
Ithough the poem ongnated in eastern India in the twelfth century

and remains most popular there, 1t spread throughout the subcontinent in
the centurtes following its composition As carly as the thirteenth cen
tury 1t was quoted 1 a temple nscription in Gujarat, 1n western India
Established traditions of commentary and manuscripts exist 1n every part
of India Its songs are an important part of the devotional music-and
Interature of Qnssa, Bengal_and South India ‘The songs were introduced
into Kerala m_zmb—— enth century and are sull sung in temples there
Poruons of the poem represent one of the major subjects 1 medteval
Rajput painting

Cnitical acclaim of the poem has been high, but its frank eroucism has
led many Indian commentators to interpret the love between Ridhi and
Krshna as an allwlmwﬂls_[t)lc_for God The condcmna
tion of Jayadevas eroticism made by the seventeenth-century esthetiian
Jagannitha in his Rasagangadhara (Kivyamili 12, Bombay, 1888, P 52)
15 exceptional Learned and popular audiences in India and elsewhere have
continued to appreciate the emotional lynicism the poem expresses in ats
variations on the theme of separated lovers’ passion {
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Commenting on F. H. van Dalberg’s German rendering of the Gita-
govinda, G;oglle wrote, “What struck me as remarkable are the extremely
varied motives by which an extremely simple subject is made endless”
(note to Schiler dated Jan, 22, 1802, quoted from Correspondence be-
tween Goethe and Schiller, translated by L. D. Schmitz, London, 190,
vol. 2, p. 395). Dalberg's version was based on the first English translation
of the Gitagorinda by William Jones, published in the Transactions of
the Asiatic Society, Caleutta, in 1792 and reprinted in London in Asiarik
Rescarches, 3 (1799), 385-207. A verse translation by the German poet
Friedrich Riickert, begun in 1829 and revised according to the edited
Sanskrit text and Latin translation of C. Lassen (Bonn, 1836), appeared
in Zettschrift fiir die Kunde des Morgenlandes, 1 (Gottingen, 1837), 128 ff.

The poem has also been translated into most modern Indian languages
and many other modern European languages, Notable English versions
include E_éﬂl_/_&_mnld's The Indian Song of Songs (London, 1873);
George Keyt's Sré Jayadeva’s Gite Govinda: The Loves of Krspa and

Ridki (Borr Soertayos '~ " Tke Gita Govinda
of Jayadeva »ophical rendering,

The Song o] Luvne 1wove (Mauas, 19v2), ahd Monica Varma's “trans-
creation,” The Gita Govinda of Jayadeva, published by Writers Work-
shop (Calcutta, 1968).

My own interest in the Gitagovinda began when I heard it sung in
Orissi style in the home of Sulakshana and Debi Prasanna Pattanayak in
Poona in 1966 and attempted to translate some of the songs. None of the
available translations seemed to convey the literary-richness or the rcli-
gious significance of the original. My carly work toward a verse transla-
tion of the poem convinced me that my English version should be based
on a critical edution of the text and an extensive study of the traditions
associated with the poem at various levels of Indian culture.

While 1 have coficentrated my effort on textual aspects of the Gira-
govinda, 1 have also gathered and studied substantial material relevant
tto its cultural contexts. I have heard and recorded the songs of the poem

in different musical versions in Orissa, Bengal, Bihar, Madras, Mysore,
and Kerala, as well as Nepal. Because of the role of the songs in the
nightly worship of the deity in Jagannatha Temple at Puri, they arc ven-
erated and sung throughout Orissa. Therr performance is an essential as-
pect of Orissi dance, which has developed through the religious art of
temple dancers called Maharis who syl dance Gitagovinda songs beforc
Jagannatha. The significance of the legendary Uife of Jayadeva that identi-
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fies the poet’s muse as a temple dancer of Puri is discussed in the first sec-
tion of my introduction. I have learned much about the emotional content
of the poem from watching Sanjukta Panigrahi and Ritha Devi perform
Gitagovinda songs in Orissi style. I spent many pleasant hours in Cut-
tack in consultation with Kalicharan Patnaik and Akshaya Mohanty
discussing and listening to the music of Giragovinda. A scventeenth-
century palm-leaf manuscript of the text, with the commentary Sarvdriga-

sundari and superb illustrations, was examined in the collection of Kali
Charan.

llln Bengal, the singing of Gitagovinda is especially prominent at an
nnual spring fair in the village of Kenduli in Birbhum dustrict, which
is identified as the birthplace of Jayadeva in Bengali tradition. The in-
fluence of the poem on the devotional music of Bengal is analyzed in an
article by Swami Prajnananada entitled “The Gitagovinda-padagina in
!!hc Background of the Paddvali-kirtan of Bengal,” published in the Jour-
nal of the Music Academy, Madras, 36 (1965), 176-82.

In Nepal, the Gitagovinda is sung during the spring celebration in
honor of the goddess Sarasvati, in which worship is offered to the god of
love, Kimadeva, and hss consort. 1 did not hear an actual performance,
but learned about it 1n a talk with the father of my friend Dr. Prasanna

Chandra Gautam, who read the description and chanted a portion of the .
poem from his brahman family’s old manual of annual ceremonies, en-
titled Varstkavratapaddhati. In the Bir Library collection in the National
Archives 1n Kathmandu, 1 found the earliest known r_n‘lnlgs/c[ipts‘/of the
Gitagovinda, dated 567 and 616 1n the Nepali era (ca. w\?g@.
Norvin Hein discusses the theatrical rendering of the Gitagovinda in
regions where Sikta influence prevails, with special reference to its per-
formance in Nepal and Bihar (The Miracle Plays of Mathurd, New
Haven, 1972, pp. 267-71). He quotes the account of Sylvain Lévi of an
evening performance by popular players in Kathmandu on March 7, 1898,
in which the plot and songs were based on the Gitagovinda.

{ In much of South India the poem is sung according to the classical
Karnatc system of music. An edition of the text with musical notation
\according to this system by Semmangudi R. Sreenivasa Iyer was pub-
lished by the Sanskrit College Committee, Tripunithura, Kerala, in 1963.
The text is prefaced by this note: “Ashtapadi, as the poem is popularly

known, is sung daily in_many of the temples of Kerala, as the pious

Hindus confider it a devotional song of the highest order. It is also sung
invariably during Kathakali performances, But the way of singing in
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English version of Jayadeva’s poetry. The discussions are supplemented by
extensive bibliographic and textual notes, Because the bibliography differs
so much from section to section, no general list of references is given, In
preparing both the glossary and the introduction, as well as the transla-
tion itself, I have depended heavily on the interpretations and analyses of
various s. The ¢ of selected commentaries are de-
scribed as part of the evidence for the ritical edition. References to variant
interpretations of ambiguous phrases and technical terms are found in the
glossary and the notes to the introduction.

The research for this book has taken me to India three times. My
search for manuscripts in the summer of 1971 was suppon;tcd by grants
from the National Endowment for the Himanities and the American
Philosophical Socicty. A grant from the American Council of Learned
Societies enabled me to spend time in Madras and Orissa in January 1973
to consult manuscripts in the Adyar Library, the Orissa State Museum,
and the Raghunandan Library, and to experieice performances of the
Gitagovinda. My residence at Mysore University during the winter of
1974-75 was supported by the American Institute of Indian Studies. A
Guggenheim Fellowship for “A Textual and Contextual Study of Med:-
eval Sanskrit Poctry and its Modern Interpretations” gave me time to
consider the Gitagovinda in the broader context of medieval literature and
to explore theories of the relationship between religion and art in Indian
civilization. It also enabled me to work 1n Nepal in the autumn of 1974.

In the five years 1 have spent gathering and preparing the Gitagovinda
material for publication, many people have given me invaluable help. My
speaal thanks are to the Pattanayaks, who have often shared with me and
my family the warmth and cultural Le of their home. My formal af-
filiation at Mysore University was with the Central Institute of Indian
Languages, of which Dr. Pattanayak 1s the director;
institute greatly facilitated {ny work. In Mysore, 1 was also helped by

rescarch scholars at the Oriental Insutute and the Office of the Chief

Epigraphist. I enjoyed many hours at the Oriental Insn

Sanskrit kdvya and analyzing aspects of the Gitagoysn

Nagaraja Rao, It was under his supervision that the De

my critical edition yas typeset at Sree Kantha Power Py

the Sanskrit newspaper Sudbarmi. Without tus graciou:
would not be in its present form. Thanks are due to

Lynn Bennett, and Gabriel Campbell for their help »

tifying the Nepali materials that have been so central

the resources of the

tute discussing
da with H, V.
vanagas text of
ess, publishers of
s help, this book
Theodore Riccardi,
0 locating and jden-
1 to my enitical text;
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and also to Neil Grods, who patiently collated the references for the
glossary. '

T am indebted to Daniel H. H. Ingalls for the example of his own work
and for his encouragement of this translation through the endless revi-
sions I submitted to his attention. For their generous and detailed criti-
cism at various stages of the translation, I thank Susan Bergholz, Edwin
Gerow, Jeffrey Masson, Agueda Pizarro, David Rubin, Burton Watson,
and my husband James, William Bernhardt, Karen Mitchell, and Andrée
Mounier of Columbia University Press have all contributed to the con-
ception and form of the book; 1 appreciate their skills and standards.

James and Gwenn have shared my travels in the Indian subcontinent
and much of my adventure in studying the Gitagovinda. Their apprecia-
tion for the music of Jayadeva's poem and for my involvement with it
have made this work pleasurable.

Barbara Stoler  Miller
NEW YORK, 1976
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A NOTE ON SANSKRIT PRONUNCIATION

In reading Sanskrit words, the accent is usually placed on the penultimate
syllable when this is long; otherwise it is placed on the antepenultimate,
A syllable is long if it contains a long vowel (4, 7, ), a diphthong
(¢, o, ai, an), or a vowel followed by more than one consonant. It should
be noted that the aspirated consonants k%, g#, ch, jh, th, dh, ph, bk, and
so on are idered single cc in the Sanskrit alphabet.

Vowels are given their full value, as in Italian or German:

as 1 in cut

as a in father

as¢in pst

as # in machme

as u in put

as ¢ in rule -~

a short vowel; as r7 in river

as ay in say

i asafinassle

aso1n go

as ow 1N cow

nasalizes and lengthens the preceding vowel

a rough breathing, replacing an onginal s or r; lengthens
the preceding vowel and occurs only at the end of a sylla-
ble or word

E- T e YO -1

8 og A
5

™~

Most consonants are analogous to the English, if the distinction be-
tween d and spirated ¢ is observed; for example,
the aspirated consonants 24 and ph must never be pronounced as jn
English #hin and phial, but as 1n hothouse and shepherd. (Similarly, k4,
gh, ch, 1k, dh, bh.) The differences between the Sanskrit “cesebral” ¢, 24,
d, dh, p, and “dental” ¢, th, d, d&, n are another distinctive feature of the
language. The dentals are formed with the tongue against the ceeth, the
cerebrals with the tongue turned back along the palate. Note also:

g asgngoat
n asninwnk, or sing
¢ asch in church

Sanskrit Pronunciation xix



1 Jayadeva: The Wandering Poct

Jayadeva, wandering king of bards
Who sing at Padmivati’s lotus feet,
Was obsessed in his heart

By rhythms of the goddess of speech,
And he made this lyrical poem

From tales of the passionate play
When Krishna loved §ri.

Jayadeva, the poet’s signature in the Gifagovinda, 1s the name by which
he 15 known as a poet-saint in Indian tradition.? It is a name he shares
with Krishna, the divine hero of his poem; he invokes Krishna in the
second song with the refrain zaya jayadeva hare, “Triumph, God of Tri-
umph, Hari!” In the context where the poct’s name becomes an epithet of
Krishna, the name 1n turn gans a dimension of sacred meanng. The lis-
tener 1s reminded of Jayadeva’s special relatton to Krishna as his name is
repeated 1n the signature verse that ends each song.
The lyMMm of the Gitagovinda earned sainthood for
ned saint;
Jayadeva and a wide audience for fus poem. All versions df the legend
that sanctifies Jayadeva’s life say that he was born 1 a brahman family
and that he became an accomplished student of Sanskrit and a §l:i$llcd
poet.? However, he abandoned scholarship at a young age and adopted an
ascetic life, devoung himself to God. As a wandering mendicant, he
would not rest under one tree for more than a night for fear that attach-
ment l()dﬁlc place mminc life ended when a
brahman of Purt insisted that j’aEnnitha, “Lord of the World,” himself
riage of Jayadeva with the brahman’s daughter

had orda*irfgh/l}_lf_mﬂr
Padmivaty, who was dedicated as a danang gurl in the temple. Padmavati
servéd fier husband and he shared her devotion to Jagannatha, As Jayadeva

composed, she danced—thus the Gitagovinda. In the process of writing
llmconcewed the chnmxofv,_ﬂ‘r%s_‘s’wﬂncadm to
Radh3 as a command for Radhi to place her foot on Krishna's head 1n a
symbolic gesture of victory (X8)- BuWomplc:c the

couplet, in deference to Krishna He went to bathe and in his absence
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Krishna appeared in his guise to winte the couplet; then Knshna ate the
food Padmavati had prepared for Jayadeva and left. When Jayadeva re-
Torned, he realized that he had received divine grace 1n exalung Krishna's
loving relation to Radha.

Various local versions of this legend have grown into conflicting tradi-
tions about Jayadeva’s place of birth and region of poctic activity, Modern
scholars of Bengal, Orissa, and Mithila have put forth claims locating the
village of his birth 1n their respective regions. Two strong traditions say
that the “Kindubilva'™cited Tn the Gitagoesnda (I1L10) is cither a village
near Puri in Orissa or a village in the modern Birbhum dustrict of Bengal.
A Third tradition identifies the villagw in
Muthila as Jayadeva's birthplace. The argument is well known and has
Been summarized 1n favor of Jayadeva's Bengali origins 1n a recent mono-
graph by Suniti Kumar Chatterji.* Although the Bengali position remains
tenuous, both legends and historical documents suggest ‘that Jayadeva
lived and composed in eastern India during the latter half of the twelfth

e e
cehtury.

The dating of Jayadeva's literary actwvity is established by the composite
evidence of vanious literary and historscal documents. Most prominent is
the presence of verses atiributed to Jayadeva 1n_Scidharadisa’s Saduksi-
karnamrta, an anthology compiled 1n Bengal in Ap. 1205 (S3ka era
1127), at the end of the rexgn of Laksmanasena, who ruled about a.n. 117
12054 Among The thirty verses attributed to Jayadeva in . C. Banerp's
€dition of the antholGgy, two are 1n the enucal text of the Gitagovinda®

In the Gitagovinda (1.3), Jayadeva compares himself with poets named
Tlo.= o Jt " -~ “ 1T

~0y? all of whom are quoted

S c -ourt eptc entstled Pagzgdﬂm,

cripery Lo gauinny w e o+ by Laksmanasena into the

south” The other poets are less directly associated with Laksmanasena,
but their wotks relate them to the period and region of his reign®

It seems clear from the contents of the Sadukttkarnamria and from the

mscripions of Laksmanasena that the king was g patron of Sanskrit

learming and of Vaishnavism The Senas were

Karpatic kin;
ang.! 08 were Rarpatic kings who em-
ployed Sanskrt for thewr officral documents, the standard practice 1n

North India at this tme.” The inserptions of Laksmanasena open with
an invocation to Vishnu (aurir aum namo nardyandya)
as had been the practice of his predecessors, The kin
epithet “Highest Vaishnava™ (paramavaisnava) 10
Sanskrit learning and the highly syncretic Vaishna

mstead of to Siva,
g 15 described by the
A court that promoted
va worship of this ume

Introduction 4



would have provided an appreciative audience for the Gitagovinda. It is im-
possible to know whether Jayadeva composed the work at Laksmanasena's
court; perhaps he composed it clsewhere.and performed it there.

The South Indian Vaishnava devotional cults that were influential in
Bengal in the wwelfth century were equally active in Orissa. Traditional
accounts record that Rimipuja, the great Vedinta philosopher and apostle
of the Srivaishnava cult, visited Puri in the early part of the twelfth cen-
tury and established a school there. It is claimed that he met and influs
enced the King of Puri and worked toiftroduce the ritual of Stivaishnavism
into the Jagannitha temple, against the strong opposition of resident Saiva
pricsts.’? The king whom he met was probably Anantavarman Choda-
gangadeva, the Gaiga king who ruled in Orissa about a.p. 1078-1147.
Liter Ganga records suggest that Chodagangadeva initiated major con-
struction of the Jagannitha temple, which was completed during the
reign of his grandson Anafgabhimadeva in the late twelfth century.
From the evidence of hus inscriptions, Chodagarigadeva, like Lak
{of Bengal, came under Vaishnava influence. Two sets of copperplate in-
scriptions illustrate the shift in his scctarian allegiance. In ap. 1081 (§3ka
era 1003), Chodagangadeva expressed traditional Ganga devotion to Siva
by granting land to support worship of Réjardjefvara, a name of Siva. In
ap. 1118 (§3ka era 1040), 1n a grant of land to a brahman named
Madhava, his inscription begins with an invocation to Laksmi, and the
king is described as “Highest Vashnava® (paramavaisnava). Temple
records show that since the Wﬁtha has been
continuously worshipped as the supreme form of Vishnu, whose power is
expressed through the energy of his consort, Laksmi or §r1.32 :

Although the legend of Jayadeva’s life has no historical value, it does
tell us that 1n the course of his wandenngs Jayadeva visited Puri, where
he came under the 1nfluence of the Jagannitha cult and Tormed a special
relationship with Padmivati. The 1dentification of Padmivati as Jayadeva's
wife 15 not supported by eiher of the early commentators on the

Gitagovinda. Both Marﬂkjjn@kama identify Padmavari (12;
Xg; XLa1), or}’_’_'a'dﬂul.zs), as names of Knishna's divine consort Sri

(125 123), or Laksmi (Xl22); Who is also called Kamald (L17) in the
poem. The "miri_ag%igf_laaésxgj_ﬂdjadmivm in the legend may be
a veled allusion to” hus iniuation in the Srivaishnava cult that was es-
tabiished in Pun under Ramanua's influence, The role of Krishaa's cow-
herdess consort Radhd in the Gifagovinda takes its cosnfic significance

from the can&ﬁ/:yifharccurrcm references to:Srf,_ Jayadeva’s_use of the
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epithet Jagadifa, “Lord of the World,” for Krishna in the first song is too
similar 0 Jagannitha to be accidental—the Gitagovinda may well have
taken shape in the richly syncretic environment in Puri in the twelfth
century.!?
By the fifteenth century, the Gitagovinda was sufficiently popular in
—_— - ey
‘Puri to be incorporated into thecritual of the Jagannitha temple. An in-

scription located on the Ieft~side of the Jayavijaya doorway, written in

Oriya language and script and dated A.ngg, prescribes the performance
of the Gitagovinda in the temple.* An English translation of the inscrip-
tion reads:

On Wednesday the tenth lunar year of Kakada, bright half in the ninth
mark of the warrior, the clephantlord, the mghty Prataparudradeva
Mahardja, king over Gauda and the ninety millions of Karnita and Kala-
bacaga, arders as fallaws: “Dancing, will be performed thus at the tiroe 1
of food-offerings (bhoga) to the Elder Lord (Balarima) and the Lord of
the Gitagovinda (Jagannitha). This dancing will continue from the end
of the deities’ evening meal to their bedtime meal. The dancing group of
the Elder Lord, the female dancers of Losd Kapilefvara, and the ancient
dancing group of Telangana will all learn no song other than the Gitago-
vinda from the Elder Lord. Aum. They will sing no other song. No other
dance should be performed before the great God. In addition to the danc-
ing, there will be four singers who will sing only the Gitagovinda. ‘Those
who are not versed in singing the Gitagovsnda will follow in chorus—they
should learn no other song. Any temple offici2l who knowingly allows any
other song or dance to be performed is hostile to Jagannitha.”

In the early sixteenth century, the great Vaishnava mysuc Caitanya
made a pilgrimage to Puri and settled there. It is recorded 1n the spirrtual
biography of Caitanya by Krspadasa Kaviraja, entitled Castanyacaritamrea,
that Caitanya derived great Htagoyinda, as well as
the songs of the'Bengal poet Candidasa and the Maithili poet Vidyapaut®
There is no reference to the ongin of Caitanya’s devotion to the songs of
the Gitagovinda, but 1t 1s hikely that he heard them 1n the temple of

agannitha. His love for Jayadeva's songs led to the canomzation of the

Gitagovinda within—the Vaishnava Sahapyd cult and sts interpretation
&Co) tq t es6F Bengalh Va vism.'® Bahajiyd tradion

claims Jayadeva as a practicer of its unorthodox ritual and the “original

preceptor” (ddigurue) of the cult)” Jayadeva's rtual practice 15 not re.
vealed by hus foem, but the place of his songs in the Cattanya cult comple-

ments the Oriya tradition that nightly performance of the songs 1n wor-

—————
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ship of Jagannitha at Puri has been continuous for more than seven hun-
dred ycars.!®
By the end of the thirteenth century, the Gitagovinda was known in
[\vcstcm India. A stone inscription of Mahirija Sirafigadeya Vigheld of
Anahillapattan, dated Ab. 1291 (Vikrama era 1348), opens with Jayadeva’s
invocation to Krishna in his ten incarnate forms (1.16).}* The inscription
records the levying of a revised tax on the inhabitants of Palhanapura
(modern Palanpur) to defray the expenses of temple offerings to Krishna,
The Gitagovinda was probably b&lghm&gﬂﬂg&mﬁg@grims
who heard it at Puri or some other eastern center of the Krishna cult,
Further evidence of the poem’s wide dissemination in the centuries fol-
lowing its composition includes the existence of one palm-leaf manuscript
in Newari hooked characters dated ca. ap. 1447 (Nepali era 567) and
another in Newan: script dated ca. Ab. 1496 (Nepali era 616).%° The text
of "this version accords well with the text on which Minidka based his
simple commentary. The fifteenth-century date given to an early paper
ipt of the Gitagovinda, accompanied by Manirika's commentary
and illustrated with paintings of the ten incarnations of Krishna in the
Glﬂ"agi__ﬂjlc of the mid-fifteenth century, 1s corroborated by the date, ca.
AD. 1512 (sarhvat 1569), on another manuscript of Manarika’s commen-
tary.?* The literary critical commentary of Kumbhakarna, called Rasika-
priya, is dated the mid-fiftcenth century according 1o the dates of the
raler of Mewar named 1%9@11_&%%8), with whom the
commentator is identificd 2 By the sixteenth century Jayadeva’s poem was
recogmzed throughout northern Indm for the intensity of 1ts poetic and

its religious expression.

2 The Lyrical Structure of Jayadeva’s Poem

The Gitagovinda, deccpuvely simple in 1ts surface beauty, has a wealth of
meaning cmbedded in structurally intricate forms and concepts dra.wn
from various levels of Indran literary tradution. In the process of preparing
this textual analysis and translation, I have come to appreciate how mas-
terfully Jayadeva inte! atic elements to create a

work of high arg and religious intensity that remains appealing to popular

audhences throughout the Indian subcontinent. In order to translate the
Ly

e —
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the Gitagovinda, twelve different syllabic meters occur? Tht.:rc are also
three verses in the moric meter Aryd (VLr; VIL2; 1Xur), Aryd is the
most extensively used moric meter in Sanskrit poctry. It is the charac-
teristic meter of poctry in Prikrit dialects of the classical period,. ex-
fcmp\iﬁcd by the contents of Hila's anmhology, the Satasei'® and by
Prakrit verses in Sanskrit dramas. Although the classical Aryd meter is
organized in terms of beat and measure, like the songs of the Gitagovinda,
its formal articulation makes it distinct from the types of measured meters
that order the songs.™*

In comparison with the compact form and contained grammar of the
classical kvya verses, the structure of the songs is broader and more com-
plex. A composite pattern of three interdependent formal units is repeated
in each of the twenty-four songs!? The fixed unit in cach song is the
dhruvapada, 2 “cefrain” that is repeated after each couplet; it is the stable
unit of sound and meaning in the song. Its content provides a context for
the descriptive details of the couplets and intensifies their meaning.
Where the dhruvapada contains the grammatical subject to which descrip-
tive compounds and phrases refer, it resolves the “dangling” syntax of the
couplets. The reframns are characterized by syntactic simplicity and a core
vocabulary of recurnng words that suggest correspondences between
Radha and Krishna at different stages of their scparation. Just as a refrain
unifies a song, the network of refrains unifies the poem.

The varying unit in each song is the pada, a stanza that is one of 2
scries of rhymed couplets occuring in a particular moric metrical pattern,
From this comes the designation of the songs as padavals, “stanza-series,”

a term that Jayadeva introduces in the Gitagosnda (14). Since the
stanzas usually number eight, the songs are also referred to as astapads,
“ecight-stanza song.”

The final formal unit 15 the bhapiza, the last pada in each song. Each
bhansta repeats the poet’s signature, Jayadeva, and usually some form of
the root 'V bhan, which means “saying” or “singing.” This stanza re.

affirms the f‘\ﬁinirxzs of the poet’s creative actuvity and the audience’s es-
lhc.nc experience to the developing erotic relanonship between Radhi and
Kr}shna. 3 funcl.lons 1 each song to give the perspective of esthetic and
religious ptr.ccptmn to the emotional ntensity of the preceding stanzas
and the refrain.
. The system of monc meters in the Gitagovindy songs gives the poem
its ‘;h)l"dlmlc# structure. A particular meter relates couplets within a song,
and the metrical system relates the songs to one another, Jayadeva's skill-

———
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ful variation of a few selected metrical patterns sustains the aural appeal
of his long poem. .

As I have already suggested, the moric meters of the songs contrast with
the traditional moric meters like Aryd in several ways, The severely re-
stricted occurrence of heavy syllables is most striking, Heavy syllables are
relatively rare in the songs; they arc limited mainly to initial position
within the gana units and to the ends of lines. This gives the songs their
liing quality and definite rhythmical beat. The rhythmical element is
further emphasized by repetitious sound patterns of alliteration, assonance,
consonance, and end rhyme. These devices are all used in earlier Sanskrit
literature, but nowhere else with the persistence that characterizes the
Gitagovinda.

The meters of the songs and the mode of their articulation clearly re-
semble the meters of medieval poetry in the vernacular languages known
as Apabhrarhéa. Although few of Jayadeva's meters are specifically iden-
tifiable with those known from erther Jamn Apabhrarhéa poetry of western *
India or Buddhist Caryipada poetry of eastern India, the predominant
metrical pattern of the songs corresponds with the basic rhythmic design
of such non-Sansknt medieval poetry. The correspondence had led
scholars like Tischel, Renou, and Chatterji to suggest that the songs, or
even the entire poem, were onginally composed 1 Apabhrarnéa and then
translated into Sanskrit.’® A close reading of the songs and a comparison
of the songs with the kdvya verses m the poem suggest instead that”

Jayadeva adapted the musical morc meters of vernacular poetry in order
to create 2 medium of song within conventional poetic Sanskrit. If one
analyzes Jayadeva's style in terms of meter, ornamentation, and structure,
the classical elements drawn from Sanskric and Prikrit sources are as
sigmficant to the songs as the Apabhrarhfa meters. Jayadeva’s adaptation
of Apabhratnéa meters to Sansknt 15 not an solated phenomenon. It is
the most sustained and successful of several such experiments that are
known from the tenth century and after, when the bonds of classical

Sanskrit hiterature were loosened by attempts to broaden 1ts appeal M

The most prominent meter 1n the Gitagowsnda songs repeats a paz.tern
of couplets structured 1nto lines of seven four-beat measures, exemplified
by the opening couplet of the third song (I27):%*

lalttala|vangala|idpars|filana) |malayasa|msire|
dhukara|nikarakalramb |koksla|kiipta|kusipaku]sire ||
[T MU PRI EINPN) ENERD) NSNRRT|
A OIS I ENUNS PN BN P |
————
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"This meter and its variants, which maintain the four-beat measure, govern
nincteen of the twenty-four songs in the Gitagorinda® The d
metrical unit of the songs refects the four-beat subdivision of the most
common rhythmical pattern (sdla) of both Hindusthani and Karnatic
classical music. The meter of a song can provide the rhythmical com-
ponent of the song's music. It scems significant that no #dfa designations
are given in two of the oldest manuscripts of the Gitagovinda, though
cach song in these manuscripts is defined by the name of a melodic pat-
tern (rdga). Where tdla names do accompany rdga names in other manu-
scripts, there is enarmous variability with regard to the 73la names.*

Most of the refrains are in moric metrical patterns that maintain the
same measured beat as that of the associated couplets.!® They generally
contrast with the couplets in length only. Refrains usually consist of one
line or two rhyming lines of unequal length. The rhythmic cadences of
the refrains tend to be heavier than those of the couplets, thus giving
their words greater emphasis.'®

Rhyme, in its several varictics, highlights the rhythmic patterns of the
songs. Alliteration (ansprdsa) in Sanskrit poctry involves the echo of re-
peated sounds in a line; 1t is not limited to the initial sounds of words.
Alliteration is the thyming device most commonly used to produce
emphasis and euphony 1n classical kdrya®® In the Gitagovinda allterative
combinations of consonants and vowels reinforce the meters and the
sensuous imagery of the songs. They often contribute to the rhythmical

complexity of a hne by forcing syllables into a syncopaton of the metrical
accent 2

End-thyme (antanuprase) 1s a universal feature of the couplets, It
serves to mark the close of each metrical cycle. This consistent use of end-
rhyme is rare in classical Sanskrit poetry, though internal rhyme is com-
mon, as it is 1n the kdvya verses of the Gitagoyinda.2?

The emunent erine Anandavardhana warns that a poet's preaccupation
with repetitions of sound, hike word-play, alliteration, and assonance, is an
obstacle to the production of erotic mood® But most Sanskrit crtics

consider these devices essential to the sweetness of

poetry (madhura,
= 24 1
mddhurya) ** These critics scem to agree with the practicing poets that

sense and sound must complement each other to create intensity in the
expression of erotic mood. ’

"The entire Gitagovinda abounds in various fo,
as rhyme, The repetiion and shftn,
(taste), madhu (honey),

rms of word-play as well
"tung meaning of key words like rasa
and vildsa (seduction), relate levels of content

—_———
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within the poem and often expand the context of a verse or song.
Jayadeva puns on the names of certain meters he uses in the kdvya
verses.” He plays on the names of heavenly nymphs to describe Ridha
(X.14). He plays on the epithets of Krishna, especially Madhava,
Madhusiidana, and Hari, The poet's own name, Jayadeva, which is also
used as an epithet of Krishna, is repeated as the poet’s signature at the end
of each song2®

The grammar of the songs is simplificd. Certain forms are repeated
frequently. Prominent are the locative, which is often used in its absolute
function, the instrumental, and various participles. In the tenth song, un-
varying grammatical parallelism governs each of the couplets.

In the Gitagovinda repetitive patterns of sounds, syllables, words, and
phrases serve to reinforce and supplement the metrical structures of the
songs. All Sanskrit poctry contains gencrous 2amounts of sound elabora-
tion (fabdalarkdra); ®" in the songs of the Gitagovinda the redundancics
are incessant, complex, and multileveled. They create a sensuous surfacc
of verbal ornamentation that suggests comparison with the sculptured
surfaces of the medieval Hindu temples of Bhubaneswar and Khajuraho.
In the rhythmic disposition of a basic ground plan and the superimposi-
tion of repetitive shapes along a vertical axis, each temple moves to a
pont of intense concentration, where it simultaneously plunges into the
womb-house of the deity and transcends itself.?® The intricate vertical
and horizontal design that emerges 1 the Gitagovinda from the repeti-
tions of metrical units, refrains, rhymes, alliterations, technical words,
puns, and syntacuc devices unifies the entire poem and concentrates its
movement.

All known manuscripts of the Gitagovinda indicate the names of vari-
ous rdgas, or melodic patterns, for individual songs. The Indian rdga is a
melodic formula that includes particular embellishments and tone colors.
The technique of smprovisation, which 15 essential to the formal presenta-
tion of a riga, uses dense combinations of grace notes and microtonal
ornaments. The rdga, 1n the form of either a song or an instrumental
piece, is idenufiable in performance by its charactersstic turns of phrase
and dominant tones. In theory, every raga is associated with a particular
mood, time, and seasonal setting.?*

The songs of the Gitagovinda are sung in regions of eastern 2nd south-
ern India in a variety of different ragas® Although the oldest manu-
scripts show striking agreement in designatng a group uf. _clcvcn dif-

sgas for the twenty-four songs, there has been no traditional trans-

ferent 3
. —————
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mission or notation to assurc that these hames designate the same melodic
patterns they do in later times. The fact that many commentators are
preoceupied with defining the ragas in terms of Indian music theory sug-
gests that the songs were variously interpreted throughout their history.

3 Jayadeva's Language for Love

Poctry is distinguished from ordinary modes of specch by the controlled
and stylized ways it strives to transcend the limits of ordinary language.
‘The lyrical techniques of Jayadeva's songs combine with the conventional
language of Sanskrit erotic poetry to express the intimate power of divine
love.! As Jayadeva's elaborates the passion of Ridh3 and Krishna, he cre-
ates an esthetic atmosphere of crotic mood (frAgdrarasa) that is bliss
for devotees of Krishna. The poet’s aim is implied in an opening verse of
the Gitagovinda (14):
1f remembering Hari enriches your heart,
1f his arts of seduction arouse you,
Listen to Jayadeva's speech
In these sweet soft Jyrical songs.
The relation between esthetic and spiritual experience is made explicit in
the signature verse of the final song of the poem (XIL1g):

Make your heart hetic to Jayadeva's spl

did speech!
Recalling Hari’s fect 15 clixir against fevers of this dark time.

She told the joyful Yadu hero, playing to delight her heart,

The concept of mood, rasa, is at the heart of all Indian artistic expres-
sion. Rasa is hiterally the taste or flavor of something. The rasa of a verse
3

song, dramatic scene, or musical performance 1s the flavor of a

Crhiyibhtnsy, Somshi pervading

. poets and cnities came to realize the
unique power and the esthetic potental of sexual passion (raubhdva) in
1ts aspects of pain and pleasure.? The erotic mood that emerges from pas-
sion was expressed n the anuthetical modes of “separation” (vipralam-
bl:.a:’yriga'ra) and “c on” (sambhog rngara). To experience
this mood in the 1nterplay of 1ts two modes was considered the hl:):ic ht of
esthetic joy? Jayadeva created the religiously potent atmosphere Ef the

Gitagovinda by gxplonng the poignant mood of separation within the
broader play of divine Passion 1n consummation,
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Passion is transformed into crotic mood when a poet distills essential
qualities from the confusion of spontancous emotion and then patterns
them according to universalizing rules of composition. Passion is made
palpable through sensuous descriptions of movements and physical forms. -
Seasonal changes in nature and bodily signs of inner feeling are colored
richly to create a dense atmosphere of passion,! The theorists dictated that
the gestures exposing a character’s mental states must be subtle, expressive
enough to arouse a sensitive audience but hever so crudely detiled that
they stimulate wanton desire.” In the Gitagovinda, this restraint functions
to make potentially pornographic subject matter the material of esthetic
and religious experience.

In Jayadeva's environment of springtime (serasavasanta, 127 *), Ridhi
and Krishna are vehicles (¢/bhdva) for the universalization of erotic emo-
tion, These youthful figures with gleaming flesh and lotus-petal eyes mani-
fest signs of emotion (vyabhicaribhiva, sittvikabhiva) to communicate
the passion of their separation. For Jayadeva, their longing and reunion
is the concrete example ¢” rehgious experience in which the disquieting
distinction betwecn “I” and “mine” verses “you” and “yours” is calmed.®
‘The esthetic expenence of their love is the means for breaking the imagi-
nary barrier dividing human from duvine.

The poet's direct presence throughout the poem dramatizes his view
that the discipline of esthetic perception 15 a way to enjoy Krishna's grace-
ful love. Each signature verse 1s a varianon on the idea that the emotional
states of Radha and Knishna have religious power through the medium of «
the poet’s lyric presentation.

Insight into Jayadeva's concepuion is found by following the way he
presents his characters through the.movement of the poem’s twelve parts.
After evoking Radha and Knishna in their secret erotic relationship and
stating his own aim, Jayadeva invokes the ten cosmic incarnations of
Krishna. He proceeds to present increasingly intumate aspects of Krishna's
relation to existence, focusing on the suffering he shares with Ridhi in
the frustration of their love. Krishna's ecstatic reunion with Radha within
the forest thicket 1n springtime allows the poet's audience to witness the
center of existence. The vision (darfana) of Krishna revealed through
Ridha at the end of the poem 1s a vision of the soul of hus erotic mood

(ckarasa, X1.24-31, song 22). Its effect is comparable with Krishna's mani-
festation to Arjuna in the cleventh chapter of the Bhagavadgiti. Radha's
heart, strengthened by the long trial of their separation and by the force
of Krishna's suffering, is filled with erotic mood (serasamanas, X1L1)
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that is the c ion (sambhogasriigara) of l‘hc cnflic, csthc.lic,‘l'.cli-
gious expericnce Jayadeva creates for himself and his audl.cncc. ’I'hns. vision
is contained within the structure of the poem, like the vision that chm'axcs
a worshipper's controlled approach to the deity in the womb of a Hindu
temple. On another level, the poctic perspective follows the movcment.of
Ridha's friend (sakh?), who goes between the parted lovers to describe
the condition of cach to the other. This perspective begins on Ridha's si‘dc,
but it subtly shifts to mediate between Radha and Krishna and bnng;
¢them into union. The friend, the poet, and the audience share the experi-
ence of secretly participating in the play of divine love
The Gitagovinda begins with a classical verse indicating the subject of

the poem.®

“Clouds thicken the sky.

Tamila trees darken the forest.

The night frightens him.

Ridh, you take him home!”

They leave at Nanda’s order,

Passing trees in thickets on the way,

Until secret passions of Radhi and Madhava

Triumph on the Jumna riverbank.

The place, the time, the characters, and their relationship in the poem are
superficially clear in this verse. But details of the episode are rich in sym-
bolism and have encouraged complicated interpretations of Jayadeva's
meaning.? Most interpretations turn on the identification of the speaker
of the first half of the verse and on the reference to Krishna's “fear” and
Ridha's role as his guide through the dark forest, The opening speech is
variously attributed to Krishna,'® Ridhi,'* Nanda,'? or even the friend
of Radha'® Jayadeva is characteristically ambiguous here—the many
voices that are possible in the verse all direct the sexual energies of Krishna
toward Radha, but each voice slightly shifts the quality of the darkness
and of Krishna's fear. When we hear Knishna's foster-father, the cowherd-
chief Nanda, address Radhi, Knshna’s youthful fear of the dark is sug-
gested. When we hear Radha speaking to herself, the words suggest a
woman sensing the sexual fear of her adolescent lover. When we hear
Krishna himself speaking he 1s courung Radhi 1n the veiled language of
love, where feigned fear is a device of seduction. The composite voice
furl?ler suggests that fear may relate to the cosmic age of darkness, the
Kali Yuga, for which the union of Radha and Krishna js the cure,*
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The darkness of the night in the forest is described in voluptuous sounds
and imagery that echo through the entire poem!® It is in this sccrer, |
sexually stimulating environment that Krishna and Radh3 enact the ini-
tial triumph of their divine love and then suffer the long night of separa-
tion that ends in their reunion. They follow the path through the forest
as a pair, which Jayadeva calls Radhi-Madhava.'® The triumph of their
passions occurs in this dual state, which is the defining structure of their
relationship in the Gitagovinda. The “home” to which Radhd brings
Krishna is a forest thicket (ku#ija), the secret place of their divine Jove,
in which they meet again at the cnd of their journey.

The erotic mzsricism of the Gitagovinda, which inspired the Vaishnava
saint Cartanya, wav interpreted allegorically by Caitanya's followers in
terms of the Sahajiya doctrine of devotional esthetics (bhaktirasa);*? they
used love as a metaphor whose primary reference was a metaphysical con-
ception. Although many elements in the Giragovinda are codified in the
Sahajiyd doctrine of love, this reading seems artificial, Jayadeva's verses
nowhere praise unbodied joy; they are explicitly sensual, Fnd celebrate the
sensual'joy of divine fove. Through imagery, tone color, and rhythm, Jaya-
deva interweaves levels of physical and metaphysical associations, and the
cosmic energy of Krishna's love with Radha 1s condensed into a rehigious
ecstasy.

4 Krishna: Cosmic Cowherd Lover

Krishna's mythology 1s ancient and complicated, emerging in the earhest
levels of the epic Mahkabhirata and developing through the varous phases
of Purapuc literature. The history and significance of the Krishna legend
has been analyzed in numerous scholarly studies; the summary that fol-
lows borrows freely from them.! . o

The process of Krishna's deification 15 discernible in cpic lu.craturc. In
the accounts of him 1n the Mahdbharata and the Hartvarmia, hl.S character
is a transparent composite of 2 cowherd hero and a tribal chief who is
also a form, or an incarnation (avatdra), of the god Vishnu. The {'mlﬂd:mc
and cosmic Jevels of his activity are interwoven in the narr_advcs to en-
compass elements from various sources 10 a compl.cx myfhlc structure.?
The basic account includes Krishna's miraculous birth, his concealment
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among cowherds to protect him from his demonic uncle Karhsa, his child-
hood pranks and miraculous deeds in the cowherds’ village, his youthful
sexual play in the forest with the cowherdesses of Vraja, his destruction of
demons, his defeat and killing of Karnsa, his role in the Bhirata war as
the cunning and unscrupulous counsellor-cousin of the five Pindava
brothers, and his violent death. In the Bhagavadgisa, he teaches a syncretic
religion of devetion to his Pipdava companion Arjuna and reveals him-
self to be the all-God, who is called Vishnu?® The fusion of Krishna with
Vishnu involved a transfer of many of Vishnu's epithets, as well as his
functions, to Krishna The divine-cowherd episodes of Krishna's legend
became the focus of the medieval devotional cults that emphasized erotic
mysticism, and in the process his divinity became disunct from the other
incarnations of Vishnu, Krishna emerged as the supreme god of the Kali
Yuga, the cosmic age of darkness.’

From ancient tumes, Indian culture has attributed extraordinary power to
names and the act of name-giving, especially the naming of gods. The tra-
dinonal practice in Hindu ritual of chanting a series of a god's thousand
names (sahasrandmasiuts) is evidence of this. Eputhets are characterizing
names, frequently taking the form of descriptive compound words (bahu-
vrihisamésa) in Sansknit. Although some epithets are petrified into obscure
ornamental formulas, most of them function to delineate the subject's char-
acter by evoking his deeds, relations, physical forms, and qualities.® The
particular names and epithets a sophisticated poet hke Jayadeva chose
from among the myriad names of Knshna must have been meant to set
the figure 1n a pattern of specific associations.

Most of Krishna's epithets 1n the Gitagosinda are traceable to older
sources. The epithet Bhagavat, Lord, which is prominent 1n the Mgha-
bharata, the Hanyarizda, and various Purinas and which 1s referred to in'
the utle of the Bhagavadgita, 1s notably absent in the Gitagovinda. Tts ab-
sence, along with the al.:stnce of terms like dharma, karma, and bhaksi,
‘Zﬁ?’{é'ffii th;csy:r\::twndﬂ;at Jayadeva was consciously distinguishing
cult ™ This ?s conscnan:p\}::th t:)em ‘h? ebrect of the orchodox Bhigavata

poet’s concentration on Kris)

relation to Ridh3, the 1solated figure who contrasts with th
group and who 15 1gnored 1n early Bhigavata texts ® The epithets Jagadita,
Lord of the ’\Norld, and Jayadeva, God of Triumph, are textually asso:
2‘;;;‘;‘;”‘5};;:‘5:“; :‘:’aih; ﬁ::)tp lrl:nu: :[1] the Gitagovinda. Their use in the
g the conceptual framework and

hna's special
e cowherdess

———
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movement of the poem. The epithets Dafavidhiripa and Dafakriikys, re-
ferring to Krishna in his ten incarnations, are similarly significant,

The various epithets are defined below, in order of their appearance in
the text of the poem, with references to other sources. Chapters and verses
in the text of the Gitagovinda are referred to by Roman and Arabic nu-
merals; an asterisk placed after a verse number indicates a refrain.

mapitava (Li; 1125 1V, 2%, 73 Vig; VILiz, 39; VIIL2%; IX2%; XLig*) lit-
erally means “related to madhu.” Madhu may mean “springtime,” or
“honey,” or “the progenitor of Krishna's own Yadu clan.” The relation
of the progenitor Madhu to the demon Madhu whom Krishna destroys
is unclear. Daniel H. H. Ingalls suggests that the whole myth of the
demon’ rests on a musunderstanding of the name Maidhava, “spring-
time.”® It may be that the “misunderstanding” was intended by story-
tellers to amplify the meanng of the epithet as it applies to Krishna. In
the Gitagovinda, madhu 1s used to mean “honey” (1.36; VI2; VILS; X.2%;
X1.18), “springtime” (1.46), and “the demon Madhu” (L.20). The epithets
Madhusiidana, “killer of Madhu” (las, 40; IL1z; VILg), Madhuripe,
“enemy of Madhu” (ILg, 18; V.1, 14; Vls; VILi3, 29; XllLg), and
Madhumathana, “tormentor of Madhu” (XI.2*) indicate that Krishna
conquered madhu, but 1t remains uncertain how madhu 15 to be under-
stood. If these epithets and Madhava are understood as a complex of re-
lated meanings, they seem to suggest that Krishna conquered and ab-
sorbed mnto himself the power of what he conquered, whether 1t was
“springttme” or “honey” or Knishna's own progenstor, all of which are
potentially dangerous and so “demontcal.” Springtime, persomified in In-
dian literature as the compamion of the god of love, 1s erotically powerful
and pamnful for parted lovers. Honey, the pnzed raw food of the forest,
is cited as an aphrodistac of power and danger 1n early brahmamcal ht-
erature.)® Lévi-Strauss offers an analysis of honey in South American
myths as a paradisucal seducer and disrupter of marital ties,"! and one
can see a parallel relatton between Krishna's seducuve, anttnomian sexual
behavior and his metaphoric association with honey. The conventional
Indian sexual 1mage of the bee actung hke a lover in producing and drink-
ing honcy further widens the meaning of Krishna's assocation with
honey. Bees are referred to in the poem by the common Sanskrit epithets
madhukara, “honey-maker” (1.27; VlIl25), madhupa, “honey-drinker”
(1363 V.43 XI4, 18), and madhuvrata, “busy with honey" (II.I). The

———
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dominant meanings of madhe thus provide a strongly erotic context for
the verbal play of Madhava and related cpithets in the Gitagovinda!®

visupeva (1.2) refers to Krishna's royal birth in the Yadu clan as the son of
Vasudeva and Devaki. It 15 a common epithet of Krishna throughout epic
literature??

mart {14, 5% 17% 27% 34 38% 39, 43, 46; 1L, 2%; 1V 9, 17; V.4, 15; VI,
6,7 VIL3, 7, 10, 14, 29, 38; 1X.1, 2, 4, 6, 8, 9; XI6, 8, 9, 13, 24*, 315 XIL1,
19) literally means “the tawny one,” but Vaishnava commentators inter-
pret it to mean “the destroyer of pain,” derived from the Sanskrit root
V/ hr.Hariis a common name of Vishnu in his cosmic form and his various
incarnations in the epics and Purdnas. It 1s probably borrowed from the
Vedic name of Indra, whose characteristics Vishnu and Krishna sbsorb!
The ambiguity of reference in the name Hari reflects the identification of
Krishna, as Jagadifa, with the cosmic form and function of Vishnu!® The

sumilarity between Hari and Siva's name Hara, “the destroyer™ (I1L11),
15 exploted by Jayadeva for 1ronical effect.

reSava (Ls*, 45; IV.r*; Villa*; XL1) means “long-haired.” It is tradi-
tionally related to Krishna's killing of the horse-demon Kefin*® Like
Hoar, it refers ambiguausly to Vishnu and Krishna in epic and Purinic
literature,

7acani$a (15*) means “Lord of the World." In the refrain of the song of
invocation, 1t indicates Krishna's cosmic supremacy. In the Jagannitha
cult of Onssa, which probably provided the context for the composition
of the Gitagovinda, Krshna is 1dentified with the compostte Buddhist.
Sawvite Vasshnavite form of Jagannathal?

pasavirarOpa (L1s) means “having a tenfold form It indrcates that
Kushna is at once all of the ten forms of cosmc power he assumes in his
awesome aspect (@$varya) 1 order to save the worl
by Dasalroctry (116}, The ten forms of fagadisa are a varant of the ten
ncarnations of Vishnu; 1n Purdnic literature Krishna instead of Balarima
1s usually the eighth incarnation The 1ncarnations were originally inde.
pendent legends that came to center on Vishnu as the preserver o)f, ord. :
when 1t 1 1mperiled. Varsous aspects of the legends are emphasized N
different texts. The content of the Gitagovinda song 1s e
any single sousces g 15 not traceable to

The awcs’om: aspect of Krishna, which the ten forms vividly portra
recedes as Krishna's lover-hero role (ndyaka) 1s elaborated 1n thz ;I)Joem tyo’

——

d. The same 15 meant
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dramatize his honey aspect (mddhurya) in relation to Radha, But the
cosmic power remains a background for the intimacy of the lovers
throughout the poem; the intimacy offers a dimension of cosmic power
on which human perception can focus. The complex and powerful mani-
festations of cosmic reality are concentrated in emotions that are carefully
patterned for esthetic experience.’® In the terminology of Indian estheti
the song of invocation to Krishna's tenfold form expresses the mood of
wonder (adbhutarasa), whose presence is essential to Jayadeva's religious
transformation of the mood of erotic love (frigdrarasa).®®
Jayadeva presents the ten forms of Jagadifa as follows:

1. MINASARTRA (1.5), the Fish-form, more commonly called Matsyiva-
tara. The ancient myth of the deluge and man's rescue by a giant
fish, which is told in the Satapatha Brakmana (18.1-6), is the basis
of later versions. The Gitagovinda refers to the theft-of the Vedas
from Brahmi by a sea demon as the former is entering the sleep of
cosmic dissolution. Hart takes on the form of a fish and, by means
of the deluge, destroys the demon and recovers the Vedas.®!

2. KaccHAPARDPA (1.6), the Tortoise-form. The Gitagovinda refers to
the creative power of the giant tortoise 1n relation to earth, an asso-
-ciation that is made in the Sarapatha Brahmana (VIls.1s). This
form is better known, as Kirmavatdra, for supporting Mt. Mandara
when the gods and demons chutn the sea to obtain the elixir of im-
mortality.2?

3. ukararOpa (17), the Boar-form, another name for Vardhdvatira.
The giant boar rescues the earth by raising it out of the ocean
depths on one of his tusks.*

4. NaRAHARIRGPA (18), the Man-lion form, another name for Nara-
sitivhdvatira. It is the form in which Hary desteoys the infide] King
Hiranyakasipu, who threatened his own son Prahlida with death
because of the son’s devotion to Hari. Hiranyakaipu had been
given a boon of invulnerability by day or night, by god, man, or
beast, inside or outside his palace, and to overcome it the god ap-
pears at twilight as a man-lion inside a pillar and reaches out to
dismember the king®*

5. VAMANARUPA (19), the Dwarf-form. The three cosmic strides of
Vishnu form the basis of the dwarf myth.*® The demon Bali, usurper
of Indra’s power, grants three paces of land to Hari when he comes
to him in the guisc of a dwarf. Then Hari assumes his cosmic shape
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and traverses carth, atmosphere, and heaven. The Gitagovinda re-
fers to Hari's wet feet, which the demon, in his hospitality, has
washed to welcome his guest.?®

6. surcuratiOra (L.10), the form of the Bhrgu chief better known as
Parafurama, “axc-wiclding Rima,” who reestablishes order in the
world by putting an end to the tyranny of the warrior class.??

7. RAMa$arTRA (L11), the form of the “charming” Rimacandra, Prince
of Ayodhy3, who is alternately called Raghupatiriipa. He is the
hero of Vilmiki’s epic Rimdyana and of the Rémapakhyina of the
Mahabharata (111258-76). His purpose as an incarnation of Hari is
the killing of the ten-headed demon king Ravapa, whose evil power
threatens the world. The abduction of his wife Sita by Rivana and
his defeat of Rivana and Ravapa's general Dugina, “the corrupting
one,” are referred to in the second song of the Gitagovinda (1.16,
22).28

8, naLapHarARDPA (L12), the form of the plowman Balarima, elder
brother of Knshna. Haladharasodara, “brother of Haladhara,” re-
fers directly to Krishna (V1I.28). Balarima and Krishna are alter-
native incarnations of Vishnu in some texts; in other texts they are
both partial incarnations, each representing a hair of Vishnu, one
white and one black?® Balarima is known for his addiction to
wine, paralleling Krishna’s addiction to women. The Gitagovinda
refers to the episode where he drunkenly orders the Jumna river 1o
move close 5o he can sport there. When the river fails to obey, he
throws his weapon, the plowshare, into her and makes the river
bend to him®®

9. BuppHASAKIRA (1.13), the form of “the enlightened one,” Gautama
Buddha. Buddha is not an incarnation in the Mahabbdrata or the
Harvathia, but he appears as such in the texts of carly Purinic lit-
erature® The orthodox Hindu view stresses that Buddha’s em-
phasis on moral values, as opposed to Vedic ritual, is valusble only

in. confusing men and fostering the social chaos that marks the de-
c}me of the Kal.x Yuga.A Jayadeva's hnking of Buddha's condemna-
tion of Vedic ritual with his compassion for ammal vieums is a

more positive view, consonant with the s

, v yncretism characterizin
the worship of Krishna as Jagaditan the Gitagovinda 32 ¢

10. xfuué/\ﬁmt (L14), the form of the avenger, Kalki, who appears
with a }alazmg sword on a white horse at the end of the Kali Yuga
to punish barbanians and sinners3* ®
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KR¢NA is anglicized as Krishna in this volume to render recurring reference
to the hero of the Gitagorinda less artificial for English readers (116, 26;
Iao; VIIL3, 7; X5 X1La2t); it literally means “black,” or “dark.” It is
a prominent name of the epic hero who is identificd with Vishnu in the
Mahabhdrata and who is counted as one of the standard incarnations of
Vishnu. Krsna Devakiputra is mentioned in the Chdndogya Upanisad
(HL17.6) as a pupil of the mythical teacher Ghora Angiras; scholars have
made much of the reference, but it is too isolated to be significant. In the
Gitagovinda, Krishna is Jagadifa, the cosmic power of the Dark Age. His
relationship with Radhi is set in the context of his youthful adventures
among the cowherds and his adolescent erotic play with the cowherdesses
in Brindaban forest3

javapeva (L17*) is interpreted as a dependent compound (tarpur
meaning “God of Triumph.” This is derived by reading the refrain of the
second song as jaya jayadeva hare, “Triumph, God of Triumph, Hari!”
to parallel the refrain of the first song, which is jaya jagadifa hare, “Tri-
umph, Lord of the World, Haril"** The commentator $aiikaramiéra, re-
ferring to the opening verse of the poem, points out that Krishna's tri-
umph as the hero (ndyaka) of the Gitagovinda is in sexual play (keks).
Ridhi is called “Love’s living goddess of tnumph,” anarigajayasarigama-
devata (11L15). The epithet of Krishna 1s identical with the name of the
author of the Gitagorinda. In this function, Jayadeva occurs in the sig-
nature stanza {bhanita) of each song, as well as in some verses (L2, 4, 15,
24, 34, 45; 119, 18; 1lL.10; 1V, 18; V.6, 153 VLg; VlIlL1o, 20, 29, 38; VIIly;
1X.9; X.9; XLy, 21, 315 XILg, 19, 21, 22).%¢
HaNtsa, (1.18), the Indian wild goose, which migrates to the Himalayas every
spring to mate on Lake Minasa, according to legend. It is symbolic of
the Universal Spinit (parabrahman). Manasa also means “mental” and the
poet’s reference is to Krishna as the Universal Spirit in the minds of sages.
Murirt (1.37; V.z; VILar, 22%; X1}, or Murauafrm (X.9), means “enemy
of Mura.” Mura is a demon who is associated with another demon named
Naraka in the Makabhdrata (159, etc.), as in the Gitagovinda (1.20).27
piravasana (1.38; 117), or Pitambara (X1l20), means “wearing a yellow
cloth.” It is an ancient epithet of Krishna, referring to the light garment
that contrasts with his dark skin.®®
vananiun (138; V2%, 8% VIL31*) means “weanng a garland of forest
flowers” and symbolizes Krishna's sensual presence in the forest.3®
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covinoa (IL1g; V.rz; VI1; Xl23; Xllar) is probably a Prakritic form of
gopendra (gov’ inda), which means “chicf of the cowherds.” It can also
be derived from go Vesd to mean “protector of cows.” ¥* In cither case,
the epithet rcfers to Krishna's adolescence in the forest among the pastoral
people of Vraja, the period of his awesome feats of strength, seductive
flute playing, and sexual rites. The title Gitagovinda has these associa-
tions; the young dark lord of the forest is the subject of the poet’s singing.

keénatiana (IL11*) means “tormentor of the demon Kedin,” In the Hari-
varnfa (62.69), Kedin is called “the meancst of horses,” turagadhama.!t

xasssart (111L1) means “enemy of Karhsa." It refers to the rivalry between
Krishna and his uncle, the demonic King Karhsa.*?

urENprA (IV.20) means “Indra’s younger brother.”** In the Gitagovinda
verse it is used to form a pun on the name of the meter upendravajra.

yawirpANA (VIL12) means “exciting to men.” It is a common epithet of
Krishna in the Mahabharata, the Harivarnfa, and the Bhigavata Purina.

NARRYANA (X112%) Dterally means “related to nara, man.” In the Satapatha
Brihmana (XI113.4.1) it is an epithet of Purusa, the primordial man.
Throughout the Mahabharata it is the name of Vishnu or Krishna in the
role of cosmic creator*

YADUNANDANA (XTL12, 12*) means “joy of the Yadu clan.” Like the epithet
Vdsudeva, it refers to Krishna's royal birth.

In addition to the epithets that Jayadeva chose to characterize Krishna,
references to characters, places, and events from various Vaishnava myths
are used to expand the context of the poem. The role of Krishna's foster-
father, the cowherd-chief Nanda, 1n the opening verse is barely indicated
by the adverbial compound nandanidesatak, “at Nanda's order.” But the
presence of the name emphasizes that Krishna 1s young as his sexual
play begins*® References to Knshna's defeat of the serpent-king Kahya
(L19g) *® and the bird-demoness Piitanika (VI11.8) %7 evoke heroic evcryts
of his legend. Kaliya was punished for befouling the Jumna waters and
Pitamka was killed when the baby Knshna sucked her life from her b;
taking the poisoned breast she offered him. Garuda (1.20) is the anth ‘
po;l:rphizc? ;aglc who usually serves as Vishnu's vehicle 48 e

e sexual freedom enjoyed by the adolescent ¢ i i

Krishna's suzplc bamboo flute, which 15 called ;":’"lz‘d(;;;).”fll}’zlliﬂ)i :{

veny (V.9).** Like the flower arrows shot by the god of lo:le, K’ris%na's

—_—————
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magical flute is an adolescent instrument for arousing and sustaining
sexual desire. Both the arrow and the flute, with their obvious phallic sig-
nificance, function in this way in the fnyths of many socicties.® The cul-
minating effect of Krishna's flute-playing is the ritual circular dance,
called rdsa (1433 112*), which he performs under the full moon of au-
tumn with the cowherdesses. ‘The common version of the story recounts
Krishna's seduction of the cowherdesses by the melodious call of his flute
in the woods of Brindaban (Vrndivana) on the banks of the river Jumna
(Yamuni)®* Krishna remains clusive, but promises to dance with the
girls in autumn, when the heat and rains are finished. On a night of the
full moon, Krishna goes toward the forest playing his flute. The cow-
herdesses follow and form a circle around him, like stars around the
moon. By his magic powet, he multiplics himsclf to dance with all the
cowherdesses at once®® This rite of autumn acts as a foil for his spring-
time play with his cowherdess consort Radha.

In Indian myth, spring is the ally of Kima, the god of love. The sexual
aggression of Love is portrayed in the myth of his body's destruction by
Siva when he interrupted Siva’s meditation with flower arrows to arouse
the divine ascetic’s desire for Pirvati, the daughter of Himalaya. In his
relation to Radha, Krishna is both the object of Love’s attack and the
embodiment of Love’s creative sensuality.*

By representing his divine hero with a complex of characteristics known
from older religious sources, Jayadeva thus sets Krishna's relation with
Ridhi in a sacred framework. Knshna's relation to all living beings is
expressed through his ten incarnate forms, His personal spiritual relation
to human beings is expressed through the form of the flute-playing ado-
lescent cowherd. His intense spiritual intimacy with an individual human
being is expressed through the divine sensuality of hus love with Radha.

As the divine Jover and object of the poet’s worship, Krishna is the em-
bodiment of eronc mood (rrgaramirtiman, 146) and the essence of

esthetic experience (ckarasa, X1.24*). His relation with Radh epitomizes
the classical pattern of erotic love in Sanskrit drama and poetry. Krishna
is referred to by standard forms of address given for the dramatic hero

(ndyaka) in Bharata’s Nityatastra, such as “beloved” or “lover” (kanta,

ViLix, Xllio, 11; dayita, L4, VIL17, 30; priya, V.21, Va6, VIl30,
VIIL1, X1z, X132 33 XI5, 13 vallabka, VII.302,“‘ “cheat” (kitava,
V1.10) and “rogue” (faths, VI130) 5 These familiar forms .of address
complement the sensuous surface that emerges from descriptions of
Krishna's ornamented physical presence and his manifestations of emo-
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tion. By such means the poet encourages his audience to approach the
divine lover through esthetic experience. The ingenious integration of
religious, erotic, and esthetic meaning that Jayadeva achicves in the struc-
ture of the Gitagovinda is basic in the character of Krishna too.

5 Radha: Consort of Krishna’s Springtime Passion

Radhi is one of the most obscure figures in carly Indian literature. Until
Jayadeva made her the heroine of his poem, she appeared only in stray
verses scattered through various Purdnas, anthologies of Prikrit and
Sanskrit poetry, works of Iiterary esthetics, grammar, poetry, drama, and
a few inseriptions. In the Gitagovinda, Radhd is neither a wife nor a
worshipping rustic playmate. She is an intense, solitary, proud female who
complements and reflects the mood of Krishna's passion. She is Krishna's
partner in a secret and exclusive love, contrasted in the poem with the
circular rdsa dance Krishna performs with the entire group of cow-
herdesses. Krishna disappears after this dance, deserting the cowherdesses;
but he stays with Ridhi to admire and ornament her. Her relationship
with Krishna culminates in their union and mutual “victory” (jaya) over
each other. In Jayadeva's view, the profound intimacy of Krishna’s con-
centration on Ridhi, in contrast with the diffusion of erotic energy in his
play with the cowherdesses, is the perfection of Krishna's nature?
Jayadeva’s reference to his heroine focuses on one name, Ridha (1.1, 26;
ILx; 1MLx; IV20; Vi VI2*; XL, 13, 14%, 24, 32; X1, XIL11) and its
diminuitive, Radhika (1.37; Ill2; IV.1, 11%; X9, XLa%; XII2*). Names
of Krishna's divine consort, such as $ri (125 1.23), Padmivari (12; X3
“X1z21), Kamald (1.17), Padma (125), and Laksmi (XI.22), occur to place
Radha in the appropriate cosmic context. Ridha's role as the female
counterpart of her lover is consonant with the meaning of her name,
which is related to the word rédhas. In Vedic and Puramc h(cralurc:
:a;:?‘:f and otjlcr forr‘x:As of \h: :oat Vridh have meaning of “perfection”
d “success,” even ‘wealth”? The Vedie god most closely associated
with rddhas is Indra, who bears the epithet “Lord of Success” (radhas-
patr)® In the Mahibharata and various Purinas, the rivale be .
Indra and Vishnu/Krishna results yn the \ransfc,rencc of ly lWCCX;
Indra’s great power to Vishnu/Krishna, Am h elements o
ong these ele
powers associated with Indra, such - g elements are female
5 as 511 1n the episode of the churning
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of the occant Indra lost $ri through a curse by the sage Durvisa and
Vishnu reclaimed her as his spouse. A’ similar pattern may well account for
Krishna's role as “Lord of Success” (radhaspati) in relation to Ridhd, the
feminine personification of rddas, This explanation helps to clanify the
parallclism between the pair Sri/Laksmi-Vishau/Krishna and the pair
Radhi-Krishna that is suggested in many stray verses antedating the
Gitagovinda. There is no need to construct fanciful etymolagies for the
word rddhd, but this has been the approach of the Sanskrit commentators
on the Gitagovinda and more recently of the linguist Sukumar Sen.® Such
accounts offer no clue to why the association between Ridh and Krishna
was made, '

In the absence of direct textual evidence it remains impossible to know
when and in what circumstances the RadhiKrishna pair originated.
What we find in the available Prakrit and Sanskrit sources suggests that
the poets and critics are dealing with 2 familiar subject. The name Radha

* seems 1o carry overtones of meaning from astral mythology. Altheugh
there is no reference to the pair in Vedic literature, the word radhd occurs
in the Atharva Veda (X1X.7.3) in relation to the two stars called vitihhal
Later references to rédha as the name of a feminine constellation or star-
cluster (naksatrd) associate her with Indra. Indra is called a “cowherd”
(gopa) and is paired with a vifikhd in several Vedic contexts, In the
Taittiriya Brahmana (3.1.1.11) 7 two wiédkhds are described as the chief
female consorts (adhipatni) of the male constellations (naksatra) and are
paired with Indra and Agni, who are called the two best cowherds. In the
Teittiriya Satinhitd (4.4.11),° 1n the section where the building of the fire
altar (agnicayana) 15 described, the layers of bricks are pairs of feminine
constellations and masculine deities. The femmine vsfdkhis are paired
with the masculine dewties Indra and Agni. These associations are espe-
cally significant when 1t is recalled that Indra is the “Lord of Success™
(radhaspats).

In the same Tarttiriya Samhita passage the pairs of months of the vari-

ous seasons are named; the months of spring (vasantthdy raz) are named
madhy and midh In the Makibkarata, Vishnu is related to the con-
stellations by his epithet Naksatrin, “Lord of Oons!ella(i(?ns," :?nd tg
spring by the epithets Madhu and Madhava .lhat }?c shares with I.(nshna.
Madkava is a major epithet of Krishna in epic and later literature,
Krishna is also associated in several contexts with various feminine con-
stellations.'® Whether or not the equation of rddhd with wifikka in
commentaries on the Atharea Veda passage 1s based on 2 “misunder-
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standing” of the word anuradh, as Whitncy suggests, it is clear that by
the fifth century, radhd was held to be another name for the constel-
lation vifkha™ With the equating of month names and constellation
names, vifakhd became one of the months of spring, creating another link
between rddhd and maddhava. The somewhat esoteric character of these
associations may have increased the appeal of Radhd as a consort for
Krishna in a secret relationship. In thesc two aspects, she represents, like
Laksmi, the power of “success” and she incarnates, like Siva's Pirvad,
a phenomenon of nature. Both aspects illuminate her association with
Krishna??

Because of the fluidity of Purinic texts, it is impossible to date or locate
the relationship of Ridhi and Krishna from them. However, the pattern
of Radha's presence and absence in some major Purinas is relevant to the
problem. As disciples of the sixteenth-century Vaishnava saint Caitanya,
who was considered an incarnation of the divine Jovers- Ridhi and
Krishna, the Gosvimins searched Purinic literature to find references that
would establish Riadhd’s old and high status within orthodox Vaishna-
vism 1 References to Radhi by name in early Purinas such as the Matsya,
the Linga, and the Vardha are significant, but few. Radha’s elaborate
treatment 1n the Brahmavaivarta and Padma Purinas seems to postdate
the Caitanya movement} There is no direct reference to Ridha in the
Harivama, the Visnu Pugina or the Bhigavata Purana. But the mention
of a favored cowherdess who is “worshipped” or “desired” (drddhitz) by
Krishna in the tenth book of the Bhdgavata Purina™ led the Gosvamins
to derive the name Radha from &rddAstd and to claim Radha's place in

the text,1®

The heroine of the Gizzgovinda is so complex that it seems absurd to
seek Jayadeva’s model for her 1n the allusions to the arrogant girl (drpra)
of the Bhdgavata episode. Krishna's special mustress 15 presented there to
criticize the exclusivis that Krishna's relationship with her represents. If
the Bhdgavata al{thors are refernng to Knshna's consort Radhs, they
seem to be rejecting her relationship with Krishna as an 1nappropriate
model for the dcw?tcc. The possessive attitude manifested 1n her secret en-
couf\[er with Krishna 1s antitheucal to the values presented in the

X gt e nt vty s e 6 pervessy (dariimyn

cult centering on Knshn); and hl‘s“::w‘:s gf (he Bhdgavata knew a cival

ofit. erdessconsort and were critical

Charlotte Vaudeville, in her arucle entitled “Evolution of Love-

————
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Symbolism in Bhagavatism,” 7 has stated her supposition that the author
of the Bhigavata was specifically rejecting the figure of Nappinnai, as she
appears in the Tamil Alvir poetry of Andil and Nimmajvir. Here
Nappinnai is the daughter, or daughter-in-law, of Nandagopil and the
wife of Krishna; she is an incarnation of Vishnu's consort Niladevi® Itis
possible that Nappinai is the source of the Radhi conception in Prikrit
and Sanskrit literature, but the two figures more likely represent inde-
pendent variants; their characteristic relations with Krishna are different.
In the ritval dance called kuravai, Krishna dances with his wife
Nappinnai, while Krishna's relationship with Radhi is a secret, erotic
rite.t?

The character of Ridhi and her unique association with Krishna that
Jayadeva brought to his Gitagovinda from earlier literature is not ap-
parent from any single source, but details emerge from the collection of
stray verses that refer to her. A chronological catalogue of these references
suggest an old tradiwon surrounding the secret love of Ridhi and
Krishna®

From the Sattasai of Hila (dated first to seventh centuries by various
scholars) : ** !

Krishna, removing cow-dust from Radhiki
With the breath of your mouth,

You sweep away the lugh esteem
These other cowherdesses have for you.  (86)

From the Gaudavaho of Vikpati (late seventh or early eighth cen-
tury): 22
Let natimarks Radhi makes remove your pain—
‘They are rich with mood.
They ace shining on Krishna's chest
Lake his magical kaustubha gem.  (22)

From the Venisarnhira of Bhayta Narayana (antedates a.p. 800) : 2

Angered in sensual play, she lost her mood far love

In the risa dance on sandbanks of the Jumna river.
When Karhsa's foe followed Radhika

As she left in a choking veil of tears,

His body hairs scemed to bristle

From his steps touching her footprints

And from her calmed, loving looks—

May you prosper from Krishna’s innocent pleal (2)
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From the Dhvanyaloka of Anandavardhana (mid-ninth century): =

Say, friend, if all 1s well still with the bowers
that grow upon the Jumna bank,
companions to the dalliance of cowherd girls
and witnesses to Ridha's love.

Now that there is no use to cut their fronds
to make them into beds for love,

1 fear their grecnness will have faded

and they grown old and hard. (2.6)

Gracious love, Radha is difficult indeed to please—
her tears fall even as you wipe them away s
With the cloth that covered some true love’s loins.
“Women's hearts are hard, so enough flattery! Leave me alonel”
He was told this whenever Hari tried to placate her—
May he grant you his blessingl (3.41) N
From the Dhvanyilokalocana of Abhinavagupta (carly tenth cen-
tury) :*

Then when demon Madhu's foe had gone to Dviravati,

Ridhi embraced a sweet vine growing on the Jumna bank,

A Inttle bent from the way he made it quiver—

Radha’s lamenting

In a faltering voice choked by heavy tears

Made even the waterbirds wail regretfully.

From the Kavyamimarmsa of Riajasekhara (late ninth or early tenth
century), as an illustration of'the poctic figure sulyadehitulya, an imita-
tion that resembles the similarity between two similar persons:2¢

Then we are going to give the different types of the imitanon tulyadehi.

tulya. . . . the change of subjects gives a different shape to the same
theme: this is the change of subject.

May the winds of 81va’s sighs protect you

As they arise from the hollow of hus ight nostrl,
Making lines in the ash-dust on hus body,
Disrupting hus yogic breathing exercise,

Licked by the serpent sheltered in his ear,
Stealing coolness the moon gives,

Witnessing the agony his mind suffers

When his body 15 parted from angry Parvat
May Han’s sighs protect you

As they burn from the fire deep within,

———
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Boiling the lotus-honcy from his navel,
Wilting the garland on his breast,

Drunk in and spit out because of their heat

By the trembling serpent who forms his couch,
Witnessing his memory of Ridhi's love,

And heard jealously by goddess Sri.

The occorrence of Ridh's name in the wo oldestknown Sanskrit
compositions in mixed prose and verse (campii-kdvya) is significant. Bue
the name occurs only once in the Damayansikatha (carly tenth century),
and once in the Yafastilakacampikdvya (a0, 959) and the passages are
spare in detail relating to Ridhi*" In the Damayantikathd passage the
name Ridhi is part of an claborate pun. The Yafastilaka reference simply
says, “Thus indced—~formerly, did Gaagi not sport “with Mahesvara,
Ridhi with Niriyana, Brhaspati's wife with the Moon, Tiri with
Valin?”

From inscriptions (dated A.p. 974, 982, and 986) of Vikpati-Mudja, a
Paramira ruler of Malwa, 1n which the same two verses open each in-
scription, one 1n praise 1n Siva as the lord of Parvati and this one in praise
of Krishna as the deserted lover (vsrahin) of Radha: *® N

May the acuve body of demon Mura's caemy protect you!

Laksmi’s face could not please it, the ocean’s waters could not cool it,

"The lotus 1n the lake of his own navel was powerless to pacify i,

Fragrant breath from serpent Sesa’s thousand mouths could nor soothe it—

It was so sick with the pamn of Radha's desertion.

From the Sarasvatikanthibharana of Bhoja (ca. Ap. 1000-55) * is a
verse (2.294) that is an exerase in word play known as kevwndmdrikdsta-
patzrabandha. Here the poet's name, R3jadckhara, 1s hidden in a poem
1n palindromes and puns; the name emerges through a diagram of an
eight-petaled lotus. The diagram was executed by H. S, Phatak of the
Mysore Onental Research Institute. The verse can be paraphrased roughly
as follows: “She who bestowed a kingdom of defects, a knower of rasa
that gives expansion (V/ra), who speaks pretentious speech, who does
wrong to the world, the full-moon maiden, whose eyelashes are hke ser-
pent Sesa, whose eye leads to sitifdstra, she who travels in the sky, whose
fove is praiseworthy, who 15 charming, whose penance is several, carrier

of the moon, §r1, whose sword 1s sharp—let Radhd protect me; she is
the incarnation who brings down serpent knowledge for masters of will
who have their egos centered in Siva.” Also, from the same text:
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“Are you comfortable, Radhi?” “Arc you happy, Karhsa?™
“Karhsa?” “What is the difference between Karfisa and Riadha?"
With these retorts of the cowherdess Pin,

Hari triumphs in self-conscious laughter, (2.351)

As he tries repeatedly to life

The raincloud-dark reflection of his own bright form,
Mistaking it for the black border of a garment

On the golden globe of Radha's breast,

Hari triuraphs,

Laughing in shame as his love laughs at him, (3.110)

You left the house for the river to fetch water—you do not return, .
Saying, “I shall bathe,” you stop at bowers of vines on the Jumna bank.
Tethering the cows, you enter the thick woods of Mt. Govardhana,
Ridha, didn't you catch sight of Krishna, Devaki's son? {4.177)

May the god who gracefully toys with Radhi's cloth

On the surface of her breasts protect youl

Hari's hand is trembling

With sudden fear at their first encounter.  (5.235)

“T have recently left Gokula, and the thought of Radha

Confounds me out of sleep—Iet 1t leave my bed and let ‘Radha’

Stop coming 1n place of other names by day! I am afraid of this!”

May Hari’s fatigue protect you!

He is spending slecpless nights, repeating Laksmi's name alone by day,
Trying to forget Radh, and delighting goddess $ri. (5.448)

Secing haw thin Hari’s arms were as he carelessly Lifted Mt, Govardhana,
She rested her hand on Hari’s shoulder and placed her feet on his,
Wanting to help him Lift the mountain that was out of her reach—

Let the empty motions of Ridha’s hands in the sky tnumph forever! (5493)

From the Dasivatiracanita of K dra (composed in A'p. 1066) 2

While Knshna was kissing swarms of glowing nubile women,

Radhi became most beloved for his joy—iike jasmune for a bee, (83}
Then in the morning, having mounted the armed chariot,

Akriira, Balarima, and Krishna went to Mathura with their retinue. (169}
“How could I have come here without bidding farewell to Ridha?”
Midhava sighed, felt discontent, languid, anxious at leaving. (170)
Going by way of hidden places in secret thickets of Gokula,

Krishna looked longingly, his face turned back,

‘The border of his garment held by his friend the forest earth—

He recalled Ridha's “No! No! No!” while he loosened her skirt knot,
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Her syllables martked by her confusion,

Her body wondrous in fear of love, her words barely intelligible. (17t)
Filled with fire of Krishna's desertion when he left for Karhsa's city,

Like antelopes lying on smooth green banks in secret coves of the Godivari,
Secretly, in Gokula grass, cowherdesses passionately sang Krishna's virtues,
Heard by herds of cows standing ruminating, cars intimately erect. (172)
“His love is new and graced by shining youth,

Seductive to young women in the easy play of its gentle enchantment;

He subjugates the family of serpent Kaliya in turbulent Jumna waters,
Black as swarms of bees, cuckoos, dark lotuses, and kohl;

He is harsh in killing great demons like Keti and his sons,

Tearing dangers from Gokula, upholding Mt. Govardhana—

Could anyonc’s eyes help drowning 1n him when he is addicted to passion,
A trembling wave of love, delighting delightful young women?” (173)
While each virtue in Krishna’s ocean of virtues

Was sung with passionate fecling,

Passion rose secretly in the cowherd girls

And frenzy struck them again and again. (174)

Since Krishna had gone away without speaking

In his zeal to show deference in the presence of the elders,

Doc-cyed women who carelessly slept on cool ground under bakula trecs,
‘When they met him in dream embraces,

Made their slender creeper bodses echo their words by writhing—

“Rogue, let go! Let go, cheat!” the young women loudly cried. (175)

With tears, flowing away like life in Madhava’s desertion,

Falling on her breasts’ firm tips, Radha was like a laden kadamba tree

As tears were strewn by her endless sighing and trembling gait—
Darkened by the delusion that was bound te all her hopes,
She became like the new rainy season engulfed in darkness  ( 176)

From the Subhdsitaratnakosa compiled by Vidyakara (latter half of

eleventh century); ** these three references have not been noted 1n caclier
works: :

“O Laksmana, these clouds distress me who have lost my Sitz
The cruel kadamba-scented breezes cut me to the quick.”

So speaking, in hus sleep, of separation )
suffered in a former birth, may Hars,

glanced at jealously by Radhi, bring you joy. ( 131)

“Go on ahead, milkmaids, taki

Radha will follow later w;\ o i the pots frady fll

en the older cows are milked,”
May Kesshna, who by subterfuge thus made the catle station
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deserted but for Ridhi and for him,
the god, foster-son of Nanda,
steal away your ills. (139)

The pilgrims in the street have warded off the painful cold
with their broad quilts sewn of a hundred rags;

and now with voices clear and sweet

they break the morning slumber of the city folk

with songs of the secret love of Madhava and Ridhi. (g80)

From the Vikramarkadevacarita of Bilhapa (late eleventh century):3?

Let Krishna's sword, “Delighter,” reflecting joyful Laksmi

In its blade, hold out intense joy, for you—

For demon Mura's cnemy it perpetually revives

The memory of graceful Radhi in the Jumna river’s flow, (I5)

[On his journey southward from Kashmir, Bilhana stops at Brindaban.]

Broken by Radhi's broad hips, which sway as she swings them,

Even now the trees in Krishna's playg d have not rec d

When the circle of Mathurd’s sages was shaken by playful banter,

The poet spent several days 1n wandenng around Brindaban, (XVIIL87)

From the Stddhahemaiabdinusana of Hemacandra (Ab. 1088-1172):3

Hari danced 1n the courtyard, the world was wonder-struck.
Let the glow of Radha’s breasts endure! (4 420.2)

Though Han sees every person with full regard,
Sull his glance goes wherever Radha 1s—
Whe can argest eyes ensnared by love?  (4.422.5)

From the Naisadhiyacarsta of Sriharsa (latter half of twelfth century) **
is a verse based on the double meaning of the names Radhz and Srivatsa.
The name Rddha here refers to both Krishna's consort and Karna's foster
mother 1n the Mahdbharata, the enemy of Radha’s son Karna is Arjuna.
Srivatsa means “Sri's chuld” and the curl of hair on the chest of Vishnu
or Krishna.

Ridha 1s as dear to you as your life—
Your friendship with Arjuna, foe of Ridh3’s son, is unfitting.
But is 1t finting for $ri's lover

i” on your own heart forever?

To hald “the child of §r7

From the Aryasaptasati of Govardhana (late twelfth century) : 3
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Friend, Tulast, garland on the head of Madbu's foe,
Why compare yourself in vain with Radha?

All the outpouring of your fragrance

Is just to perfume her feet. (431)

‘When storics of how his head was washed

In royal ablution are told about Krishna,
Ridhi, her eyes slowed by the weight of pride,
Looks down at the lotus of her own feet.  (488)

In order to shame demon Madhu's enemy,

Whose mind was drunk wath all the cowherd girls,
Radha, feigning innocence, asked for the story of Siva,
Who was satisfied with half his wife. (508)
Lovely women on shores of the milhy sea

Eat balls of milk made thick

By hot winds of Laksm’s sighing,

And they sing the praises of Ridha. {509)

When Krishna 1s wandering in search

Of Radha’s impassioned quivering eyes,

The god of love 1s creating an arrow

Perfected to pierce the ten directions. (530)

To complement Krishna's role as the dramatc hero (ndyaka) and the
embodiment of erotic mood (§r7 garamiiritman), Radhi 1s the dramatic
heroine (ndytka) and is identified with passion (rast), the emotion
(bhava) through which erotic mood (frngararasa) develops. As passion
personified, she 15 also consort to Kima. When Ridha fulflls Knshra's
passion, she provides the emotional means for a sympathetic audience
(rastkajana) to enjoy the extraordinary expenence of Krishna’s spring-
ume love Through her suffering during Krishna's desertion, as de-
scribed by her to her friend (sek#) and by her friend to Krishna, she
1s transformed 1nto a powerful consort, appropnate to share 'Krisima’s
duvine love®®

Ridhi 1s referred to by the stand. i
heroine. Among them GIC)‘"fOOllSh wo::,:llnf?zxr::t Dzﬁhzi(:::s' fIm—gi dmm““i
Vi1y; Xin,12; XL2¥), “fercely angry woma f di 1355 mugdhd
“proud woman® (mamni, 1%.2%) :Ymd man (candi, X.Il,is; X17),%7
X115, A 2*%), ‘emotional woman” (bhdvini,

Ridhi plays the classical heroine in seve;
n of the eight -
logical states of relation to the hero (niytkdvasth '; t;gt a::yilz‘ed e

d by

——
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theorists of Indian drama®® Each of the states is identified in the text by
Jayadeva with reference to its technical name or to its characteristic sign.
The increasing intensity of Ridhi's desolation is dramatized by concrete
manifestations of her condition in the various states®® The culminating
emotional intensity of her divine love with Krishna is not effected
through psychological depth. It is effected through the accumulation of
sensuous details expressing the chaos of fecling and fantasy a deserted
woman suffers.

After their first night of love, Krishna deserts Ridhi to play with other
cowherdesses, Her demand for Krishna's exclusive love, in the context of
his common love (sddAdranapranaya, 1L.r) with the other cowherdesses,
generates her state of envy (irgyd). A deserted cowherdess longing for
love (utkanthitagopavadhi, 1118) is her basic condition throughout the
night of the drama. The power of her longing makes Krishna reciprocate
her love and suffer as much as she does in their separation. The longing is
emotionally amplified by the other states. She waits in vain for Krishna,
dressed and ornamented for love (visakasajjd, V1.8). She feels hersclf de-
ceived (vadicita) by her friends (V11.3*) and by Knshna (VIIL79).** She
is jealously enraged (Rhanditay , VHIg), imagining the marks of
love a rival has inflicted on Krishna. She 1s remorseful after quarreling
(kalahantarita, IX.1). At her friend’s urging, her modesty abandons her
(salajyd lagjé vyagamad wa, X133) and she goes to meet her lover!! After
their ecstatic reunton, she feels her lover 1n her power (svadhinabhartrka,
XIL1t). The graceful intimacy of Ridhi’s triumph gives Jayadeva's

drama its umque flavor.

The character of Ridhi 1n the Gitagovinda established her as Krishna's
consort within later traditions of the Krishna cult. Her relative obscurity
in earher hterature encouraged the view that Jayadeva had invented
“Radha.” Although he clearly did not invent her, he did creat¢ a unique

42
heroine for Indian devotional hiterature.

24

e ———
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NOTES

¢ Jayadeca: The Wandering Poet

1. There exist other literary works whose authorship is also designated “Jayadeva,”
but there is no cvidence to associate the author of the Gitagarinda with any off
these works. The play on the Ife of Rima, entuled Prasanngrighara (edited by
S. M. Paranjpe; Poona: Shiralkar, 1894), bears lutle conceptual or stylistic resem.
blance to the Gitagorinda. It 1s first quoted in the anthology Siktrmuktivali of
Bhagadatta Jalhana (edited by E. Krishnamacharya, Gackwad’s Oriental Series, 82;
Baroda: Central Library, 1938), dated 4 0. 1257. The Sikh tradition that lists Jayadeva
among the great saints of India is based on the sixteenth century Bhakiamal legend
(sce note = befow), but the 1two mixed P abhramsa verses attributed to him
in the Gurw Granth Sahib arccharacterized by the kind of abstract devotionalism
that is not present in g jeag da; see M. A. Macauliff e Sikh Rehgion
{1909; réprint, New Delhi: S. Chand, 1963), vol. VI, pp. 4~17 Jayadeva the author
of the work on prosody enttled Chandahiistra is referred to by the tenthcentury
critic Abhi pta in his Abh Bharati; see P. K. Gode, Studies in Indian
Literary History (Bombay: Bharauya Vidya Bhavan, 1953), vol. 1, pp. 138-43. The
onc-act Sanskrit drama Piyiigalahari 1s aunbuted to the author of the Gitagorinda
on the basis of similarity in content; sce K. Kar, “Piyisa-lahari: A One.act Drama
of Poct Jayadeva,” fournal of the Kolinga Historical Rescarch Soctety, 1956, pp. 291
327. Many other derivauve works 2re atributed to the author of the Gitagorinda
with no better claim. The author of the Candraloka, a work on poetics, is known as
Jayadeva Piybsavarsa (see text edited by N. S Khiste, Kasht Sanskrit Series 75;

aranasi- Chowkhamba Sanskrit Senies Office, 1920), nothing in the text suggests
identical authorshp of 1t and the Gitagorinda.

2. The most widely known version of the legendry life of Jayadeva 1s in the
]’%E‘_i’:,ﬁﬂﬂ‘l”ﬁl. edited and rewnitten by Nirdyanadisa i the middle of the seven-
1e8nth century from old Hindi verses by Nabhijidasa (edited by S. B. Rupikala;
{icKnows Teykumar Press, 196p), pp 34304 scc G, Grerson, “Modern Vernacular
Hind: Literature,” fournal of the Aaate Socsety of Bengal, 57 (1888), 27. On the
Hindi version 1s based the Sanskrit Bhakzamala of “d'adzﬂiﬂ'wﬂ- which
give the hife of Jayadeva, are’Guoted 1n the introduction to the Telang and Panshikar
edition of the Gitagorinda with the commentartes of Kumbhakarna and $an.
karamiira (Bombay: Nirnayasigara Press, 1899), pp 1-19. The bestknown Bengals
version of the Jayadeva legend 1s Vanamalidasa's Jayadevacarita (edited by A. K.
Goswarni; Calentta: Vangiya Sahitya Parsshad, 1905, 85 1312) The legend is also
related mn the sixteenth<entury Sekhiubhodaya, which centers on the Wfe of a
Muslim holy man who visited th€ coul aksmanasena; see Sukumar Sen, ed.,
Sekhiubhodayi, Bibliotheca Indica, no 286( Calcutta- Asiatic Society, 1963). Aspects
of the legend are referred to 1n all the later commentaries

PO N - S0 XV S S

all r

of the = - L Bk .
count of Jayadeva's Iife sdentifies Bhojadeva as a brahman of Kanavj who mugrated
to the village of Kindubilva

— .
J 3 S. N Chatterjy, fayadeva, Magers of Indian Literature (New Delhi Sahitya
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1 Jayedeva: The Wandering Poet (cont.)

Akademi, 1973); this is largely based on the material of Harckrishna Mukhopi-
dhyiya that intcoduces his editian of the Bengalt version of the Gitagovinda, with
the commentary of Caitanyadisa entiled Balabodkini, in Kavijayadeva o irigita-
gopinHE—(Ca cuttay Gurudas Mukhopadhydy, 1956, Bt. 1362). See alsu the introduc-
tion, in Latin, by C. Lasten to his edition and Latin translation of the Gitagovinda
(Bonn, 1836); R, Fischel, “Dic Hofdichter des Laksmanasena,” Abbandlungen der
Kéniglichen Gesellschaft der Wi, haften zu Gétigen, philol-histor, Klasse,
39 (1893), 1~39; K, N. Mahapatra, “New Light on Poet Jayadeva, The Author
of the Gitagovsnda” The Orissa Hustarical R k Journal, 7 (1959}, 191-207;
S. C. Mukhetji, 4 Study of Vaisnavism in Ancient and Medieval Bengal (Calcutta:
Punthi Pustak, 1966), pp. 91-107; N. K. Sahu, eduor, Souvenir on Srijayadeva
(Bhubaneswar: The Jayadeva Sanskrutika Parishad, 1968), arucles by S. N. Raja-

oo Targt St vt reminded e

ichard and Carol Salomon Rave reminded me how similar the controversy about
Jayadeva’s place of ongin is to the controversy surrounding the “Old Bengali”
Caryapada herature, The two cases suggest that the culture, as well as the language
and literature, of castern India was more_or less uniform at this ume. See fote 13

to seChion 2 belows

4. See Saduktikarnamria, critical edition, edited by §, C. Banerji (Caleutta: K. L.
KgMukhopadhyzy, 1965), author index, p. 8. For the best avadable account of the

reign of Lak see R_C. Maj History of dncient Bengal (Calcutta®
G. Bharadwj, 1071), PP 231-50, 254-55- =

5. Skm. 659 = GG. VL.11; Skm. 1144 = GG. XiL1o. Three additional verses at-
wmibuted to Jayadeva in the Saduktrkarnamrta are found 10 the text of the Gitago-
vinda on which Kumbhakarnd commented (see edition of Telang and Panshikar)
and which became the popular version after the sixteenth century, However, these
are not found 1n conservative vessions of the Gitagotinda and are included 1n the
present critical edd Ohly as vanants: Skm. 204 = GG XI 33t, Skm. 1134 = GG
XIL23t (a); Skm. 1160 = GG XlL23t {c) Many of the remaming verses show
thematic and styhsuc sumlarities to the Gitagovinda verses, but others attest the
poet’s ability to compose panegyrics to a king and descriptions of battle; see Chat.
terjs, Javadeva, pp. 2028, for a collection of these verses

,

6. Both Kumbhakarna, in whose text this 1s 1.4, and the other carly commentator,
Maninka (féxt and commentary edited by V. M. Kulkarnt, Ahmedabad- L. D.
HRaratiya Sansknu Vidyamandira, 1965), nterpret this verse with reference to
Lak Minink fers the king to be the author of the verse and
Kumbhakarna considers the five, plos anvther named $ruudhara, to be schalars at
the coUrt of Laksmanasena If Jayaeva composed the vErse, he 1s probably elaborat-
ing the preceding reference to the gaddess of speech (vdgdevatd, 12) with a com-
ment on how some famous contemporary poets, mcluding himself, use speech 1n
their poetry,

7 Pavanadiita_of Dhoyi, edited by C. Chakravarti (Calcutta: Sanskrit Sahitya
Patishad, 7926), This 55 xrx:od/cl‘c_d,tm_lﬂqdm@m of Kilidisa, here Kuvalayavati,
a nymph from the Malayd hills, sends the wind (pavana), nstead of a cloud
(megha), as a messenger fo Laksmanasena

8. Sez Pischel, “Die Hofdichter”, M han Chak ti, “Sanskrit Literature
during the Sena Rule,” Journal of the Asiatic Soctety of Bengal, n.s, 2, nb, 5 {1906),
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157-76; 8. . Mukheri, Vaigmavism vn Bengal, pp. 71-83; D. K. Mukherji, “Iudentifi-
cation of some Verses by Umipandhara found in Two Inseriptions af Lahsmanasena,”
Journal of the Asiatic Society of Bengal, pth ser., g, 10s. 14 (1667), 188-g2, Some
vetses from the drydsaptadati of Govardhana are translated in section five of this
study; texts gre given in note 35 to that section, The following verse is quoted in
the D_“fxlpmnd and Parab edition of the text, Kavyamili, no, 1 (Bombay; Nir.
nayasigara Press, 1886), p. 12

govardhanai ¢a iatano jagaders umapatih |
Kavirdjai ca romndni samivau lakgmanasya ca ||

?’h;!.f{ eparted to have been seen by Caitanya's disciple Sanitana Gosvimin in an
inscription over the assembly hall at Lal 's capital of Navadvipa, Tt 1z
otherwise unnaticed.

9 Royal patronage of Sanshrit language and literature at the court of Laksmanasena
was finked to a renaissance of Sanskrit in northern India during the tenth, cleventh,
and twelfth centunies, The courts of Bengal, Orissa, Kashmir, Kanavj, 2nd Dhira
were notable among centets of brahmanical scholarship and Literary activity. Scholars
and pocts traveled extensively 1 the quest for parronage. Their philosophical, re-
ligious, and litcrary products were as complex and highty eclectic as the grear Bindu
temples that marked the style of the pertod Sce K. K. Handiqui, Yafastilaka and
Indian Culture (Sholapur: Jaina Samskrts Sarirakshaka Sangha, 1949); R. C. Ma-
jumdar, ev al, The Age of Impernal Kenauj and The Struggle for Empire, voly, 1V
and V in The History and Culture of the Indian Pecple (Bombay: Bharatya Vidya
Bhavan, 1955, 1957). Inscrptions of Vikpati-Mufija, the Paramara ruler of Malwa
at the end of the tenth century, make reference to the presence of brahmans who
have migrated all the way from Bengal, see section five of this study, note 28, We
also know from the poer's biographical sketch his Vikraménkadevacarita that
Bithana traveled from Kashmir i the latter part of the cleventh century to serve as
the court poet of Vikramidiya VI, the Chalukya king of Kalyani (in madern
Karnataka) ; see Barbara Stoler Mller, Phantasics of a Love-Thie}. The Caurapaii.
ciiiki Atiributed to Bithana {New York: Calumbia University Press, 1g71), pp 188~
ot; Helen Waddell, The Wandering Scholars (New York: Barnes and Noble, 1939},

to. N. G, Majumdar, ed, Inscriptions of Bengal (Rayshaln, Bengal. Varendra
Research Society, 1920), vol 3, pp. 8171723 for reference to other mscriptions, see
R. C. Majumar, History of Anctent Bengal, p 231 and potes 1t 35 notable that anm
namo nirdyaniya 1s the princpal mantsa of the §riveshaava cult. Sec Otto Schrader,
Tutroduction to the Piicatitre and the Ak budfinya Sam#sté (Madras: Adyar Li-
brary, 1916), pp. 141-43; sec also 5. N. Dasgupta, A Hustory of Indian Philosophy
(Cambridge. Cambridge Unversty Press, 1961}, vol- 3, pp 12-2%.

11 For a seview of the sccounts of Riminu)a’s hie, sec Dasgupta, Hustory of
Indian Philosophy, vol 3, pp. 1005 Dasgupta notes {p- mo.raz‘) “Most of the detads
of Riminuja's hife are collected from the account given in the Prapannimrts by
Ananticirya, a junior ary of

_12. J. F. Fleet, “Sansknt and QldKanarese Inscriptions: Grants of Anantavarma-
18 (1889), 16176 The most detarled

Chodagahgadeva,” The Induan Antquary, :
‘m‘lmfaog the reign of Chodagangadeva 1s 1 H. K. Mahtab, History of Orissa

(Cuttack: Prajatantra Prachar Samuty, 1959), PP 396231 a list of inscriptions
by and refernng to Chogagangadeva is given on pp. 209-211 See also Prabhat
Mukherji, The Hestory of Medicvat Vashnportns in Onizsa (Caleutta R, Chauterji,

e
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1 Jayadeva: The Wandering Poer (cont.)

1940); S. N. Rapaguru, Hustory of the Gangos (Bhubaneswar: State Museum, 1068),
K. C. Miéra, The Cult of Jagannatha (Calcutta: R, L. Mukhopadhyay, 1071), pp. 40~
42. In a late thirteenth century copper plate 1nscfiption of the Ganga king Narasim-
hadeva 11, the construction of the Jagannitha temple and a Laksmi temple is at-
tnbuted to Chodagangadeva; N. N. Vas, *Copper-plate inscription of Nrsimba-
deva Il of Onissa, dated 1217 Saka,” Journal of the Anatic Society of Bengdl, 65, pt. 1
{1896), 240 (text), 261 {trans.), vv, 27-28.

13. Sce Misra, Culdt of Jagannitha

14. Monmohan Chakravart, “Uriya Inscniptions of the 15th and 16th Centuries,”
Journal of the Anatic Socrety of Bengal, 62, pt. 1 (1894), 88-104; sec Misra, Cult of
Jagannitha, pp. 54-55

15 Relevant portions of the Caitanyacaritamrts are quoted by S. K. De in The
Early History of the Vaisnara Faith and Movement in Bengal (Calcuna: K. L.
Mukhopadhyay, 1961), p 1125 sce also E. C. Dimock, Je., The Place of the Hidder
Moon~ Erotic Mysticism in the Vaisnava-sahayiya Cult of Bengal {Chicago: Univer-
sity of Cleago Fress, 1966, p. 55

16 The Balabodkini ¢ y of Caitanyadisa, a Bengali Vaishnava scholar
and devotee who lived 1n Vrndivana in the late sixteenth eentury, gives this inter-
pretation to the text; it 1s followed by Harekrishna Mukhopidhyiya in his intro-
duction to his cdition of the text and commentary, as well as by most contemporary
Vaishnava writers on the Gitagorinda

17. See Dimock, Place of the Hidden Moon, pp, s6-57; Shashibhushan Dasgupta,
Obscure Religions Cults (Calentta: K. L Mukhopadhyay, 1969), pp. 115, 118.

18. Sec Miusra, Cult of Jagannitha, p 149 Kali Charan Patmaik, the Oriya poct
who has composed an Oriya lyric version of the Gitagovinda (Cuttack: Das, 1970)
and from whom I have learned much about Ortya tradimons surrounding the poem
and 1uts performance, holds the utle “Gi d ka” n the J: atha temple

‘oi Puri. This means that he 1s responsible for the singing of the dafavatira song
before the image at every evening worship and various other songs at mght

Pamntings,” Jorrnal of the Umiversty of Bombay, Arss and Law, 6, no. 11, pt. 6
(1937), 127, with plate The significance of this mscription 15 discussed below in
relation to the critical text of the Gitagovrnda.

20, These manuscripts form the basis of my crucal edition of the Gitagovinda,
they are described and analyzed 1n detail m the cryucal apparatus 1n the clothbound
edition of this book. Evidence of the poem’s status by the fourteenth century

xs the citation of verse IH 11 a5 an example of the poeuc figure mjcaya, “certainty,”

/j’ 19 Cited from R K Majumdar, “A 15th Century Gitagovinda Ms. with Gujarad

i the tenth panecheda of the Shutyadarpana of Vivanitha, edited with notes by
P. V. Kane (Dellu- Moulal Banarsidass, 1965), X 39
21 See Kulkarnr's edinon of the text and commentary and my analysis of the
early dated manuscripts of the Shorter Recension of the Gitagovinda, see also
M dar, “15th Century Gitag da Ms™ Y
22 Sec Telang and Panshikar edimon; also R C, Majumdar, et al , The Delkr Sul-
‘mm, val V i The Heutory and Cudture of the tadran People (Bobay: Bhacatiya
Vidya Bhavan, 1960), pp 332-38: the introducnion to Premlata Sharma's edution of
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Sangitardfa by Mahirind RKurabhi (Varanasis Hindu Umvensity Press, 1663), vol. 1,
Pp- 2070,
, s
2 The Lyrical Structure of Jayadeva’s Poem

1. L. A. Richards, Practical Criticism (New York: Hascourt, Brace, Harvest paper-
back, 1g58), p 200.

2. Because Jayadeva's songs are characterized by long compounds in which the
relations among words are Auid, any translation of the Gitagovinda 15 necessanly
tentative,

3. S Daniel H. H. Ingalls, An Anthology of Sanskrit Court Poelry, Harvard
Oriental Series, vol. 44 (Cambridge, Mass : Harvard University Press, 1565}; Barbara
Stoler Maller, Bhartrthari* Poems (New Yorh: Columbia Unwversity Press, 1967).

4. Sce A, B. Keith, 4 Hustory of Sanskrit Literature (Oxford: Oxford University
Press, 1920), pp. 101-92 S. N. Dasgupta, ed., A History of Sanskrit Literature,
Classical Period {Calcutta: University of Calcutta, 1947), pp 392-95, 509-10; E Getow
and A K Ramanujan, “Indian Pocties” and “The Lyric Poem” in The Literatures
of India, edited by E. €. Dimock, Jr., et al, (Chicago: University of Chicago Press,
1974), pp. 138-41, 155-56. V Raghavar, 1n his study Bhoya's Srngdra Prekdia (Madras:
Punarvasu, 1963), pp. 549-51, suggests that the Gitagorsnda 15 a kind of musical
poem that Bhoja calls afrardgakivys, a pocm meant to be sung n several melodic
patterns (raga) and to be interpreted m the fanguage of gesture {abbinaya). The
classification of poems that are to be sung as ragakarya 15 hnown from Abhinava-
gupta’s Abh. bhirati on the Nyl edited by M R. Kavi, Gatkwad's
Oriental Sertes, 4 vols. (Baroda Central Labrary, 1956), vol, T, pp. 174-84. Bath
Abhanavagupta and Bhora recognize a variety of “nonclassical” forms and attempt to
codify them within the classical categories, Their recognition suggesis the existence
of 4 poctic genre suilar w the form of the Gitagovinda by the tenth eentury, but
no works survive for comparson See A K Warder, Indsan Kavya Luterature
(Delhi; Motlal Banarsidass, 1972), vol 1, pp 163765

S These sound patterns occur 1 earlier Sanskrit works, but only Spur{ldlca]}y
See Keuh, Sansknz Luterature, pp 197-99, Bdwin Gerow, 4 Glossary of Indian Fig-
ures of Speech (The Hague Mouton, 1971), pp 102-7, Warder, Kawya Literature,

vol 2,pp 17476,

6. "Song cycle” 15 an atempt o put the terms
uses them, m a meanmgful relauon

7. For examples of alliterauion 1 the verses, see I3, 35, 36, T1l15, 205 Vg T! heb .
Rastkapriya commentacy offers the most complete analyses of the standard figures
cmployed 1n indwidval verses, sec Gerow, Glossary

8 1 use the terms aksaravrita and tilavricd, followng the nomenclature most com-
monly found 1n commentants oft the Gitagovanda, but the term chandas 15 some-
times found 1n place of vrita as the general word for meter. Thus sylfabic meters are
designated aksarachandas as well as aksaravrtta, warnavrits s also used Moric meters
are designated mdtravitit and matrachandas, as well as silavrita, gunachandas 1s

he beats are vrgamzed Into measured units {gana), The

ere draws on the following studies. C. Lassen, Gitago-
:::,l;;cat;:::iﬂigggie‘x;tl :xvu»x‘.zw‘, Sudfubhushan Bhattacarya in Haxcl.crish_m
Mukhopidhyaya's Kapsayadeva o Zrigitagovinds (Caleuttat Gurudis Mukhopidhysy,

’

prabandha and padivali, as Jayadeva

e
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2 The Lyrical Structure of Jayadeva’s Poem (cont.)

1957, 8. 1363, pp. 230-41; Edwin Gerow's unpublished paper on Jayadeva's meters,
delivered at the annual meeung of the American Orrental Socicty in 1966, which
the author generously made available to me, Detailed discussions of Sanskrit, Praknt,
and Apabhramsa moric meters include: H. Jacobs, “Ueber die Entwicklung d. -
dischen Metrik in nachvedischer Zeit,” Zestschrift der Deutsche Morgenlandische
Geselischaft, 38, (1884), 500617, H. D. Velanker, “Apabhramsa Meters,” fournal of
the Uviversity of Bombay, Arts and Law, 2, pt. 3 (1933), 32-62 and 5, pt. 3 (3936)
41-03, “Prakrta and Apabhrarhia Meters,” Journal of the Bombay Branch of the
Royal Asiatic Society, 22 (1947), 15~32, and 23 (1947), 1-11; Sivaprasad Bhattacaryya,
Jottings on Sanskrst Metrics (Calcutta: Sanskrit College, 1963), pp. 15 f.
9 With the exception of the meter Sloka, which allows of considerable variation,
and Puspitigra, which is a syllabic meter with paired quarters of unequal length
(ardhasamacatuspadi), the syllabic meters in the Gitagorinda have quarter-stanzas
of 1dentical length and form (samacatuspadi). The meters are noted here 1n order
of their frequency within the text: )
Sardidavekriditd (o o oooinms ~— e mnw~) LT, 3, 16, 36,
46, g7; Hag; 1112, 13, 145 IV.T0. 19, 21, V.7, 17, 18; VI11; VLI, 30; IX 105
X.13; X1 10, 11, 22; XIL1o, 21.

Harint (o oirnvms == ==~ = o = =) 117, 105 L1125 VUI6, 193
VIH.40; X.10, 12; XIL1, 20.

Vasantatslaka (< - - _ o =~ -=) L2, 25, Il 155 VI, 415 X1,
115 X1, 12, 13.

Sikharmi( - —-~. e o = — o e s =) 1263 IT 20 VIIL10; XT.32,

33
Sloka (a and ¢, XXX X - - _ [erther heavy or light], b and d, XXXX
— o) M55 IV 15 XN23, X111,
Mahei (U oo — =3 = = =~ = =) L35, VL10; XL1.
Puspitigré (a and ¢, o s —~o—rom-s b and
e = = e = =) IV 225 V.x; VIILL
Vamisasths (=« - « o v = o =) 1373 Ll2; VII 39
Drostavdlambita (L e ar = oo =~ =) Ly VI 21
Upendravard (oo — ~ oo =~ — =) IV.20, VIl 12,
) X1g

s e

Prehit (oo mne = s e = =
Upajati (o= = = = =) XMl22

Five of the meters are named by punming 1n verses where they occur. $ikharint
(lLz6), Sirdilavikeidua (IV 10), Puspitigrd (IV.22), Upendravacd (IV z0),
Prthvi (X.14). This punnung s further evidente of Jayadeva's mterest 1n the sntegra-
tion of sense and sound

10. See examples from the Saftasai of Hila quoted 1n note 21 to seetion s; see also
G. L. Hart, I, The Poems of Ancient Tami! (Berkeley: University of Cahformia
Press, 1975), appendix 1, “An Analysis of the Meter and Rhyme of the First Twenty-
five Poems of the Sattasai,” pp 281-84.

11. Aryi 15 cxpressed 1n couplets of seven and one-half measures. Most measures
{gana) consists of four beats, with the standard exception of the sixth measure of
the second hine, whih has a single beat, making the two lines asymmernical, For-
ther restrictions 1n the syllabic patterns of certain other measures give Ary a farrly
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fixed f.orm. The opening verse of the sixth sarga (VL1) is an example of how
Sanshrit syllables may be ordered in terms of this form:

atha tam gantum afaktit ciram anuraktivy latigehe drited |

n gorinde de saki prika |f
(ST Y P IO P (PRH P
EXURDS [ P (OO s N ey s

Four-beat measures in the f0rms oy = = 5 = s s OF < = OGCUE frecly,
The syllabic sequerce . - is Testricted to the second and fourth measures of
both lines, and to the sixth measure of the first line, in which the sequence
o~ e 18 s only alternative, The eighth measure of each line is conventionally
a heavy or light monosyllable. The frequency and position of heavy syllables, in-
cluding the spondaic sequence (- .), 1s notable 1n comparison with the meters of
the songs; the amphubrach sequence {_ ~ ) vccurs only a few rimes in refram
verses of the songs.

12, In the termmology of classical Indian music theory (sadgitasdsera), the songs
ate called prabandha (the term Jayadeva uses at L2) or gitabandha. See V. G. Apte,
ed, Singitaranikara, AnandaSrama Sanskrt Series, no. 35 (Poona, Anandirama
Press, 1942), chapter 4 (prabandhidhyiya), pp. 2717354 Chandahprabandha desig-
nates songs that are bound up 1 meter (yati), which provides their rhythmical
component,

13. See note 3 (o section 1 above—Pischel, p. 22, Chatterji, pp 3t~33 See also
Louts Renou, et al, L'Inde Classiquee (Paris: Payot, 1949}, vol I, p. 443

‘There 15 much confusion surrounding the wse of the term “Apabhramia.” It is
often broadly used to designate both forms and stages of Indo-Aryan language that
differ from Sanskeir and the lerary Praknts More specifically, 1t refers to a ver-
nacular of western India that achieved literary form in the penod ca. av. 6oo-1400
Tt was used by Jawn writers 1 Gujarat 2nd Rajasthan for the composition of poetry.

A similar Priknit, with 1ts reduced 1nflections and mclc:ls:d‘ postpositions, was used
by Buddhist writers n Bengal and Onssa See Richard Pische], “Materfaken zur
Kenntnis des Apabhrama,” Abhandi der K Gesellschafs der W
4 Géttigen, n s: 5, no 4 (1902), Ludwig Alsdorf, “Apabhramsa Studien,” Deutschie
Morgenlandische Cesellschaft, 22, no 2 (1937), Sukumar Sen, “Charyageetikoth,”
Indian Lingustics, 9 (1943-48), 30-133, G V Tagare, Historscal Grammar of
Apabhramia (Poona Deccan College, 1048); S K. Chatery, The Orgtn and De-
velopment of the Bengals Language (1926, reprnt, London Allen and Unwin,
1970), vol. I, pp. 1og-29, S M Katre, Praknz Languages and thewr Comribution 1o
Indian Cudture (Poona; Descan College, 1964), b 21, 24, 84-8g, Shashibhusan Das.
gupta, “The Buddhist Sahayyd Cult” in Déscure Reltgtons Cults (Caleutta: K. L,
Mukh’opadhyay 1969}, pp- 39 ff It 15 worth noting that Jayadeva's thyming moric
meters, hike 1h:):hymmg mornc meters of the Caryd songs, ate reflected f“ the meters
of Tater Bengali and Oniya poetry, €&, Paydra and Tripadi: see Sen, “Charyageets.
Kosh,” p. 125, The couplets of the Gitagowinda sangs should also be compared with
Versc,s ?r;und'm C M Ghose, €3, Prakrtapaingala ’(Calcuna: Awatic sgc‘my of
tise on Praknt and Apabh ples are
3::\5?\"&?:111;1:6::2::;:mass of popular poctry of North Indiz during the period
€2 4 D. gOO~1400, SCE VV. 334, 570 576, 581, 586 o
he tenthcentury Jan author Somadeva applied Prikrit and

o Sanshrit 1 his Yatasilakacampis (edited by Swadatta and

“ 14, For example, O
Apabhramséa meters K

e
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2 The Lyrical Structure of [ayadeva’s Poem (cont.)

Parab, Kivyamili, no. 70; Bombay: Nirnayasigara Press, 1903). In the “Krgniva-
tira" chapter of Ksemendra's Dajévatiracarta (V1iL173, quoted below in note 30”
1o section 5), the narrative is interrupted by a song sung by the cowherdesses in
four lines of long, end-thymed compounds, set in a rhythm of ten four.beat mea-
sures followed by a heavy syllable, and sa resembles the metrical structure of the
Gitagosinda songs Jt is notable that both of these works are among the scattered
sources antedating Jayadeva that contain references to Ridha (sce section 5). If one
accepts the convincing argument of H. D. Velankar in favor of the authenticity of
the Apabhrarhia stanzas in the fourth act of the Vikramorvafiya of Kilidisa, there
is an even carlier example of Apabhramia stanzas, and stanzas in a more conven-
R . S N N M
. [P EE cee gl See
e . . - : o P Ve
handelingen der Koninklijke Akademic van Wetenschappen te Amsterdam, 15, no. 3
{1917}, 3-158; ck. review by Sten Konow in the Indian Antiquary, 49 (1920), 232~
36; M, Winternitz, “Krsna-dramen,” Zewschrift der Deutschen Morgenlindischen
Gesellschaft, 74 (1920), 13744

15: This meter js identified by the ¢ Kumbhakarna as Layachand:

see Kumbha's Sangitaripa, edited by P. Sharma (Varanasi: Hindu University Press,
1963), 1321; sce also, H. D. Velankar, “Hemacandra's Chandonuidsana” Journal
of the Bombay Branch of the Royal Asatic Soctety, 20 (1944), 29 (VIL4), The same
meler occurs in songs 4, 5, 6, 8, 11, 17, 20, 22, and 23 Several other meters patterned
in four-beat measures are only varianis of Layachandas. The meter of the first song
has couplets in unequal lines of sixteen and twenty beats; 1t is identified by Kumbha
as Kirtidhavalachandas and is defined in the Sangitardje (I 3.36). The meter of songs
9, 12, 14, and 18 has couplets of four four-beat measures. The meter of song 16 has
three four-beat measures followed by a trochaic cadence (). The meter of song
15 has six four-beat measures followed by an sambic cadence (_ -). The meter of
song 24 has six four-beat measures followed by a cretic cadence (- ._ -). The less
regular meter of the second sang, which Kumbha calls Mangalachandas and defines
in the Sangitardza (1.3.39), has couplets 1n uncqual hines of twenty and eleven beats,
the first hine consisting of five fourbeat measures and the second line of two four.
beat measures followed by a trochatc cadence (- _).

16. The four-beat are exp 1 pred ly m two out of five pos-
sible syllabic combinations of groups of four beats: four light syllables (_ ————
or a heavy syllable followed by two light syllables (- _ _). Given the syllabic
structure of Sanskrie, with the prominence of consonant clusters and heavy vowels,
the control it Jayadeva exeroses on the placement of fieavy sylfabies 1s mastertui.
A measure of two heavy syllables (- ) normally occurs only in final position 1 a
fine of a couplet; a measure of two light syllables followed by a heavy syllable
(<« -) 15 rare; and no measure with a heavy syliable between two hight syllables
(w ~) occurs

Of the temaining five songs 1n the Gitagovtnda, three have meters based on mea-
sures of five bears, one has a meter that is best resolved 1mto measures of seven
beats, and another 1s entirely irregular The fivebeat meters generally show the
same preference for light syllables and the same restriction of heavy syllables to
injual posion Wwithin a measure that characterize the four-beat meters. The com.
brnations of five light syllables (L) or a heavy syllable folowed by
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\
three fight syllables (. . ) are predominant, The meter of song 13 has cou-
plets of four five-beat measures, the last of which is a cretic eadence (- _ ). The
mcter of song rg has couplets of six fivebeat measures followed by a spondaic ca-
dence (', ~); the eretic pattern (<. ) in the fourth measure of almost every hine
gwes this long meter a distinctive thythm, The meter of song 31 has couplets of
lhrc:. fivebeat measutes, but the first Ine of cach couple is lengthened by the
addition qf a final heavy syllable. The meter of song 7 dwides into three seven beat
measures in the fixed sequence - < ., followed by a trochaic cadence (o).
Song 10 is expressed 1n five metrically identical verses of asymmetncal quarter.
stanzas, The quarter-stanzas all differ in syllable sequence and moric fength, while
consistently rhyming in the pattern a b/a b. The first verse of the song shows the
fixed pattern:

vahati malayasamire madanam upanidhaya |

sphutati k, ik, trahahrdayadalans;

[N NI Y |

N ]
S~

[N NI |

17. The Nepal manuscript dated Ap 1447 and the Bombay manuscript dated an.
1515 omit #3la names, The frequent designation yatstdla in other manuscripts may
perhaps be interpreted as “the tla of the meter,” meaning that the meter is the tala
On sila, scc Alain Darsélou, Northern Indian Muse (New York: Pracges, 1968),
PP. 65-74; P. Sambamoorthy, Sourh Indran Music, book 11 (Madras: Indian Music
Publishing House, 1668), pp. 18-28; Ravt Shankar, My Music, My Life (New York:
Simon and Schuster, 1968), pp 29-30.

1B. The refrains whose measured unit differs from the gana organization of the
cauplets in the song may be resolved as fallows:
$ONG 0 two measres of seven beats, followed by a light sylfable; cf. song 7, which

also seems to follow 2 saptagana pattern, a rarity in Indian prosody,
soNo 10: four measures of four beats, followed by two light syllables
SoNG - ) s
SONG
SONG . .
sures of four beats, ike the meter of the couplets
SONG 22: one line has five measuses of four beats, the second line begins with a
untt of esght beats (= - — ), followed by five measures of folfr beats.

19. There are more heavy syllables in the fourbeat measures of the refrains, the
spondme unit of two heavy syllables (- =) and the anapestic umt of two hght sylfa-
bles followed by a heavy syllable (_ . ) occur in the interior of Tines, e.g. song 16
(VIL31, refran). The amphibrach unit of a heavy syllable between two light sylla-
bles, which 35 nowhere used 1n the four-beat meters of the couplets, occurs 1n the

mea-

refrains of songs 1, 4. 7, 17, 20, and 24
20, See Gerow, Glossary, pp 10277 It shouid be noted that the repetition of eon.

sonant clusters 1s munimal 1n the Gifagornda, suggesung comparison with Prakmt
and Apabhramsa, where the clusters are normally reduced; see Gerow on gramyinu.

prasa, Glossary, p 103
21, For example, 115,

viplapu | lakabhuga | alfaya | g_a_l_zfiln]anIaun[yuﬂlimMﬂnm]

[0 PEOIS RN PSP NPNDY P |
Eﬁ:«m F;vr:r Ivmzv_.vga{_n § bhiisans | kerapaer | bheanata | masrar ||
esir LI ISR O SO I el

JRSRSREDOSN
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2 The Lyrical Structure of Jayadeva’s Poem (cont.)

22. An carly instance of the use of antinuprisa 15 the sixth sarga of Sundarakinda
in the Valmikiramayana, Though the date of this scciion 15 debated by scholars,
it is aceepted in the entical edivon; see G. C. Jhala, ed,, Valmikiramayana (Baroda:
Oriental Insttute, 1966), vol. 5, pp. 76-8o.

23 See K. Krish thy, ed., Dhvanyiloka (Dharwar: Karnatak Umiversity,
1974), IL.14-15.

24. See, e.g., Dandin, Kdvyadaria, edited by V. N. Ayer (Madras: Ramaswamy
Sastrulu, 1964) Ls1-60, Dandin discusses anuprasa in the context of delincating the
differences benween the two major styles of poetry, called vardarbhirin and gaudi-
riti (1.q0-54). The gardi style was located in eastern India; ats exponents were noted
for their love of anuprisa. Sce also Bhoja, Sarasvetikanthibharana (Bombay: Nir-
nayasigara Press, 1934) 1176, 77, 106; Jagannitha, Rasagangadhira (Bombay: Nir-
nayasigara Press, 1939), p- 89

25. Sce note g above.

26. See section 4 below. For other les of Jayadeva's d-play, sce rasana,

P J
rarz, rasta in song 14 (V11 16, 17); and hers, hora, hira in song 20 (X16). Song 19,
which begins the climax of the poem, has rich word-play on various levels, Puns in
verse 1.36, in the long p i dhyanavadhinakranapriptapri dsama,

sollasa which modifies pathika, relate yogic meditation to lonely travelers” evocation

of erotic umon.

27. See Gerow, Glossary, on anuprasa (pp. 102-y), ertra (pp. 175-89), yamaka
(pp- 223-38)-

28 See Stella Kramrisch, The Hindu Temple, 2 vols. (Calcutta, 1946). The inter.
play of “surface beauty” and underlying structure 15 also charactenstic of Indian
dance and music.

20 My imniual appreciation of the music of the Gitagovinda came from many
hours of listening to singers in varwous regiens of India render their versions of the
songs. A decper appreciation is based on formal study under the tutelage of Vasant
Rai, Director of the Alam school of Indian Music 1n New York, who belongs to
the tradition of Allaudin Khan, and under V Deshikachar at the Mysore College of
Fane Arts. This attempt to define the rdga draws on Ravi Shankar's exposition i
My Music, My Life. Sec also Daniélou, Northern Indian Music, pp. 20-63, 75-96H.,
N. A Jarazbhoy, The Rigs of North Indian Mussc Thesr Structure and Evolution
(London: Faber and Faber, 1971), Walter Kaufmann, The Ragas of North India

B Indiana U Press, 1968), Sambamoorthy, South Indwun
Music, books 1-V; V. G. Apte, ed., Sangitaratnikara (Poona Anandiérama Press,
1942), 2 vols,

30 The northern versions of the songs, as I heard them 1n Orissa and Bengal, fol-
low the riga designations most commonly found 1n the manuscripts; these differ
from those of Kumbhakarna, which are defined 1n his Sangitardss. In articles wrat-

ten for the “Geet Govind Celebrations” held at the Sangeer Natzk Akademi n
Delbu (Margh 18-20, 1967), Premlata Sharma and C. S Pant both suggest that the
rigas and #ilae Kumbha prescribes were associated with his own composinions. The
South Indian versions of the songs, as I heard them in Madras, Mysore, and Guru-
vayor ().(erala), accord with the sagas given by Semmangud: R Sreenivasa Iyer in
Gitagovindam with Musical Notations (Tripumithura- Sanskrut College, 1962). The
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designations in the present text of the Gitagovinda arc those common 1o the oldest
manuscripts; significant variants are noted in the cntical apparatus in the cloth-
bf)und edition of this book. For a comparison of the musical characteristics asso-
ciated with different rigas of the Hindusthani and Karnatak systems, see B, Subba
Rao, Riganidhi (Madsas: Music Academy, 1964-66), vols. 1-1V,

3 Jayadeva's Language for Love

1, The background for this analysis is provided by the rasz theory of dramatc
esthetics in its general form. The relation between esthatic experience and religious
experience that is central to the Gitagovinda encouraged me to search for evidence of
Jayadeva's direct reference to.the special theories of Abhinavagupta or Bhoja, but
the vocabulary of esthetics that Jayadeva uses 1s drawn directly from the Négyasastra,
The technical terminalogy of dhvani theory and fragira theory is notably absent;
individual terms are analyzed in the glossary to the hardcover editon For a general
introduction to basic notions of Indsan literary esthetics, see Edward C. Dimock, Jr,
et al,, The Literatures of India (Chicago: The Unversity of Chicago Press, 1974),
chapter 3 Within Sanskrt literature, the rasa theory 15 summarized 1n book 4 of
Dhanarhaya's Dafariipa, Tated, with Sanskrit text and notes, by G, C. O Haas
{reprint, Delhi: Motlal Banarsidass, 1962), pp. 106-48. The summary 15 based on
book 7 of Bharata's Natyafistra, edited, with the commentary of Abhinavagupta, by
M. R, Kavi, Gackwad’s Oniental Serses, 4 vols (Baroda: Central Library, 1926), vol.
1, pp. 343-86.

2, Bhoja, 1n his Srngiraprakisa, concentrated on razt and the Srngire developing
from it. He ded and further lized fragdra nto an absolute rosz called
‘ahamRarairngira, a rarcfication of ordinary love which 1s for hum the universal of
existence; see V. Raghavan, Bho's $rgara Prakdss (Madras: Punarvasu, 1063),
PP- 425~532. Earlier, Rudrata had expressed the more general view of the im-
portance of rati and frngdra by raising the question of how any cther rass except -
Sragara could be truly relished and how the name rase could apply to any sent-
ment but érngira, Kavyalamkara XIV 38 says.

anusarats rasanam rasyatdmasya nanyah
sakalam idam anena vyaplam abalavrddham

See S. K. De, Ancient Indian Eyoues and Erone Litcrature (Caleutta; K. L Mu-

khopadhyay, 1959).

3. A conventonalized blending of the two mades 1s made 1n the adyapi smarams
formula thar dormnates the Caurapaiicaski aunibuted to Bilhana; see my Phantasics
of a Love-Thief (New York Columbia Universuy Press, 1971). The nterplay of the
two mades is dommant m Indian literature from the epic pﬁl?d;. as well zs later,

a Mo b -
Outstanding examples nclude the lopakhy of the . the Val.
mikerimiyana, and Kalidisa's Kumarasambhara, as well as his plays.

4. See the introduction to my translaton Bhartrehari: Poems (New York: Colum-
bia University Press, 1967) It scems sigmficant to me that the esthetc presentanon
of emotion myxhc G%tagoviﬂda can be characterized by the same generalizations that
1 applied to the Bhartrhart collection-

¥ hat is vulgar (gramya) from what is
known criuc to contrast what I
:o:dl?::cc:;hrz?a \Zaos Dandin, in his Kdvyadaréa, edsted and translated by V, N.

e
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3 Jayadeva's Language Jor Love (cont.)

hinavagupta used the ex-
Madras: Ramaswamy Sastrulu, 1964), 162-63 Abl gupl

fn’":;rle(of the breasts of a2 woman exating most profoundly when they are only hnlf
revealed; in the Dhvanyslokalocana (edued with the Bélapriya, Varanasi: Kashi
Sanskrit Series, 1940), p. 138, he says:

bk 1}

gopy
iva mahdrghatam upayad dhvanyate |]

The material is taken from J. L Masson, “Obscensty in Sanshrit Literawre,” Makfi,
7, nos. 3-4 (1971), pp- 197-207. )

6. See J. L. Masson and M. V. Patwardhan, Santarasa and Abhinavagupta's Phi-
Iam.pl:y of Aestheties (Poona: Bhandarkar Oriental Research Institute, 1569), pp. 56 1.

2. The perspective of the friend 15 later codified into the claborate esthetic theory
of sakhibbiva 1 Bengalt Vaishnavism; for the relevance of this theory to the
Gitagovinda, scc Shashibhusan Dasgupta, Obscure Religious Cults (Caleutta: K. L.
Mukhopadhyay, 1960), pp. 125-26.

8. The technical term for such an opening verse is vastunirdeia, It is possible lh-‘fl
the muchdebated phrase nanda-nideiatah 1s Jayadeva's pun on the type of this
verse, refernng to the fact that the subject of the poem 15 nanda, “joy,” wh{:h is

. expertenced as Krishna himself in the final song of the Gitagovinda, where he is ad-
dressed by the two epithets Yad? dana and Hrdayanand.

o In his Kavijayadeva o irigitagovinda (Calcutta: Gurudis Mukhopadhyay, 1957,
s¢ 1362), Harckrishna Mukhopidhyiya devotes, an entire chapt;r ((.5) to the
analysis of this verse. Each of the commentators gives it detailed consideration.

10 Kumbhakarna gives an elaborate statemment on poctic propricty tn support of
this interpretation He glosses deiatah with if He pomts to the

bination of frngdra and bh. ka here,

1. Maninka 1nterprets the speech as the svagazam of Radhi, spoken from exces.
sive love, as an alternative to understanding Nanda as the speaker.

12 This 1s the most frequent interpretation. It 15 related to the story that the child
Krishna followed Nanda into the woads one evening at dusk and became afraid
Sankarami$ra gives this story in its sumplest form See Suniti Kumar Chatterp,
Jayadeva, Makers of Indian Luterature (New Delhu Sahitya Akadems, 1973),
pp. 15718

13 Caitanyadasa explains that the words spoken by Ridha’s friend are intended
to bring joy {(nanda); Krishna's foster father 15 thus removed from any mnvolyement
with the erotic relatonshup between Ridhi and Knishna and 15 repfaced by the con.
ventional figure of the sak#i.

14 Cf, Brhadaranyaka Upanisud L4 2

s0° bebhet tasmad ekiki-bibhess sa hiyam iksim cakre yan mad anyan nastt
hasman nu bibhemins tata evisya bhayam viyiye kasmad hy abhesyat dustiyad
vat bhayarn bhavats,

He was afraid. Therefore one who 15 alone is afraxd This one then thought to
himself, “since there 15 nothing else than myself, of what am 1 afraid?® There-
upon hus fear, venily, passed away, for of what should he have been afraid?
Assuredly 1t 1s from a second that fear arises.
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Text and translation quoted from § Radhahrishnan, The Principal Upanisads (New
York: Harper, 1953), pp. 163-65 Although there is no evidence that Jayadeva con.
sciously refers to this analysis of fear in the creative process, the dynamic role of fear
in connccting isolation with painng scems suggestive in terprenng the opening
verse of the Gitagorinda,

15 In the second half of the poem it 1s increasingly clear that Krishna himself js
the mysterious power of datkness, the cssence of nighf in which Radhi’s love de.
velops through various stages of desertion to consummation.

16. Mininka makes the point, which is followed by other commentators, that the
word order of the dual compound 1s irregular in its priority (pirvanipata), like

aré amahed ak firau, etc.

3

£ 3 RS 24

17. See scction T above, notes 15-17. The subject of allegory, with reference to the

Gitagovinda, is treated by Lee Siegel 1n “Sacred anq Profane Dimensions of Love jr,

Indran Tradiions as Exemplified i the Gitagorinda of Jayadeva” (unpublisheq

PhD thesis, Oxford Unversity, 1075), pp. 209-25, also in the short essay by Ranayis

Sarkar, “Gitagortnda Towards a Total Understanding,” Publikaties van het In.
stitunt voor Indische talen en eulturen, o, 2, Ryhsuniversiteit te Gronigen, 1974,



¢ Knshna: Cosmic Cowherd Lover (cont.)

legend is focal to the contrast between him and Siva, see Wendy O'Flaherty, dsceti-
cism and Eroticesm in the Mythology of Swa (London: Oxford Umversity Press,

1973)-

2, The main soutces for Krishna's legend in early Sanskeit licerature are the
Mahabharata and certain Purinas, but the ongins of many of his epithets and char-
acteristics are found in Vedic literature, The following texts are referred to through-
out this section in the editions cited:

Atharva Veda, Atharvaveda Samhud, edied by W. D, Whitney and R. Roth
(Berlin: F. Dummler, 1856); translated by W. D. Whitney (1905; reprint,
Delhr: Motila} Banarsidass, 1562).

Bhagavata Purans Gita Press edition (Gorakhpur, 1962); translated into Frc.nch
by Eugine Burnouf, § vols. (Paris: Imprimeric Royale, 1840-98) and into
Englsh by J. M. Sanyal, 5 vols. (Calcutta: Oriental Publishing and Datta
Bose, 1930-34).

Harivamséa Criucal edition, edied by P. L. Vaidya, 2 vols. (Poona: Bhandarkar
Oriental Research Institute, 1969), transfated inte French by S. A Langlois
{London* Parbury, Allen, 1B34-35).

Mahkabharata Critical edition, edited by V. S. Sukthankar, et al. (Poona: Bhan-
darkar Oriental Research Insutute, 1933-66), translated by J A.B van Buitenen
(Chicago Umwersity of Chicago Press, 1973~ ), vols. 1 and 2, books 1-3.

Mazsya Purina. Edied by H N. Apte, Ananda$rama Sanshnt Series, no 54
(Poona: Anandiframa Press, 1907); translated 1 the Sacred Books of the
Hindus, val. 17 (Allahabad* Pinini Office, 1916-17, reprint, New York, 1973).

Rg Veda. The Hymns of the Rig-Veda, edited by Max Muller, 2 vols, (London:
Tribner, 1877); translated 1nto German by K. F. Geldner, 3 vols, Harvard
Oriental Series, vols. 33-35 (Cambridge, Mass: Harvard Umiversity Press,

1951).

Satapatha Brahmana Edited by Albrecht Weber (1855, reprint, Varanasi Chow-
khamba Sanshrit Sertes Office, 1964); translaced by Juls Eggeling, Sacred
Books of the East, vols. 12, 26, 41, 43, 44 (1882, reprint, Delhi: Moulal Banar-
sidass, 1964)

Vignu Purana Guta Press edition (Gorakhpur, 1962); translated by H H Wilson,

5 vols (1840, reprint, Calcutta, 1g61)

3 Mahabharata V1 33 30 = Bhagavadgita 11.30.

4 Sece Gonda, Aspects of Vignussm, p 159; Hopkns, Epic Mythology, p 213.

8. See Visnu P, V1217, where 1t says that singing of Kesava 1s the way of the
Kah Yuga

6. See ]. Gonda, Epithets in the Rgveda (The Hague Mouton, 1959)

7 The contrast between the conception of Krishna in the Gitagorsnde and mn
the Bhdgavata P 1s striking 1n terms of vocabulary and devouonal attitude; see
Thomas ] Hopkuns, “The Social Teaching of the Bhagavata Purana” and JAB van
Buitenen, “On the Archaism of the Bhigavata Purina,” both 1 Smger, Krishna,
PP 3-40, also Tadpatrikar, “Krsna Problem ™

8 See section § below.

9 Damel H H Ingalls, An Anthology of Sanskrit Court Poetry, Harvard Oriental
Series, vol. 44 (Cambridge, Mass.: Harvard University Press, 1965), mtr. 62, p. 93.
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10 .SHIHI‘HUM Brihmana X1s 4.18; cf. the “honcy.doctrine” of the Brhadiranyaka
Upanifad 11 5.16-19. In classical Hindu law a celibate swudent (brakmacisin) is or-
dered to abstain from “honey, meat, perfumes, garlands, condiments, women, etc,”
Manusmeti 1.177; see The Laws of Manu, wanslated by G. Biihler, Sacred Books of
the Easg, vol. 25 (Oxford: Clarendon Press, 1886), p. 62.

11, See Claude LéviStrauss, From Honey to Ashes, Introduction to a Saence of
Mythology, (New York: Harper and Row, 1973), vol. 2, pp. 122-23. In Indian
fiterature, spring itsclf is considered an aphrodisiac; see, e g, Kahdisa's Kumdrasarm-
bhava, critical edition, eduted by Suryakanta (New Delhiz Sahitya Akadems, 1962),
12134,

12. Médhara and Madhusidana are both ¢ 1y used of Kreishna throughout
the Mahabhirata and after; ¢ g, Mababharata 121320, 30 ff, 21415 fl5 of. Gonda,
Aspects of Vignuism, pp 16 &, 237; Hophuns, Lpie Mythology, pp. 192-g3, 203;
G. Dumézil, The Destiny of a King (Chicago: The Unuersity of Chicago Press,
1973), pp 81-83. A legend given 1 the Nagyabastra, edited and translated by
M Ghosh (Calcutta: Granthalaya, 1967), XXH.1-16, attributes the origin of drama
to Krishna's battle with the demons Madhu and Kaitabha

13 See, e g, Hanvamia 48.5 fl.; Mahabharata 1160

14 See, e.g., Ry Veda X of, Gonda, dspects of Vigntusen, p. 107,

15 Cf Mahibhirata L1 2022, V1339 (= Bhagavadgiti 119), V14077 (=BG
18.57).

16. See, e.g., Bhigavata P X 37

17. See Knishna as Jaganmuvdsa, Mahabhirata V13325, 37 ( = BG X125, 37); see
Miéta, Cult of Juganndtha, pp 57-58: sechion I, note 14 above,

18 Sce Mahabharata V1.265-9 ( =BG IV5-0), Matsya P. 47868, Vimu P.
V.az.aoff , Bhigavaia P 1641 Eacher references to the ten incarnations include:
Matsya P 2856 (matsyak kurmo varihas ez narasiho ‘tha W,'f'a"'fh rimo
rimai ca krenaé ca buddhah kalkin €a krami?), Ksemendra, Da:at’atfmcnrm?,
Kivyamils, no 26 (Bombay Nirnayasigara Peess, 18gr); see also H K. Sastri,

“T'wo Statues of Pallava Kings and Five Pallava Inscripuons in a Rock Temple at
Mahabalipuram,” Memoirs of the Archaeologieal Survey of India, no 26, plate 1, C,
P. s, “An Ajmer Stone Inscription,” Eptgraphsca Indica, vol. 29, PP 179 ﬁ Tl}c
Hartwamba hist {ch. 31) differs somewhat. In the list of twenty-two incarnations in
the Bhagavata P., the par Balarima and Krishna are nineteenth and twenteth
(L323; €. 117) See Gonda, dspects of Visnsism, pp. 12464, Hopkins, Epic Mythal-
089, pp. 209-19; Jacobs, “Incarnatson,” pp_ 163973 Kosamby, “Avatira Syncretism”;
also Owo Schrader, Introduction to the Pafcartra and the Akirbudhnya Sahita

(Madras: Adyar Library, 1916), PP 35-59 .
19 Cf Edward C. Dumock, Jr, The Place of the Hidden Moon (Chicago: Uni.

versity of Chicago Press, 1666), PP 19295 .
he clothbound edition, sv adbhuta, irngira

£ ; Bhagavata P. VIl 23 Sec Hopkns, Epic Mythology,

20 Sec the glossary i ¢

21 Cf Matsya P 129

P e habharata 116 10-11; Bhdgavata P. Xllx3z2, Sec

y] inda 123; Mahabharata 1101 i 2 .

G::;j:: fl,{f;;::im;; Yﬂ/lmufrm. pp 126-29, Klaus Ruping, dmrtamanthana und
.,

Kiirma. Avatira (Wersbaden: Hasrassowise, 197)- i )
23. Cf Atharva Veda X1 1.48 (sitkara)s Visnu P. V 2923 (é#tkara); Bhigavata P,

e e——

Introduction 53



4 Krishna: Cosmic Cowherd Lover (cont)

MLa8-19 (Fiikara). Sce Gonda, dspects of Vignusm, pp, 129-45; V. S, Agrawa}zz
Solar Symbolism of the Boar: Yapia.varaha—dn Interpretation (Varanasi: Prithivi
Prakashan, 1963).

24. Cf. Vignu P. L17-213 Bhagavata P. V11.2-8,

25. See Rg Veda 1.154 1-6, 155.3-5; Satapatha Brahmana 1.9 3.8 fl.; Gonda, Aspecis
of Visnuism, pp. 55-72, 145-46; F.BJ. Kuiper, “The Three Strides of Visny,” in
Indological Studies sn Honor of W. Norman Brown (New Haven: American Ori-
ental Society, 1962), pp- 137-51; Wendy O'Flaherty, Hindu Myths (London: Pen-
guin, 1975), Bibliographical Notes, pp. 328-29

26 See Bhagavata P. VIilL.1g-23.

27. See Mahabharata 11L.115-17; Bh P. IX.15-17; Hopkins, Epic Mythology,
pp. 184, 211.

28, See Bhigavata P. IX.10-11.

32g. See Mahibhiratz 1.185.31; Vignu P. V.1 59-63.

30. See Visnu P. V.25; Bhigavata P. X.65, Hopkins, Epic Mythology, p 212,

31 See, e.g, Matsya P. 47.247; and Agni Purina, Anandiframa Sanskrit Series,
no, 4t (Poona: Anandi$rama Press, 1900) ch. 16, cf Bhagavata P. 1.324; Sastri,
“Pallava Statues,” pp. 5-7.

32. See Dimock, Hidden Moon, pp. 26-29.

33. Seec Mahabharata 111.188-89; Bhd P. 1335; Gonda, Aspects of Vignuism,
Pp. 149750

34. See Harivamia 50-64; Visnu P. V.6-14; Bhigavata P. X 5-37; Bélacarita in
Plays Ascrsbed to Bhasa, edited by C. R. Devadhar (Poona. Oriental Book Agency,
1962}, pp. 511-60, See also Gonda, Aspects of Visnutsm, pp 154-61, Ruben, Krishna,
pp- a5 ff.

35. The more common reading of ‘the refrain as jaya jaya deva hare ignores the
word play and the significance of Jayadeva as an epithet

36. A reference to the Mahabhirata as gaya, which comes at the beginning of the
epic (L.11), may not be relevant to the meaning of Jayadeva’s signature and his
epithet for Krishna, but 1t seems worth noting

narayanam namaskrlya narars carva narottamam |
devim saraspatim cawa tato jayam udirayet ||

37. See Hopkins, Epic Mythology, pp =15, 217.

38. See Mahabha 11194 15; He fa 52.2, Bha P.VIL1yy4; X322

3. See Harivamia 52 4

40. See Panin, Astadhydyi TIL1.138, vart 2: gavadisa vinde sampidyas. In the
;‘u‘r;nl :f Vardha, the Boar, Govinda 1s gam vindatr, “finder of carth”, Mahabhirata

41 Sce Mahabhirasa 15g 22,

42. Sce Mahabharata 1113 33, V 126 37§ ; Hartvamia 27, 44-48, 658, Bhigavata P.
X.1-4, 36-44.

43. Sce Ruben, Krishna, pp 107-8,

————
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44. See, e.g., Makabhirata 1153 Hopkins, Epic Mythology, Pp. 206, 208, 213-14.
x4s. l‘?riscusscd in section 3; ¢f, Harivamia 49; Vignu P. 6401 Bhigavanta P.

Siff '

46. See Mahibhirata 1. 3100; Harlvarnia 55-56; B P. Xa6ry.

47. See Harivarmia 502013,

48. Sce Mahibhirata L.20-30; Gonda, Aspects of Vignuism, pp 101-3

49. See Ruben, Krishna, pp. 112 fi.

50. Scc, e.g , LéviStrauss, Honey to Ashes; Yolanda and Robert Murphy, Wemen
of the Forest (New York: Columbia University Press, 1975).

st. The Jumna has 1ts confluence wuh the Ganges at Allshabad. It flows through
Brindaban. It is also called Kalindanandini (GG 111.2), “daughter of Mt Kalinda,”
Cf. Harivariia 55.27 &,

5% Cf. Harivamsda 631835, Visne P. Va34y-55; Bhdgavate P. Hl214; X.33;
Bilucarita 1L.1-3, Sce V. Raghavan, Bhow's Srngira Prakite (Madras: Punarvasu,
1963), pp. 56173

53. Sce O'Flaherty, Mythology of Swa, pp 141-72; also the plossary in the cloth-
bound edition of this book, s.v. ananga, kima, rats, and related references.

54. See the glossary i the clothbound edition of this book, s v. kénta, dayita, priya

55 Cf. Bhigavata P. Vll.203 Also kattava, “decenful,” GG VIIL2%; of, Kumira-
sambhava, edited by Suryakanta (New Delhi: Sahitya Akadem, 1962), VIII 3.

56 This is given as a way to angrily address a ndyaka, see Naryaliara, XXIV.310.

5 Radha. Consort of Krishnd's Springtime Passion

1. Much of this matersal has been published n a more technical form 1n an ar-
ticle entutled, “Radha Consort of Krishna's Vernal Passion,” Journal of the Ament-
can Oriental Sorizty, 95, no 4 (1975), 65571

In my aftempt u’a’ ;csscllbc4ll(‘.c917\§lnr= of Radhi's relation to Knishna in Literature
antedatng dic Gitugossnda, 1 have drawn on the wark'nf several scholars See
Saibhusan Dasgupta, Srirédhir kramabikiso—darianc o dihutye (Calcunta; E Mu.
Kherjy, 1953, 25, 1350). A K Magumdar, “A Notc on the Development of the Ridha
Cult” dnnals of the Bhandarkar Insutute, 36 (1955), pp 231-57, Hareknishna Mu-
Khomadhuiva K. Jeva irigi dz (Caleunta Gurudas Mukhopadhyay, 1956,
Bs. . B. jar, Krsna 1n History and Legend (Caleutta: Unwersity of
cilc:,’[z?',gléy)},":,’;n‘,‘gsqp, $ L Katre, “Krnsa, Gopas, Gopis, and Ridhi,” in
P. K. Gode Commemoranon Volume, edited by H L Hanyappa and M M. Patkar
(Poona, Oniental Book Agency, 1960), PP 8392 In the Vals!’mava Iterature that
postdates the Gitagovinda, Radha is a ubsquitous figure 1n refation to Krishna; smee
some excellent studues of these works exst, I do not deal with the materual here. See
Shashibhusan Dasgupta, Obscure Religrous Calts (Caleuttas K. L. Mukbopadhyay,
1962), pp. 1134 5. K Do, Vamaia Fath ond Moverment 1 Bevgal (Gt

s Edwar e , c e of the Hidden
K. L. Mukhopadhyay, 1960); Bdward € Z0mors o s (Chocngor n.

Moon. Er. —+ . . e Mathari (New
‘{:mly of . . v, ed, Krishna
aven: Y . .56) T have also

Myths, Rites ana dwndts (s
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5 Radha: Consort of Krishna's Springtime Passion (cont.)

omitted references from two works that make some claim for inclusion Onginal
verses on Radha quoted in Saduktrkarnamrta (edited by § K. Banerp, Cak_utta':
K. L. Mukhopadhyay, 1965) are attributed to Jayadeva’s contemporaries Umipati-
dhara and Sarana (1535, 1553, L612); another (158.4) 1s quoted _b'clow from
Vakrokufivita (2.56). Verses on Ridhi 1n the Krsnakarnimrta of Lilisuka de?-
mangala are numerous, but the dating of the work remams problemauc (st 15 vari-
ously assigned to perods ranging from the minth to the fifteenth century). Sec
S. K. De, The Krsnd-karnamrta, University of Dacca Oriental Publication §cncs,
no. 5 (Daccay University of Dacca, 1938), Francis Wilson, The Lote of Krishna
The Krsnakarna of Lilafuka Bul: la (Philadelpt Unwversity of Penn-
sylvania Press, 1975)-

2. H. Grassman, Worterbuch zum Rig-Veda (1872; reprint, Wiesbaden, Otto Har-
rassowitz, 1955), 1160-62; Bhdgavata Purina (Gorakhpur: Gita Press, 1962) 1.4.14;
1V.757, 24 18, 31.115 IX.2r17; X656,

3 Max Mller, ed., The Hymns of the Rig-Veda, 2 vols. (London: Tribner, 1877)
VIIL61.14; cf. 1.30.5, etc; related epithets vasupan, vasuda, etc.

4 See ]. Gonda, Aspects of Early Visnursm (1954; reprint, Delhi+ Moulal Banar-
sidass, 1069), pp. 224-25; see also The Mahabharata, critical edition, edited by V. §
Sukthankar, et al (Poona: Bhandarkar Ortental Research Institute, 1933-36), L.16.

5 Eg, R. C Artal, “A Note on Krsna and His Consort Radha,” Anthropological
Soctety of Bombay, 8, no. 5 (1907-9), 356-60; Sukumar Sen, “Etymology of the
Name Radha,” Indian Lingustics, § (1943), 434 Sen speculates that the word
ridhd must have been a common noun with the meaning of “beloved, c!:su':d
woman.” He supports his argument with reference to the Vedic radhas meaning *a
desired object” and 1ts masculine cognate i Avestan rdds, meamng “lover” in
Yasna 923. My colleague Professor Dale Bishop informs me that the passage 1s
problematic, but if it 15 taken with a Githic passage (Yasna 299) where the only
other reference to rada oceurs, the contexts suggest that the word could mean some-
thing like “satisfaction” as an abstract; 1n any case, most scholarly interpretations
indicate something or someonc that “fulfills a need

6 A. A. Macdonell and A, B. Keith, Vedic Index (1912, reprint, Delhu: Motilal

Banarsidass, 1967), vol. 1, p. 417 dAtharea Veda XIX.7.3(c-d):
rodhe sitikhe subovinursdhl  pyests sunak arestarn mifam ||

Atharvaveda Samhitd, edied by W. D Whitney and R. Roth (Berlin F Dummler,
1856), p. 356. Although Whitney rcports all manuseripts examuned to read rddbe
(fem dual) and commentaries to explan this as meaming that rddAd 1s another
name for v1idkha, he feels that 1t 15 an interpolation based on a Jater musunderstand-
ing of anurddha as meaning “the one after (anu) or following radka " He therefore
changes the reading to radho and translates 1t “be the two Visikhas bestowal
(rédhas)” W. D. Whuney, trans, Atharvarveda Samhiti (1g05; reprint, Delhi:
Moulal Banarsidass, 1962), vol 11, p o8 1If one follows the tanuseript evidence
and reads rddde, 1 can be understood that the two stars called Visikhi are sdenu.
fied with a dual radha. The 1dentfication 1s supparted by the fifth century lexical
work Amavakosa, 1322 ridh3 e1idkhs pasye tu sidhyatsgyan iravsgthayd, etc,
A ke Némalinganusi. (Amarakosa), edited by Pandit Sivadatta
(Bombay: Nirnayasigara Press, 1844), p 3%.
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7 !l:\jcndm Mutra, ed., Taiturlya Brihmana Bibliotheca Indica, no. 125 (Calcutta:
Asiatic Socicty of Bengal, 1855), p 4.

8. Taittiriya Sarmhitd, wanslated by A, B. Keith, Harvard Oriental Serics, vols.
18-19 (Cambridge, Mass.: Harvard University Press, 1914).

9. ?\lahﬁhha'm!n Xl]‘l.us 60(c), naksatranemir nakgatri; in the episode of the
burning of Khindava forest (L.214 ff.) Krithna is repeatedly addressed as Midhava,
nn‘d n!:o Madhusiidana; see section 4, notes g-12 above, esp. Gonda, Aspects of
Visnuism, pp. 1668, 237.

1. F. E. Pargiter, Anctent Indian Hystoneal Traduion (London: Oxford Uni-
versity Press, 1g22), p. 135.

t1. Amarakosa, 1.3.22; the authors of the Brahmavaivarta P. incorporate Rigdhi’s
nakgatri associations into the"story of her heavenly birth and descent; sce Walter
Ruben, “The Krsnacarita in the Harivaméa and Certain Puranas,” Jowrnal of the
American Oriental Society, 61 (1941}, 12627 '

12, This Ridha has no apparent connection with the epic figure named Ridhi,
who is the wife of the charioteer Adhiratha and the foster-mother of Kuntr's son
Karna. Mahibhirata L1og 14(b) and 181.28(a):

tam utrgtam tadi garbham ridhibharts makayaiah
putratve kalpayamasa sabhiryah sitanaadah |
Ridh's renowned husband [Adhiratha], son of a charioteer,

Rescued the abandoned child and he and his wafe made him their own son.

ko hi ridkasutars karnam $okso yodhayituri ranc {

anyatra rimad dronad vi krpad vaps jaradvarah li

Who can fight in battle with Radhi’s son Karna

Other than Parasutima, Drona, Krpa, or Saradvat?

13 See Dumock, Place of the Hidden Moon, pp. 32-35 B Majumdar, Krsna s
History and Legend, pp. 171-9t

14, References to Ridhi in these Purinas are given in tentatve chronclogical
order,

Matsya Purdna,

(Poona: Anandisrama Press,

cdned by H. N Apte, Ananditeama Sanshnit Senies, no 54
1907), X138, In verses 24-53 of this section, Devi
ennumerates her various names at different holy places 1 response to Daksa's
Question as to what names are to be mvoked at the firthas. Verse 38 15 quoted by

Tiva Gosvimin 1n Ius commentary on Bhdgavaia X 21.17.

hiwabunde svananda nandini dtate |
rukmani dviravatyim tu ridhi oradivane vane || 38 ||
At Svakunda she 18 §ivapanda, at D kitate she 1s Nandini;

At Dviravati she 1s Rukmioi, m the forese at Vrndivana she is Ridh3.

Linga Purina, edued by P. ] Vidyasigata (Caleutta: Valmikt Press, 1885), Ur.
tarardhe 4814, :rh: verse 15 one of a series of mantras (485-26) in imitation of
the Gayatri, all endmg pracodayat, in which various gods and goddesses are in.
voked; 48.12 mvokes Vishou, 48 13 Laksmi. o

1dhrtiyai vidmahe ikena dkimahi | |

tan no radha pracodayit || 14 1 .
We know about one whom Vishau humself redeems, we medutate on her—

Then let Ridhi inspire us!

e ———
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5 Radka: Consort of Krishna's Springtime Passion (cont.)

Varaha Purina, edited by Hrshikefa Sastri, Bibliotheca Indica, no. 109 (Calcutta:
Asiatic Socicty of Bengal, 1887), 16433-35 Krishna's encounter with Ridhd here
follows his slaying of the demon Arista. Note that Aresta appears 1n apposition to
the nakgatra Miila in the Atharva Veda passage quoted above in note 7

tatya radha saméilisya krsnam aklistakiranam |

svanémnd viditam kundath krtam firtham adiratah || 33 |
radhakundam its khyatam sarvapapaharam fubkam
arigtoridhikundibhyim sninit phalom avipnuyst |
rajasiiyasvamedhanith natra karyyd vicdrand |

gohatyibrahmakatyiyih papam kepran: vinasyats || 3ai35 1

Since Radhi embraced tireless Krishna there,

The tank was known by her name and a holy place was created nearby.
It was known as “Radhi’s tank,” removing all sins, ausplclous.’

With ablution from the Arista tank and the Radhi tank

One may doubtless attain the reward of Rijasiya and Aévamedha rites—
Qe quickly destroys the sin of cow killing and even Brahman killing.

Brakmavaivarta Purina, edited by V. G. Apte, Anandisrama Sanskrit Series, no.
102 {Poona: Anandisrama Press, '1935), translated by Rajendra Nath Sen, Sacred
Books of the Hindus, vol. 24 (Allahabad. Pinin1 Office, 1922); Krsna-janma-khanda,
adhyayas 2-5, 15, 17, 2739, 52, 53, 57, 58, 6668, 9298, 110, 111, 123-28. Radhi oc-
cupies a leading position 1n the section devoted to Krishna's birth, This elaborate
section seems to be as late as the sixteenth century in 1ts present form, but since it is
an obvious compilation of various strands of the Radhi legend it furnishes many
relevant suggestions about the nature of the figure and her relationship to Krishna,
See Cheever MacKenzie Brown, God as Mother- A Feminine Theology in India
(Hartford, Vt.: Claude Stark, 1974).

An older version of this Purina may be as early as the eighth century, see
A. J. Rawal, “Some Problems Regarding the Brahmavawar ana,” Purana, 14,
no. 2 (1972}, 107-24

Padma Purina, edited with Hindi paraphrase by S § Sarma (Bareli. Samskrti-

hat 1968); Pétdla-khanda (IV), 52, Sriradka-janmdstamimahdtmya This
section is noted several umes in the attempts of the Gosvimuns to fix Ridhi's place
in established textual traditions, but the section itself scems to me to be a crude
interpolation aimed at elevatng Radhi’s posiion 1n a more orthodox Vishnu cult
Ridhd's lowly birth as a herdess 1 lized by expl. g that she 1s called
R Py =

I

Pitila-khapda; see A. K. M: dar, “Note on the Radhi Cult,” pp 245-46.

For discussions of Purinie chronology, see A, D. Pusalker, Studicr in the Epies
and Puranas (Bombay: Bharatiya Vidya Bhavan, 1963), PP 205-30; R C. Hazra,
“Studues in the Purinic Records on Hindu Rues and Customs,” Univeraty of Daces
Bulletin, no. 20 (Dacca, 1940); M. Wintecnitz, Geschichte der hen Li
(Leipzig: C. F. A\m:hngs Verlag, 1909), val 1, pp. 440-83 In The Purana [ndex
{Madras: Unuversity of Madras, 1951-55) under “Radhi” V.R.R, Dikshitar lists adds-
tional seferences to Radhi in Brakminda Purina (11136 56; 42.21, 47-48; 43.21 and
29; 4420) and Viys Purina (10552), but these could not be Jocated in editions
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avni!nbl-e 1o me, The late date and derivative nature of treatments of Ridhi in
Devidkigavata (translated by Swami VijAananda in Sacred Books of the Hindus,
val. 23; Allahabad: Pinini Office, 1922, chapter IX, pp, 797-1008) and Mahibhigavata
(edited by M. 1. Desai; Bombay: Gujarati Printing Press, 1913) has made me anut
them from the List; see A, K. Majumdar, “Note on the Ridha Cult,” pp. 246-47;
also, R. D, Hazra, “The Mahibhigavata.purana,” Indian Historical Duarterly, 28
(1952), 1728,
15. Bhigavata Purina (Guta Press edition) X.30 28:

anayéridhito ninam bhagavan harir livarah |

yan no vikdya govindah prito yim anayad rahah ||
Lord Hari, God, was certainly satisfied by her—

For, leaving us, Govinda, the laver, led her in seeret.

16. Bhagavata Purina, Murshidabad edition, with the commentaries of Sridhara-
svimin, Sanitana Gosvamin, Jiva Gosvimm, and Viévanitha Cakravarfi (Rer-
hampur: Ridhiraman Press, 1888, 35 1204) Later commentators identify the figure
of the sofitary gopf with 4ladini-fakei, the means by which Krishna gives bliss 1o his
devatees; see Dimock, Place of the Hidden Moon, pp. 134, 203-4 It is worth noting
again that in the Bhigavata, the rasa dance 1s an autumnal rite where the emphasis
it on Krishna's abulity to love all the cowherdesses simultaneously, whereas Krishna's
love with Radhi 15 an crotic duct enacted in springtime. Following the Bhigavata
identification, other commentators claim seferencs to Ridha in similar passages 10
ather texts, e.g, Harivamia, erucal edition, edited by P. L Vadya (Poona: Bhan.
dackar Oriental Reszarch Instiwte, 196g), 6.33.

héhets kurvatas tasya prahrstas 13 varanganah |

fagrhur mihsrtim vanim simna dimodarerstim ||
The tury Maharastrian lak explans the verse as
Krishna's calt for Ridhi, see the editon of R Kinjawadekar (Poona* Catrasila Press,
1936), 11.20,33. Also, Visnu Purina (Goral\h}.)ur: Gita Press, 1962) V.13 33-46, com-
menting on Bhagavata X 32 8, Sanitana Gosvimn refers to this passage.

17. Charlotte Vaudeville, “Evolutton of Love Symbolism 1 Bhagavatism,” Journal
of the Amertcan Onental Soctety, B2 (1062), 3140, see also Jean Filhozat, “Les
2 a7 “in Indol ! Studses in

Dates du Bhigavatapurina et du
Honor of W Norman Brows, American Onental Serses, val. 47 (New Haven;

American Oiental Society, 1962), pp 70-77, Thomas ] Hopkuns, The Soctal Teach-
ing of the Bhigavata Purina,” and J AR van Buitenen, “On the Archaism of the
Bhigavata Purana,” wn Milton Swnger, ed, Knshna Myths, Rites, and Attitndes
{Honolulu, East-West Center, 1966), pp 3-40.
fvami 1 Nila 1s not known 1n the
18. The Harivamia episode of Krishna's marriage to
NoﬂherncRcctmlon and 1s given by Vaidya as Appendix I, no 12 Local traditions
contribute many varsants to events and figues 1 the Knishna story; see Walter
Ruben, Krsshna, Konkordanz und Kommentar der Motive Seines Heldenlebens,
Istanburler Schriften, no 17 (Istanbul, 19442; o (Gt N ) X
1, Hymns of the Aluirs (Cakoutta. Assaciation Press, 1929),
pp’9555c;1]'s\;‘{ Vsmtiishxrar. Silappadikiram (London: Oxford Unwversity Press,

T 'y P 226 .

gii) gcgur?cnccs of the name Ridha in prese portions of Laluavistans (tens kel

punar bhiksavah samayena supiayd . ridhé nime ”
e
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5 Radha: Consort of Krishna's Springtime Passion (cont.)

edited by P. L. Vaidya (Darbhanga, 1958) and the vulgate of Pasicatantra (kir
parati tu rédhi nama me bharyd gopakulaprasita prathamam asit si tvam atrive-
tirnd) edited by K. P. Parab (Bombay' Nirnayasigara Press, 1950, p. 54) are diffi
cult to date.

21, On datng, see A. B Keith, History of Sanskrit Leterature (19203 reprint,
London: Oxford University Press, 1956), pp. 223-24. For Satfasai, see vulgate, en-
titled Gathasaptaiati, edited with the y of Gangidharabhatta by P. Dur-
gaprasid and K. P. Parab, Kivyamili, no. 21 (Bombay: Nirnayasagara Press, 1933),
189; and crincal text, Saptasatakam des Héla, edited with German translation by
Albrecht Weber, Abkandlungen jur die Kunde des Morgenlindes, 5, no. 3 (1870;
reprint, Nendeln, Liechtenstein: Kraus Reprint, 1966), 1.86:

muhaméruena taris kanha goraam rihiaé avanento |
etanam vallovinars anninam vi goraam harass || 189 (Weber 186) |
The Sanskrit version would be:
mukhamérutena tvam krsna gorajo radhikaya apanayan |
etdsam ballayindm anydsim aps gauravam haras ||
In another verse (z 28; Weber, 131} an unnamed gopi 1s singled out and assoctated

with singing and spring, the alliterative pattern of the verse also makes it relevant
to Gitagovinda.

B timasamdyish 5 hamkiranibbhore ranne |

i orahakkharavaddhapabi banars gos ||

.
“In woods full of humming bees attacked by winds of the honeyed month of spring,
2 gopi sings a seductive chant 1o bind a traveler’s heart with words of her neglected
love”

22 Dated according to (hc d;mng of Vnkp:ms patron, Yasovarma of Kanauy, by

Kalhana i the Raj A Hi ! Poem n Prakst, edited by
5. P. Pandit, Bombay Sansknt Scncs, no 34 (Bombay. Central Book Depot, 1897),
V.22t

naha-vehi raha- kararm am I(nrunam harantu vo sarasd |
vaccha-tth £ danti om &

Pandit’s Sanskeie version reads nakharekha ridkikaranc (radkayd gopyd mernutih
% hardh i (samsiraduhkham) harantu (nidayantu) sarasi

13f
(drdri} catgatsthale dunstalhakorandsaninih drsnasya.

23. Bhatta Namyam 15 dated m lhc first hnlf of the seventh century by D. D, Ko-
sambr 1n his to kosa, edited by Kosambi and V. V.

Gokhale, Harvard Onental Senes, no. 42 (Cambridge, Mass: Harvard Unnersiy
Press, 1957), P Ixxxu, but the only basis for daung 1s the atations to his work by
Vamana and Anandavardhana, which places him before the minth century; scc
A. B Keuh, The Sansknr Drama (1924, reprint London= Oxford Unwversity Press,
1959), p. 212.

Venisamhira of Bhatta Nariyana, edited by Julus Gnll (Leipzig: Fues's Verlag,
1871), nindi 2:
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Ign'lind;u}{: Palinegee kelikapitim weirfya rise vasari)
im a hato *srubalusim Fareodeion sit)

f P
aksunno’nunayah prasannadagstidrsiasya pumnita pak It ’
This minds, like the two others accompanying it in most editions, could have been
add;d. to the text at any ume, but (he subjeer of Ridhi's sulking and Krishna's
pmf).'mg her is sufficiently relevant to the theme of Draupadi's tnsults and Bhima's
soothing her with revenge to be part of the original play, It js noteworthy too that
atter the three nind; verses, the sifradAdra goes on to praise Vishnu and to inform
the audience that Krishaa has undertahen to act as medaator between the Kauravas
2ud Pindavas,

24 Dhvanydloka of Anandavardhana, eduted, with the commentary of Abhinaea.
&upta, by P. Durgiprasid and K, P, Parab, Kivyamili, no 25 (Bombays Nir-
Rayasigara Press, 1891), 26, 341, critical text and translation by K, Krshnamoorthy
(Dharwar: Karnatak Unwversity, 1974), 25, 340

g s Jim ridhirah,

f

Sp

tegim gog
keeraariy bhadra kalindaimlatanayitire lativeimanam |

ki Ipakaly hedepayoge ‘dhun

te fine jarathibhavantt vigalannilatvisah pallavih (| 26 If

This verse is atterbuted to the poetess Vidyd i the Subésitaratnakora (808). The
Bramelon L e e e © yeted here are by Daniel H H

' . Tarvard Oriental Series, vol, 44

duraradha radhi subhaga yad ancndpe mipatas
tavastat prineiijaghanavasanendsru patsiam |
kaihoram ssricetas tad alam wpacirair viranta hie
kriyat alyanan no hanr anunayeso exam nduak {| 341 |}
Jt seems significant that Anandavardhana 1s the earliest writer to ustrate his the.
ories with examples from existing Sanskrit and Prikent hterature rather than com.
posing his own Abhsnavagupta, in commenting on these two verses, attributes the
fitst to Krishna after he has left Mathura for Dvaraki; he says the second 15 Radha's

words o Knishna

25. Dh P of A \gup 'y on the two D dok
verses quoted in mote 24, another reference to Radhi quoted in the Locana on 1.4
(Kavyamila ed, p 25)

PO

yite dviravatis tadi
LT

v ||

V. Raghavan notes that 1 hus Abhnavabharasi, Abhmn:l'gup(a quotes from g .
wark, now lost, entled Ridhivipralambhe, Bhop cotcgorizes the work as 5
rasakinka. See V. Raghavan, Bhog's Srngira Fraka:m Qv'hdms' P\!narvzfu, 1963),

P 567: idem, “Waners Quoted i the Abhinavabhirati® Journal of Oriental Re.
Jeﬂs’::’ﬁ:d:fc' 67/(;}(9,3:13)1117;'111 of Kuma'kz, dated mud ienth 1o eleventh century
(edited by S. K. Dc, 3d ed 5 Caleutta: K. I Mukhopadhyay, 1661), chapters g3,

e
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5 Radka: Consort of Krishna's Springtime Passion (cont.)

The verse tesam gopavadhiio, quoted from Dhvanyiloka (2.6), 1s cited lustratively
in the svopaffavriti on 3.3-4; the verse yate dvaravatim, quoted from the Locana, is
cited in the svopapdaprtti on 259, with the vanants (a) reddattasarispadanim
(b) kalindijalakelivaipulalatam dambya.

26. Kavyamimamsa of Rajadekhara, edited by C. D. Dalal and R. A. Shastry,
Gackwad’s Oriental Series, no. 1 (Baroda: Central Library, 1916), p. 71. Two verses
comparing the breaths of Siva and Hari are quoted 1n adhyaya 13 following the

atha tulyadekstsdyasya Shidah. . . . tasyava vastuno wisayintarayoganid
anyarapapattir visayaparsvartah.

ye s isavitrabh gaso ye kumbhakad:
ye Iic d}m}; :rapaﬂu:myena p)lammz yc randm.mxl;ladm}lab |
te kupyadgirtji P it
.rllmnor doksinandsikaputabhuvak fvasinlik pintu vak il
ye kirg Litodaribiamadh

ye
ye tnzym‘ taralena talpaphaning p:taprﬂtapa//lnta}t |
te radhasmrtisiksinah kamalaya sasiyam akarnitd
gidhantardavathoh prataptasaralah Svisé hareh pantu vak ||

See Subhasitaratnakosa 136, with variants.

27 Damayantikathd 1s the oldest extant campi-kavya; Keth, History of Sanskrit
Literature, pp. 332-33 Damayantikathi (also called Nalacampi} of Trvikrama
Bhatta, edited by N B, Parvamkar, P, Durgiprasid, and P. Sivadatta, with the com-

mentary of Candapila (Bombay: Nir igara Press, 1931), p. 108 (chapter 4).
kevalam itk dagdhyakalaparadhitmikdtrapiparaparikriya gunino
guran parapuruse maydvins krtakessvadhe dh darige rigars badhnati |

The sense of this passage 1s based on a series of puns. “She being not very much
taught {or, “not newly taught 1n sexual pleasures”] i the arts of cunning [or,
“passion”™] and committing a fault of giving up modesty [aparidhidimeka, radki.
atmika means “as Radha did”}, ignering the vireous elders, set her passion on the
highest man [or, “a stranger, other than her husband”], Krishna [mdsdesn also
means “trickster™], slayer of demon Kesi [krta-keir-vadhe; krtake *fwvadhe means
“who s artificial, who confers evil™], upholder of Mt. Mandaca [or, “whose passion
was inacuve”].

For the Yalastidakacampiikivya the dating 1s firm; at the end of the texe jtself
Somadeva says thal he composed the work 1n fdka 881 (ab. g50); verse from
Yai. of Somadeva, edited, with the commentary of Srutadeva
Sn, by M P. vazdaua and K. P. Parab, Kivyamila, no 70 (Bombay. Nirnayasi-
gara Press, 1903), p 142, The example of Radhi 1s exted in chapter 4, while the king
1s narrating the love of Amrtamati:

tatha hi—puripi kim na veme gang saha makeivarena, ridka nirdyanena,

brhaspanpatni dvsjardjena, tara ca valina |
See K. K. Handiqu, Yajastlaka and Indsan Culture (Sholapur: Jana Samskru
Samrakshaka Sangha, 1549), pp. 1-21.

28 Three copper-plate mnscriptions of Vikpat-Muiija, dated vs 1031 (aD. 974),
v, 1038 (a0 982}, v.5. 1043 (A0 986); vs. 103t plate: N. J. Kirtane, “On Three
Malwa Inscripuons,” Indian Antiquary, 6 (1877), 48-53; v.s 1038, 1043 plates: K. N.
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Dikshit, “Three Copper-Flate Tnseriptions from Gaonri," Epigraphica Indica, 23, no.
17, (1935), 18, 109, 172,

yel lakmivadanending na sukbitaiis yan nirdvitaiy vridher
vdrd yan na nifena nabhisrasipadmena Gintirs gatam |
hesihiphandsah afvisair na cidvis
tad tidhavirahdturar ip Hedvaph pirwe pah ||

yac

On the refation between VikpatnMufja and Bhoja, scc Kirtanc, pp. 49-50. Dikshit
notes, “The most important information contained 1 these plates is regarding the
migeation of Brahmanas from various parts of the country to Malwa where they were
Tecipients of donations at the hands of the Paramira prince. In several instances the
donees soem to have migrated all the way from Bengal. . . " {p. t03).

29. Sarasvatikanthibharana of Bhoja, edited, with the commentary of Rimasymba
o2 ML and of Jagaddhara on 1V, by K. Durgiprasid and W, L. S, Pansikar,
Ravyamili, no, gy (Bambay: Nirnayasipara Press, 1934).

Gadvadbisiims ot dvyiiavi beminakbira

yadhiriyyg 'yéj 1 B
73ka pakgmibhaiess (si) khayd stavyamiaré |
Far Sy

rimd hratod ik hituh 3rik karak
rddhi rakgist makyam fvamamamavafivydlavidyivatari ” 2394 ||

kuialaris vidhe sukkito " kamsa kamsah kea nu sd radhi |
8 pariprauvacanair vilakpahiso hanr jayan || 2351 |
" ddl

Fanababol 2 PRy
navayaladharaiyimim tmadyvtim pratibimbstir |
asitasicayaprantabhrantye muhur mukur wihnpaii
1ayati januavridahasch priyihanto hareh || 3 110 ||
This verse 15 cyed again as 517, same as Subkdnsaranakoca, 147 (Kosambi and
Gokhale ed, p. 29); Hemacandra's Kivyinufisana 2150, with variants {Parikh and
Kulkarni ed. crted 1n note 3L,p 15).
gehad yitd caritam udakam ha‘n‘k:i m;.”h;;”
ksyamite jrayas y g
§osamdayi viias pipenany eva govardhanidrer
14 tyam radhe drit nipaisia devakinandanasya [ 4 177 §|

liliio masane vakkhau tam rikias thanavatthe
karino padhamasamigamasaphasavasarehim vevsro Aattho | 5235 ff

The Sanskent version teads+ fitdysto moatane raksatu tvio ridhikdyih stanapreghe |
arch prath, — adh ir vepanaitlo hastoh ||
P

prasyagroh fayanid idiasya me
52 gotraskhalanad apaitu ca dwid vadhen Bhiror sti |

rairdy asvapato dwa ca syanc laksmits cibiyasyato )
:idhg ﬁ:mmwﬂtah Sriyam ramayatah khedo haveh pitu vah || 5448 ||

b,

helodastamatidharasya tanutam ﬁlvl(:vafiamo harer
lm:l‘::znﬁrhmme *valambya caraniv @ropya tatpadayoh {

ia] yalos dhani
Sailoddhirasahiyatim yigamsor asprsfagovare .
“ arﬁdlfﬁr;;:‘;, ﬁym],fym gagane vandhyah Rarabhriniayah || 5.493 ]

. Dafivats ita by Ksemendra, edued by P. Durgiprasid and K. P, Parab,
KS&;%{?‘,,’Z‘Z&"EBO“{W- Nurnayasigara Press, 1891), VII83, 170, 171, 176, Be.
e
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s Radha: Consort of Krishna's Springtime Passion (cont.)

cause the context seems important, the enure passage VIILi6g—76 1s quoted fol-
fowing VIIE83. It ax this passage which Sukumar Sen considers to be the prototype
of the Gitagorsnda, see History of Bengals Lsterature (Delhi: Sihatya Akadems,
1960), pp. 15-16.
prityai babhiiva krsnasya Sydminicayacumbinah |
2iti madhwkarasyeva radhevddhikavallabha || 83 ||
tatah prabhite :amnadd/mm ratham druhya :unguh {

hurdrir yayur akri dandh || 169 {]
katham ridkam and; yagato "ham iti madhavah
aratim m]unalum entam vrajan bhe/r nmlm»amn I} 170

gaa‘han Aw\ lagiidhakusj kefavah
Fia s, 2 LA lakhye:r ddhahcalak '
ridhdya na na neti nivsh vaikl aksara
sasmara smarasidhvasidbhutatano mw&n{?]nkm girah | 1y |]
dasy gala.(ya kari i tlynpla viy
ivdh Lok ilalinah buare(?] |
hasthi

hp yd u:kamam ake
guptam gal(ulapa[laue gunaganan gopyalx saragd jaguk [] 172 -
I

“"’\"“"!illl b tahalh ol o e 1y ey 1y |

kesikes b 5 s Eulad, idiranag dhanadh, |

l\a_f}a na nayanayugam raitsage ma]]att I H ” 73 “
ya gune gune rig saureh

gopangana gidharasanuriga mukur muhsur mohakaté babhivuh || 174 ||
govnde gurusanmmdhan paravaiioeiid anskted gate
.mpr[m&m l;al(u[a:yn ﬁlalatﬂlt :z'amzm I(umngidrfa'm |

mugdha vaiicaka muiica muiica l(mwcly uccerur uecarr girah |} 175 ||

ridhi mad) I pamaé; muhur
~ P ; Nath bakuli
bisparh pinapayod. h ph d ]
hinnait i vyaki 2 purah
aicvranbaddhanoh M bk
prav 76|

3L Subh:mtaramakom compiled by Vidyakara (cited 1n note 23) Verses 131; 136
= Kavyamsmamsa verse quoted above, with vanants 1n the first and sccond ;um'ar
(a) ye apranabhipad; dhavo ye snépitorahsrajo (b) pritapratip
139, 147 = Sara:vatxkamhnbhamna 331 quottd abave, with vanant i the fourth
pada (d) ;1 = Dhvanyaloka 26 quoted above, with
variapts 1 the second and z}utd pada: (b) kalindaraza®, (¢) smaratalpakalpars-
v1dh1® 980 Translauons are by Ingalls, quoted from Sanskriz Court Poetry

ete lak. dnakivirahis mam kked. ambuda

marmaml/a ca ghalﬁayamy alams ami krarah kadambimlik |-
sttham vydhrtaparvaganaviraho yo radhaya wkmnh

sergyam lankitayd sa vah sukh y ano harek || 131 ] -
agre gacchata dhenudugdokalaianidayagopye grham

dugdhe ua.rl(ayamkule plmar spam radka tonaer yasyatt |
2% yah l(uruan k vrajam

dewzh kirananandasinur aiwans krinak sa musnitu vak || 139 ]
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rathyikarpagikaih petaccaraiatasyiitorskanthibala-
o atidistabim ogm Srgi st codhabanthod,

_ prasnig ih |
&iyante nagaresu nagarajanapratyiganidrinudo
dhimidharayoh parasy hakprastivandgiteyah [} oBo |
Ycrsc 980 » attributed to the Bengali poet Dimboka, who, like Jayadeva, is guoted
in Sﬂf‘u’(hkamﬁmria; scc DH.H. Ingalls, “A Sansknit Poetry of Village and Field:
Yogesvara and His Fellow Pocts,” Journal of the American Oriental Society, 74
(1954), 11931,

32 Dated fourth quarter of the cleventh centery, according to the dates of
Vikramiditya V1, the Chaluhya king whom Bihana served as sidypati and in
whose honor Vikramankad ita was composed Vikramankad: of Bil-
hana, edited by Georg Bihler, Bombay Sanskrit Serics, nio. 14 (Bombay: Central
Book Depor, 1875), L5, XVHILEy.

Sindran mudaris yacchatn nandako veh sollisalakmi
Rurvann aacrans dpravahasalilaridha
doliloladg hanajaghanayi sidhayd yatra bhagnih
krsnakridd itag adhunapy ucchvasants |
falpakridamath hurisincakrena ket
tasmin urndivanaparisare vasari yena nitih || XV 87 ||
See Barbara Stoler Miller, Phantasies of a Love-Thief The Caurapaiiciitha At
tibuted to Bilhana (New York: Columbia Unwversity Press, 1971), pp. 18891,
which outline Bilhana’s travels.

33 10 P L. Vaidya, Prakeiz Grammar of Hemacandra, Revised Ediuon, Dombay
Sanskrit and Prakrit Series, no 60 (Poona, Bhandarkar Oriental Rescarch Institate,
1958), Appendix, pp. 1go-g1, 271-72; illustratve verses from Hemacandra are in-
¢luded in section describing charactenstics of Apabhramsa: adhydya 8, 4 4202, 42255

hary nacciviu panganar vimhar padsu lou | !
emvahim riha-paoharaham jam bhivas tam hou {| 4 420 2|

pratsbimbagarbhah |
murireh || 15|}

The Sanskeit version reads. Aarth nartitah pranganc wemage pitstak lokah | idinim
rddhipayodharayoh yat (prau) bhits tad bhavatu ||

ckamekyaum gar vt goedi hart switha savvdyarena |

to vi drehu jahim kafims v ribi | )

ko sakkar samvarers vs daddba-nayand nehtm palutid | 4 225
The Sanskrit version reads. ckarkam J/ﬂdy"P‘_Pﬂ"W“ harsh sstu sarvidarena | tathips
drsth yatra kvips ridhi | kah iaknon samvaritum nayane snehena paryaste )|,

In another work attributed to Hemacandra, the Kﬁyy&nfdzmu. (edited, with
AlamRiracidimans and Viveks, by R € Pankh and V. M Kulkorai; Bombay: §rf
Mahivira Jaina Vidyilaya, 1963), 28 (cxample 107) 13 the verse tesim gopavadhu®
« . quoted from the Dhvanyiloke, 26, oreurnng also n Vakroktijfivita, 256 and
Subhisiturarnakosa, 808, 213 (cxample 110) is the verse Ranckakalsis® quoted from
Sarasvatikanthabharana, 3110, 229 (cxample 131} 15 the verse ete lakgmana |, ,
quoted from Subhagiaratnakosa, 131.

sadhiy 3 ed, with the commentary of Narayana, b

34. Naigadhiyacarsta of Sriharsa, odited, : , by

P, givadaua =3d W.LS Pansikar (gth ed, Bombay. Nirnayasigara Press, 1952),

21.83.
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5 Radha: Consort of Krishna's Springtime Passion (cont.)

& 7 iridha na radhaputrai khsta sadrii te |

Jn['nyalyn .rmirg eva tava :ru/auam atmakrdi dhartum agasram ||

35. Dated according to dating of Govardhana's patron Laksmanasena of Bengal
(ca A0, nﬂs~1105), n Gitagovinda 1.4, Jayadeva praises him for his erotic com-
Aryasap i of Govardhana, edited, with the commentary of Anants-
pandrm, by P, Durgiprasid and K. P. Parab, Kavyamila, no. 1 (Bombay: Nur-
nayasigara Press, 1886).
madhumathanamaulimdle :akﬁx m[nya.n tulan kim mudhi rédhim |

yat tava padam adasiyar dbhedah || 431 ||
m/yablrrftkamlzldk{a!ﬂametd:ll kathasu kr,r/m:ya l
gar haraksi pa:yalx padapankajanis radha |
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36. Jayadeva certainy knew Kalidisa’s Kuma bhava, and his ption of

the significance of Ridhi's suffering may have been influenced by the image of
Pirvati's austerities preceding her union with Siva.

37 Candi 1s also an epithet of Devi, the great goddess, with whom comparison 1
1mplied 1n the use of the term.

38 Sce Bharata's Natyafastra, edited and tated by M. Ghosh (Calcutta: Gran.
thalaya, 1967), XXIV.210-24; see also Dumock, Place of the Hidden Moon, pp. 215~
20. Each state 1s defined 1n quotations from the Natyaiastra in the glossary to the
Sanskrit text in the clothbound edition. The eighth of the classical states, that of a
prositabhartrkd, one whase lover 1s away 1n 2 distant place, 1s inappropriate to the
context of the Gitagovsnda and 1s not ascribed to Radha,

39 A detailed discussion of the significance of external manifestations of emo-
tion tn Indian esthenc theory 1s found 1n the introduction to my Phantasics of @
Love-Theef, pp. 10-11.

40 Vaseud 1s a vartant designation for the state more usually called vrpralabdhi

41. Although Jayadeva does not use the term abhesarika, he clearly refers to 1t m
Tus use of the defimng charactenistic of this state, which 1s abandoned modesty.

42. Ste Dimock, Alice of'tiz fitaien Kivon, pp 33-35.
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THE FIRST PART
S:‘%‘?

Joyful Krishna

“Clouds thicken the sky,

Tamila trees darken the forest.

The night Erightens him.

Ridha, you take him home!”

They leave at Nanda's order,

Passing trees in thickets on the way,

Until secret passions of Radha and Midhava
Triumph on the Jumna riverbank.

Jayadeva, wandering king of bards
Who sing at Padmavati's Jotus fect,
Was obsessed 1n his heart

By rhythms of the goddess of speech,
And he made this lyrical poem
From tales of the passionate play
When Krishna ]avtd..iri_,

Umipatidhara 1s prodigal with speech,

Sarana s renowned for his subtle flowing sounds,
But only Jayadeva diines the pure design of words,
Dhoyi 1s famed as king of poets for his musical ear,
But no one rivals master Govardhana

Faor poems of erotic mood and sacred truth.

1f remembering Hari enriches your heart,
1f his arts of seduction arouse you,

Listen to Jayadeva's speech

In these sweet soft Iyrical songs.
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—{ The First Song, sung with Riga “ Mailava” Y-

In seas that rage as the acon of chaos collapses,

You keep the holy Veda like a ship straight on course.
You take form as the Fish, Krishna,

Triumph, Hari, Lord of the World!

Where the world rests on your vast back,

Thick scars show the weight of bearing earth.
You take form as the Tortoise, Krishna.
Triumph, Bari, Lord of the World]

The earth clings to the tip of your tusk

Like a speck of dust caught on the crescent moon.
You take form as the Boar, Krishna.
Triumph, Hari, Lord of the World!

Nails on your soft lotus hand are wondrous claws
Tearing the gold-robed body of black bee Hiranyakasipu.
You take form as the Man-lion, Krishna.
Triumph, Hari, Lord of the World!

Wondrous dwarf, when you cheat demon Bah with wide steps,
Water falls from your lotus toenails to purify creatures.

You take form as the Dwarf, Krishna.

Triumph, Hari, Lord of the World!

You wash evil from the world 1n a flood of warriors’ blood,
And the pain of existence 1s eased.

You take form as the axman Priest, Krishna.

Triumph, Hari, Losd of the World!

Incited by gods who guard the directions 1n battle,

You hurl Ravaqa’s ten demon heads to the skies.
You take form as the prince Rama, Krishna.
‘Triumph, Hari, Lord of the World!

1 Joyful Krishna 7o
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The robe o your bright body is colored with rain clouds,

And Jumna waters roiling in fear of your plow's attack.
You take form as the plowsman Balarima, Ksishna.
Triumph, Hari, Lord of the World!

Moved by deep compassien, you condemn the Vedie way
That ordains animal shaughter in rites of sacrifice.
You take form as the enlightened Buddha, Krishna.
Triumph, Hari, Lord of the World!

You raisc your sword like a fiery metcor
Slashing barbarian hordes to death.
You take form as the avenger Katks, Krishna,
Triumph, Hari, Lord of the World!

Listen to the perfect invocation of poct Jayadeva,
Joyously evoking the essence of existencel
You take the tenfold cosmic form, Krishna.
Triumph, Hari, J.ord of the World!

For upholding the Vedas,

For supporung the earth,

For rasing the world,

For teanng the demon asunder,
For cheating Bals,

For destroying the warnor class,
For conquenng Ravana,

For wiclding the plow,

For spreading compassion,

For routing the barbarians,
Homage to you, Krishna,

In your ten incarnate forms!

1 Joyful Kriskne gr

13

1



—~i{ The Second Song, sung with Riga “Gurjari” Yo—

You rest on the circle of $ei's breast,

Wearing your carrings,

Fondling wanton forest garlands.
Triumph, God of Triumph, Hari!

The sun’s jewel Jight encircles you

As you break through the bond of existence—

A wild Himalayan goose on fakes in minds of holy men.
Triumph, God of Triumph, Hari!

You defeat the venomous serpent Kiliya,

Exciting your Yadu kinsmen

Like sunlight inciting lotuses to bloom.
‘Triumph, God of Triumph, Har!

You ride your fierce eagle Garuda
“To battle demons Madhu and Mura and Naraka,
Leaving the other gods free to play.

Triumph, God of Triumph, Hari!

Watching with long omniscient lotus-petal eyes,

You free us from bonds of existence,

Preserving hfe 1n the world’s three realms.
‘Triumph, God of Triumph, Harsl

Janaka's daughter Sitd adorns you.

You conquer demon Dasana.

You kill ten-headed Ravana in battle
Triumph, God of Triumph, Har!

Your beauty 1s fresh as rain clouds

You hold the mountain to churn elixir from the sea.

Your eyes are mght birds drinking from $1¥’s moon face.
Triumph, God of Triumph, Hari!
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Poet Jayadeva joyously sings
This song of invocation
In an auspicious prayer.
Trivmph, God of Triumph, Hari! 24

As he rests in Sri's embrace,

On the soft slope of her breast,

The saffroned chest of Madhu'’s killer

Is stained with red marks of passion

And sweat from fatigue of tumultuous loving.

May his broad chest bring you pleasure toa! 25

1 Joyful Krishna 73



When spring came, tender-limbed Radha wandered
Like a flowering creeper in the forest wilderness, .
Secking Krishna in his many haunts.

The god of love increased her ordeal,

Tormenting her with fevered thoughts,

And her friend sang to heighten the mood.

~<f The Third Song, sung with Raga “UVasanta” Fe—

Soft sandal mountain winds caress quivering vines of clove.
Forest huts hum with droning bees and crying cuckoos.
When spring’s mood is rich, Hari roams here
To dance with young women, friend—
A cruel time for deserted lovers.

Lonely wives of travelers whine in love’s mad fantasies.
Bees swarm over flowers clustered to fill mimosa branches.
‘When spring’s mood 15 rich, Har1 roams here
To dance with young women, friend—
A cruel time for deserted lovers.

Tamila trees” fresh leaves absorb strong scents of deer musk.
Flame-tree petals, shining nails of Love, tear at young hearts.
When spring’s mood 1s rich, Hari roams here
‘To dance with young women, friend—
A cruel time for deserted lovers.

Gleaming saffron flower pisuls are golden scepters of Love.
Trumpet flowers bke wanton bees ase arvows 1n Love's guiver,
When spring’s moed 1s rich, Han roams here
To dance with young women, friend—
A cruel time for deserted lovers.

1 Foyful Krishna 74



nig

Tender buds bloom into laughter as creatures abandon modesty.
Cactus spikes pierce the sky to wound deserted lovers,

When spring's mood is rich, Hari roams here

To dance with young women, friend—

A cruel time for deserted lovers.

Scents of twining crecpers mingle with perfumes of fresh garlands.

Intimate bonds with young things bewilder even hermit hearts.
When spring’s mood is rich, Hari roams here
To dance with young women, fricnd—
A cruel time for deserted lovers.

Budding mango trees tremble from the embrace of sising vines.
Brindaban forest is washed by meandering Jumna river waters.
When spring’s mood is rich, Hari roams here
To dance with young women, friend—
A cruel ume for deserted lovers.

Jayadeva'’s song evokes the potent memory of Hari's feet,

3t

32

33

Coloring the forest in sproguime mood heightened by Love’s presence.

When spring's mood 15 rich, Hars yoams here
To dance with young women, riend—
A cruel time for deserted lovers.

Wind perfumes the forests with fine pollen
Shaken loose from newly blossomed jasmune
As it blows Love's cactus-fragrant breath

To torture every heart 1t touches here.

mating on mango shoots

Crying sounds of cuckoos,
nts of opening buds,

Shaken as bees seek honey sce
Raise fever in the ears of lonely travelers—

Somehow they survive these days
By tasting the mood of lovers” unton
In climaxing moments of meditation.

e
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Pointing to Mura's defeater nearby
Delighting in his seductive game

Of reveling in many women’s embraces,
Her friend sang to make Radhi look back.

—«{ The Fourth Song, sung with Riga “Ramakari” Y-

Yellow silk and wildflower garlands hie on dark sandaloiled skin.
Jewel earrings dangling in play ornament his smiling cheeks.
Hari revels here as the crowd of charming girls
Revels in seducing him to play.
One cowherdess with heavy breasts embraces Hari lovingly
And celebrates him in a melody of love.
Hari revels here as the crowd of charming girls
Revels 1n seducing him to play.

T Another sumple girl, lured by his wanton quivenng look,
. Medrtates intently on the lotus face of Madhu’s killer.
Hari revels here as the crowd of charming girls
Revels in seducing him to play.

A girl with curving hips, bending to whisper 1n s ear,
Chenishes her kiss on her lover’s unghng cheek.
Hari revels here as the crowd of charming girls
Revels in seducing him to play.

Eager for the art of his love on the Jumna niverbank, a girl
Pulls his silk cloth toward a thicket of reeds with her hand.
Hari revels here as the crowd of charming girls
Revels in seducing him to play.

Hari praises a gurl drunk from dancing in the nte of love,
With beating palms and ninging bangles echoing his flute’s Jow tone.
Har: revels here as the crowd of charming girls

37

38

39

40

41

42

Revels 1n seducing him to play. 43
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He hugs one, he kisses another, he caresses another dark beauty.
He stares at onc's suggestive smiles, he mimics a'willful gid, )
Hari revels here as the crowd of charming girls
Revels in seducing him to play. 4

The wondraus mystery of Krishna's sexual play in Brindaban forest
Is Jayadeva's song. Let its celebration spread Krishna's favors!
Hari revels here as the crowd of charming girls
Revels in seducing him to play. 45

fthn he quickens all things
! “To create bliss in the world,
i His soft black sinuous lotus limbs
Begin the festival of love
And beautiful cowherd girls wildly
" Wind him in their bodies.
Friend, in spring young Har plays
Like erotic mood incarnate. 46

Winds from sandalwood mountains
Blow now toward Himalayan peaks,
Longing to plunge w the snows
After weeks of writhing

In the hot bellics of ground snakes.
Melodiaus vosces of cuckoos

Rase therr joyful sound

When they spy the buds

On tips of smooth mango branches, 7

“Joybul Krishna” is the first part in Giragovinda
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THE SECOND PART

Careless Krishna

While Hari roamed in the forest
Making love to all the women,

Ridhi’s hold on him loosencd,

And envy drove her away.

But anywhere she tried to retreat

In her thicket of wild vines,

Sounds of bees buzzing circles overhead
Depressed her—

She told her friend the secret.

~o&f The Fifth Song, sung with 'Rﬁ.ga “Gurjari" Yo—

Sweet notes from his alluring flute ccho nectar from his lips.

His restless eyes glance, his head sways, earrings play at his cheeks.
My heart recalls Har: here in his love dance,
Playing seductively, laughing, mocking me.

A circle of peacock plumes caressed by moonlight crowns his hair.
A rainbow colors the fine cloth on his cloud-dark body.

My heart recalls Hari here 1n his love dance,

Playing seducuvely, laughing, mocking me

Kissing mouths of round-hipped cowherd girls whets his lust.
Brilliant smiles flash from the ruby-red buds of his sweet lips.
My heart recalls Hari here in his love dance,
Playing seductively, laughing, mocking me,
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Vines of his great throbbing arms circle a thousand cowherdesses.
Jewel rays from his hands and feet and chest break the dark night.
My heart recalls Hari here in his love dance,
Playing seductively, laughing, mocking me.

His sandalpaste browmark outshines the moon in a mass of clouds.
His crue] heart is a hard door bruising citcles of swelling breasts.
My heart recalls Hari here in his love dance,
Playing seductively, laughing, mocking me.

Jeweled carrings in sca-sexpent form adorn bis sublime cheeks.
His trailing yellow clath is a retinue of sages, gods, and spirits.
My heart recalls Hari here in his Jove dance,
Playing seductively, laughing, mocking me.

Meeting me under a flowening tree, he calms my fear of dark time,
Delighting me decply by quickly glancing looks at my heart.

My heart recalls Hari herc n Ius love dance,

Playing seductively, laughing, mocking me.

Jayadeva’s song evokes an image of Madhu's beautiful foe
Fit for worthy men who keep the memory of Hari’s feet.
My heart recalls Hari bere 1n hus love darce,
Playing scductively, laughing, mocking me,

i —
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My heart values his vulgar ways,

Refuses to admit my rage,

Fecls strangely elated,

And keeps denying his guilt.

‘When he steals away without me

"To indulge his craving

For more young wamen,

My perverse heart

Only wants Krishna back.

What can I do? 10

~&f The Sixth Song, sung with Raga “Malava" Yo

I reach the lonely forest hut where he secretly lies at night.

My trembling eyes search for him as he laughs in a mood of passion.
Friend, bring Kesi's sublime tormentor to revel with me!
I've gone mad waiting for his fickle love to change. 1

1 shy from him when we meet; he coaxes me with flattering words.
I'smule at him tenderly as he loosens the silken cloth on my hips.
Friend, bring Keét's sublime tormentor to revel with me!
I've gone mad waitmg for his fickle love to change. 12

1 fall on the bed of tender ferns; he lies on my breasts forever.
I embrace him, kiss him; he clings to me drinking my lips.
Friend, bring Keé{’s sublime tormentor to revel with me!
T’ve gone mad waiung for his fickle love to change. 13

My eyes close languidly as I feel the flesh quiver on his cheek.
My body 1s moist with sweat; he 1s shaking from the wine of lust.
Friend, bring Keé's sublime tormentor to revel with me!
T’ve gone mad waiting for his fickle love to change. 14

I murmur like a cuckoo; he masters love’s secret rite.

My hair 15 a tangle of wilted flowers; my breasts bear his nailmarks.
Friend, bring Keét's sublime tormentor to revel with mel
I've gone mad waiting for his fickle love to change. 15
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Jewel anklets rin 4
g at my feet as he reaches the height of passi
My l?clt falls.nvisily; he draws back my hair to kis!i me. o
f:ncnd, bring Keér's sublime tormentor to revel with mel
ve gone mad waiting for his fickle love to change. 16

Tsavor passion’s joyful time; his lotus eyes are barely open.
My My falls like 2 limp vine; Madhu's foe delights in my love,
]Tncml, bring Kc§|‘§ sublime tormentor to revel with mel
T've gone mad waiting for his fickle love to change. 17

tyadcva sings about Ridhi's fantasy of making love with Madhu’s killer.
t ‘,hc story of a lonely cowherdess spread joy 1n his graccful play.
Friend, bring Keét's sublime tormentor to revel with mef

I've gone mad waiung for his fickle love to change. 18

The enchanting flute in his hand

Lies fallen under coy glances;

Sweat of love wets his cheeks;

His bewsldered face 1s srmling—~

When Knshna sces me watching hum

Playing in the forest

In a crowd of village beautses,

1 feel the joy of desire- 19

Wind from a lakeside garden

Coaxing buds on new asoka branches

Into clusters of scarlet flowers

Is only fanning the flames to burn me.

“This mountain

Of new mango blossoms

Humming with roving bumblebees

1s no comfort to me now, friend. 20

«Caseless Kushna” 15 the second part in Gitagoznda
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THE THIRD PART

Bewildered Krishna

Krishna, demon Karhsa's foe,

Feceling Ridhi bind his heart with chains
Of memories buried in other wordly lives,
Abandoned the beautiful cowherd girls.

As he searched for Radhika in vain,
Arrows of love pierced his weary mind
And Midhava repented as he suffered
In a thicket on the Jumna riverbank.

~af The Seventh Song, sung with Riga "Gurari” o~

She saw me surrounded in the crowd of women,
And went away.
1 was too ashamed,
Too afraid to stop her.
Damn me! My wanton ways
Made her leave i anger.

‘What will she do, what will she say to me
For deserting her this long?
I have little use for wealth or people
Or my hfe or my home.
Damn me! My wanton ways
Made her leave 1n anger.
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T brood on her brow curving

Over her anger-shadowed face,

Like a red Jotus ‘

Shadowed by a bee hovering above.
Damn me! My wanton ways
Made her leave in anger.

In my heart’s sleepless state
I wildly enjoy her loving me.
‘Why do I follow her now in the woods?
Why do I cry in vain?
Dama me! My wanton ways
Made her leave in anger.

Frail Ridh3, I know jealousy

Wastes your heart,

But I can't beg your forgiveness

When I don’t know where you are.
Damn me! My wanton ways
Made her leave 1n anger.

You haunt me,

Appearing, disappearing again.

Why do you deny me

Winding embraces you once gave me?
Damn me! My wanton ways
Made her leave 1n anger.

Forgive me now!

1 won't do this to you agatn!

Give me a vision, beautiful Radha!

1 burn wath passion of love.
Damn me! My wanton ways
Made her leave 1n anger.

m ‘Bewildered Krishna 83



o . . b
Hari's state is painted

With deep emotion by Jayadeva—
The poct from Kindubilva village,
The moon rising out of the sea.
Damn mel My wanton ways
Made her leave in anger. 10

Lotus staiks garland my heart,

Not a necklace of snakes!

Blue lily petals circle my neck,

Not a streak of poison!

Sandalwood powder, not ash,

Is smeared on my lovelorn body!

Love-god, don't attack, mistaking me for Sival

‘Why do you rush at me in rage? 44

Don't lift your mango-blossom arrow!
Don't aim your bow!

Our games prove your triumph, Love.
Striking weak victims is empty valor.
Ridha’s doe eyes broke my heart
With a volley of glances

Impelled by love—

Nothing can arouse me now!

Glancing arrows your brow’s bow conceals

May cause pain in my soft mortal core.

Your heavy black sinuous braid

May pervessely whip me to death.

Your luscious red berry lips, frail Radhi,

May spread a strange delinum.

But how do breasts in perfect circles

Play havoc with my hfe? 13
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Her joyful respouses to my touch,

Trembling liquid movements of her eyes,
Frageance from her lotus mouth,

A sweet ambiguous stream of words,

Nectar from her red berry lips—

Even when the sensuous objects are gone,

My mind holds on to her in a trance.

How docs the wound of her desertion deepen?

Her arched brow is his bow,

Her darting glances are arrows,
Her carlobe is the bowstring—
Why are the weapons guarded

In Love’s living goddess of triumph?
The world is already vanquished.

“Bewildered Krishna” is the third part in Gitagovinda
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THE FOURTH PART

Tender Krishna

In a clump of reeds on the Jumna riverbank
Where Midhava waited helplessly,

Reeling under the burden of ardent love,
Ridhika’s friend spoke to him,

~{ The Eighth Song, sung with Riga “Karndta” Ye—

She 1) A dalkal and 1 weariness £ hcr‘
She feels venom from nests of deadly snakes in sandal mountain winds.
Lying dejected by your desertion, fearing Love’s arrows,
She clings to you in fantasy, Midhava.

Trying to protect you from the endless fall of Love’s arrows,

She shields her heart’s soft mortal core with moist lotus petals.
Lying dejected by your desertion, fearing Love’s arrows,
She clings to you in fantasy, Madhava.

She covets a couch of Love’s arrows to practice her seductive art
She makes her flower bed a penance to win joy in your embrace.
Lying dejected by your desertion, fearing Love's arrows,
She clings to you in fantasy, Midhava.

She raises her sublime lotus face, clouded and streaked with tears,
Like the moon dripping with nectar from cuts of the echipse’s tecth.
Lying dejected by your descrtion, fearing Love's arrows,
She clings to you 1 fantasy, Madhava,
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She secretly draws you with deer musk to resemble the god of love,
Riding a sca monster, aiming mangoblossom arraws—she worships you.
Lying dejected by your desertion, fearing Love's arrows,
She clings to you in fantasy, Midhava. . [

She cries out the words, “Midhava, I fall at your feet!
" When your face turns away, even moonlight scorches my body.”
Lying dejected by your descrtion, fearing Lave’s arrows,
She clings to you in fantasy, Madhava. 7

She evokes you in deep meditation to reach yolir distant form.
She faments, laughs, collapses, cries, trembles, utters her pain.
Lying dejected by your desertion, fearing Love’s arrows,

She clings to you in fantasy, Midhava. 8
¥ your heart hopes to dance to the haunting song of Jayadeva,
Study what her friend said about Radhi suffering Hari's desertion.

Lying dejected by your descrtion, fearing Love’s arrows,

She clings ta you in fantasy, Midhava, 9
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Her house becomes a wild jungle,
Her band of loving friends a snare.
Sighs fan her burning pain

Ta flames that rage like forest fire.
Suffering your desertion,

She takes form as a whining doe
And turns Love into Death
Disguised as a ‘iﬁxr hunting prey,

~4 The Ninth Song, sung in Raga “Delikhya” Yo

An exquisite garland lying on her breasts
Is a burden to the frail wasted girl.

Krishna, Radhika suffers in your desertion.

Moist sandalbalm smoothed on her body
Fecls like dread potson to her,

Krishna, Radhika suffers in your desertion.

The strong wind of her own sighing
Feels like the burrung fire of love,

Krnshna, Radhika suffers in your desertion.

Her eyes shed tears everywhere
Like dew from lotuses with broken stems.

Krishna, Radhika suffers in your desertion.

Her eyes see a couch of tender shoots,
But she imagines a ritual bed of flames
Krishna, Radhika suffers in your desertion

She presses her palm against her cheek,
Wan as a crescent moon in the evening.
Krnishna, Radhiki suffers m your desertion.
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“Hari! Hail" she chants passionately,

As if destined 10 die theough harsh neglect.
Krishna, Radhika suffers in your desertion,

May singing Jayadeva’s song

Give pleasure to the svarshipper at Keishna's feoet
Krishna, Radhika suffers in your descrtion,

She bristles with pain, sucks in breath,
Cries, shudders, gasps,

Broods deep, reels, Stammers,

Falls, raises hersclf, then faints,

When fevers of passion rage so high,

A feail girl may live by your charm,

IF you feel sympathy, Krishaa,

Play godly heales! Or Death may take her,

Divine physieian of her heart,

The love-sick girl can only be healed
With elixir from your body.

Free Ridhi from ber torment, Krishha—
Or you are crueler

Than Indra’s dread thunderbolt

Whle ber body fies sick
From smaldering fever of love,
Her heart suffers strange slow suffocation

In mirages af sandalbalm, moonlight, lotus pools.

When exhaustion forces her 1o medstate on you,
On the coo] hody of her solitary lover,

She fucls secretly reveved—
For a2 moment the feeble girl breathes hfe.

She found your neglect m Jove unbearable beforc,
Desparring f you closed your eyes even for a moment.

How will she live through this fong desertion,
Watching flowers on ups of mango branches?

“Tender Krishna" is the fourth part in Gitagovindy
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THE FIFTH PART
824

Lotus-eyed Krishna Longing for Love

T’ll stay here, you go to Radha! -
Appease her with my words and bring her to me!”
Commanded by Madhu's foe, her friend

Went to repeat his words 10 Ridha,

~{ The Tenth Song. sung with Riga “Trefavarddi’ fe -

Sandalwood mountain winds blow,

Spreading passion.

Flowers bloom in profusion,

‘Tearing deserted lavers’ hearts.
Wildflower-garlanded Krishuga
Suffers in your desertion, friend,

Cool moon rays scorch hum,

Threatening death.

Love's arrow falls -

And he laments his weakness,
Wildflower-garlanded Krishna

Suffers tn your desertion, friend.

Bees swarm, buzzing sounds of love,

Making him cover his ears.

Your neglect affects his heart,

Inflicting pain night after mght.
Wildflower-garlanded Krishna
Suffers in your desertion, friend
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He dwells in dense forest wilds,

Rejecting his luxurious house.

He tosses on his bed of earth,

Frantically calling your name.
Wildflower-garlanded Krishna
Suffers in your desertion, friend,

Poet Jayadeva sings

To describe Krishna's desoation.

When your heart fecls his strong desire,

Hari will rise to favor you.
Wildflower-garlanded Krishna
Suffers in your desertion, friend.
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Midhava still waits for you

In Love’s most sacred thicket,

Where you perfected love together.
He meditates on you without sleeping,
Muttering a series of magical prayers.
He craves the rich elixir that fows
From embracing your full breasts, : 7

—<{ The Eleventh Song, sung with Raga “Gurjari” Y-

He ventures in secret to savor your passion, dressed for love’s dehght.
Radha, don’t let full hips idle! Follow the lord of your heart!
In woods on the wind-swept Jumna bank,
Krishna waits in wildffower garlands.
He plays your name to cill you on his sweet reed flute.
\Hc cherishes breeze-blown pollen that touched your fragile body.
In woods on the wind-swept Jumna bank,
Krishna waits in wildflower garlands.

When a bird feather falls or a leaf stirs, he imagines your coming.
He makes the bed of love; he eyes your pathway anxiously.

In woods on the wind-swept Jumna bank,

Krishna waits in wildflower gariands.

Leave your noisy anklets! They clang like trastors 1n love play.
Go to the darkened thicket, friend! Hide 1n a cloak of night!
In woods on the wind-swept Jumna bank,

Krishna waits 1n wildflower garlands. 28

Your garlands fall on Krishna's chest like white cranes on a dark cloud.
Shining lightning over him, Radhi, you rule in the climax of love.
In woods on the wind-swept Jumna bank,
Krishna wats in wildflower garlands.
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L?OSC.I\ your clothes, untie your belt, open your loins!
Radh3, your gift of delight is like treasure in a bed of vines.
l{\ ?voods on the wind-swept Jumna bask,
Krishna waits in wildflower garlands.

Hari is proud. This night is about to end now.

Speed my promuse to him! Fulfill the desire of Madhu's foe!
I:\ .woods on the wind-swept Jumna bank,
Krishna waits in wildlower garlands.

While Jayadeva sings his enticing song to worship Hari,

Bow to Haril He laves your favor—his heart is joyful and gentle.
In woods on the wind-swept Jumna bank,
Krishna waits in wildflower garlands.

Sighing incessantly, he pours out s grief.
He endlessly searches the empty directions.
Fach time he enters the forest thicket,
Humming to humself, he gasps for breath,
He makes your bed of love agan and again,
Staring at it 1 empty confusion.

Lovely Riadha, your Jover suffers

Passion’s mental pain-

Your spuefulness ebbed .

As the hot-rayed sun set

Knshna's mad desire

Decpened with the darkness-

The pittful cry of lonely cuckoos

Keeps echoing my plea,
“Delay 18 useless, you fool—

It is ume for lovers 1@ meet!”

N

RS

y Louseyed Krishna Longing for Love 93

17



Two Jovers meeting in darkness
Embrace and kiss

And claw as desire rises

To dizzying heights of love.
When familiar voices reveal
That they ventured into the dark
To betray each other,

The mood is mixed with shame.

As you cast your frightened glance

On the dark path,

As you stop at every tree,

Measuring your steps slowly,

As you secretly move

With love surging through your limbs,

Krishna 1s watching you, Ridhi!

Let him celebrate your coming! 9

“Lotus-eyed Krishna Longing for Love” is the fifth part in Gitagovinds

v Lotus-cyed Krishna Longing for Love 94



(:ij
THE SIXTH PART

Q9
o

Indolent Krishna

Sceing Radhi in her retrear of vines,
Powerless to Ieave, impassioned 100 Jong,
Her friend described her state

While Krishna lay helpless with love,

= The Troeljth Song, sung witk Riga “Nata" o

1n her loncliness she sees you everywhere
Drinking springflawer honey from other lips.
Lord Hari,

Radhi suffers in her retreat.

Rushing in her hasie to meet you,
She stumbles after 2 few steps and falls,

Lord Hari,
Ridhi suffers in her reteeat.

Weaving bracelers from supple lotus shoots
As symbols of your skillful love, she keeps alive,

Yord Hap,
Radha sufers in ber setreat.

Staring at her ornaments’ natural grace,
She fancies, “I am Krishna, Madhu's foe,”

Lord Harj,
Radha suffers in her retreat.
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“Why won't Hari come quickly to meet me?”
She incessantly asks her friend.

Lord Hari,

Ridhi suffers in her rerreat.

She embraces, she kisses clond-like forms

Of the vast dark night. “Hari has come,” she says.
Lord Hari,
Radh3 suffers in her retreat.

While you idle here, modesty abandons her,
She laments, sobs as she waits to lave you.
Lord Hari,
Riadha suflers in her retreat.

May poct Jayadeva's song
Bring joy to sensitive men!
Laord Hari,

Radhi suffers in her retreat.

Her body bristling with longing,

Hoer breath sucking in words of confusion,
Her voice cracking in deep cold fear—
Obsessed by intense thoughts of passion,
Ridhi sinks in a sea of erotic mood,
Clinging to you in her meditation, cheat!

She ornaments her limbs

‘When a leaf quivers or a feather falls.
Suspecting your coming,

She spreads out the bed

And waits long in meditation.

Making her bed of ornaments and fantasies,
She evokes a hundred details of you

In her own graceful play.

But the frail girl will not survive

“Fonight without you.

“Indolent Krishna” is the sixth part in Gitagovindz
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THE SEVENTH PART
zzfé

Cunning Krishna

As night came

The mood displayed cratered stains,
Seeming to faunt its guilt

In betraying secret paths

Of adulterous women,

Lighting depths of Brindaban forest
With moonbeam nets—

A spot of sandatwoad pawder

On the face of a virgin sky.

While the moon rose

And Midhava 1dled,
¢ Lonely Ridha

Cned her pain aloud

In preiful sobbing

~{ The Thirteenth Song, sung with Riga “Milava” Yo

Just when we pronmused to meet, Hari avoided the woods.
The fawless beauty of my youth ss barren now.

Whom can I seck for rcfuge here?

My friend's advice deceives me.

1 followed him at night to depths of the forest.
He picrced my heart with arrows of love.
Whotn can I seek for refuge here?
My friend's advicc deceives me.
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Death is better than fiving in my barren body.
Why do 1 blankly endure love’s desolating fire?
Whom can I seek for refuge here?
My friend’s advice deceives me.

The sweet spring night torments my loneliness—
Some other girl now enjoys Hari’s favor.

Whom can I seek for refuge here?

My friend’s advice deceives me.

Every bangle and jewel I wear pains me,
Carrying the fire of Hari's desertion.
Whom can 1 seek for refuge here?
My friend's advice deceives me.

Even a garland strikes at the heart of my fragile body
With hard irony, like Love's graceful acrow.

Whom can | seek for refuge here?

My friend's advice decerves me.

I wait among countless forest reeds;

Madhu’s killer does not recall me, even in his heart.
Whom can I seek for refuge here?
My friend’s advice deccives me.

Jayadeva's speech takes refuge at Hari’s feet.

Keep it in your heart like a tender girl skillful in love.
Whom can I seek for refuge here?
My friend’s advice deceives me.

Has he waylaid some loving giel?

Do his friends hold him by clever tricks?

Is he roaming blindly near the dark forest?

Or does my lover’s anguished mind so tangle the path
‘That he cannot come into this thicket of vines

And sweet swamp reeds where we promised to meet?
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When Ridhi saw her friend came back
Without Madhava,

Downcast and tongue-tied,

Suspicion raised a vision of some girl
Delighting Krishna,

And she told her friend.

- The Fourteenth Song, sung with Raga “Uasanta” o

She is richly arrayed in ornaments for the battle of love;

Tangles of flowers lic wilted in her loosened hair.
Some young voluptucus beauty
Revels with the enemy of Madhu.

She is visibly excited by embracing Hati;
Her necklaces tremble on full, hard breasts.
Some young voluptuous beauty
Revels with the enemy of Madhu,

Curling locks caress her moon face;

She is weary from ardently dnnking bis lips.
Some young voluptuous beauty
Revels with the enemy of Madhu.

Quivering earrings graze her cheeks,

Her belt scunds with her hips' rolling motion.
Some youag voluptuous beauty
Revels with the enemy of Madhu.

She laughs bashfully when ber lover looks at her;
The taste of passion echoes from her murmuring.

Some young voluptuous beauty
Revels with the enemy of Madhu.

vt Cunning Krisknz g9
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Her body writhes with tingling flesh and trembling.
The ghost of Love expands inside with her sighing.
Some young voluptuous beauty
Revels with the enemy of Madhu.

Drops of sweat wet the graceful body
Fallen Jimp on his chest in passionate battle.
Some young voluptuous beauty
Revels with the enemy of Madhu.

May Hari's delight in Jayadeva’s song
Bring an end to this dark time.
Some young voluptuous beauty
Revels with the enemy of Madhu.
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The lonely moon,

Like the lotus face of Mura's foe,
Wan in love's desolation,

Is calming the surface of my mind.
But the moon is Love's friend—~

It still inflicts his torments )
21

On my heart.
~¥{  The Fifteenth Son g sung with Raga “Gurjari” Yo
Her rapt face shows the passion her lips feel kissing him;
With deer musk he draws the form of a stag on the moon.
* In woods behind a sandbank on the Jumna siver, .
22

Mura’s foe makes love in triumph now.

He lays an amaranth blossom in clouds of hair massed on her sof: face—
A shimmer of lightning shines in the forest where Love goes hunting.

In woods behind a sandbank on the Jumna river,

Mura’s foe makes love in triumph now. 23
He smears the domes of her swelling breasts with shining deer musk,
He makes star clusters with pearls and a moonmark with his nail.

In woods behind a sandbank on the Jumna river,

Murz’s foe makes love m trumph now. 2

The dari; sapphire bangle he slips over cach lotus-petal hand
Encircles her arm's cool pale supple stalk like a‘ swarm of bees.
Tn waods behind a sandbank on the Jumna river,

Mura's foe makes love in tnumph now. 25

Her broad hips are a temple of passion holding Love's golden throne;
He lays a girdle of gemstones there to mark lh? gate of triumph.
In woods behind a sandbank on the Jumna river,

i now,
Maura’s foe makes love 1n triumph 2
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He applies a shining coat of lac to feet lying on his heart
Like tender shoots tipped with pearls to honor Laksmi's place inside.
In woods behind 2 sandbank on the Jumna river,
Mura’s foe makes love in triumph now. 3

‘While Balarima’s fickle brother is delighting some pretty girl,
‘Why does barren disgust haunt my bower of branches, tell me friend?
In woods behind a sandbank on the Jumna river,
Mura’s foe makes love in triumph now. 8

Jayadeva, king of poets, echoes Hari'’s merit in the mood of his song.
Let evil dark.age rhythms cease at the feet of Madhu's foe!

In woods behind a sandbank on the Jumna river,

Mura's foe makes love in triumph now. 29
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Friend, if the pitiless rogue won'r come,

Why should it pain my messenger?

He wantanly delighes in loving many women,
Why is this your fanfr?

Seel His tenderness in love

Draws my heart to meet him,

Itis trying 1o break away

From the pain of longing for him,

4 The Séxteenth Song, sung with Ripa "Delikhya” -

His eyes flirt Jike bive night lifies in the wind,
The bed of tender shoots won't bugn her,
Wildfower-garlanded Krishna
Caresses her, friend.

His soft mouth moves like an apen fows.

Arrows of Jove won't wound her.
Wildfower-garlanded Krishna
Caresses her, friend.

His mellow speech 1s cluir of honey,

Sandal mountain winds won't scorch her,
Wildflower-garlanded Krishna
Caresses her, friend.

His hands and feet gleam Jike hibiscus blossoms.,
Cold maon rays won't make her writhe,
Wildflower-garlanded Keishra
Carestes her, friend.

His color deepens hike rain-heavy chunderheads,

Long descrtion won't tear at Ter heart,
Wildflower-garlanded Krishna

Caresses her, friend.
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His bright cloth shines gold on black touchstone.
Her servants’ teasing won't make her sigh.

Wildflower-garlanded Krishna
Caresses her, friend.

His tender youth touches al} creatures.

She won’t feel the pain of terrible pity.
Wildflower-garlanded Krishna
Caresses her, friend.

‘Through words that Jayadeva sings
May Hari possess your heart!
Wildflower-garlanded Krishna

Caresses her, friend.

Sandalwood mountain wind,
As you blow southern breczes
To spread the bliss of love,
Soothe me! End the paradox!
Lifebreath of the world,

If you bring me Madhava
For a moment,

You may take my life!

Friends are hostile,

Cool wind is like fire,

Moon nectar is poison,

Knshna torments me in my heart.

But even when he 15 cruel

1 am forced to take him back.

Women with mght-lily eyes feel love
In a paradox of passion-bound infinity.
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Command my torment, sandal mountain wind!
Take my lifebreath with arrows, Lovel

1 will not go home for refuge again!

Jumna river, sister of Death,

Why should you be kind?

Drown my limbs with waves!

Let my body's burning be quenched! 41

“Cunning Krishna" is the seventh part in Gitagovinda

et
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THE EIGHTH PART

Abashed Krishna

After struggling through the night,

She seemed wasted by the arrows of love.
She denounced her lover bitterly

As he bowed before her, pleading forgiveness.

~ The Seventeenth Song, sung with Riga “Bhairavi” Fr—

Bloodshot from a sleepless night of passion, hstless now,
Your eyes express the mood of awakened love.

Daman you, Madhaval Gol Kedava, leave mel

Don't plead your lies with me

Go after her, Krishna!

She will ease your desparr,

Dark from kissing her kohl-blackened eyes,

At dawn your lips match your body’s color, Krishna.
Damn you, Midhava! Go! Kefava, leave me!
Don’t plead your hes with me!

Go after her, Krishnal
She will ease your despair.

Etched with scratches of sharp nails in the battle of love,
Your body tells the triumph of passion in gold writing on sapphire.
Damn you, Madhava! Go! Kefava, leave me!
Don't plead your lies with me!
Go after her, Krishna!
She will ease your despair.
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Drops of red fac from her lotus feet wet your sublime breast.
They force buds from the tree of love to bloom on your skin.
Damn you, Midhava! Gol Kesava, leave me!
Don't plead your lies with me!
Go after her, Krishna!
She will ease your despair.

The teethmark she left on your lip creates anguish in my heart,
Why does it evoke the union of your body with mine now?
Damn you, Midhava! Go! Kesava, leave me!
Don’t plead your les with me!
Go after her, Krishna!
She will ease your despair.

Dark Krishna, your heart must be baser black than your skin.
How can you deceive a faithful creature tortured by fevers of Love?
Damn you, Midhava! Got Kesava, leave me!
Don't plead your lies with me!
Go after her, Krishna!
She will ease your despair.

Why am I shocked that you roam 1n the woods to consume weak girls?
‘The fate of Pitana shows your cruel childhood bent for killing women,
Damn you, Madhava! Gof Kefava, leave me!
Don't plead your hies with mel
Go after her, Krishnal
She will ease your despair.
Vil e -

Don't p‘lca(‘] your lies wich me!
Go after her, Krishna! )
She will ease your despair.
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The red stains her lac-painted feet
Lovingly left on your heart

Look to me like fiery passion
Exposing itself on your skin.

Cheat, the image I have of you now
Flaunting our love’s break

Causes me more shame

Than sotrow.

“Abashed Krishna™ is the cighth part in Gitagovinda
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THE NINTH PART

Languishing Krishna

Then, when she felt wasted by love,
Broken by her passion's intensity,
Despondent, haunted by Hari’s
Response to her quarreling,

Her friend spoke to her.

- The Eighteenth Song, sung nith Riga “Gursari” Jo -

Hoari comes when spring winds, bearing honey, blow.,
What greater pleasure exists 1 the world, friend?
Don't turn wounded pride on Midhaval
He is proud too, sullen Ridhi.

Your swollen breasts are riper than palm fruits.

Why do you waste therr nich flavor?
Don’t tura wounded pride on Madhaval
He is proud too, sullen Radhi

How often must I repeat the refrain?

Don’t recosl when Han longs to charm youl
Don't turn wounded pride on Midhaval
He 15 proud too, sullen Radhi

Why do you cry in hoflow despair?
Your girlfriends are laughing at you.
Don't turn wounded pride an Midhava!

He 15 proud too, sullen Radhi.
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See Hari on his cool couch of moist lotuses!
Reward your eyes with this fruit!
Don't turn wounded pride on Madhavat
He is proud too, sullen Radha.

Why conjure heavy despair in your heart?

Listen to me tell how he regrets betraying you.

Don’t turn wounded pride on Madhaval
He is proud too, sullen Radha.

Let Hari come! Let him speak sweet words!

Why condemn your heart to loneliness?
Don't turn wounded pride on Midhaval
He is proud too, sullen Radha.

May Jayadeva's lilting song

Please sensitive men who hear Hari’s story!
Don't turn wounded pride on Midhava!
He is proud too, sullen Radha.

When he 1s tender you are harsh,

When he is pliant you are rigid,

‘When he is passionate you are hateful,
When he looks expectant you turn away,
You leave when he 1s loving.

Your perverseness justly

Turns your sandalbalm to poison,

Cool moon rays to heat, ice to fire,

Joys of loveplay to torments of hell

*“Languishing Krishna” 1s the ninth part in Gitagovinda
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THE TENTH PART

5
Four Quickening Arms

A's night came, he approached Radh3,
Finding the force of her anger softened,

Her face weak from endless sightng.

At dusk she stared in shame at her friend’s face
As Hari stammered his blisstul words,

i The Neneteenth Song. sung wih Raga “Delgvaridi fr-

If you speak, moonlight gleamuag on your tecth
Dispels the dread darkness of fear.
Let your moon face lure my nightbird eyes
"To taste nectar from your quivering lips!
Radh3, chenshed love,
Abandon your baseless pnde!
Love's fire burns my heart—
Bring wine m your lotus mouth!

1f you fec] enraged ar me, Ridhi,
Inflict arrow-watnds with your sharp nails!
Bind me in your arms| Bitc me with your teeth!
O do whatever exoites your pleasurel

Radha, cherished love,

Abandon your bascless pride!

Love’s firc burns my heare—

Buiag wine in your fotus sourh!

U
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* You are my ornament, my life,
My jewel in the sea of existence.
Be yielding to me forever,

My heart fervently pleads!

Radh3, cherished love,

Abandon your baseless pride!
Love's fire burns my heart—
Bring wine in your lotus mouth!

Frail Ridha, even with dark lotus pupils,
Your angry eyes are like scarlet lilies.
As your arrows of Jove arouse emotion,
My black form responds with red passion.
Ridha3, cherished love,
Abandon your baseless pride!
Love’s fire burns my heart— ~
Bring wine in your lotus mouth!

Let pearls quivering on full breasts
Move the depths of your heart!
Let a girdle ringing on round hips
Proclaim the command of Love!
Ridha, chenished love,
Abandon your baseless pride!
Love’s fire burns my heart—
Bring wine 1n your lotus mouth!

Your hibiscus-blossom foot colors my heart
As your beauty fills the stage of love.
Speak, soft voiced Radha! Let me dye your feet
With the rich hquid of gleamung red lac!
Radha, cherished love,
Abandon your baseless pride!
Love’s fire burns my heart—
Bring wine in your lotus mouth!
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. Place your foot on my head—
A sublime flower destroying poison of Jove!
Let your foot quell the harsh sun
Burning its fiery form in me to torment Love,
Radhs, cherished love,
Abandon your baseless pridel
Love's fire burns my heart—
Bring wine in your lotus mouth!

This graceful loving coaxing
Mura's foe spoke to Ridhiki
Trivmphs in the joy Jayadeva sings
To delight his muse Padmivati.
Riadha, cherished Jove,
Abandon your bascless pride!
Love’s fire burns my heari—
Bring wine in your lotus mouth!

Fretful Radhi, don’t suspect mel

A rival has no place

When your voluptaous breasts and hips
Always occupy my heart.

Only the ghost of Love is potent enough
To penctrate my subtle core.

When I start to press your heavy breasts,
Fulfll our destined sitef

Purnssh me, lovely fooll

Bite me with your cruel teeth!

Chain me with your creeper arms!
Crush me with your hard breasts}
Angry goddess, don’t weaken with joy!
et Love's despised arrows

Pierce me to s3p MY Jife’s pawer!

et
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Your useless silence tortures me, frail Radha.

Sing sweet lyrics in the mode of love!

"Tender girl, destroy my pain with your eyes!

Beautiful Radh3, don’t be indifferent!

Don't elude me! T am deeply devoted to you.

Lovely fool, I am here as your lover. 12

Your moist lips glow

Like crimson autumn blossoms;

The skin of your cheek

Is a honey-colored flower.

Frerce Radhi, your eyes glower

Like gleaming dark lotuses;

Your nose is a sesame flower;

Your tecth are white jasmine.

Love's flower arms conquer worlds
By worshipping your face.

Your eyes are lazy with wine, like Madalasa.

Your face glows like the moonlight nymph Indumati.
Your gait pleases every creature, like Manorama.
Your thighs are plantains in motion, ke Rambha.
Your passion 1s the mystic nte of Kalavari,

Your brows form the sensual line of Citralekha.

Frail Ridha, as you walk on earth,

You bear the young beauty of heavenly nymphs. 14

“Four Quickening Arms” is the tenth part in Giragovinda
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THE ELEVENTH PART

Blissful Krishna

Soothing Ridha with bis pleas,

Kefava dressed elaborately

And went to lie on his thicket bed.

As night fell 10 blind prying eyes,

Radh3 dressed in gleaming oznaments

And one woman urged her to move quickly.

S The Tweniieth Song, sung with Riga "“Vasanta” o

He made himself soothe you with flautery,
He made himself fall hmp at your feet,
Now he wants for sensual play in his bed
On a bank of sweet swamp reeds.

Madhu's tormentor

Is faichful to you, fool.

Follow bam, Radhika!

Your full ips and breasts ate heavy to bear.,
Approach with anklets ringtag!
"Their sound insprres lingering feet,
Rur with the gait of 2 wild goose!
Madhu's tormentor
Is fasthiul to you, fool.
Follow him, Radhika!
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Listen to enticing sounds of honey bees
Buzzing to bewilder tender women!
Sympathize when a flock of cuckoos
Sing Love's commands like bards.

Madhu'’s tormentor

1s faithful to you, fool.

Follow him, Radhukil

A mass of vines with thickly clustered shoots
Quivering in the wind Iike 2 hand
Seems to be gesturing to your tapering thighs
Te quicken your pace. Stop loitering here!
Madhu's tormentor
Is faithful to you, fool.
Follow him, Radhikal

Strong waves of love throbbing in you
Suggest that you feel Hari’s embrace.
Ask your rounded breasts if they wear
Seductive pearls or drops of pure water!

Madhu's tormentor

Is faithful to you, fool.

Follow him, Ridhikal

Your friends know your armed body is ready
For passionate battle, fierce Radha,
By the war-drum beat of your clanging girdle.
Meet his rich mood without shame!

Madhu’s tormentor

Ts faithful 1o you, fol.

Follow him, Radhika!

As you cling to,your friend in graceful play,
Nals on your hand are arrows of love—
Let your ringing bangles go to hjm!
Wake Han! Claim his intimacy!

Madhu’s tormentor

Is faithful 1o you, fool.

Follow him, Radhukal
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Jayadeva’s singing devalues necklaces;
It solves the paradox of beauty,
May it afways adorn the throats
Of men who devote their hearts to Haril
Madhw's termentor
Is faithful to you, fool.
Follow him, Ridhikal "o

“She will look at me, tell me a tale of love,

Feel pleasure in every limb from my embraces,
Delight in meeting me, friend,” he says anxiously.
Your lover looks for you, trembles, brist]es,
Refpices, sweays, advances, falls faint

In the thicket buried in darkness.

Night is putting black koh! on their eyes,
Tamila-flower clusters on therr cars,
Dark lotus wreaths on their heads,

Leaf designs of musk on their breasts.

In every thicket, friend,

The night's dark cherished cloak
Embraces limbs of beautsful adultresses
Whose hearts rush to meet their lovers. 1L
As saffron-bright bodies

Of women rushing to meet lovers

Streak the night

With clusters of light,

Night spreads darkness as dense

As tamala Jeaves,

Making a touchstone

To test the gold of love. 12
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Secing Hari light the deep thicket

With brilliant jewel necklaces, a pendant,

A golden rope belt, armlets, and wrist bands,
Righa modestly stopped at the entrance,
But her friend urged her on.

~of The Twenty-first Song, sung with Rdga “Varddi” fp—

Revel in wild luxury en the sweet thicket floor!
Your laughing face begs ardently for his love.
Ridhi, enter Madhava's intimate world]

Revel in a thick bed of red petals plucked as offerings!
Strings of pearls are quivering on your sounded breasts.
Radh3, enter Madhava's intimate world!

Revelin a bright retreat heaped with flowers!
Your tender body is fowering.
Ridha, enter Madhava’s intimate world!

Revelin the fragrant chill of gusting sandal-forest winds!
Your sensual singing capturcs the mood.
Ridh3, enter Madhava's intimate world!

Revel where swarming bees drunk on honey buzz soft tones!
Your emetion is rich in the mood of love.
Radh3, enter Madbava’s intimate world)

Revel where cries of flocking cuckoos sweetly sound]
Your teeth glow like seeds of nipc pomegranate.
Riadh3, enter Madhava’s intimate world}!

Revel in tangles of new shoots growing on creeping vines!
Your voluptuogus hips have languished o long.
Radhi3, enter Madhava’s intimate world!
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Consecrate your joyfuf union with Padmivatif
Enemy of Mura, grant a hundred holy blessings
While poet-king Jayadeva is singing)

Radha, enter Madhava's intimate world!

Bearing you in his mind so long

Has wearied him, inflamed him with love.

He longs to drink your sweet berry lips’ nectar.
Ornament his body with yours now!

He worships your lotus feet—a slave bought
With §ri’s flashing glance. Why are you afraid?
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Her restless eyes were on Govinda
With mixed alarm and bliss

As she entered his place

To the sweet sound of ringing anklets.

—4f The Twenty-second Song, sung with Raga “Uarddi” Yo

\ Al his decp-locked emotions broke when he saw Radhi’s face,
, Like sca waves cresting when the full moon appears.
~~" She saw her passion reach the soul of Hari's mood—

The weight of joy strained his face; Love's ghost haunted him.

He toyed with ropes of clear pearls Iying on his chest,
Like the dark Jumna current churning shining swells of foam.
She saw her passion reach the soul of Hari’s mood—

The weight of joy strained his face; Love's ghost haunted him.

The soft black curve of his body was wrapped in fine silk cloth,
Like a dark lotus root wrapped 1n veils of yellow pollen,
She saw her passion reach the sou! of Harr’s mood—

The weight of joy strained his face; Love's ghost haunted him.

Her passion rose when glances played on his seductive face,

Like an autumn pond when wagtails mate 1n lotus blossom hollows.

She saw her passion reach the soul of Hari’s mood—

The weight of joy strained his face; Love’s ghost haunted him.

Earnings caressing his lotus face caught the briiliant sunlight.
Flushed Lips flashing a smile aroused the lust of passion.

She saw her passion reach the soul of Han’s mood—

The waght of joy strained hus face; Lovc'’s ghost haunted lim

Flowers tangled hus hair like moonbeams caught in cloudbreaks.
Hs sandal browmark was the moon’s circle rising in darkness
She saw her passion reach the soul of Han's mood—
The weight of joy strained his face; Love’s ghost haunted hum
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His body hair bristled to the art of her sensual play,
Gleaming jewels ornamented his graceful form.
She saw her passion reach the soul of Hari’s mood—
The weight of joy strained his face; Love’s ghost haunted him.

Jayadeva’s singing doubles the power of Krishna's adornments.
Worship Hari in your heart and consummate his favor!

She saw her passion reach the soul of Hari*s mood—

The weight of joy strained his face; Love’s ghost haunted him,

Her eyes transgressed their bounds—
Straining to reach beyond her cars,
‘They fell on him with trembling pupils.
When Ridhi’s eyes met fer lover,
Heavy tears of joy

Fell like streaming sweat.

She neared the edge of his bed,

Masking her smile by pretending to scratch
As her friends swarmed outside—

‘When she saw her lover's face

Graced by arrows of Love,

Even Riadha's modesty left 1n shame.

“Blissful Krishna” is the eleventh part in Gitagovinda
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THE TWELFTH PART

&
Ecstatic Krishna

When her friends had gone,

Smiles spread on Radha’s lips

While Jove’s deep fantasies

Struggled with her modesty.

Seeing the mood in Ridha's heart,
Hari spoke to his love;

Her cyes were fixed

On his bed of buds and tender shoots.

~{ The Twenty-third Song, sung with Riga “Usbhisa” Yo

Leave lotus footprints on my bed of tender shoots, loving Radhal
Let my place be ravaged by your tender feet!
Niriyana is faithful now. Love me, Ridhikal

I stroke your foot with my lotus hand—You have come far.
Set your golden anklet on my bed hke the sun.
Nirayana is faithful now. Love me, Radhika!

" Consent to my love; let elixir pour from your face!
To end our separation I bare my chest of the silk that bars your breast,
Nardyaga 1s faithful now. Love me, Radhikal 4
Throbbing breasts aching for loving embrace are hard to touch.
Rest these vessels on my chest! Quench love’s burning firel
Narayana 1s faithful now. Love me, Radhika!
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Offer your lips' nectar to revive a dying slave, Radhal
His cbsessed mind and listless body burn in love's desolation,
Narayana is faithful now. Love me, Radhikal 6

Radhi, make your jeweled girdle cords echo the tone of your voice! ‘
Soothe the long torture my ears have suffered from cuckoo’s shrill cries!
Nariyana is faithful now. Love me, Radhikal 7

Your eyes are ashamed now to sce me tortured by baseless anger;
Glance at me and end my passion’s despairl
Nirdyana is faithful now. Love me, Radhika! 8

Rach verse of Jayadeva's song echoes the delight of Madhu's foe.
Let emotion rise to a joyful mood of love in sensitive men!
Narayana 1s faithful now. Love me, Radhikal 9

Displaying her passion

1n loveplay as the battle began,
She launched a bold offensive
Above him

And tnumphed over her lover.
Her hips were sull,

Her vine-hke arm was slack,
Her chest was heaving,

Her eyes were closed.

Why does a mood of manly force
Succeed for women in love? 10
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Then, as he idled after passionate love,
Ridh3, wanting him to ornament her,
Freely told her lover,

Secure in her power over him, 1x

—{ The Twenty-fourth Song, sung with Rdga “Ramakari” Yo

‘Yadava hero, your hand is cooler than sandalbalm on my breast; ™
Paint a leaf design with deer musk here on Love’s ritual vessell
She told the joyful Yadu hero, playing to delight her heart. 12

Lover, draw kohl glossier than a swarm of black bees on my eyes!
Your lips kissed away the lampblack bow that shoots arrows of Love.

She told the joyful Yadu hero, playing to delight her heart. 13
My ears reflect the restless gleam of doe eyes, graceful Lord. !
Hang carrings on their magc circles to form snares for love.

She told the joyful Yadu hero, playing to delight her heart. 14
Pin back the teasing lock of hair on my smooth lotus face!
It fell before me to mime a gleaming line of black bees.

She told the joyful Yadu hero, playing to delight her heart.

Make a mark with liquid deer musk on my moonlit brow!
Make a moon shadow, Knshna! The sweat drops are dried.
She told the joyful Yadu hero, playing to delight her heart 16

Fix flowers in shining hair loosened by loveplay, Krishnal

Make a flywhisk outshining peacock plumage to be the banner of Love.
She told the joyful Yadu hero, playing to delight her heart, 17

My beautiful loins are a deep cavern to take the thrusts of love—

Cover them with jeweled girdles, cloths, and ornaments, Krishna! ,

She told the joyful Yadu hero, playing to delight her heart. €8
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Make your heart sympathetic to Jayadeva's splendid speech!
Recalling Hari's feet is elixir against fevers of this dark time.

She told the joyful Yadu hero, playing to delight her heart.

v

“Paint a leaf on my breasts!

Put calor on my cheeks!

Lay a girdle on my hips!

Twine my heavy braid with flowers]
Fix rows of bangles on my hands
And jeweled anklets on my feet)”
Her yellow-robed lover

Dud what Ridhi said.

His musical skill, his meditation on Vishny,
His vision of reality in the erotic mood,

His graceful play in these poems,

All show that master-poet Jayadeva’s soul

Is in perfect tune with Knshna—

Let blissful men of wisdom punfy the world
By singing hus Gitagovinda.

Bhojadeva's heir, Rimadevi's son, fayadeva,
Expresses the power of poetry

In the Giragouvinda.

Let his poem be in the votce

Of devotees hike sage Parisara,

“Ecstatic Krishna™ 1s the twelfth part in Gitagovinda
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Textual Criticism
of the Gitagovinda
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1 Collection of the Textual Evidence

My early work toward a verse lation of the Gitagorinda convinced
me that the poem’s complexity demanded a detailed study of its form and
content in terms of the various esthetic and religious traditions in which
it is embedded. Several published commentaries on the poem revealed
variations in the text that demanded textual analysis. T began collecting
manuscript and printed materials relating to the Giragovinda in 1971,
with the aid of listings in the New Catalogus Catalogoram, edited by
K. Kunjunni Raja (Madras: Univérsity of Madras, 1g71), vol. VI, pp. 26~
37. The role of the Gitagovinda as a sacred work and its wide dissemina-
tion in the centuries following its positi ged me to search
for early dated manuscripts in every region of the Indian subcontinent,
It became clear in the initial stages of my study that textual variants do
not follow the usual pattern of geographically located types.

Manuscripts and printed editions of the Gitagovinda readily divide into
twa groups, which I call the Longer Recension and the Shorter Recen-
sion. They are distingwished by the inclusion or exclusion of about fifteen
kdvya werses, most of which are marigala-typs verses occurring at the
CIG3e of cach of the twelve scclionsﬁm;z%.—;si—dffmm this obvious
divergence, the text of the kdvyz verses and the songs has been preserved
without major variations. Regional varation occurs mainly in the desig-
nation of réga pames. Themme
earliest manuscripts is significant in relation to the randomness of zala
names in other manuscripts.

e Longer Recension of the text (LR) is prominently associated
with the Commentaries entitled Rasikaprivd, Rasakadambakallolini, and
Balabodhini. It is the most widely copied and printed form of the text,
based on the critical excellence of Kumbhakarna's Rastkapriyd and on

the importance of Caitanyadisa’s Balabodhni in Bengali Vaishnavism.
“The Shorter Recension (SR) is found associated with several fesscr-

e ot L s
koown s, includ M: ka's led 2rppaniks, as well as
- . Tt e

: B S e

4 = .
Gitagovinda. These include two palm-lcaf manusceipts in the Bir Library
collection of the National Archives, Kathmandu. They are in variant
forms of Newari script and bear dates in the Nepali era (567 and 616)
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that are reasonably approximated by ap. 1447 and 1496. A paper manu-
script in Devanagari script in the hbrary of the University of Bombay,
dated sarvat 1573 (ca. ab. 1515), also has the text of the SR. A paper
manuscript in Devanagari script in the Lalbhai Dalpatbhai Institute of
Indology, Ahmedabad, dated sarirvat 1569, $Gka 1434 (ca. AD. 1512) is
accompanied by the tippanikd of Minaska, as is an undated paper manu-
script from the colledfion of Pandit_Bili_Shankar Bhattaji of Gujarat,
which is Wylc of the fifteenth
century. THe readings of the four dated manuscripts form the basis of the
present critical edition. They are corroborated by readings from a paper
manuscript in Devanagari script of an anonymous commentary, in the
collection of the Bhandarkar Oriental Research Tnstitute, Poona, dated
samuvat 1557, f4ka 1422 {ca. ¥v. 1500).

More than fifty manuscripts located and examined in the Orissa State
Museum in Bhubaneswar, in the Raghunandan Library in Puri, in the
Bhandarkar Oriental Research Institute in Poona, in the Adyar Library in
Madras, and in the Oriental Research Institute in Mysore confirm the

'Vwide distribution and integrity of SR. This' primary evidence has been
corroborated by microfilms and descniptive reports from the major li-
braries in Baroda, Varanasi, Calcutta, "Fanjore, Tirupati, and Trivandrum.
The earliest dated manuscripts of LR known to me belong to the six-
teenth century and are associated with the commentary Rasikapriyd, or
commentaries derived from 1t.

2 Dated Manuscripts of the Fifteenth and
Early Sixteenth Centuries:
Basic Evidence of the Shorter Recension.

BIR. Bir Library, Nauonal Archives, Kathmandu, Nepal. Two manuscripts,
1 variant forms of Newari script, were chosen for study from among
mare than forty-five manusenpts of the Gitagovindz in the collection of
the Bir Library on the basts of their dated colophons and old appearance.
The manuscripts are histed in Serkgpiasucipatram, compiled by Bud-
dhisigara Pardjul (Kathmandu, 1963), pp. 35-36. They are briefly de-
scribed in the four-volume handwritten catalog of the Bir Library.
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BRI No. 45 of vol, IV (complete). Examined in the National Ar-
chives and collated from a microfilm prepared at the library, The
manuscript consists of 39 palm leaves, each having five lines per
side. The script is called “Bhujitamola” in Pricina Lipi Varpamald
by Pandit Sankaramina Rajavarnéi (Kathmandu, vikrama satioar
2017, A, 1960), pp. 15-19. In Indian Paleography (English trans. of
1896 German edition, Calcutta: K. L. Mukhopadhyay, 1962), plate
VI, p. 05. Georg Buhler describes this script as “Nepalese hooked
characters.” Biihler cites the evidence of Bendall’s Catalogue of
Sanskrit Buddhist Manuscripts from Nepal (Cambridge, 1883) that
the hooked characters came to Nepal from Bengal in the twelfth
century and ceased to be used after the fifteenth, It is the opinion of
Theodore Riceardi, Jr., that this evidence has not been contradicted
by recent research in Nepalese epigraphy. The manuscript is dated
ca. AD. 1447.

Text begins: aurr namo harihariya, followed by GG L1. Text
ends with a colophon: freyo “stu. sarivat 567 afvini-krsna-paiicamydri
tithau, mygafira-naksatre, variyina-yoge, §ukra-visare, thva-dina-
konhu, gitagovinda-sarnpiirna-juro. fri-yaringala-defe fri-kailisakta-

ia-mahapitra-dri-udayasimhadevasydrthena ri-manigalaka-viccha-

/! (4 £3
wsgayardmena likhitam its. $ubkam astu saroada.

This 1pt was d and ¢
tion by Valentimt De Rigo; his notes were published in an article,
“Un antico inedito del Gitagovinda,” Revista degli Studs Orientali,
18 (1940), fasc. 1, pp. 59-g0. There are many mistakes and misunder-
standings evident 1n his reading of the manuscript, which was based
on photographs brought to Italy from Nepal by S. E. Formichi. Be-
cause of the similarity of the no. 5in Bhujiimolla with the no. 2 in
Devanagari, De Rigo reads the date as 267 and is forced into an
elaborate attempt to relate the date to Laksmana sarivat.

The date in the Bir Library catalogue is given as nepali sarhvat
467 (ca. a0, 1347); however, this is not consistent with the form of
the numbers in this script as they are used throughout the manus
script. ‘The catalog error 15 reflected in the version of this colophon
published by Luciano Petech in Appendix I of his Medieval His-
tory of Nepal (Rome: Instituto Jraliano per il Medio ed Estremo
Oriente, 1958), PP- 199-200. Petech compares this colophon with
another, whose date he reads as 473, which also has the iden-
tifying phrasc $ri-yarngala-defe fri-kailisak i kapatra-fri-

d with Lassen’s cdi-
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udayasithhadeva, He takes the problematic word vajs to be an
abbreviation of varitieja and translates the 1dentification as follows:
“Udayasithhadeva, the nobleman (mahapitra) descended from the
dynasty of Kailasakiita in the district of Patan (Yarhgala).” His
misreading of the date makes him miss the possible connection be-
tween the makdpatra for whom these Gitagovinda and Navagra-
hadaiavicira manuscripts were written and the makdpdtra Udaya-
sithhadeva, who was powerful during the reign of Jayayaksamalla
(1428-80; see Petech, pp. 160-69; cf. D. R. Regmi, Medicval Nepal,
Calcutta: K. L. Mukhopadhyay, 1965, pt. I, pp. 425-51, pt. III,
Pp: 54-85).

The analysis of this colophon was done with the help of Theodore
Riccardi. It was he who provided the readings of the Old Newari
phrase thva-dina-koknu, “on this day,” and the word juro, “was.”
Both are common in colophons of Sanskrit manuscripts written in
Nepal. On this basis, he suggests that the unresolved words vaga and
vsecha may also be Newari forms. 1 have tentatively accepted
Petech’s interpretation of vaa and speculate that vrccha may be a
tadbhava form of the Sanskrit title vidvat, which belongs to the
copyist Vijayarima. The manuscript is generally legible, though
sibilants are notably confused; the only major omission is song 16
(VIL31-38). Tdla names are not given for the songs, except in a
few cases, where they are written in the margns in handwriting
differing from that of the original copyist. Other emendations are
written in the margins in various places.

s8Rz No. 468 of vol. 1, p. y0. Examined 1n the National Archives and
collated from a microfilm copy, obtained through the kind offices of
Albrecht Wezler, from the collection of the “Nepal-German Manu-
seript Preservation Project,” which 1s kept at the Library of the

German Oriental Society in Marburg, This manuscript is described

by Haraprasad Shastri 1n his Catalogne of Palm-leaf and Selected

Paper Manuscripts belonging 1o the Durbar Library, Nepal (Cal-

cutta: Baptist Mission Press, 1905), vol. I, p. 16, no. 468. The manu-

seript consists of 22 palm leaves, each having seven hnes per side.

The script 15 standard Newars, described 1n Pricina Lipt Varnamdla,

bp- 1-7. The manuscript 15 dated ca. ap. 1496,

Text begins: anris namo bhag dsudeviya, followed by GG

L1. The text of the Grtagovinda 1s randomly interspersed with bits

of commentary which arc strikingly similar to parallel passages in
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the tippapiki of Mindika, suggesting that @ manuscript with that
commentary was the source of this copy. The readings corroborate
this. GG Xlla1 is followed in the manuscript by a song in eight
verses to be sung in lalitardga; it is the same as the Gasigastavapra-
bandha that is printed as an appendix to the Telang and Panshikar
edition (Bombay: Nirnayasigara Press, 1809), pp. 175-y6. This is
followed by GG XIl2z and a long colophon whose significant
portions read: nepile rasa-candra-sanmukhe (== 616) sarnvatsare
pralikhat, chandahidstrayugari vidagdhakam api érigitagovindakam.
« o . rifye fri-jayardyamalla-nrpates cinti b prarthindm krifaure
ratikelisundarakatham awtsukyatah pralikhar, . . . fubkam astu.

Jayardyamalla is identfied by Regmi (Medieval Nepal, vol, 1,
Pp- 452 fL.) as a son of Jayayaksamalla, who is noted in the discus-
sion of Bir.1.

BoM Bombay University Library. One manuscript was chosen for study
from several manuscripts of the Gitagovinda  the hbrary’s collections
because of its early date and the apparent independ of its readings. It
was examined in the library and colfated from a microfilm provided by
the library. It is no. 4163 in the library lsting, It is described by
H. D. Velankar in A Descrsptive Catalogue of Sanskrit Manuscripts in
the “licharan Suryaram Desar Collection” 1n the Library of the University
of Bombay (Bombay: University of Bombay, 1953), p. 120, no. 599. The
manuscript conststs of 12 fohos of paper numbcred 16-25, 27-28, cach hav-
ing seven lhines per side. The script 1s Devanagmi. The manunseript is
dated ca. ap. 1515 The Gitagovinda text begins following: namo
bhagavate visudeviye. The text ends with a bricf colophon: Subkam asn.

sashvar 1573 samaye marge fudy 9 bh
rdmardma.

With the excepnon of song 2, whose zala is designated as mdthatala,
tala names are not given for the songs. The missing folio contains the
portion of the text from X1.:24-33

atm Lalbhai Dalpatbhar Institute of Indology, Ahmedabad, Muniéi
~ Punyavijayai Collection, no. 1428. The manuscript is sncomplete, with
only fragments of commentary in sarga 12. Collated from a microfilm
provided by the insutute, in conjunction with the critical edition of
Mananka's pppanskd by V. M. Kulkarni (Ahmedabad: L. D. Bharatiya
Sanskriti Vidyamandira, 1565), which is based on this manuscript, desig-
nated P in Kulkarni's entical appatatus. The manuseript consists of so
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folios of paper, each having about six lines per side. The script is
Devanagari. The manuscript is dated ca. ap. 1512. Text begins: aurs
namo $rivisudevdya. Text ends with a brief colophon: srikrsnirpanam
astu. sai 1569 varse $dke 1434 pravartamane hihita,

The manuscript that R. K. Majumdar describes in “A 15th Century
Gitagovinda Ms. with Gujarati Paintings,” Journal of the University of
Bombay, 6, pt. 7 (1937), could not be located through Majumdar’s infor-
mation that the manuscript “comes from the collection of my friend
Pandit Bali Shankar Bhattaji Agnihotri, who is a descendant from an
old learned family, and who is the hereditary priest of the Kalika Mata
temple, on Pivigadh Hill, to the east of Gujarat.” But Majumdar’s de-
scription of the manuscript and his quotes from the fippanikd of
Minirika that accompanies the text establish the relation betiveen this
manuscript and others that have the yippanika.

Bort Bhandarkar Orental Research Institute, Poona. One manuscript was
chosen for study from among about thirty-five manuscripts of the
Gxtagouxmia in the collection because of its early date and the apparent

dependence of the y. It was studied from a microfilm pro-
vxdcd by the Bhandarkar Institute through the offices of Dr. H. §. Biligiri,
It is no. 208 in vol. X111, pt. 1 of A Descriptive Catalogue of the Govern-
ment Collections of Manuscripes Deposited at the Bhandarkar Oriental
Research Institute by P. K. Gode (Poona, 1940), p. 256- The manuscript
is incomplete; it consists of 32 folios of paper, numbered 1-30, 36, 37
(folios 31-35 are missing), each having about fifteen lines per side. The

script is Devanagari, with preghamatras. The ipt is dated ca.
AD, 1500. The first leaf is worn; the legible bit of commentary begins: . . .
kadacit gramét. sutena saha . . . . sthinatr gatah. sa dagopak radhika

« « o« karanat. ke radhe 1mamn krgnath tvam etagrham prapaya. The text
ends with a colophon: $ri. sarmvat paiicadaia skhddhids 1557 varse fike
1422 pravartiamdane, daksindyane, faradattau. bhadra . . . mase. kysnpakse.

dvitiyarh tithau rabudhavasare. gau(?)ri dgra gstavya. bhattadevadi
pathandrtha puragramavisiavya rajaréma parama ya and.
granthasatnkhyd 1700 gitagovindatska I . . . fri. cha. tri. cha.

Leaf no. 30 contains commentary on GG X9, and leaf no. 37 contains
commentary on XI33. There is no commentary on sarga 12, which sug-
gests a close relation between this and Ahm. The commentary is a simple
tikd similar in type to Minanka's ¢ippanikd, but it’s glosses and explana-
tions are different from those of Manirka, Throughout the manuscript,
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songs and verses are cited for reference bue are not quoted in full; read-
Ings are taken from the commentary.

3 Selected Commentaries on the Gitagovinda

Commentaries Based on the Shorter ‘Rcccm‘io;l (SR)

MANANKA “The untitled tippanska of Minanka, who refers to himself as
mahibhujin the second of three verses that introduce the commentary:

kavinaris matim dokya satiti ca sukhabuddhaye |

ket tippanika mukhyd mindnkena makibhujd ||
He does not further identify himsclf in the commentary, nor is there any
other work clearly attributable to him. The limiting date of the commen-
tary is fixed by the manuscript Bira (ca, Ap..1496), which contains bits
of this commentary, and by the manuscript Ahm (ca. ap. 1512). The
author of the sippanika 1s clearly diff from the Minadka who com-
posed the Vrndivana-yamaka-kivya, whnch is referred to by Bhoja in
his Srngira Prakata (V. Raghavan, Bhow's Sragdra Prakisa, Madras:’
Punarvasy, 1963, pp- 808-9).

‘The tippamka 15 a simple ¢ ary that consists mainly of glosses
on individual words and analyses of compounds. The author does not
identify meters or figures of speech. He does not interpret the verses and
songs in terms of any discermble sectacian viewpomt. He occasionally
cites lexical works hike Amarakosa and Anckirthakoss, the gr jcal
stitras called Katantra, and various other works.

Maninka's commentary on the controversial opening verse of the
Gitagovinda is notable for 1ts ssmple presentation of alternative interpre~

tations:

rédhamadhavayoh rahahkelayah nirjanasthinakidah jayansi
sarvotkargena vartante | radka kaps gopdngand mukhyé |
madhavah krsnardpi ndrdyanah | 5& ca sa ca tay tayok |
vyabh ; ceti vafdt padasya pi ipitak .
Jachi ; smahcs kikamayiirdv ityads |
yamund nadi | tasydh Ailaris tatari tasmin | ddhdro saptami |
Ay Ihoakeehiiad s calitayok garayoh |

k praty Reerif
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adhvani adhvan prati kudije kufize prati drume drume prati |

vipsiyam avyayibhdvah | adhvakuiijadrumarn kamukandrn ramaniyati
sankesasthanam | kasmdd gatayoh nandamdefatah | nando gopah
sarvabhiramukhyo statavrnddvanagosthasthitah san
balakabhayahetum akalaya dadhyadikrayavikrayadina 'harnifasn
bhayahindrin radhim adideta | katham | ittham | ittharn katham |

ke radhe tat zasmad dhetor imarn balakars grhat prapaya | nitvd

grharn gaccha | svamanovarichitarh goptur kdmantargatabhiprayena

yadi evarn radha vadati | tatah kasmat | yato nakearh ratray

ayath bhiruh balysbhivad atifayena bhita iti punah

radhdyih svagatam evam | ako dicaryam ctat | dinamanay vidyamane ‘pi
kathath naktalaksanam | tadiha | meghair jaladharair ambaram

akatath medurarn vyaptatn ch i netrabhi, } dlad;
tipicchatarubhir gidafianasarhnibh bhuvo ‘rany
Syama pibidandhkaratulydh | anena hetund naksalaksanarm
vindpi balako jianatvdd vane bibheti | vidyamane bhayahetan
punah kim | ato matur antikarn nayety arshah ||

nmats
Bhi 3
o4

Readings are taken from the edition of V. M. Kulkarni, cited for the
manuscript Ahm above, This manuscript and a Devanagari manuscript of
the text and commentary 1n the Adyar Library (DC #1038, XXXV.C.148)
were also consulted A manuscript of the Gitagovinda with the com-
mentary of Maniiika is codex C in Lassen’s edition Manuscripts A and B

in Kulkarnts edition are ated in the variant readings from Kulkarni’s
notes.

NARAYANADAsA The Servdngasundari of Niriyanadasa, who is identified as a
mmﬁy Kalinga king Narasirmhadeva II by
K. N. Mahapatra m;fmralague of Sanskrit Manuscripts of
Orissa (Bhubaneswar: Onssa Sahitya Akademy, 1960), vol. II, pp. Ixx~
Ixxis, and 1n an article entitled “Sarvingasundari Tiki on the Gita-
govinda,” The Orissa Historscal Research Journal, 13, no. 3 (1965), 26-41.
Mahapatra bases his argument on two references o a Nirayana who was
the grandfather of Vidvanitha, the author of Sikwyadarpana; sce
P. V. Kane, The Sihityadarpana (reprint, Delhi: Moulal Banarsidass,
1965), pp. uti-vit. The evidence seems inconclusive, but the author of the
¢ y does d ate a broad knowledge of Sanskeit poetry and
poctics in his quotations from works hke Kumirasambhava, Kavyadaria,
Kavyaprakdsa, and S tkanthabh, . The y offers anal-
yses of words and verses that do not show obvious influence from any of
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the other eatly commentaries I have examined, but the author does refer tc
a Dhytidisa, whom Mahapatra identifies as an carlier commentator on the
Gitagovinda. The interpretations of the word padmavati, as it occurs in
the text, are quoted from Mahapatra’s article, as examples of Nardyana-
dasa’s commentary:

L2—atra vigdevatetvanena kaveh pandityarn padmdivari
carapaciranctvancna laksmyabhaktyititayena daridryipagamak |
avafyam kar/ma déridry opammaye ;ammyam [

9 aedsan jayadevakaviicesivigrahah |
erendnyanganivaimukbyain jayadevakaving A fpid) |
XV2y—~vikitah padmauatyalz nigapreyasydh .mk}mmma/aln
sukhacayo yeneti vigrahah ||

A single paim-leaf manuscript of this commentary in Oriya script
(L.a2ga) was incd in the M ipts Library of the Orissa State
Museum in Bhubaneswar, with the help of K. N. Mahapatra. Neither 2
microfilm copy nor a transcription could be obtained. Another palm-leaf
manuscript 1n Oriya script, with seventeenth-century paintings, was ex-
amuned in the private collection of Kalicharan Patnaik in Cuttack. Both
manuscripts begin: §ri krsndya namah.

:amangamna'art rddhd krsnah :aruangamndamh |
tayor G J itikd sarving 7|

natyd $ri haricaranam kurute sarvdngasundari tikam |
$r nérdyanadisakavirdo 'yatn gitagovinde ||

Two manuscripts in Bengali script (G.3522, 58 folios; G.10813, 10 fohos
—inc.) were located 1n the Asiauc Socsety, Caleutta, but these were not

examined.

LWL of Laksmidhara, also called
“aksmanasiri, associated with the court of Tirumala 1 of the Aravidu
dynasty of Vijayanagara (ca. 4 p. 1567775) In some of the many manu-
scripts of this commentary that afe found throughout South India, the
authorship of the commentary is attributed to Tirmalarija. From an ac-
count given by Laksmidhara of his own family in the introductory verses
of the Sadbhdsacandriki (edited by K. P. Trived, Bombay Saaskrit
Series, no. 71; Bombay: Government Central Press, 1916), vv. 6-13, we
Jearn that he belonged to a family of Cerukiiri 1n the region of the
Krishna river in Andhra country. Lord Venkata was the farmly deity and

he was a hipper of Siva Daksindmurti. This information is cor-
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roborated by similar references in the introductory verses and colophon
that are found in many manuscripts of the Gitagovinda commentary.
For further discussion of Laksmidhara and his works, sce V. Raghavan
“Laterary Notes,” Annals of the Bhandarkar Oriental Research Institute,
18 (1937), 198-201.

The analyses of words and verses in this commentary focus on the
literary aspects of the Gitagosinda. Following several introductory verses,
the commentary beng'

atha khalu tatra bhavin jayad: ima mahdkavih sargitasahityasirasya
péradriva gmzprabzm dhanirméipdpadesena .fakal'apummrtha.mm padana-
mandard pika harqvarpandr manasi nidhdya cikirsitasya
drigh) i "'“‘ya:ya,, bandhasya pracayam afdsinah

kavyarn yaiase ‘rihakrie vyavahiravide Sivetaraksataye |

sadyah paramrortaye kinsa yopadesays

sty alamkarikavacanaprimanyit kavyasyinckasreyah sidhanatirh kivyd-
lapam$é ca varmayed sty a:ya:atkauyam:ayalam ca padyan afirnamaskriyd

defo vips 1 Rham sty dryaparivdd anusaran kdtyaya-
ni aradhan Gy ,I('l ditat p ya nnndagopa:ynktwya]cna prap-
tarn radhamadhavayor vihdraraparn vastu kdvyabijatvena nirdilati—
meghair ityadi|

Readings are taken from a microfilm copy of a Nandinagari palm-leaf
manuscript 1n the Mysore Oriental Research Institute, no. S1767, listed in
the Catalogue of Sanskrit Manuscripts tn the Government Oriental Li-
brary, Mysore (Mysore: Government Branch Press, 1922), p. 245. The
original was compared at the Mysore Institute with a paper manuscnipt in
Kannada script, no. €335, with the help of H. V. Nagaraja Rao, and an
incomplete paper manuseript in Devanagan, no. C2188. 1 was informed
1n 1974 that a enitical edition of the Gi da with the Sr fijani had
béen prepared by Dr. K. S. R t1 of Sti Venkatefwara University
Oriental Research Institute 1n Tirupati, but 1 have not been able to obtain
a copy of this publication.

/51«&1:;\55&16“ The Rasamadari of Sankaramidra, printed with Kumbha's
Rasikaprsyd in the cdinon of Telang and Panshikar (Bombay: Nirpayasi-
gara Press, 1899), from which readings are taken. Manuscnpts of the

comamentary are found throughout northern India; see ‘New Caralogus,
vol. VI, p. 36.
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Commentaries Based on the Longer Recension (LR)

KuMBHARARNA (xvUnt) The Rasikapriya of K pa, who is identified
as a king of Mewar in the introductory verses of the commentary.
Mahirani Kumbhakarna, whose rule is dated ca. as, 143368, is also
known as the author of the Sangitardja, an encyclopedic work on the
theory of music, dance, and csthetic production. The first volume of the
Sangitardja has been cdited by Premalata Sharma (Varanasi: Banaras
Hindu University Press, 1963). In her introduction (pp. 29-61) she crit-
ically analyzes the question of Kumbha's authorship of both works.
In the introductory verses to the commentary, especially 15-20, the
author says that his purposes are to indicate the appropriate music for
cach song, to anglyze the crotic mood (#rrigdrarasa) of the work, and to
illuminate the meaning of the text, There arc many quotations from the
Sangitarda, mainly sn reference to the musical characteristics of songs
(prabandhalaksana). The commentary also i;;r:t'i_ﬁesléﬂe_s_gﬁnspeech
(alarirkira), forms of the hero {ndyaka) or Efaine (ndyikd) depicted,
and the names of the meters. The rigas and #4/as indicated for the songs
in the commentary generally differ from those found in other versions of
the text. They are part of Kumbha's effort to restructure and fix the
musical performance of the Gitagovinda. The same efiort may account
for the mgﬁa_lgilg_l@_!crscs that are found at the end of each sarga in
Kumbha'srsion of the text. These verses make small claim to compo-
sition Mcva, but they may have been part-of mtformancc
in‘some version and were 1ncorporated 1nto the text by Kumbha,

Kumbha’s elaborate analysis of the opening verse of the Giragasinda
1ncludes an attack on the mterpretations of other unpamed critics, a fanci-
ful etymology of 'MMJM‘SM"M;
see Bhayta Ksirdsvamin's cofy y on A k 1.18; Poona:
Oriental Book Agency, 1941), and an abstract discussion of ayam as the

key to the verse, Kumbha considers the first half of the verse to be the

lover’s spee Krishna, not Nanda's sp%éh about the child Krishna,
wmmocﬁc taste. He interprets tad imam, Krishna's refer-
ence to himself in the third person tnstead of thé first person, as a sign of

ost cansciousness of fus own body. He glosses nandanidefatap with

his I
M’—/w“ﬁom the vicinity of Nanda,” in conTrast with the more

nandasamipas, e

JBvious interpretations of the compound to mean “‘on account of Nanda's
S = £ - - .

order.” Kumbha glosses pad kravarti in GG 12 with

1
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laksmicaranasevagranih; he begins his explanation: atha pady.nﬁuatl
mmmmm tasydé  caranaciranena paricarydvisesend
cikravarii, l(uvir;'/a ity arthah. Readings are taken from the edition of
Telang and Panshikar (Bombay: Nirnayasigara Press 1899; reprinted
1917, 1949). A mucrofilm copy of a few folios of a Devanagari manu-
script of the commentary, dated sarhvat 161g, in the hbrary of Harvard
University (no. 1577) was cursorily compared with the printed text and
no major variants were noted. Manuscripts of the commentary are found
throughout northern India.

BHAGAVADDASA The Rasakadambakalollini of Bhagavaddasa, whose work is
mmﬁm%;h century by P. K. Gode 1n Studies in
Indian Literary History (Bormbay: Bharatiya Vidya Bhavan, 1953), vol. 11,
PP. 146-53. References to Kumbhakarna in the commentary establish its
basic dependence on Kumbha's text; e.g., Bhagavaddisa, commenting on
GG L1, says: tvayaivdyarn grhinimdna syat iti sakhydgudharn parisitam
sti kumbhakarnokseh (leaf 5, line 2). The reading is identical with the
contents of two manuscripts in the Bhandarkar Oriental Research Institute
noted by Gode, p. 150. Besides quoting Kumbha, Bhagavaddasa analyses
the poetic and devotional aspects of the poem with reference to works
like Krnsakarnamyta, Bha, plerana, BA dgita, Natyafdstra, Dasa-
rispaka, Sriigaranlaka, Sangitaratnikara, Rasgmytasindhu, Kavyaprakisa.
Readings are taken from a photocopy of a manuscript (no. 1579) 1n the
Harvard University Library. This has been compared in places with 2
microfilm copy of the Devanagari manuscrpt in the Onental Insutute,
Baroda, serial no 205, dated sarzoaz 1839, listed by R. Nambiyar in An
Alphabetical List of Manuseripts in the Orental Instiute, Baroda (Ba-
roda: Central Library, 1950), vol. 11, pp. gg0-91. None of the four manu-
scripts of the Rasakadambakalol,

iini 1n the Bhandarkar Insutute was
availzble in the hbrary on several oceasions when 1 inquired about them.

carranvanasa {carr) The Balabodhni of Cartanyadisa, also known as Piyjart
mmnava scholar living in Vrndivana in
the fatter half of the sixteenth and carly seventeenth centuries. He also
wrote the Subodhtni on the Krspakarnamyta. Caitanyadiasa’s Sanskrit com-
mentary follows the text of Kumbha, but the emphasis of the com-
mentary is on the nterpretation of the crotic relauonship of Ridhi and
Krishna as an allegory of the sgx’ri(law;@%‘xﬁlmcu_ve}u_d&humnn
soul and the loving god Knshna. It places the Gitagovinda within the

aishnava tradition of the Bhigavata Purina, but it recognizes Ridhi as
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Krishna's consort, called Devi and Kysnamayi, The importance of Ridhi’s
ReRd TR terms of the cancept of sakhibhdva is evident throughout the.

tommentary; e.g., the speech of the opening verse is attributed to the
fakhi,

Readings are taken from the edition of Harekrishna Mukhopadhyiya,
entitled Kavijayadeva o $rigitagovinda (Caleutta: Gurndas Mukhopidh-

Y3y, 1957, B.s. 1362); they closely follow those of Kumbha's text.

In addition to these seven outstanding commentaries on the Gitago-
vinda, note should be made Ofi’lfio/lbﬁ(s edited by A. Sharma, K. Desh-
pande, and V. Sundara Sharina (Hyderabad: Osmania University San-
skrit Academy, 1969). All follow the text of LR. The Padadyotanika of
Nirayana Pandita and the Jayansi of Ammanna’s son, the physician, are
bath simple and undistinguished. The Sadifivani of Vanamalibhatga fo-
cuses on the eratic esthetics of the poem. The entire poem is intcrprctea )
in terms of the technical details of erotic hiterature. Even the heroic mood
of each of the ten incarnations in the dafavatdrastuti is seen in the con-
text of postures and gestures of lovemaking. For example, the forms of
the Boar and the Man-lion (L7, 8) are related to erotic conventions of|
biting and scratching; see pp. 22-25 1n the Osmamia edition.

4 Previous Editions of the Gitagovinda

Aside from the editions of the Gitagorinda made on the basis of the com-
mentanes cited above, the only previous cntical edition of the text is that
of Cristianus Lassen, published with Latin notes and translation in Bonn
in 1836. The edition is entitled Gea Govirda Jayadevac poctac indici
drama lyrscum. 3t 1s based on five manuscript codices, described on pp. xi-
xiii of the Prolegomena: .
A. Bengali manuscript with Caitanyadisa’s Balabodluni.
B. Devanagari manuscript,without commentary.
C. D gari 1pt, V‘.Ii(h Maninka's ¥s
read drpyanikd for tppanikd.
D. Devanagari manuscript, with Nirdyana Panchta’s
Pidadydtanikd.
E. Bengali manuscript, without commentary.
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Lassen bases his text on the text of Caitanyadisa; codices D and E gen-
erally agree with 1t, and B and C often vary in ways that agree with the
readings of the present edition.

None of the many editions 1 have gathered from various regionf of
India are critical. They are mainly reprints of the Telang and Panshll.(ar
text, with notable variation only in rdgs and fdla names. In his Oriya
script edition of the Gitagovinda, accompanied by an Onya verse transla-
tion (Cuttack: Das, 1970), Kalicharan Patnaik uncritically conflates the

text of the manuscript containing Néryanadasa’s commentary with read-
ings from some version of LR.

5 Secondary Evidence

The occurrence of verses from the Gitagovinda in Sridharadisa’s anthol-
gy, the Saduktikarndmria, compiled in Bengal in an. 1203, is used to set
the Limiting date of the paem's corposttion. Among the thirty verses at-
tributed to Jayadeva 1n the critical edition of S. C. Banerji (Calcutta:
K. 1. Mukhapadhyay, 1965), twu,_‘&wf_ SR and are 1n
the present edivon of the Gitdgownda (Skm. 659 = GG Vlii; Skm.
1144 = GG Xll1o). Three others are also found 1n texts of LR and arc
included in the presen{ edition as varants (3&m. 294 = GG XL33t;
Skm. 1134 = GG X123t [A); Skm. 1160 = GG Xll23t [C)). Therr in-
clusion 1n Kumbhakarpa’s “edited” text of the Giragovinda must have
been based on their attribution to the poet and some association with the
Gitagovinda at an early date, Since none of the manuscripts Banerji used
for his edinon antedates the sevemeenth century, the occurrence of verses
in the anthology cannot be used to establish the “authenticity” of verses or
readings. As noted above in footnote 5 to section 1 of the introduction,
many of the remaining verses aunibuted to Jayadeva in the Sadukz-
karnamria show themauc and stylistic sumifarities to Gitagovsnda verscs.
A stone-inscription of Mahdraja Sirangadeva Vigheli of Anahilla-
pattan, dated Az, 1291 (vikrama laﬁvmyi\dl_lﬂﬂa‘s in-
vocation to Krishfia in his ten incarnate forms (GG 116). The text is
£1Ven By K. K.‘Majumdar in ~A 15th Centyry Gitagovinda Ms.” It varies

Iietle from the standard version of this verse. Pada (c) reads: seturir
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f'mnd/myale haliriy kalayate karupyam dtancate. This reading is not found
in any of the manuscripts of the Gitagovinda I examined.
One verse (GG 11Ltr) is cited in the tenth pariccheda of Visvanitha’s
Sikityadarpana, which is dated the fourteenth century, See P. V, Kane's
0 . 0 Lr=urend
e~ Dethi: Motilal Banarsidass, 1965), X. 39. This verse is found in
both recensi of the Gitagovinda, without variation,

6 The Significance of the Critical Edition

It has already been stated that the early dated manuscripts of SR, two of
which are associated with the pippanikd of Minisika, are taken as the
basis of the present edition. The independence of readings and the wide
geographical disiribution of manuscripts of SR by the fifteenth century
suggest that this recension of the text was based on an established oral
or written tradition, Minor variations in the texts of manuscripts of SR
occur, bath in the kdvya verses and i the songs. ln determining prob-
lematic readings, 1 have generally chosen what is common to the con-
servative Newari manuscript Bir.x, and at least one of the other early
manuscripts of SR. Where this has not been possible, T have tried 1o
chaose a meaningful reading that could best explam the variants. For de-
tails of this method and a babliography of Indian textual criticism, see my
Phantasies of a Love-Thief: The Caurapaiicaéikd Aunbuted to Bilhana
(New York: Columbia Usiversity Press, 1971), pp 96-175.

On the basis of available manuscript evidence of LR, it seems reasonable
to assert that the fifteenth-century critic and music theorist Kumbhakarna
“edited” the version of the Gitagovinda on winch he based his commen-
tary, the Rasikapriya. This version was then followed by other commen-

taries, most notably that of Caitanyadisa, through whosc commentary
cireles. This

the poem was “popularized” in Bengali Vaish
for the predominance of LR in Bengah manuscripts after the sixteenth
century. Unfortunately, no earher dated Bengali manuscripts have been
found to test this theory, but the location of manuscripts in Oriya and
Bengali script of the commentary Sarvdnigasundari, which is based on SR,
suggests that a tradition of SR existed in the region.

The broad difference between the two rccennions involves the inclusion l
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or  of twelve manglagloka verses. The same twelve are included
1 all versions of LR, mﬂt in versions of SR, with the excep-
tion of the mangalafloka av the end of the first sarga, winch is ‘included
in the manuscripts Birz and Bom and in some manuscripts of the
Manaika sippanskd. Since the recension that excludes the maixgalafl.aka
verses is the basis of the present edition, these verses are given as “variant
verses” after the variant readings of each sarga.

1 speculate that the marngalasloka verse at the end of the first sarga came
to be assaciated with the performance of the Gitagovinda at some time be-
fore or during the fifteenth century and that the remaiding marigalafloka
verses were added by Kumbhakarna, or someonc clse, for the sake of
structural symmetry. The presence or absence of the mangalailoka verses
affects the tone and movement of the entire Gitagovinda. The repeated
invocations to Krishna, in terms that recall the standard literature of
devotional Vaishnavism, scem inappropriate to Jayadeva's delineation of
the relationship between Ridhi and Krishna. Although Radha is named
in more than half of them (L471; ILast; Vaaot; VErrt; VILgrt; Xaagt;
X1.331), the conventional style and orthodox Vaishnava content of the
verses tend to dull the intensity of her relationship with Krishna, which
15 central to every othcr aspect of Jayadeva's lyrical structure. Thus, the
case for their authenticity in Jayadeva's text of the Gitagonnda seems
weak in terms of literary analysis, as well as in terms of textual history.

A complex and eritically 1mportant portion of the text involves six
verses that are found in the text 'of Kumbhakarna’s commentary, and
other versions of LR, following song 23 in the wwelfth sarga. These occur
in versions of SR 1n a pattern that sets the manuscript Bir.r apart from
the others and suggests that Kumbhakarna was aware of different ver-
sions of SR when he “edited” his text of the Gitagovinda. Among the
verses, one verse in Arya meter occuss in two forms, each of which clearly
belongs to one recension or the other. The form of SR 1s included 1n the
critical ediion (GG XlILi1). Of the remawning verses, three (vanant
verses Xllaof [A], [B], [C]) are in LR and 1n all versions of SR except
the version represented by the manuscnipt Bir.1. This manuscript has two
different verses in the same place (vanant verses XII 1ot [D], [E]), which
are also 1n LR. The fact that the oldest dated manuscripts of Minanka’s
tippanika are defective in this portion of the text adds to the difficulty of
determining the authenticity of one set of verses as compared with the

other. Hi , the closc relationship of the text of Mindika with the
texts of Bir2, Bom, and the Sarvas dari of Niri d3

isa
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that a defective manuseript may be at the basis of these variations, this set
being an attempt to fill the gap in the text. The verses in Bir.x may repre-
sent the “authentic™ version, but the evidence does not scem clear enough
to include them in the critical text, Neither set adds significantly to the
literary quality of the text. A seventh verse in this portion of the text js
found in all versions of both recensions, as well as in the Saduktikarpdmyia
(Skm. 1144). It is included in the critical edition (GG XIlL1o).

7 Variant Readings

Variants are noted for the following versions:

SR: Bir.1, Bir.2, Bom, Ahm

LR: Kumbhakarna (abbrev, “Kum™), C:umnyadasa (abbrev. “Cait”)
Other versions of SR and LR do not offer the independent testimony of
these sources; their variants are of minimal importance and are not cited.
As clsewhere in this volume, text citations are to the critical edition printed -
here. Roman numerals 1-X1I refer to the sargas; arabic numerals refer
corisecutively to verses and stanzas within each sarga. General reference to
a gita (abbrev. g) 1s designated by the number of the song, c.g., Lgt.
Variant verses are designated by daggers (f) after thc numbers of the '
verses they follow.

Sarga 1
| 201 Bira has verses in the order 3, 4, 2; LR reverses the order of
3and 4.
Tgr Bir.1, Birz gaudamdlavariga.
Lrx (c) Bir.z, Ahm raghupativiipa.
116 (b) Kum daizyan.
lxg (b) Bir.x yadukulapadmanidesa
Yz {b) Kum °nidina.
123 Following this verse, LR adds a stanza:

tava carane prapatd vayam iti bhivaya ¢ ]
kare kuéalath pranatesu faya jayadeva hare ||

' ‘We worship at your feet. Quicken us!
Favor your worshippers! Triumph, God of Triumph, Hari!
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13 (b) Bir.2, Bom ketaki.

132 (a) Kum °mdlatijati®,
135-36  DBira reverses the order of 35 and 36; Bom, Cait have 147 fol-
lowing 1.36.

143-44  Bit.x reverses the order of 43 and 44.

144 (b) Kum °cdrutaram.

145 (a) Bom, Ahm frijayadevabhanitam idans.

147 (2) Kum nityotsarga (udyotsariga is given as a variant, which
is confirmed by other versions of LR).

147t Bir:2, Bom, LR (also included in Kulkarni manuscripts A and

B of Manisika; readings of manuscript B are often those of
Birz2, suggesting some direct relationship between them):
rasollasabharena vibhramabhrtam abhiravamabhruvam
abhyarnars pariramya nirbharam urah premandhayd
radhaya |
sadhu tvad vacanai sudlmmayam iti vyahrtya gitastuti—
vydjad utk b1 f hari harik patu vak ||

Ridh3, blinded by her ardent love,

Came into the midst of beautiful cowherds’ wives
Who were still shaking with rapture

From dancing 1n Krishna's rite of love.
Pretending to praise his song,

She ardently embraced his chest,

Mumbled about his mouth’s potent nectar,

And deeply kissed her smling seducer.

Let Har: protect you!
Sarga 11
16 (b) Bir.2, Bom, LR (also Manaika, Kulkarni manuscripts A
and B) pinapayodharap dana®.
T 10 (a)-Bir.2, Bom bhramaris.
1Lz (b) Bir.x ranrabhasavaiena.
ILg6 Bir.x aga; Bir2, Bom gaudamalavariga
Ilag () Bom, Kum eslajptari.
1L20} LR:
bhriivallib, 12 badnrtrinh Basedenrzloed hoad
=B 2 ':’1{ '1\-’1\ 7, Yaddh, Ilﬂm g
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Sarga HI
g
1168
1L1o

NLiz1s
Iffast

Sarga IV

1V.g8

gopindriy nibhyariy niriksya gamitdkanksaf cirarh cintayan
antarmugdhamanoharatis haratse vah kiefaris navah
kefavag ||

Secretly watching lascivious smiles of cowherds' wives
And disheveled braids

As they lift their hands to creeper brows

To show him their breasts,

His desire for them leaves—

He turns at last to brood on the sensitive heart he tock,
Krishna is changed! Let him calm your anguishf

(b) Bira kirir mama sukhena grhepa; Bom kir: mama
kith sukhena grhena; Kum (var.) mama kim grhepa
sukhena,

Bir.x verse sequence 8, 6, 7; Bom verse sequence, 6, 8, 7.

(a) Bir.a, Bir.z pranaterna.

(b) Bir.y kindubilli; Bira kendubilla; Ahn tindubilva.

LR verse sequence 15, 13, 14

LR:

tiryakkanthavilol ), 2 rsasya vam 7

3, kinakrtavadhinalalanilak, na 'L'-ll

R:
dhe madhusidanasya madhure ridhimukhendan sudhi

sire kandalitif civarn dadhaty vah ksemars katiksormayap | |

The crown of demon Madhu’s foe trembles, carrings dance
Against his tilting neck

As myriad adoring women fix their anention

On the brilliance of his bamboo flute’s high notes

And fail to note the waves of glances falling

Like blossoms 1 the rainy scason

On Radha's bewildered nectar-sweet moon face.

Let the demon foe's glances secure long peace for yout

v

Kum reverses lines of the dhravapada. madbava , . | sq

virahe. . . .
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Vs

W.ao
Var
IV.as-16
Vas

1V.gg9
WVag

V2o

War
1Vaat

Sarga V

A
Ve
Vg

(a) Birz vilolavilocana®; Bom, Cait ealitavilocana®; Kum
calitavilocana®,

(b) Bir.t, Bir2 karaldyate,

(b) Bom, LR svabharam.

Kum reverses the order of verses 15 and 16.

(b) Bira, Birz (also Mananka, Kulkarni manuscripts A and
B) hitafanakalpam.

Bira, Bira vibhdsariga; Bom defwararirﬁga; Cait defdgardga.

Ahm omits verse (Mananka, Kulkarni ipt B has verse

without commentary).

(c) Bir.y, Bir.2 etiddriyat.

(d) LR hastakah.

(a) Birz2, Ahm ®vaidyakrtya.

() Kum nivresabadhar.

(c) Cait fitalatararis.

LR (also Mananka, Kulkarni manuscript A; manuscript B has

no variants) :

vrmuyal(ulagakulauanammd nddhrtya govardhanari

2oall, Habhabhir adhikinandé

ciraris cumbitah |
darpencva mdarpx!ad}mmtalmnduramndmnkuo
bahur gop tanotu & freyarisi karisad

rab |
When he hfted Mt. Govardhana to save the cowherds' woods
From a flood of torrential rain,

Cowherds® wives high on blissful emotion

Kissed him long into the mght

And his arm was branded with pride

By vermilion marks from their open lips.

Let demon Kathsa's foe, incarnate in a cowherd's body,

Bring joy to you who hear!

Bom, LR title sarga ¥V snigdhamadhusadanah.

(b) Kum kalitavirahe.
(a) Bir.2, Bom, Kum g1raha®.
LR adds a second line to the dhrnvapada:

pipinapayodharamardanacasicalakarayugatali ||

With restless hands that squeeze full breasts of cowherdesses.
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Ve

Vay
V.8
V.g

Vgt

Sarga VI

Vigi2

Vi

Vit

(b) Birz2 °eilambinim.

(b) Bir2, Bom, Kum tanu te,
(a) Bom, Ahm twadvikyéna.
{c) Ahm gatayok hramdn.
Bom omits versc,

(d) Bira, Bir.2 svim upaiti.

RIS .y LL 7 L ) 3 S 3 2 et hor i
7 4 kA pas traffoky
2o itani, e . Y
nepath a
k3 : Arnyies A, A, A
svacchand. ah

J ! 1
katirsadhvarisanad hitmaketur avatu tirh devakinandanak ||

He drinks honey like a bee from Radha's tender fotus mouth.
He crowns the crest of the universe like a dark sapphire jewel.
He incarnates as death for demons who burden carth.

He spreads a veil of dusk 13 please the hearts of cowherd girls.
He destrays demon Karhisa like a fiery meteat.

May Devaki's san Krishna favor you.

Birz dhanafiriga; Bom gaudikarnidariga, Akm kaririga
(Minitka, Kulkarm manuscript B has watardga, as Bira);
LR gondakaririga (var. gunakari).

(a) Bir.x vasanti

(b) Bir2 hasanti

LR:
kim wnframyasi krsnabhogibh héndirabhdmiruhi
bhrararyiss na drstig itah d: daspadam|
ridkiya 4 tadadh Ady antike gopato

govindasya jayanss siyam atithiprifastyagarbhi girah ||

“Why do you rest under the fig tree?

1t 15 as full of black snakes as Krishna's Jove-nest.
Why don't you go to Nanda's joyful house, brother?
It is visible from here.”

Ridha's words are repeated by a cowherd pilgrim
Near Nanda’s home

And Krishaa's songs offering sanctuary to the guest
Triumphantly fll the twilight
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Sarga VI

VILx
Vilgr3
Vi3
Vil4
Vils

VL6~
Vilg

VIl
Vil.gr4
Vilis
Vilat
Vilgis
VIila3
VIL2g4
Vila6
VIL28
Vil2g
Vil.g16
VIL3x
VILz6

ViLgs

Birz, Cait utle sarga VI dhrstavaikunthah; Bom nthantha®;
Ahm sotkantha®; Kum dhanyavatkunghah,

(c) Ahm amfudiparr,

Bir.1, Bom gandamalavariga; Bir2 defirdga.

(b) Bir.t amalam apé riiparir; Bir2 etad anuriipam api.

(b) Bir.1, Bir2 ®farapiditam.

(a) Kum varam iti (also Mininka, Kulkarni manuscripts
A, B).

(b) Ahm, Kum kim iti,

Bir.1, Bir2 reverse the order of verses 6 and 7.

(a) The high degree of variation among manuscript readings
here may be explained by a metrical flaw in the text of
some early version and various attempts to adjust it; or,
the confustons may be mamly orthographic. Bir.x nivigali-

; Birz na m, litavi; 5i; Bom nagali-

; Ahm na wvigalitabal @ (Maninka cites
the variant that is close to the reading: anwganitavana-
vetaseti pathe).

(b) LR vandbhyarpe ksm udbhrimyati.

Bir.1, Bir.2 add the vocative sakhi at the end of the dhruvapada.

Ahm vikacaalagaliia®

{a) Bom, LR vedanam.

Bir.1t rdmakariraga.

(b) Kum kurabakakusuman.

(b) Bir.x manimaya®; Bir.2, Bom manirasa®.

(b) Bir., Bira manirasa®,

(a) Bir., Bir.2, Ahm khalu.

(a) Kum °racitash.

Bir.z omits the entire song; Bir 2 varalirdga; LR defavaradiraga.

(b) Bir.2, Bom patazi.

(2) Bir2, Bom, Ahm kanakanicaya (though this reading de-
serves precedence 1n terms of 1ts occurrence 1n SR, the

meaning of the phrase kanakantkasa® seems preferable in
the context of the compound).

Bir.2, Ahm reverse order of lines in the stanza.
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Vil.gi

Sarge VII
VIL1

VL4
Vst

Viiig

Vill.ia
VLot

(A) Birz (also Mananka, Kulkarni manuscript B), cited as a
variant in Kum, included in n:xx of LR at IX.10t)
andrinand. daradidivisadvrndair amandidarid
dnamrair mul(utcndrumlamamblu/t mmdnr!xtmdmdxmm [
svacchandarh makarandasund, il dakinimedurarm
Srigovindapadiravindam afubhaskanddya vandamahe I}

Like a blue lotus, reflecting beelike sapphires on divine crowns
As swarms of intensely blissful gods led by Indra eagerly bow,
Free as flower nectar flowing spomancously in Ganges water
Is Govinda's lotus foot; we praise it for destroying misfortune.
(B)LR:
pratar nilanicolam acyutam urah sarmvitapitimbarasi
radhdydf cakitari vilokya hasari syairarir sakhimandale |
vridicaficalam aficalarn nayanayor éd}u_z'ya radhinena

trioovindspadiravindam ak b e o
I3 7 afubkaskandiya i

In the morning, sceing her dark scarf on himself,

His yellow cloth on her quivering chest, and Radha's alarm,
He laughs freely within the circle of her friends;

As he pulls from her eyes the cloth quivering with shame
On Ridha's face, his mouth sweetly smiles.

Let Nanda’s son be bliss for the world)

(b) Bir.1, Bir.2 anunayavtnayam
(a) Bir.1, Birz anuvahar.

Bir.r adds a staaza not found elsewhere:
2 crabucad satababh dabimba

: J3
hrdayam 1dam tava tulayati madhava navaghanagatafasi-
bimbam {]

(a) Burx harivaficita.

(b) Bir.1, Bira vibudhilayo 'pi sukhatn durapam,
(b) Kum °dhyotihydayam.

LR‘ Yo o s 43 2, pr? ‘bl
aniar / o

LhAb drstih ha,

sanadr % Ruran gidrii |
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Sarga IX
IXa
X2
X3
X6
1X.10
X0t

Sarga X
Xax
X.g1g
X8
Xo
KXo
X

Xart

1, 115, J-
a

divitadduryaradubkhipadim
bhramiak l(ammnpur vipolayatu vah freyimsi varnfiravah i

Tt is like a great spell seducing doe-eyed women,

Swaying their garlanded heads, loosening mandira flowers,
Subduing their feclings, delighting their minds’ eyes.

It deflects the distress gods feel from the unbearable pain

Of arrogant demons’ oppression.

Let the sound of Karnsa’s foe Krishna's flute bring good to youl

(b) Bom, Cait rakak sakhi; Kum rahasi sakhi (both are metri-+
cally faulty in terms of the scheme of the basic Arya pat-
tern, in which the sccond half should consist of 27 beats).

(b) LR bhavane.

The rhyming of °sarasant and °kalafam is notable; it is found

in both recensions.

(a) Kum °nalina®.

(c) Bir2, Bom, LR tadyuktari,

See VILgrt

Ahm, LR utle sarga IX mugdhamukundah.

(a) Ahm ®Jesavaiidasima-, Kum °r famapan
(b) Bir.x samupetya radhim.

Bir.1 defirdga; Bir.2 defavarirdga; Ahm defiyavaradi.
(b) Ahm, LR ¢ dt i, Bir.x sarasagalad®.
(a) Kum dheki.

(a) Bir.x madhuvarrino.

(b) Ahm jayatu jayadevakavibhiratibhiisitarn ma;

fatam; Kum jayats, ctc as Ahm.

(b) Kum ®kafini.

(d) LR pranayins parirambhdrambhe.

Bir.r uncertain; Bom omuts verse.

(c) Bira, Kum mudam udvaha; Ahm mudam dpruks.

LR (meter is Ardhasamacatuspadi: a = = [12] b=d [13]):

fafimukhi tava bhatr bhang

ymm/armmuhakaralakala:arpz [
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Xz
Xyq

Xaqt

Sarga XI
X1z
X1s
XLio

Xlar
XIa3

XI.gax

taduditabhayabhakijaniya yuni
2, 12k 52k, AR $A2k I ”

Moon-faced Radhi, your curving brow
Is a dreadful black serpent

Beguiling youthful lovers,

But the clixir of your lips

Is a magical spell

For dispelling the fears

That young men suffer from it.

Bir.1 omits verse,

(¢} Kum vafica na.

(a) Bir.x indumatyasthitarh; Abm indusarrkatakatiz,

(b) Bir.t, Buz vidkrta; LR vigita.

LR:

sa prititn dri harik kuvalayipidena sirdharm rane
radhapinapayodharasmaranakrtkumbhena sarmbhedavin |

yatra svidyati milati ksanam api kppram tadilokana-
vydmoahena putasit geam gitam abhait kamsasya koldhalah ||

Let Hari spread yoy—

‘When he made contact with Kamsa’s mount in lusty battle
The elephant’s swollen temples

Made him recail Radha's full breasts,

So he broke 1nto sweat and shut his eyes for just a second—
Immediately, 1n the confusion of sceing him thus,

Rariisa’s roar sounded, “It is won!” “It is wonl” “It 1s won!”

(b) LR °nikdram.
(3) Birz, Bom, Ahm °nikurumbam.

(b) Bir.x cindnvitah.

(¢) Bir.t, Ahm sa détraris.

(c) Ahm, Rum abhisarasatnbhramayusim.

(b) Bur.z, Cait madjzirakarkana®.

(d) LR sakhim fyam ity uvdca,

Rir.2, Bom have the dhruvapada placed between the two halves
of the stanza:
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XLis
XLy

X1.18-20
XI.18
XLig
Xl20
Xlar

Xl22

Xlaz
Xl.g22

Xl2s
X128
Xlaz29
X3t
XL.30-31

X132

XI33
X33t

Bir.x omits stanza.

(2) Ahm, Kum myrducalamalayapavana®.

(b) Bom, Cait ranwalita®; Ahm, Kum madanaiaranikarabhite.

LR verse sequence 20, 18, 19.

(b) Bir.2 mad. bhasa®; Kum 4 asarasa®.

(a) Bir.2, Ahm madhutarala®.

(a) Ahm °sughane.

(¢) LR “kavirdjarize (the additional syllables scem to be an
attempt to conform with the metrical pattern of the druva-
pada).

(b) Bom, Ahm, LR ca.

(c) Ahm, LR asyankar.

(d) Kum praviveisbhiveianam.

Bom missing leaf no. 26, X124-33; Bir.1, Bir.2 (dhruvapada)

anangavikdasam.

(2) Bir.2 parilambya.

(b) Bir.x sm;tamakumma.

(2) Bir.1 caficalagh daravimalak

ki akeiam
LR hanri suctrarn.
These stanzas appear dlﬁcremly in Bu' 1:
oyt lak L 7 ;i o= l
pulap avikd
bhii ; 3 bhivi b adah ;
kir pars
viram ” 30|
tiravadevabh bA bhisanabhd
triay sar |
prar manasi nidhaya harim &h ladhiraralubh
saram || 31 ||
Bir.1 omits.

(b) Kum amalataratiram gamitayoh.

() Kum °samdydtasamaye.

(c) Kum °vafakita®.

LR (Sadukukarnamyta 293):

fayafrivinyastarr mahita tva mandirakusumaih
svayam sindtirena dviparanamuda mudnta wa |

bhujspidakridah spidak

Boroal
Ruvala

yrnernangbmdur 1ayas bhu]adand'o muragitah ||

It seems worshipped with mandira flowers scattered by
Triumph,
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Sarga XiI

XiLr
Xig23

XiL6
X1g

XiL1o
XILiot

Self-marked with sindhur as a sign of joy in battling the
clephant—

Playfully slaying demon Karhsa's mount with an embrace of
arms, "

Dripping with splaucred blood, the stern arm of Mura’s foe
triumphs.

Kum has twa additional verses that are not found in other ver-

sions of LR.

Bom, Cait title sarga X1 sinandagovindah; Kum samodads

modaraf.

(<) Bir.2, Bom, Ahm sarasam alasars.

Bir.1, Bir2 rémakaririga.

(dhruvapada) Kum anubhaga mish; Cait anubhaoga ridhike.

(a) LR bhimini.

(b) Kum lojptam ‘wa nayanam lava viramati srjasi vethi

ratikhedam. .

(2) Kum vimanke.

(A) Bira, Bom, LR:

pratyiihah pulakinkure brdadl, P
Eridbitavsdobue 'db hinine bathi bk
Rriaaks ¥ 1 k !

inandadh hakalgyuddhe 'pi yasminn abhid
udbhiisak sa rayor bubkiiva suratirambhah prigam-

bhdvukak ||

Bristling body hairs nterrupted their close embrace,

Dlinking siopped their watching for agns of love-play,

Banter hindered their drinking nectar from each other’s lips,
Boundless bliss interrupted the battle of love's subtle art—
What becarae explicit as passion took over was love’s stimulant.

(B) Bir.2, Bom, LR:

darbhyarh sariyamtak payodharabharendpiditak pimspar
Gviddha datanatk keeridharapurah irovitatenihatah

k anamiteh kace 'dk dhusayandenn sarimohitah
Kantah him aps trptim Gpa tad aho kamasys vimd gaish ||
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Her arms bound him,

Her heavy breasts oppressed him,

Her nails scratched him,

Her teeth broke his lips’ soft hollows,

Her sloping hips struck him,

Her hand on his hair made him bend,

A stream of her lips’ honey confounded him,
Yet her lover attained ineffable pleasure—
‘This paradox is the way of love.

(C) Bir.2, Bom, LR:
asyah patalapanitankstam uro nidrakasaye drian

nirdhauto *dharafonima vilul 70 murdhayah |
kanicidama daraflathaficalam iff pratar nikhéatar drior

cbhik kamafaras tadadbhutam abhir patyur manah Kilitam ||

Her chest was branded with red nailmarks,
Her eyes were bloadshot from lack of sleep,
‘The crimson hue was drained from her lips,
‘Wilted garlands lay disheveled in her hair,
Her girdle cords lay a lutle slack—
At dawn the arrows of love buried 1n his eyes
Impaled the wondrous heart of her consort.
(D) Bir.i, LR:
vydlolah kefapas litam alakath svedalolay kapolau
klista dastadharalrih kucakalataruca harta hirayasth |
kanci kasicid gatdiam stanagaghanapadam papndechidya
sadyah
padyansi pam si tadaps vilulitairagdhareyam dhinots ||
Her braid 1s 2 dangling mass of curling locks,
Her two cheeks are full of sweat,
The glow of her bitten lip is dulled,
Her pearl necklace 15 paled by the gleam of full breasts,
The hope that glowed from her girdle 1s gone
As she covers her bare breasts and loins at once with each hand,
Looking at him with bashfulness—

Even this girl in her disheveled garlands satisfies him.

Kum (2) vydkosah, svedamoksau; (b) bimbadhara®; (c) kaci-
Rantir hatata; (d) satrapa, mugdhakanur 'dhinots.,
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(E) Bir.r, LR:
itanmilitadrsti mugdhakasitary sickéradhirivatid
Dy, ahudakelibikovi ¥ 133 14,
ayak kelikikupikasaddansdm budh 15

.ﬁ/amnnm[dlmpayodlmropan parigvangat kurangidrio
harsotkarsavimutinipsahatanor dhanyo dhayatyinanars ||

As her body lics powerless after expressions of high joy
From his forcefully embracing her breast

As it heaved with sighing,

The graceful Lord drinks the doc-cyed girl's face—

Her eyes are slightly opened

Her lips are polished by the gleam of her teeth,

Opened by indistinct, confused love sounds

From the force of her sucking air in bewildered laughter.

Kum (a) mugdhavilasat®; (c) £4 bdhapayodharathr bhyia-
pari®.
X1y Bom omuts; LR has a variant verse in Arya meter:

atha sahasd supritd suratante s nitantakhinndngi |
rédhd jagida sidaram idam dnandena govindam ||
Cait (a) iti manasd nigadantarn.
Xil.ga4 Bira adds a line to the dArnvapada:

prasaradkuvalayadyusilocane ||

Xilig (a) Bir.x °nivdsakare.
Xilay (a) Kum manasija®.
Xll.ig (a) Bir.2, Bom rayade {for rucire).
Xll.20 (b) Kum mugdhasrazd.
{c) Kum manmnipurd.
Xl1l.20t Cait (11:0 Bhagqvadd.n:x)
paryankiky gane
.ramkrantapmhb:mbummr/alanaya b:blrmdwbbupmknyam f
padimbhoruhadhirwaridhisurim aksnam didrksuh Sataih
kavyavyitham wicarann upacsibhiito harth pats vab ||

He undertook the work of divine power

By projecung reflected images

Into gems massed on the hood of the serpent-king
Who served as his couch.

He seemed ta expand himself.

Undertaking a multitude of manifest forms,
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XILat
Xil22
X2t

Eager to see, with hundreds of eyes,
The ocean’s daughter offer water for bathing his feet.
May Hari protect youl

(b) Kum °tastvaracanakdvyesu.

Bom, Ahm omit verse.

LR (Bhagavaddasa agrees with Cait; cf. Kum variants):

sadhvi madhvika cintd na bhavan bhavatah Sarkare karkardsi
drakse draksyants ke wam amyta myrtam asi kyira nirar

rasaste |

skanda kranda kantidhara dharanitalarh gaccha yacchann
yavad

bhivarm $ragirasi i tha jayadevasya vis ".ri”

Liquor, the thought of you becomes improper.
Sugar, you become unswezet.

_Grape, who will look at you?

Nectar, you become mortal.

Milk, you taste like water.

Mango, lament! Lover’s lips, fall to the ground!—

So long as Jayadeva's pervasive wards

Sustain emotion that holds the essence of erotic mood.

Rum (c) dhara na tularh gaccha yacchants bhivam; (d) yavac
chriigirasrari $ubham jva jayadevasya vatdagd havicah. Kum
has an additional verse that 1s not found in other versions of LR.

Textwal Crincasm 206



&)
A GIossa‘ry
of Sanskrit Words

&2



The Sanskrit text and English lation of the Ci inda have been
established with the aid of a complete word index o the work. However, for
the sake of vrksaraksana, only those words that are used with frequency and
characteristic meaning within the context of the poem are cited here. Words
that are used frequendy but withaut special significance in the poem are not
cited. The following, for ple, are omitted: standard words for the body
and its parts (aksa, apga, adhma, anans, urch, etc.), words for aspects of
nature (anila, indu, kamala, kisalaya, kusuma, candra, candana, ec.), and
conventional adjectves descriptive of physical or mental states (alasa, komala,
klanta, kheda, ghana, calana, cumbana, ec.). The many words for various
kinds of ornaments and for ornaments 1n general (abharana, kundala, nipura,
maiijira, mandana, etc.) are also omitted, despite their evocative importance
in the text. The words themselves are too standard to need definitian, but

the stress that Jayadeva lays on the appropriately ornamented body, culminat-
ing in the final song, is important. The epithets of Krishna are to be found

above in section 4 to the introducuon.

‘The vocabulary of the poem 1s highly concentrated. The glossary scems a
reasonable alternative to repetitive textual notes, especially since many words
are rich in imphed meanings and overtones. Since the contexts of separate
occurrences affect my English renderings in the translation, glossary meanings
do not always cover all the English vanants. However, the meanings ared-
should clanfy the rendenng 1n any given context Meanings of words in the
Girag da have been blished mainly on the basis of neerpretatians given

ies of Mananka, Kumbhakarpa, Sank: iéra, and Cait-

in the c je: p
anyadisa; others have been consuited where these interpretations are con-

flicting or inconclusive

Frequent reference has also been made to relevant portions of the Natyalis-
tra, the Subha. kosa, and the | of Bengali Vaishnavism The
Natyafastra is the basic practical text of Iadian estheties, The Subkisua-
ratnakosa is a representanve anthology of Sansknt poetry, including a large
selection of love poetry; its contents were collected in eastern India in the
century preceding Jayadeva's period of literary acuvity there. The excellent
edition by Gokhale and Kosamb and the superbly annotated translation by
Ingalls make it a good source of companson for assessng Jayadeva's word
usage. Ingalls’s discussions of words have been ated repeatedly with the pur-
pose of referring both Sanskrt and English readers to wider contexts f’f
interpretation. ‘The lerature of Bengah Vashnavism has been seferred to in
order 1o give some sense of how parucular words and coneepts were »Kr::atcd
by the later tradition for which the Gitagovinda was 2 basic tcxt.of nspiration
This litceature s cited mainly through references in the studies of De and

Dimock. . " I
What is clear from these comparative notes 1s that the Gitagorinda is an
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esthetic vision based on the background of kdvya literature and classical rase
theory. The vocabulary of rchigious speculation so characteristic of the
Bhagavadgiti and the Bhagavata Purina is notably absent. Words such as
dharma, karma, and bhakss are not found. There is a clearly tantric attitude
in the poet’s concentration on detailed vocabulary of the sexual act, but the
sexual act 15 not 1solated from the emotional context of love in the Gitago-
vinda, as it is in technical tantric litérature. Jayadeva's message is that the
emotions of love, expressed in the rich vocabulary and intense esthetic means
of lyncal poetry, are to be experienced by a raska in order for Krishna's
saving grace to be felt.

Rich verbal environments are created by the almost onomatopocic piling
together of words that subtly reveal states of mind and stages of love. Word
compounds, which are an important feature of Sanskrit language, are ex-
exploited in the songs. The alliterative patterns that abound here are most
often ined in long dakuvrihi ¢ ds. These are generally translatable
into stnngs of adjecuves and adjective phrases in English, with the final
member serving as a base for the modifi ding it. Each pound taken
as a whole functions epithetically to delineate some characteristic of its sub-
ject. Few atternpts have been made in the glossary to explain words in their
various compound occurrences. Only where the translated combmnation ac-
quires a secondary technical meaning is commentary offered; eg, ekarasa
is discussed under rasa and rahahkeli under rahas.

‘Text cutations are ta the crtical edition printed in this volume. Roman
numerals I-XII designate the twelve sargas into which the Giragorvinda is
drvided in all manuscripts. Arabic numerals refer consecutively to verses
within each sarga; no distinction is made between floka verses and gita verses,
The dhruvapada atations are distinguished by an asterisk placed after the

number of the first pada 1n each song, so that L.27* is the dhruvapada of the
third gia in the first sarga,

Declinable words are listed in stem form. Finite verbs are given 1n root
form after the stem. Adverbs are not usually distinguished as such because of

their frequent ambiguity 1n the text. Words are generally grouped around
basic stems for the purpose of lling and hasi: repetiti
meaning.

units of
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«ABBREVIATIONS USED IN THE GLOSSARY

Agni P
Amar

BG

Bhart

BhP
Dhv

DR

GG
Kamasit
KD

Ks
Malav

Mbh

NS

Ragh

Abbreviated references to Sansksit texts

and selected studies in the glossary are

listed here in English alphabetical order,

Sanskrit Texts

Agni Purana, Anandiérama Sanskrit Series, no. 41 (Poona, 1g00).
Amarakosa or Ndmnlingﬁnufﬁmna,’ edited with the commentary
Rimaframi by H. Sastri (Varanasi: Chowkhamba Sanskrir Series
Office, 1970).
Bhaggradgiti = Mbk Vi.23-40; translated by Franklin Edgerton,
part 2, Harvard Oriental Series, vol. 39 (Cambridge, Mass.: Har-
vard University Press, 1952). *
Bhartrshars Poems, text with translation by Barbara Stoler Miller
(New York: Columbia University Press, 1967).
Bhagavata Purdna, Gita Press edition {(Gorakhpur, 1962).
Dhvanyiloka of Anandavardhana, critical edition, edited by
K. Krishnamoorthy (Dharwar: Kamatak Umversity, 1974).
Dafaripa by Dhanathjaya, edited and translated by G. C. O.
Haas (1912; reprint, Delhs: Moulal Banarsidass, 1962).
Gitagovinda; all references are w this edition,
Kiamasiitra of Vitsyayana, edited with the commentary Jayamas-
gala of Yashodhar[a], Kashi Sanskrit Series, no. 29 (Varanasi:
Chowkhamba Sanskrit Sertes Office, 1929).
Kdvyadarsa of Dandin, edited and translated by V. N. Ayer
{Madras: Ramaswarny Sastrulu, 31964)
Kumdrasambhava of Kahdisa, critical edition, edited by Suryakanta
{New Delhi: Satutya Akademy, 1962},
Malavikdgnimitra of Kilidisa, edited and translated by C R.
Devadhar (Delhi: Motilal Banarsidass, 1966).
Mahabhdrara, Critical edution, edited by V. S Sukthankar, et al
(Poona: Bhandarkar Oriental Research Instituste, 1933-66); trans-
fated by J. A. B van Buitencn (Chicago: University of Chicago
Press, 1973~ ), vols rand 2.
Nityadastra ascrbed to Bharatamuni, edited and translated by
M. Ghosh, 4 vols (Calcutta. Granthalaya, 1956-67).
Raghuvaria of Kalidasa, edited with Mallindtha’s Safjivini by
H.D. Velankar (Bombay. Nirpayasigara Press, 1948).
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Ram Ramayana of Vilmiki, critical edition, edited by G. H. Bhatt,
et al. 6 vols. (Baroda: Oriental Institute, 1960-71).

SKB Sarasvatikanthabharana of Bhoja, edited, with the commentary of
Ramasirhha on I-1{ and of Jagaddhara on IV, by W. L. S. Pan-
sikar, Kavyamals, no. g4 (Bombay: Nirnayasagara Press, 1934).

SR Sangitaratnikara, edited by V. C. Apte, Ananddérama Sanskrit
Series, no. 35, 2 vols, (Poona: Anandiframa Press, 1942).
SRK Subhasi kosa compiled by Vidyil edited by D. D.

Kusan‘xbi and \V V. Gokhale, Harvard Ori,mal Series, vol. 42
(Cambridge, Mass: Harvard University Press, 1957).

Uyr Uyjoalanilamani of Rupa Goswimin, edited by R. Vidyaratna
(Berhampur: Ridharaman Press, 1935).
vV Vasanta Vildsa, critical edition, edited and translated from Old

Gujarati, Sanskrit, and Prakrit by W. Norman Brown (New
Haven: American Oriental Society, 1962).

Selected Studies

De, VFM 8. K. De, Vasnava Faith and Movement in Bengal {Calcutta:
‘K. L. Mukhopadhyay, 1961).
Dimock, Krishna Edward C. Dimock, Jr.,, and Denise Levertov, In Praise of
Krishna' Songs from the Bengal: (New York: Anchor Books,
1967).
Dimock, PHM Edward C. Dimock, Jr., The Place of the Hidden Moon:
Erote Mysticism an the Vaspava-Sahapyd Cult of Bengal (Chi-
cago: University of Chicago Press, 1966)
Fiske, “Notes on Rasa™ Adele M. Fiske, “Notes on Rasz in Vedic and Bud-
dhist Texts,” Mahfil, 8, nos 3 and 4 (1971), 215-228.
Gerow, Glossary Edwin Gerow, A Glossary of Indian Figures of Speech
(The Hague: Mouton, 1971).
ingafis, “Beauty” Daniel H, H. Ingalls, “Words for Beauty in Classical
Sanskriv Poetry,” Indological Studies in Honor of W, Norman
Brown (New Haven' American Onental Society, 1962), pp.
87-107.
Ingalls, SCP Daniel H H. Ingalls, trans., An Anthology of Sanskrit Cours
Poetry, Harvard Omnental Series, vol, 44 (Cambridge, Mass -
Harvard University Press, 1965).
Konow, “Anafga” Sten Konow, “Anadga, the Bodiless Cuprd,” in An-

udupon: Festsehnft Jacob Wackernagel (Gétungen: Vanenhoeck,
1923), pp- 1-8.
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.Masson/I’alwnrdh:\n, Rapture  ]. L. Masson and M. V. Patwardhan, Aes-
thetic Raprure: The Rasidhyiya of the Nisyatistra, 2 vols, (Poona:
Decean College, 1970).

Raghavan, Bhoja V. Raghavan, Bhosa’s Sragara Prakasa (Madras: Punar-
vasu, 1963).

Schmidy, Beitrdge Richard Schmidy, Beitrdge zur indischen Erotik (Leipzig:

Lotus Verlag, 1g9o2).

adbkata, Marvelous, wondrous (18, 9, 45); sec Mbk V13330 (BG t1.20);
V14074, 76, 77 (BG 1823, %6, 77). In the dafavidhariipastusi
(1.8, g} reference to adbhusarasa, the esthetic mood of wonder, is
lmphcd it identifies the mood of the song, which is in contrast

with the dominant mood of frigira in the poem; see NS. VIzo-
41; prose 75-76. Also, the alarikira called adbhutopama, a simile
involving some marvel, 1s used in stanza L8 to intensify the marvel
of the Man-lion form: normally lotuses are opened by bees, but the
marvel here is that 2 lotus hand opens a bee, which is the demon’s
black body; see KD, 1Lz24; Gerow, Glossary, pl 148; sec rasa,
-frirgara, also the epithet Dafavidhariipa
Lave, the bodiess god, referring to his bady’s destruction by Siva
when he tried to arouse desire for Parvati in the great ascetic; hke
kandarpa, kima, madana, manasis, manop, manmatha, smara,
etc, this epithet of the god of love is also used to denote the con-
cept “love,” the line between the personification and the concept
being blurred (l.2s, 46, 11.8; 112, 155 Virg; VIL18; XI6, 24*);
also atanu (IV 19; VII8). Other common epithets of Love refer
to his role as the bowman of flower arrows: asamabina (135);
asamaiara (IV 6; VII4; VIIL7); husumavifikha (IV.4); kusu-
matara (X5, X1.4); ayaka (IlL12); paficabina (VIlLsr;
Xox1j; puspiyudda (X.13). See Ingalls, SCPF, iner, tf, pp. 49—
150, Konow, “Anaiiga ”
anugara. Lat, “followed by,” or “following”; of lovers’ relations it means
“fathful” ([34; Iy VIILy7; XI12%, X{l2*), also anu /gam
(1.44); anugamana (V1L4). Sec anukila in the classification of the
nayaka (DR, W.1x): anukdlas tv ekandyskeh In GG, anukils s
not used in this technical meaning (1415 IL12; XIT4), bur the
commentator Kumbhakarna refers to Krishna as anukelo ndyakaeh
at X.8; XILS, cte.
it ing”; used of lovers secking to meet (1.26); also any
annsarans: I\‘;t,, (fxull;w ufs; V.8, VIIEa%; XLa®; gxng«),- a(nm,x),a (L2,

ananga,
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abhisara.

amyta.
asiiya.
ananda.

irsya.

utkantha.

uddra

kandarpa.
kalahantarita

kala.

kah.

kanea

Lovers' meetng (V.8, 17; VL6; XL1x); also abhisarana (VI3);
abks \/ sr (1X.2; X17); abhsrza (VILi1), The abhisinka state of
the nayika is described in GG sarga XI, culminating in Radha's
abandoned modesty (see Jaza); see N§ XX1IV.219:

hitvd laggam tu ya $ligtd madena madanena v
abhisarayate kantarn si bhaved abhisarikal)

Elixir, nectar of immortality (IV.20; V.z; VIL33; XIL4, 19);
°dhira, the moon (IV.5); see sudha.
Envy gIIL7). A vyabhicaribhava associated with pride and anger;
see NS VIL36.
Bliss (1.46); sananda, blissful (X.1; X1.23; XIL21); also 2 Vnand
(XLio); anandana (VIL39; X1L12*); see mud, sukka, harsa.
Envy (IL.1); scc asityd, with which irsya is synonymous.
Longing (VIL30); utkanthstagopavadhia (1118), referring to vira-
hotkanhita, one of the states of the ndyika; sce NS XXIV.213:

Lah

R ’

kakaryavya: yasyad nd; i priyah|

andgamanaduhkhartd virahotkanthiti tu sd)|
Sublime, exquisite; of Jayadeva's speech (Lis; see Ram, Tz41:

da arthapad. is tadisya ramasya cakdra RKirti-
man); of Krishna and Radha (I, 11%; IV.5, 115 VIILs; X.8).
Love (1.26; IV.x0, 215 VI.10; XI.22); se¢ ananga.
Lit., “separated by a quarrel,” a female so separated from her lover
(IX.1). One of the states of a nay:ka, NS XXIV.215 (cf. Kamasit
2.10.40-49):

irsyakalahavikrinto yasyd nagacchan prihah|
savak pts kalahd; 0 bhavet]]

Art, esp. the art or ants of love; kels® (142), ©kels (‘VII 11);
gandharva® (Xl 21); rati® (V04); ratikeli® (X130); vildsa®
(L.4; IV4); also kaldvati, an anful girl, the name of an apsaras
(VIL1o; X.14)
The dark age, last and worst of the four cyclical ages of cosmic
ume; °kalusa, the foulness of the dark age (H 8; ViLzo; Xii.19);
o

yuga (VIl.zg).
Loved, lovely, ®padivali (1.4); kanta (m.), lover, Krishna (VIL11;
XlL1o, 11); cf. Ingalls, “Beauty,” p. o3. Technically used of a
lover who shows no signs of infidelity (N$, XXIV.301):

anyandrisamudbhitars cthnam yasya na drsyate|
adhare va farire va sa kanta 1s bhanyate||
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kants.
kdma,

kudja,
kussihala.
kupits.
kd;‘.

krida.

khandia.

khelana,
gllﬂ.
carana,

rcarita.
edrana.

caru

cintd.

cetas.

mistress, Radhd (V.16); sce dayita, priya.

Love, the god of love (V.14; VIL40); see anadga. Also kamam
Vir, desire (IL10); nikima (IVay; Vilgo); sakdmam (IVaz);
kamaniya, desicable (Lrtg IV.g; Vas); &kdmini, a loving woman
(VN.6, 13; XIL2). Kama is not contrasted with preman in GG
as it is in Jarer Vaishnava works; see preman.

Thicket, esp. a secret place for love in the forest {11, 27, q2; 15
NL2; Vi, 26; VILiz; XLy, 34); abso nikeija {Max; Vig; XMoo,
11, 13).

Curiosity, desire (14); cf. KS, VIIL3; also kusuka (142).

An angry woman (111.3%); also kopint (X.3}; kopa (llL5). CEf.
bhima, anger, Krishna's (1L.10).

Play, esp. sensual play, sexual pleasure (L1, 20, 38, 38% 43, 45;
V.13 ViLiy; X2, 14); rati® (12; X1.30; XILro).

Play, csp. sensual play (ML1z; IXa0); also Visid (1486; 11L13);
kridat (1.36; XI1.120); fardulavikridita, a pun on the name of the
meter (IV.10}.

Lit., “broken”; jealous, referring to lovers; *yuvati (VIILg) refers
to the state of the ndyikd technically called Rhandita (NS,
XXIV.216):

vydsangdd ucite yasyh visake nagatah priyah|
tadandgamanirta tu khandiety abhidhiyare||

Cf. khandana, destroying (118, X 3. 8; XIL1g).

Play (I40), alio khelas (I 25); Rhehsa (XE27).

Song, singing (1.24; IV.18; X{ 17), °govinda (X1l.a, 22).

Foot; an object of worship and crotic dehght, with the distinction
between these often ambiguous (12, 34; 15, 9, 16; V. Vo,
27, 34; VIILs; XLz, 3; X1z, 3, 15). Worship of Krishna's feer is
efficacions 1 calming the chaos of the Kali Yuga; see pada.
Conduet, shythm of movement, story (I.2; VL.1; IXx, 9).

Minstrel; Jayadeva calls himself caranacakravarti {I.2); <f. Ram,
V.1.5, 175.

Cherished, intmately lovely (14t [ade., 44; N 3; X.2% 9; XL1t);
sce Ingalls, “Beauty,” p. 44.

Anxious thought, brooding (1.26; 1V.21; VL.10; XL.10). A syabki-
¢nibhava associated with frustrated desire, NS VIlso, s5t.

Mind, heart, the seat of rational thought, imagination, and cmotion
(£33 IV VIlg, 30, VILE); also cerand (VH5, ar); scc
manas, 18- .
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faya.

tamila,

dayia.

dasa.
dukdla.

diti.
dhyana.

nidefa.

paficama.

pada,

ymarasa,

bandh

Triumph, may be personified; whatever insures tiumph (1153
V11L4). Jayadesa, god of tnumph, an cpithet of Krishna (L.17%)
that parallels Jegadifa in the refrain of the first song; it is the
poct’s signature throughout GG; sce refercnces in section 4 of l!\c
introduction, Also Ve (15, 16, 17%); jita (1.22; XIL1s); nirjita
(M2, 15)3 2 Ve (Xu13); oapayin (VIL2a®)j see Ingalls, “Beauty,”
p. 100,

A large dark-Barked shade tree (L1, 29; Xl12); usually glossed
with tpiccha in commentarics, See Amar, 11.4.68: kalaskandhas
tamélah syat tapicchah; Ragh, V1643 SRK, 216, Agni P. 202.2;
among flowers used for pijd, tamala flowess grant enjoyment and
salvation, In Kannada, it is named honge and its shade is proverbi-
ally said to give ss much comfort as a mother’s womb.

Lover (L41; VILIp, 30); also adaya (VIL4o); nirdaye (ILG;
VIl.30; VIILS; X.t1); sadaya (1.13; V.15). See kanta, priya.
Stave, used of Krishna (XLaz; XIL6); sec KS, V.86.

Fine silk cloth, worn by Krishna and Ridhs (I42, Ia2; X126;
Xilg).

Female messenger (VI130); sce saki, sahacari; see Ingalls, SCp,
intr. 18.3; 25.

Meditation (I.36; 1V.8; VL.10); also \/dhyai (140; 1V.195 Viar);
dhyayar (1V'21; V.7); anudhysna (X1l.21).

Command, order; nanda® (I.1), manmatha® (X.6).

The fifth degree of the scale of a rdga; a particular rdga charze-
terized by erotic mood (I.30; X 12); sce Ingalls, SCP, Intr, 8.2. The
commentator Kumbhakarna relates jts sound to the sound of
cuckoos in spnng,

Foot; like carana (qv), an object of worship and erotic dehght
(VIU29; X.7, 8, 13; XLaa; XIL3, 20); also pida (VIL10). Pada
also means “foot” or “measured unit” of poctry (Ly; X 1).

Wiy {'fh 12), “rasa (Kil.10).

pranaya.

priya

Aliterary composition (1 2); sec Malaz, [ 1, (prose): prat.
A

bhisak Nk g

heiayaiasim

ki e tkramya, In the
technical vocabulary of Indian classical music, prabandha refers to
a composition containing songs. The stnict metrical patterns of
GG songs belong 1o a style called chandahprabandha; see SR, IV
(Prasandhddhyaya); NS XXX (Dhruvividhina).

Expressed love (ILy; VIII 10),

]Th’ “loved,” or “loving” (IV 10); priya (m ), lover, the distine-
tion between adjective and nown remamung blurred (IV.21, V.16,
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preman.

bhanita,

bhaya.

bharasi.

bhdva.

bhiavana.

bhrama.

margala.

mandala.

Vil3o; VILy Xaz; Xlaz, 33 Xils, 13); see NS XXIV.ag8;
priva (n.), pleasure (125); privd, mistress (1lL11; Vill.1o; X.2®,
13; XILa); see kdned, dayita, Also prita, loved, delighted '(V.18;
Xlila0); priti, pleasure, delight (X1to); pripayited (XL1).
Ardent love (IV.a; XL1z2); used in GG as in kdvya literatore (c.g.,
Bhart, 107, 115, 124; SKB, V.97, 98, notes twelve types of preman);
the contrast of preman with kima characteristic of later Vaishnava
fiterature is absent; see Dimock PHM, 161-164, 211 £,
Lit., “spoken,” (n.) speech, translated “sung” or “song” as it occurs
in thé so-called bhanita stanzas of most songs (L.34; .9, 18; IV.g,
18; Vil.20, 38; ViiLg; IX 9; X 9; XLg, 31; XIl.9); cf. bhanar (V.6,
155 XL21); bhanana (VIL2g); see bharati, vacana, These signature
stanzas are related to the signature lines known as bhanisa, which
are the conventional endings of fater Bengali Vaishnava songs; cf.
Dimock, Krrshna, pp. xix-xx.
Fear (11.8; 1L.3; 1V.2%; V.rg); also bhiti (L12); bhira (Lr); sec
$anka, sadhvasa.
Speech, personified as the goddess of speech (ViLio; X.9); see
NS, XXIll.25, where bhdrati is defined as clegant style of speech
in drama; see Bhanita, vacas, sarasvati.
Emotion, technically referring to the various aspects of esthetic
emotion which lead 10 the production of rasa, qv. (X5, 12);
sarasa® (X[.18); rasa® (XILg); sce NS, VII, summarized in DR,
1V. Bhiva also means “fechings,” an alarnkara of the ndyika (X14);
see NS, XXXIV 4-8, Radhi is addressed as bbdvini (XIL6).
Imaginative thought, fantasy (IV.2*; VI5); also bAdvita, obsessed
by such thought (IL.11*).
Wandering about, physical or mental confusion, quick movements
charactegisue of seductive behavior (IL1o; V.18); also V&hram
(VIL1x; VIIL.8); bhramat (1.26; 1Mt.5); hraned (I.x1); Aramyar
(U 20); wd Vbhram (I V.ig); wdbhrinta (IV.X); vsbhrama
(111.14); sarbhrama (1 375 111.8; V 18; XI.22; XIL.10); bhramara,
bee (IL.5; XIL1s; <F. Ingalls, SCP, intr. 33.14).
Anything auspicious (124); °fasa (XLa1) Ckalatasahodhara
(X1L.12). This fast reference suggests that falafa (ViLig; IX3;
Xils, 12) and kumbha (V.7, X.6; X16), compounded with fuca
in each case, may refer to the ritual function of Radha’s “breast
pots” in the context of the pocm, despite the conventionality of
the image; sce Ingalls, SCP, p. 489, note on v. 269,
Lit, “circle”; applied to anything awcular (Lry, 18; 113; ILiz;
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mada.

madana.

madhu.

X 6; X1.24, 26; XlL1g); also mandalin (iL1); although the word
is conventionally used to indicate the round quality of breasts,
buttocks, ears, the moon, or the sun, rcference to their tantric
function as “magic circles” may be suggested in the context of
the poem.

Intoxication, any intoxicating hquid (IL.14, X.14); cf. wunmada
(1.28). Mada also means “musk,” kuraniga® (IV.6); mrga® (L2g;
ViL.22, 24; XIL.12, 16). )

Love (1.28, 30, 34; IL.11*, 14; IVi13; Va2, 3, 8, 16; VIla1, 225
VIiLs; X.a*, 8, XL.18); see ananiga. *

Honey, anything sweet (1.36; VI.2; VIL6; X.2%; XL.18); sce sudha.
Madhu also means “springtime” (146); sce vasanta. It is the
name of a2 demon whom Krishna defeats (I.20); see Krishna’s
cpithets Madhava, Madhusiid Madh h Madh

Also note the conventional sexual image of the bee acting like a
lover in his activities as the drinker and producer of madhu:
madhukara (L27; Vil25); madhupa (1.36; V.4; X1.4, 18); and
madhuvrata (1L1); cf. bhramara (see brahma). Also madhiika,
a2 honey-colored spring flower that blooms at night (X.13).

madhura. Honeyed, sweet (112, 4, 12; VIa2; VILG, 33; VilLg; IX.8; X.12;

XL1g); also madhuri, sweetness (III 14). Madhura technically
refers to an esthetic quality of sweetness, associated with fragara-
rasa (1.4); cf. KD Ls1; Dhv. Iy, (The absu’a::t term madhurya
is more commonly used outside GG, eg N§ XVIl.roo; Do,
IL7-8. In later Vaishnava literature of Bengal madhurya is the
focal sthdytbhava; see Dimock, PHM, pp. 23~24.) Madhura also
refers to a type of anuprisa; see Gerow, Glossary, p. 105,

manas. Mind, heart, the seat ot rauonal thought and emotion (14, 32;

U 2%, 8, 10, ULiz; IV.g; Vg, 6 VILix, 405 VIILy; [Xy; XL
KILz, 6; also manasa (11L.14; X.2*); see cetas, hrd. Some derivative
compounds are manoratha, desire (1285 IL11%; V.17); manorama,
delightful (X.14; X119); manokara, enticing (IL.7; V.8; XL6, 27}
manohann (1.37).

manastja. Love, the “mind-born” god (L2g; ILis; Illxz; IV.2*; VIp;

VIL32; XI5, 14); also manoa (1.40; 11.17); manobbava (VIL3g;
Xil.az2); manobki (Vil2t); manmatha (11 g; 1X.x; X.6); mana-
sajz (X1.17); scc ananga.

maraga. Death (IVay; Vi3; VILs). A vyabhicaribhava, see NS, VIL86;

also mira, both death (II1.13) and the passion of love personified
(XIL.10); mrea (X116); cf. antaka (1V.19).

marman. Mortal spot, point of vulnerability (I1L.13; IV.3).
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mina.  Pride, esp. the wounded pride of a neglected mayiki (IX.2%
X.2*); see DR, 1V.65-63. Ridhi is addressed as manini, 2 woman
who hatbors wounded pride (IX.2*); sce Ingalls, SCP, intr, 213

Krishna is called abhimantn, proud (V.14).
mugdha. Originally “confused,” coming to mean “foolish,” “young,
ingly innocent”: no single word encompasses all the senses; see
Ingalls “Beawty,” p. g5 (1.38%, 16 [mugdho harik of Krishaa];
Ilag [®dnane, Krishna's young face]; Vay; Xury, 12; XLat).
Technically the mugdha is an inexperienced ndyikd (DR, H.2s,
26): mugdhi navavayahkima ratau vami mrduh krudhi; sce In-

galls, SCP, intr. 24.3.

mud. Joy (IXaxo0, X.x1)s also mudita (ILayy VIla2; XL18); atimudita
(VLg); pramudita (V.15); moda (XILg); sce inanda, sukha,

” “charm-

harsa.

moha,  Delusion, delirium (I1L13); also mokana, deluding, enticing (L.32;
il.2,9; XI 4).

rapa.  Lat, “delight”; baule, as object of delight (L11); ran® VilLig;

X1.7); ratsketisarmkula® (XII 10); (ranua is unrelated, from V/rag,
to “sound”, II 16, 20). ,
rati. Pleasure, sensual passton (I 2; 11 11, 17; V.8, 125 VL4; VIL17, 19, 26;

VIiiy, g, X7, 14, XLz, 14, 27, 28, 30, XIL8, 10, 11, 17). Persomfied
as the wife of Love, some of Love's epithets express the -relation-
ship: “pan (V'7, Vil 23); °ndyaka (XIL13); as with Love, the
line between the persomification and the concept is often blurred;
see ananga Techmcally, rase 1s the sthiyibhova underlying frigira-
rasa in estheuc experience, °rasabhdva (Xilg); scc NS, Vigs
prose, even where it 15 not prnimary, the technical meaning re-
mains tmportant i GG. Alsa rate, sensual passion, (V 18); surata
(I 16); see Kamasit 21.65. Also Vram (L4g; Har%; Hie;
V11 22%, 28, 30, XI10); rama, mano® (X.xs; XILg); ramana
(X 9); remani (Vilz2); remaniya (1.13; 1.20; Vaas; X14); rama-
yat (1L8); ramua (Vil.20, 31%); vs Vram (X11.8); virdma (V.14);
avirama (XLg).

ratand, Girdle (X 6; X1y, XIly, 18); often raseni in manvscripts and
printed editions, confused with the neuter variant form rasena
found 10 compounds (V.r3; VILi6, 26); scc Amar, 116, x08;
strikatydm mekhala kaies saptaki rafand tathd; klibe sirasanasis ca,

rasa. Basically, “sap,” “juice” (XUI6, 16); essence, flavor, taste, any ob

ject of taste. Technically, rasa is esthetic mood based on bhivay

it is the term for the essence of esthetic experience, generally trans-

fated “mood” or “emotional mood,” but the distinction between
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rastka.

rahas,

raga

rucs,

basic and technical meanings is intentionally blurred by Jayadeva
(136, 43; IL11, 17; IV.19; V.18; Viio; Vil.1y, 29; VIIl.2; XL17,
18, 24%; XILg, 10); also sarasa, rich in ﬂavor or esthetic mood (1.4,
26, 27%; IV.1a; 1X.3; Xi7; XLy, 18; XIL1, 18); wirasa, tasteless
(VI128). The commentators on GG gloss rasa most consistently
with fagararasa, but also with amria, riga, anuraga, sukha; how-
ever, there is lide agreement with reference to its meaning in
pamcular verses. As an adverh sarasam is often glossed with
saragam. Rasa is frequently used in its various senses in kdvyz
literature (e g. Bhart, 30, 98, 102, 105, 107, 122, 137, 172, 183, 184),
but 1n GG its technical ts(hc(lc sense is especially prominent; cf.
Ingalls, “Beauty,” p. 98; NS§, Vi (Rasavikalpadhydya); Masson/
Patawardhan, Rapture. Ekarasa (XI.24*), used to describe Hari,
suggests that in his abhilagsa state, he both experiences and em-
bodies the essence of the esthetic mood of love; see éragira, esp.
irpgirab martman (146); see KS, V.82; Ragh, VI 65, 1X.43,
X.17; Dimock, PHM, p. 138. In Buddhist Sanskrit texts ckarasa is
uscd of nirvaga; see Fiske, “Notes on Rasa.”

A sympathetic pcrso\x with taste for the presentation of esthetic
emotion; one who can experience rasa (VIg; IXg, Xilg); see
Raghavan, Bhoa, pp. 466 ff. NS XXIV.49-70. Cait glosses rastka
with bhakta, “devotee.”

Secrecy, loneliness, a secret, secretly; the distinction between noun
and adverb is ambiguous because of the form and syntax of rakas
(I 1; 1L1; V.ag). The compound form rahahkkel:, with its con-
ventional (riddha) sense of “sexual play,” seems most appropriate
to the context of L1, but the adverbial interpretation of rahas 1s
also cited by commentators Rakas: is more clearly adverbial (1V 6;
V12). Also, rakasya, a secret, a secret doctrine or mystery (L45);
cf. rakuta, lonely, neglected (IIL.11); see viraha,

Lit, color, esp red color; passion, esp sensual passion; the two
meanings form the basis of puns (Ui, VIU2; Xy, Xlay);
also saraga (1.39); ragin (1X.10). In the classical system of Indian
music, rdga means a melodic pattern (1.39); sce paficama. Also
Vraiiy (X5, 6); rafijana (119, X.7); anurakta (V1.x); anuraiijana
(L.46); anurafipta (11.3); anuriga (1255 VIllz2, 10), see Ingalls
SCR, intr. 17; Dimock PHM, pp. 186-~g5.

Shining beauty, color; appetite, desire; the two aspects of meaning
intenuonally blurred (L.29, 30; VILag; X.2; XLi2, 19, 28): also
Vrue (X.2); ruara, shining, pleasing (VIL23, 35; 1X4; Xorgs
XL, 19, 28; X115, 17).
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roga.

laja,

lalita,

lila.

lobha.
vacana

vaieita. |

vand.

vasanta.

vama.

Anger (X.a); also rus (XIL8); ragita (VI2g); see kupiva,
Modesty, shame (VL8; VIILio; X1.33); also lajpsx (L3155 1z
ViLay; XIL8); alayya (XLy); salaya (X1.33).
Sensuous, senswal movement (Lay, 27, 32, 45; 1l1g; V.5; ViLis,
325 IX.g; Xlay; XIla6, 17). A sartvabhdva in both ndyaka and
ndyika; see NS, XXIV.22, 37: Ingalls, “Beauty,” p. 102; see ¥z,
vildsa.
Graceful play (VLs, 11; VIL8); fildyira (XIl21); .rahla (1L18;
XI.8); sce Ingalls, “Beauty,” p. 105; commentatars often gloss Jild
with svdbhavya, spontancity. Like lalita, vibhrama, vildsa, Bild is
a svabhdvams quality of the ndyikd; of. NS, XXIVazff. The
etymology and meaning of 43 in various contexts remamns con-
troversial. In Vaishnava literature /ifd refers to the graceful pattern
of divine activity, symbolized, 1in Krishna’s sensual play among
the gopis and, on another fevel, his relation to Ridha; cof. De.
VEM, pp. 228 ff.; Dimock, PHM, pp 138-39.
Greed, lust {11.4; X1.28); alse Jubdha (1.36).
Speech, esp. the advice of Radh3’s friend and Krishna's speech to
Radba (IV.g; V.1, 14; VIL3*, 33, 38, XL2i XII4); also Vvac
(XIE.x). Vacanz (VII 38) and wocas (XI.29) also refer to Jaya-
deva’s speech personified as vagdevatd (l2), cf. bharati (see
bhapsa), sarasvati (qv); ede (I13) also refers to poeuc speech,
Deceived, cheated, refernng to Radbi in one of the states of a
néytka, decewved by her friends and by her lover (VII 3*; VIILg);
also Veadic (VIIL7) Vaiena 1s glossed mn scveral commentaries
with wipralabdha, vipralabdhi-nayiki (NS XXIV.2r7) is the
more usual name for ths state®

tasmad bhitim priyah pripya datvd saiketam eva vi|

nigatah kiranencha vipralabdhi e s matd ||

ifically Vrnda where adol Krishna loves

Forest, sp
many cowherd girls; 1n its spnngnme transformation it is the

wddipanavibhiva for sensual passion in GG (L1, 34, 45; IL1, 205
116; V8% VI3, 9, 11, 22%; ViIL§, Xlx7). Krishna's epither
vanamili (1.38; V.2*, 8%; VIL31%) refers to his forest adventures;
also vanamala (1 17). CI. kdnana, forest (13s5; I19, Vila3);
kantara, wilderness (126); sce kuija

Spungume (126, 25%, 33); sec madhu; cf. VV; Ingalls, SCP,
intr. 8

Perverse, paradoxical (ILio; VIIgo; XLg); also wimd, a coy
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vasakasayd

vikdra

vidhura,

viparita.

virgha

woman (L44); vimatd, paradox (VIL39); vdmya, spitefulness
(V.y), cf. Ingalls, “Beauty,” p 93

A woman who waits, dressed and ready for her lover (VL.8). One
of the states of a ndy:ka (NS, XXIV.212):

uctte vasake ya tu satsambhogaldlasd |
mandanath kurute hrsta si var vasakasagpka ||

A change of senument or behavior (L343 ILur*; VILig; X.8;
XI. 24); glossed by the commentator Kumbhakarna with sarevske-
bhava; see NS, VIL g1 fl.; Bhart, 128 (manmatho vikdrah), 187
(manmathaja vikarah).

Lonely and miserable (VIL.z, 6; IX 8).

Lit, “inverted”; ®karin, acting perversely (IX.10}; rati®, taking the
inverted position in intercourse (V.12); see Kamasdit 2.8.

Desertion or desolation in love (IILg, 145 IV.2%, 9, 10, 11*%, 17, 225
V.2*; VILs, 7, 21, 355 X1l 4, 6); also virakin (L2y*, 315 Va2, 6).
Viraha is the state of love which is dommant GG; it cotresponds
to the aspect of fragdrarasa techmcally known as vipralambdha,
which involves scparation and deccption 1n love, 'in contrast to
sambhoga, which is fulfillment and enjoyment in love; see NS,
V144 fl; nether of these terms is used in GG; see Schmid,
Beitrdge, pp. 124-32, 287-310. Viraha is technically used in Ben-
gah Vasshnava theology to designate the intense state of desolation
i frustrated love that is the necessary prelude to experiencing
preman (qv.), thus viraha is a way of salvation; see Dimock,
PHM, pp. 17, 211. In GG wiraha 1s used to describe the suffering
of both lovers, Radha and Knshna; see Ingalls, SCP, intr. 22, 23

The usual translation of viraka as “'separation” seems inappropriate
in the context of GG. Although the vocabulary that characterizes
wviraha in GG 1s the conventional Sanskrit vocabulary of wounds
from Love’s weapons and of Acat, pan, exhausuon, and futiiity,

the constant repetition of this imagery is striking here: c.g., afanka

(X.10); dtura (IV.20, 21); dru (VIl30); kldnta (Va6; Vilar;

X1l 11); kiany (IV.21); khinna (1L7; 1V.22; IXa1); khAeda (1255

W.a; VIILG; 1X.7; XILB); sadiman (VI.io); jeara (126, 36;

WVag, z1; VIILy); #@pa (IV.8, 10; VILz; X.xz; Xlls); tapira

(X1.22); dahana (IV.10, 13; VILy; also Vdah, 135; V.3; X.2%;

dagdha, XIL6); diha (1V.7, 13; Vll41); dina (ILz) bidka (1.26;

1V.20; Vil4r; also-mrabadha, XU.ax; sambidha, X1.22); viphala

(V.g; Vilz; XILB); viphalin (IX.3); vyddhi (11l.14); vyatha
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vilisa,

visida.

vikara,

veda,

fanka.

Suebha.

frrgara.

sakhi.

(!”-13; VHay; alse Voyarh, Wz0; Xoaz); faka (VIlL10); sce
€insd, bhaya, marana, vidhura, virida, !ar‘z/(a‘;\

Seductive behavior, passion, seduction (L4, 30, 37, 40; IL2%, 19;
Wy Xll.t4); also vilisin, seductive (1.38%); avilisa (XI1.6); v
Vs (1.38%; VILiz»; X114, repeated 15~20) vilasiza (V. 6); lasad
(X.7); wllasita (ILg; X1.28); wllidsa (1.36). Vilidsa is a sattvabhive
in both ndyaka and niyika; see NS XXIV.15, 33; Ingalls, “Beauty,”
P. 103-4; see lalita, §ili. Vildsa is frcqu:ml); used for the lils of
Radhi and Krishna in Sahajiya literature;* Dimock PHM, pp.
242-43n74.
Despair, lassitude (VILi2; VIIL2%; 1X.3), A vyabbiciribhdva; see
NS, VIL68. Also vr Vsad (Ill2; IV.8; 1X.8); pra Vsad (IV.1g);
Vied (Va*; Via®),
Delight, wandering for pleasure (XL3); also wrhirin (W1o); o
Vhr (Lay*; IL1).
Dress, ornament, disgusse (I1.3; V.8; VIL13; XL.1). Often resa in
manuscripts and printed editions, a form that does not strictly pro.
vide the required rhyme where 1t occurs. As with other variants of
thymed sibdlants (eg rasand/ratand, kisalaya/kitalaya) thece is
the suggestion of eastern regional pronunciaon in which the dis-
tinction is absent. See Amar, 116 o9 dkalpavesau nepathyam prati-
karma prasadhanem.
Fear, suspicion (X.10) A vyabhicirbhiva; sce NS, Vil33; also
safarka (IV 12); faikiza (V.so), pare Viank (VL.n); wifanke-
mana (VI 12); sce bhaya,
Bright, auspicious (n ), auspiciousness (I 15, 455 XILrg, 18); also
fobha, brilliance, beauty (11 4, Xl 28) A sanrabhiva wn a nayaka,
see NS, XXV 32,
Sexual lave; technically, the esthetic mood of sexval Jove (L3, 46,
XIL21); sec NS, Vg5 prose; Dimock, PHM, p 138; sec adbhuta,
ran, rasa, viraha,
Radiance, beauty (VIL1; X.x3); personufied as Laksmi, the gaddess
of beauty and good forcune (1.2, 23); see Ingalls, “Beauty,” p. 10z
Female companion; Ridha's friend and messenger to Krishna
(L37; L1, 11%; V., g5 Vaa; Vg, 6; VIL3®, 12, 31%; X1.8, 10,
13); Radha’s circle of friends (IV.to; VI 40; X17; XIl1); Radha,
addressed by the sakAf (1.27%, 46; V.2*, r1). The stock figure of the
female companon in Sanskrit poetry and drama assumes special
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samigama.

sarasvati.

sahacari.

sadhvasa.

sukria,
sukha.
sudha.
subhaga
sevd.
smara

smarang.

svadhinabharirka.

harga.

significance in the 7asa-fastra and thealogy of Bengali Vaishnavism;
see De, VFM, pp. 208-10; Upyw pp. 91 1.5 see dad, sahacari.

Lover’s union (I 36; 1L 12); also satrgama (VIL30); samgate
(L1 6; V.9); samigatya (X1 10).

Speech, personified as the goddess of speech (1.4); see bharath.
Ridha's companion (1.26); see dis, sakhi.

Fear, apprehension (X1.23); sec bhaya, Sanka; see Bk P, L11a8;
X229 20

Favor, in reward for meritorious behavior; esp. the favor of
Krishna's love (V.6, 12, 15; VI 6; XL.31).

Joy, pleasure (L.15, IL17, 18, Il 14; IV.4; V.8; IX 2; X.3; XL.21);
also V/sukh (IV18; IX.9); see dnanda, mud, harsa.

Nectar (112,195 I11 145 IV.7; Vilg0; VIl g; XL.22; XIl.4, 6); sec
madhu.

Graceful, esp in love (VIL1g; XI8, 30, 33); of Krishna (V.19);
see Ingalls, “Beaaty,” p. 95.

Worshup, devotion (V 155 X 13); also sevaka (Vilag); upasevita
(X1 22).

Love, the god of love (1.30; IIL1s; IV 20; VIL13, VIIL1, 4; X.8;
X138, ro, 33; XIL1); sec anasiga.

Remembering; esp. the act of mentally cvokmg Krishna (L.4; ITg;
XIL1g). In kavya, remembenng 1s the conventional motif that al-
lows the juxtaposiion of the modes of separation and union in
love; sec Ingalls, SCP, p 216 Smarana is a wchnical rerm in both
orthodox and Sahajiya Vasshnavism; it implies mental identifica-
uon Catanya “remembess” bas /ild as Krishna through identifi-
cation; the same 1denufication 15 ymphed m Sahaypya sidhana. See
De, VFM, pp. 370 ff; Dimock PHM, pp 235-45 Also Vsmr
(I 2%; VILg); smrts (134)

A woman whose lover 15 1n her power (XII 11). The statc of a

ndyskd which culminates the reumon of Radha and Krishna; sec
NS XXIV. 214, 2241

suratdtrasair baddho yasyah parivagatah priyah |
d. yuktd bhaver svadhinabharirka || 214 ||
viestrogvalavesi ea p doddyotstanand
42 kiryd svadhinabharsrkd || 224 |

Joy (147, V 13; XI24%, 32) also Vhrs (1L 19)1 see dnanda, mud,
sukha
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hrd. Heart, the seat of emotion; hrd and hrdaya, like cctas and manas,
also refer to the mind, the seat of rational thought and imagination
(IIL6, 11; VILS, 10, 27, 35; XLy, 31); Ardaya (Liz, 29; IL6;
1Ly; 1V3; V., 8, 155 ViLy, 21, 38, 40; VIIL5, 10; 1X.8; X4, 6,
73 XIL1g); also hrdya (1V.20). Krishna is Ardayefa (V.8).
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