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Preface
During 2004 I was invited to French Institute of

Indology at Pondicherry as a consultant for commentary
study. Prof. Narang was working on Mallinatha. He advised
me to give talks on commentary. I have prepared five lectures
on commentary. While delivering that talk I was suggested
by the director to make a detailed study. I was thinking of
creative criticism on the basis of internal evidences of the
text. For the first instance I took up Meghaduta with twelve
commentaries. It took a lot of time to prepare the text with
variant readings, micro and micro tables of study of
commentaries. It was published by Dr.R.S.Sukla, Pratibha
Prakashan, New Delhi in 2016.

The second attempt was taken by me is Gitagovindam.
The text with many commentaries is studied. Besides I have
also added one tippani of my own. It consumed considerably
a lot of time as the bulk of the text is almost double the text
of  Meghadutam. The micro and micro was not given in fear
of prolixity of the work. But italics marks are given to
reference of dictionary, poetics poets and all other works
quoted only. May be in future some more features will be
added.

I deem it a blessing to offer this work to the god himself
who is the permanent inspiration in me. At the same time
both god SriKrishna and goddess SriRâdhâ are the hero and
heroine of this work. Let the lilâ of them bless the author and
all the connoisseurs of this work.

SriKrishna Janmastami
Vikrama Samvat 2080
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Gitagovinda of Jayadeva
Gitagovinda, the lyrical epic of it own style composed

by the saint poet SriJayadeva.This poetry, is a landmark in
spreading Vaisnavism. SriKrishna, a cow boyish hero in early
ages became the master of erotics in the immortal love play
with divine damsel SriRadha. This story is in Brahma vaivarta
purâna but to what extext is it prior to Gitagovinda is not known.
In Gitagovinda, this love sport is divine lyric. It became so
popular that it travelled whole of the world through most of the
significant and known languages.

Gitagovinda mahâkâvya, a dance drama is probably en-
acted in the temple courtyard of SriJagannâtha. Even today
every morning and night, the singing of Gitagovinda is the
first and the last ritual of the temple respectively. The legend
of Jayadeva - Padmâvati and their performance of Gitagovinda
in the temple premises everyday is evident from Jayadeva
charita of Chakradatta. This story dates back to Padmavati
who got married to Jayadeva. SriJagannatha in his dream
directed her father to get her married to Jayadeva, who is His
human form. The father came with her daughter Padmavati
from South to make her a devadâsi, a wife of the God. But his
effort was attested by the God to unite her with Jayadeva to
make her complete in respect of dance, song and music.

The text Gitagovinda is not only a mahâkâvya like all
other poems of classical poets but also it is a kâvya of twenty
four songs known as astapadis. The astapadis are under dif-
ferent cantos. The kâvya is of twelve cantos. The cantos con-
tain about seventy two slokas. The astapadis are twenty four
in number.But some songs are of less than and more than
eight verse. The 15th canto and 10th astapadi has five verses
and first song in first canto is of eleven verses. The matter
indicated in slokas are explained in songs in detail in eight
verses. So the total verses are 8 x 24 = 192. If the slokas are
added, then it becomes 192+72=264 verses  (excluding thirty
variant ones).
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Its glory touches the pinnacle of popularity even if with

meagre numbers of verses in comparision with thousands of
slokas in mahâkâvyas of Kalidasa, Bharavi, Magha and
Sriharsa etc.  The astapadis were used for abhinaya (acting)
by dancers. Even today Gitagovinda is enacted in Odissi,
Bharata nâtyam, Mohiniattam, Kathakali, Manipuri Kuchipudi
and Kathaka etc. Not only the astapadis are for dancing pur-
pose but also for ritual purposes; Gitagovinda is sung in al-
most all the Vishnu temples of the country. Even the author
(P.K. Mishra) has listened to Gitagovinda in Siva temples of
South and West India Gitagovinda is a ritual in the evening
worship. In Odisha, almost all the temples and Brahmin vil-
lages are practicing Gitagovinda chanting. It is curious to note
that many people in Odisha memorise this text so correctly
that they think it is in Odiya language. Because Odiya, being
one of the closest languages of Sanskrit is very similar to
Gitagovinda’s simple style of writing. Therefore even people
who didn’t know how to read and write used to sing Gitagovinda
with devotion in their respective temples. The samkirtan groups
or the chorous groups of devotional songs start their song
with Gitagovinda. This speaks  that Jayadeva was not only
popular and admired during his life time but also long after his
death.

A Mahākavya: As a mahâkâvya, the estimation in a view
of literary criticism, quite naturally may not be so much en-
couraged to estimate as par with the kâvya of Asvaghosa,
Kâlidasa, Bhâravi, Mâgha and Sriharsa. Because the can-
vass of Gitagovinda is quite smaller than others in volume.
The features of mahâkâvya as envisaged by Dandin and
Visvanatha maynot find its suitablity fully may besides its po-
etic lucidity with Gitagovinda. Still the popularity knows no
bound is attached with religious practices of vaisnavas - per-
forming arts of classical dances, Kirtanas, Rāsas, temple ar-
chitecture, calssical music of India both karnataka or
Hindustani, folk devotion, handloom works etc. It gathers mo-
mentum day by day in its appreciation.

Even if it is not par with Kalidasa etc, and his poetic
writings yet its’ poetic value, emotional exuberance,

Gitagovinda of Jayadeva
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padalâlitya, delicacy of many faced poetry could easily be
accepted by the connoisseurs even if sanskrit is not in use in
day to day life.
The verses and the songs:

Gitagovinda is written with two types of metres. One is
syllabic (De#ejJe=Êe) metre and the other second type is of moric
metre (tâlavtta). All types of syllables (light and heavy) are
experimented by Jayadeva.
I. 1 - Meeot&ueefJe¬eÀeref[leced

2 - JemevleefleuekeÀ
3 - Meeog&ueefJe¬eÀeref[leced
4 - êgleefJeueefcyele
5 - Meeog&ueefJe¬eÀeref[leced
6 - JemevleefleuekeÀe
7 - efMeKeefjCeer
8 - ceeefueveer
9 - Meeog&ueefJe¬eÀeref[leced
10 - JebMemLe
11 - Meeog&ueefJe¬eÀeref[leced
12 - Meeog&ueefJe¬eÀeref[leced
12 A - Meeog&ueefJe¬eÀeref[leced

II.
13 - efMeKeefjCeer
14 - nefjCeer
15 - Meeog&ueefJe¬eÀeref[leced
16 - efMeKeefjCeer

III.
17 - DevegäYe
18 - JebMemLe
19 - nefjCeer
20 - Meeog&ueefJe¬eÀeref[leced
21 - Meeog&ueefJe¬eÀeref[leced

Gitagovinda of Jayadeva
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22 - Meeog&ueefJe¬eÀeref[leced
23 - JemevleefleuekeÀe

IV.
24 - DevegägYe
25 - Meeog&ueefJe¬eÀeref[leced
26 - Meeog&ueefJe¬eÀeref[leced
27 - GHesvêJeýee
28 - Meeog&ueefJe¬eÀeref[leced
29 - Hegef<Heleeûee

V.
30 - Hegef<Heleeûee
31 - Meeog&ueefJe¬eÀeref[leced
32 - nefjCeer
33 - Meeog&ueefJe¬eÀeref[leced
34 - Meeog&ueefJe¬eÀeref[leced
35 - nefjCeer

VI.
36 - Dee³ee&
37 - ceeefueveer
38 - Meeot&ueb

VII.
39 - JemevleefleuekeÀe
40 - Dee³ee¥
41 - Meeot&ueb
42 - GHesvêJeýee
43 - êgleefJeueefcJele
44 - Meeog&ueefJe¬eÀeref[leced
45 - Jebnem³e
46 - nefjCeer
47 - JemevleefleuekeÀe

VIII.
48 - Dee³ee&
49 - efMeKeefjCeer

Gitagovinda of Jayadeva
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IX.

50 - Dee³ee&
51 - Meeog&ueefJe¬eÀeref[leced

X.
52 - JemevleefleuekeÀe
53 - nefjCeer
54 - JemevleefleuekeÀe
55 - nefjCeer
56 - Meeog&ueefJe¬eÀeref[leced
57 - He=LJeer®ívo:

XI.
58 - ceeefueveer
59 - Meeog&ueefJe¬eÀeref[leced
60 - Meeog&ueefJe¬eÀeref[leced
61 - JemevleefleuekeÀe
62 - JemevleefleuekeÀe
63 - Meeog&ueefJe¬eÀeref[leced
64 - DevegägYe
65 - efMeKeefjCeer
66 - efMeKeefjCeer

XII.
67 - nefjCeerHueglee
68 - Meeog&ueefJe¬eÀeref[leced
69 - DevegägYe
70 - nefjCeer
71 - Meeog&ueefJe¬eÀeref[leced
72 - GHepeeefle

Jayadeva happens to be influenced by his contempo-
rary writers writing songs in Apabhramsa types of Prakrita
and  ‘Gâhâsattasai’ of Hâla written in Prakrita during early
christian era (1st AD). He refers to Âryâ Saptasati of Govardhan
and his contemporary poets like Dhoi, Umapati dhara and

Gitagovinda of Jayadeva



14
sarana. Jayadeva refers them [I.3] at the outset. In order to
indicate the significance of his own style, he includes the po-
etic excellence of all his contemporary poets.

In erotic sentiment  both hero and heroines are often
separated and united. But the matter of a few nights and day
makes the pang of separation very intense in love. This char-
acter though endowed with sensuous pleasure yet becomes
more religious by the Vaisnavas when SriKrshna is the God
of the Universe and SriRadha is the symbol of indivisual soul.
In other words Radha is the representative of jivâtman, where
Krshna is paramâtmâ. The passion built up by pining to each
other creates the erotic sentiment in union as well as in sepa-
ration.

Though on the are unique in Indian tradition paramount
relation of indivisual-universal soul SriRadha-SriKrshna and
Arjuna-Krshna sets, The description of love visualised of sakhi
brings them down the earth. As per sanskrit poetics this may
be treated as mere heroine and hero keeping away any reli-
gious postulation in mind.

The introducing verse of Gitagovinda appears ambigu-
ous when Radha is grown up and Krshna is in adolesence.
This verse leads to ambiguity which is in a sense led rise to
suggestive meanings. The type of love turned bhakti could be
verified from Krshna-Karnām[ta, Srimadbhāgavata, Sadukti-
Karnām[ta and Pavanadūta.There  Krshna as the centre of
dasāvatāra is Jagadisa or Jagannatha. It is not accidental but
it is widely accepted in north and west India by the pilgrims.
As the place Puri is Purusattama Puri and the God is
Purusottama, similarly in Chhatisgarh onwards people accept
the God as Jagadisha and the place is also called Jagadisha
dhâma. meJex<eeceefHe#es$eeCeeb jepee ÞeerHeg©<eesÊece:~ meJex<eeceefHe osJeeveeb jepee ÞeerHeg©<eesÊece:~
Barabara Stoller Miller indicates some of the names of Hari
and names of Dasāvatāra. The name Jeueceeueer (used four times)
is explained as wearing a garland of forest flowers; that indi-
cates sensual presence in the forest. But vanamâlâ is de-
fined as Deepeeveg ueefcyelee ceeuee Jeueceeuee ÒekeÀerefÊe&lee~ The names of Krshna
used in Gitagovinda is discussed with references from purâna

Gitagovinda of Jayadeva



15
and made them akin to sensualism. But the inherent mean-
ings of SriKrshna is; that who attracts. Not only gopis but ev-
erybody, the whole world is attracted to Him. Accordingly the
epithet of Krshna on the basis of his name attraction is hether
be depicted. The names in different Cantos/Sargas are as
follows:-
Canto -I- meeceesooeceesojë

II- DekeÌuesMe kesÀMeJeë
III- cegiOeceOegmetoveë
IV- efmveiOeceOegmetove / efmveiOeceeOeJeë
V- meekeÀe*#eHegC[jerkeÀë
VI- kegÀCþJewkegÀCþë
VII- veeiej veeje³eCeë
VIII- efJeue#³eue#ceerHeefleë
IX- cevocegkegÀvoë
X- ®elegj®elegYet&peë
XI- meevevooeceesojë
XII-  megÒeerleHeerleecyejë
All the names of  Krshna are connotative of His lilâ or

the divine love sport. The erotic sensuous poetic sentiment is
predominant in the use of the above epithets of Krshna.

I / 26  - keÀvoHe&pJej:
II / 1   - meeOeejCeÒeCe³eë
III / 1  - kebÀmeeefjë
IV / 14 - efJejnJ³eeefOeë
IV / 19 - DelevegpJejë
IV / 20 - mcejelegjë
IV / 21 - keÀvoHe&pJejë
V / 7    - cevceLeceneleerLe&ced

  O³ee³eb, peHeVeefHe, cev$eeJeueer
  kegÀ®ekegÀcYeefveYe&jHeefjjcYeece=leced

V / 16  - ceovekeÀovekeÌueevle

Gitagovinda of Jayadeva
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VII / 19- jeflejCeOeerje
VII / 21- ceoveJ³eLee
X. 11    - mleveHeer[veeefve
XI. 11   - kegÀ®e³eesë keÀmletefjkeÀeHe$ekeÀced

ieerleced
6/7. efpeleceveefmepelev$eefJe®eejced
Along with this, the words mentioned above perfectly

suggest the erotic mood. SriKrshna and SriRadha are suffer-
ing from pJej of Kandarpa, J³eeefOe of  efJejn, There is mention of
pJej, J³eeefOe, Deelegj, keÌueeefvle, J³eLee, Heer[veced,  like words which depict
different types of feelings of pain, fever etc. before and after
the sport of love.
The speakers of the songs :

There are three characters who speak different
astapadis.  Poet is the narrator. He introduces or concludes in
the verses. So the devotional songs are song no-1 & 2
The meKeer speaks to SriRadha in song -3 & 4
Radha speaks to Sakhi in song - 5 & 6
Now the turn of Krshna comes in verse No - 7
Song no - 8 is meKeer of SriRadha
Song no - 9 is meKeer of SriRadha
Song no - 10 is meKeer of SriKrshna
Song no - 11 is meKeer of SriKrshna
Song no - 12 is meKeer of SriKrshna
Song no - 13 is meKeer of SriRadha
Song no - 14 is meKeer of SriRadha
Song no - 15 is meKeer of SriRadha
Song no - 16 is ÞeerjeOee?
Song no - 17 is ÞeerjeOee to SriKrshna
Song no - 18 is meKeer to SriRadha
Song no - 19 is Þeerke=À<Ce to SriRadha
Song no - 20 is meKeer to SriRadha
Song no - 21 is meKeer to SriRadha

Gitagovinda of Jayadeva
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Song no - 22 Narrator, the poet himself
Song no - 23 is Þeerke=À<Ceë / nefjë to ÞeerjeOee
Song no - 24 is ÞeerjeOee to SriKrshna
The pain is equally cherished and divided. Besides the frus-
tration of love the process of love and pining for love enable
one to undertake  O³eeve, peHe, cev$e, Dece=le, etc. for the acomplishment.
In other words, SriKrshna becomes an artist of kiss, a ®egcJeve
efMeuHeer / keÀuee, Þe=²ej DeO³eeHekeÀë and SriRâdhâ is a jefleHeefC[lee~ Before
going to the details of the text, the criticism of SriJayadeva in
his own words quite curiously, speaks that, SriJayadeva is
familiar with every thing of literary style when he writes. I.3

Jee®eë HeuueJe³el³egceeHeefleOej mevoYe&Megef×efiejeced As  regards mevoYe&Megef×ë,
Govardhana refutes the importance of it in Âryâ Saptasati.

keÀefJemecej efmebnveeoë mJejevegJeeoë cegOewkeÀ mecJeeoë~
efJeÜod efJeveesokeÀvoë mevoYeexç³eb ce³ee me=äë // 700
mekeÀuekeÀueeë keÀuHeef³elegb ÒeYegë ÒeyevOem³e kegÀcegoyevOe½e~
mesvekegÀueefleuekeÀYetHeeflejskesÀ  jekeÀeÒeoes<e½e~~39
Devleiet&æ{eveLee&ved J³e¡e³eleë Òemeeojefnlem³e~
mevoYe&m³e veom³e ®e ve jmeë Òeerl³ew jme%eeveced ~~44

This design of dialogues are as follow-

1. Narrator/Poet, 2. Rādhā, 3. Krshna, 4. Sakhi, 5. Rādhā-
Krshna
1- The poet / Narrator - 1, 2 and 22nd songs
2- Râdhâ - 3, 4, 13, 14, 15, 16, 17, 24 songs
3- Krshna- 7, 19, 3 songs
4- meKeer of SriRâdhâ - 8, 9, 18, 20 songs
5- meKeer of SriKrshna - 10, 11, 12, 21

The dialogues of meKeer either of SriKrishna or of SriRâdhâ
speaks eight different songs. The narrotor speaks of three
songs. SriRâdhâ happens to be the main speaker  who speaks
eight songs. SriKrshna speaks 5 songs only. The design of
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dialogues with each characters are naturally made as per the
expectation of characters concerned. Hemachandra also gives
the definition of Sandarbha sudhi in Kāvyānueāsanam.
Analysis of the text

The introductory stanza is on the canvass of rain, the
(tâmala,) deep green leaf trees in the forest and the sky full of
clouds. All of them prepare an environment for the secret love-
play of SriRâdhâ and SriMâdhava.

There is a contradiction between the first dasâvatâra
(song I) and the second dasâvatâra (song II). The first one is
exhibition of different virarasa and other rasas. Mina / Pisces
is ³eg×Jeerj in celmeeJeleej~ Oece&Jeerj in keÀ®íHe, Jejen-Oece&Jeerj, JeerjJeerYelme-vejefmebn,
Jeeceve-DeodYetle HejMegjece:-³eg×Jeerj, jece-³eg×Jeerj, Ye³eevekeÀ, Meevle-yeg×, Ye³eevekeÀ-
keÀefukeÀ jece nueOej~

But the verse of Jesoeveg×jles contains all above rasas. [1.5]
In opposition to gita-1, in gita 2 the Dasâvatâra is repeated
and the predominant rasa is Þe=²ej; as efÞelekeÀceeueekegÀ®eceC[ue is the
basis of it. The verse 5 here keeps all the incarnations as part
of God SriKrshna who took all these forms. Similarly the 2nd
astapadi is confusing. As the avatâra purusa is Vishnu and
Kamalâ, the concert Vishnu poses his hand on the breast of
Kamalâ. But again he is euologised as Vâmana, Bâlakrshna,
Murari (in Mina) and Râma, yeeueke=À<Ce , So the confusion be-
tween the verse-5 and gita 2 is quite objective. When it is said
in verse sixteen SriKrshna is the avatâri and others are
avatâras; the gita 2 on the other hand prays Vishnu, and the
avatâras like Murâri, Vâmana, Balakrshna and Râma. Ques-
tion arises in Gitagovinda why similar two ce²uee®ejCeieerle: are
composed by Jayadeva? Quite naturally a doubt comes on
the authority of these two prayers. One can say, either of them
is written by Jayadeva. But the verse no 5 is the summary of
1st gita; which could not be challenged. Then the authority of
2nd gita is redundant. Secondly the gita in spite of its very
lucid songs lilâ is not strictly consistent in its depiction. The
colophon of two songs give the certification of SriJayadeva
as of his own. If one accepts the authorship of both poems,
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then he has to accept the discredit of Jayadeva by composing
both of them of which the second one is not properly arranged.
But the second one is known as mangala gita which is sung
everyday in sanctom sanctorum of SriJagannatha at the open-
ing ritual of the temple and mangala alati of Srijagannatha.

The stigma of eroticism on Gitagovinda from the 1st
and 2nd verse is quite evident. But the poet washes them
with sloka no - 4 where he adds two words like nefjmcejCe and
“efJeueemekeÀueemeg kegÀlegnueced”. Besides he says, ceOegjkeÀesceuekeÀevleHeoeJeueer in
the same verse. In gita-2/8 his mention of ce²uecegppJeueieerleced re-
fines the idea of connoisseurs. Because  ce²ue is for
Mangalâcharana by the euology of SriRâdhâ and SriMâdhava,
the melodious songs thereof for ieerleced~ But GppJeue is erotic /
Þe=²ejjmeë~ Since Vaisnavas accept GppJeue as the rasa of
SriKrshna SriRâdhâ premabhakti they adore songs in that
spirit. But one can remind Bhagavat gitā - ³es ³eLee ceeb ÒeHeÐevles leeb
leLewJe Yepeec³enced  Bhaktas take this as their kâvya of devotsion.
Tradition of Indian Chriticism
Commentary in Sankrit texts

Commentary in Sankrit language constitutes a consider-
ably vast bulk of texts in all the disciplines. Starting from the
Vedas, Vedangas, Darsanas, Itihas-Puranas, Ayurveda,
Kamasastra, Sangita-Sastra, to Kavyalamkaras and Kavyas.
Many times the commentaries are more significant than the
original authors. No doubt the original authors are adored,
Kumarilabhatta, (MueeskeÀJeeefÊe&keÀ, lev$eJeeefÊe&keÀ) Prabhakara Mishra, for
Jaiminiya Dharmasutra, Vastayana and Bhasarvajna for
Nyayabhasya, Acarya Sankara, Ramanuja, Madhva, Nimbarka
and Vallabha for Sariraka mimamsa-sūtra, Vivarana and
Pancapadika, Chitsukhi and Vacaspati Mishra in advaita tra-
dition, Abhinavagupta for Natyasāstra and Dhvanyāloka,
Medhatithi for Manusmrti and Vijnanesvara and Jimutavahana
for Yajnavalkyasmrti are immortal writers of commentary.

The commentaries expose vast scope of discussion on
the original works/literature. This leaves an ample opportu-
nity for intellectual dialogues. That’s why commentaries on
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Śr īmadbhagavadg ītā are many. Similar case is in
Kāvyaprakāsa of Mammata. It is said, keÀeJ³eÒekeÀeMem³e ke=Àlee: meefvle
ie=ns ie=ns~ leLeeH³es<e: leLewJe ogie&ce:~~
Basically commentaries are on cetueûevLe:/met$eeefCe/cev$ee: and the
commendaries are known as ìerkeÀe/Yee<³eced/keÀeefjkeÀe/Je=efÊe:/ìerkeÀe³ee:/
ìerHHeCeer/J³eeK³ee~
Etymology of tīkā ìerke=À+keÀ +ìeHed=ìerkeÀe
The word tīkā is from the root tikr with pratyaya of ka and with
tāp it become tīkā. The meaning is very simple. Since the root
tikr is gatyarthaka, yet, ìerkeÌ³eles iec³eles ûevLeeLee&d cetueeLee&ved MeeðeeLee&ved Jee Fefle
ìerkeÀe~ It says tika is a device to know the meanings about the
text in details. Of course there is systematic codification for
tika writing. Yet the writers have developed their own meth-
ods of writing commentaries in due course.

Before the classical style of writings, the Vedic era had
its free-style which became popular. It was compact in com-
posing. The grammar appears to be flexible as the nuances
of expression were having wide scope. The style of writing in
the Brāhmanas and Aranyakas were quite attractive as they
were having small and simple sentences. There was samhitā
of type, writing and compositions where the context was known
to their disciples. But in course of time, those samhitas needed
to be explained by the scholars of respective traditions. Gradu-
ally the obscured sütra literature and others sāstras were ex-
plained by their pupils. “Hence the tradition of expositions and
explanations were developed. There are, as good as, eight
such types of writings prevalent in Sanskrit language. They
are as follows:

GHe¬eÀceesHemebnejeJeY³eemeesçHetJe&leeHeÀueced~
DeLe&JeeoesHeHeefÊe½e efue²b leelHe³e&efveCe&³es~~
Heoísoes HeoeLeexeqkeÌle: efJeûenes JeekeÌ³e³eespevee~
DeLee&JeYeesOeveb ®ewJe J³eeK³eeveb HeáeOee lele:~~
met$eced: mJeuHee#ejcemebieoHeiOeb meejJeled efJeéelees cegKeced~
DemleesYeceveJeJe½e met$eb met$eefJeoes efJeog:~~
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Yee<³eced met$eeLe&b JeC³e&les ³e$e JeekeÌ³eb met$eevegkeÀeefjefYe:~
mJeHeoeLe&b leoLe& ½e Yee<³eb Yee<³eefJeoes efJeog:~~
keÀeefjkeÀe: DeuHeeefYeOeevesveeLeex ³e: meceemesvees®³eles yegOew:~
met$ele: meevegcevleJ³e keÀeefjkeÀeLe&ÒeoefMe&veer~~ (vee. Mee. 6.11)
ìerkeÀe: keÀeJ³eceerceebmee³eeced
³eLee mecYeJeceLe&m³e efìkeÀveb ìerkeÀe~
efJe<eceHeoYeeeq¡ekeÀe HeefáekeÀe~ He= 17
J³eeK³ee: cetuemLeeveeb Heoeveeb m³eeoeK³eeveb ³e$e ìerkeÀ³ee~
ÒeceeCeew³eg&efkeÌleefYeéewJe mee J³eeK³ee K³ee³eles yegOew:~~
Je=efÊe:  met$eeCeeb mekeÀuemeejefJeJejCeb Je=efÊe:~.
JeeefÊe&keÀced: GkeÌleevegkeÌleogªkeÌleeveeb ef®evlee ³e$e ÒeJeÊe&les~
leb ûevLeb JeeefÊe&kebÀ Òeeng: JeeefÊe&keÀ%ee: ceveeref<eCe:~~
ìerHHeCeced : ìerkeÀe³ee: ìerkeÀe

The methods for the study of a commentary is not exactly
exposed. Yet some outlines from different view points could
be drawn as under. A composition of Śāstra and Kāvya is given
under for better understanding.
Meeðeced keÀeJ³eced
meHleOee leelHe³e&efveCe&³e: J³eeK³eeveb HeáeOee
GHe¬eÀceesHemebnejeJeY³eemeesçHetJe&lee HeÀueced~ Heoíso: HeoeLeexeqkeÌle: efJeûenes JeekeÌ³e³eespevee~
DeLe&JeeoesHeHeefÊe½e efuebieb leelHe³e&efveCe&³es~~ DeLee&Jeyee sOeveb ®ewJe J³eeK³eeveb HeáeOee
celeced~~
1. GHe¬eÀce: 1. Heoíso:
2. GHemebnej: 2. HeoeLeexeqkeÌle:
3. DeY³eeme: 3. efJeûen:
4. DeHetJe&lee-HeÀueced 4. JeekeÌ³e³eespeevee
5. DeLe&Jeeo: 5. DeLee&JeJeesOeveced
6. GHeHeefÊe:
7. efue²ced
Commentaries on a kavya or khandakavya on a scientific base
may be thought of as under.
1. Determination of the text.
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2. Classification of the text with context
3. References:

(i) Vyakarana, (ii) Kosa, (iii) Kavya and Nataka, (iv) Ep-
ics and Puranas, (v) Alamkaras, (vi) Dharmasastra, (vii)
Ayurveda, (viii) Jyotisa, (ix) Kamasastra, (x) Anonymous cita-
tions and references, (xi) Social customs and behaviors, (xii)
Geographical data and (xiii) Flora and fauna explored.
In a different dimention, appreciation of poetry may be pos-
sible through following elements:
(i) rasa, (ii) dhuvani (gunibhuta-vyangya/laksana), (iii) dosa,
(iv) guna, (v) riti, and (v) alamkara.
For the study of a commentary, the following points are re-
quired to be taken into account in this work.
1. If the references are more, then detailed analysis is re-
quired.
2. The opinion of the commentator is important, which he writes
in the beginning and in the colophon.
3. Explanation on important epithets and phrases etc. are in-
cluded.
4. Verification of the texts and citations from concerned edi-
tions.
5. Comparative table of all of them with all the above men-
tioned items from the commentaries available need to be in-
serted.
sapta angani sastra-uyakhyana kausale
There are seven steps/limbs for explanation of sastra.
1. guna - 18
2. dosah - 15
3. yuktih - 36
4. upakhya - 15
5. kalpana - 7
6. asraya - 20
7. tatchilyam - 17
Total = 128
How to appreciate a commentary
1. The thrust of the kāvya
2. The suggested meanings.
3. The originality of the meaning.
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4. Classification of the points expressed by the poet.
5. Citation of authorities in support of Explanation.
6. Overall observation of the stanzas.
7. Discussion on the employments of the particular words,
the Sabdaparipaka.
8. Remarks on Contextual meaning.
9. Observation of the literary beauty of the stanzas.
10. Selection of the genuine reading of the texts.
11. The explanation on the significant slokas and their col-
lections.
The commentator stresses on those points to make the gloss
easily the best among its genre.
Types of tika characteristically could be categorized as fol-
low.
oC[evJe³eelcekeÀe ìerkeÀe - The explanation as per DevJe³e, runs straight
way and words are explained accordignly.
(ii) - KeC[evJe³eelcekeÀe ìerkeÀe - The explainations are in phrase wise.
(iii) - HeleekeÀeieefYe&keÀe ìerkeÀe - This type of commentary opens multi
dimensions of the words in many respects.
(iv) - J³eekeÀjCeefveÿkeÀe ìerkeÀe- Discloses grammatical notes and
problems only
(v) - MeyoeLe&cee$eyeesOekeÀe ìerkeÀe - Only word to word explanation
(vi) - meeefnl³eefveÿkeÀe ìerkeÀe - Deals with lots of alamkaras, rasa,
dhvani, riti, guna etc
(vii) - MeeðeefveÿkeÀe - Refers to many sastras
(viii) - efJeJeoceeveefveÿkeÀe ìerkeÀe - Arises controversial issues and
their solutions.
or it may be said as kāvya
1. SkeÀ¢efä - one sighted
2. yeng¢efä - Many sighted
3. meJe&¢efä: - All sighted
4. Dev³e¢efä: - Other sighted
The view of A.K. Warder on the characteristics of criticism is
quite relevant. As envisaged in “The science of criticism in
India”, he objectively brings out the issues of criticism Par-
ticularly the commentary on Meghaduttam. He holds,
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“If one compares different editions of familiar classics for ex-
ample the Meghasamdesa or the Venīsambhāra or the
Mudrārāksasa, one finds very great discrepancies in their texts.
There are many Meghasamesa-s (or Meghadūta-s, the title
itself varies), with different numbers of verses. The various
commentators, whom one might regard as authorities on the
correct readings of the text, are found to diverge widely. The
‘standard’ commentators Mallinātha (15th century), whose
reputation is assured by his dexterous command of Sanskrit
grammer, follows a very corrupt text and  accepts at least
twenty verses which textual criticism demonstrates cannot
have been composed by Kālidāsa. We can show this by col-
lating texts of the Meghasamdesa preserved in places as dis-
tant from one another as Kasmīra (with the commentary of
Vallabhadeva, 10th century) and Kerala (with the commen-
tary of Pūrnasaravatī, 14 century). These agree and thus must
contain a very old farm of the text, except that vallabhadeva
has one extra verse; neither has the many additional verses
which have got into the text Mallinātha (in Andhra).

The explanation for such discrepancies is firstly that
over the centuries, as a text is repeatedly copied by scribes,
numerous mistakes are made (it is humanly impossible to make
an exact copy of a text of any length, even the best scribe will
make a few mistakes). Usually someone will try to correct the
text after it has been copied and obvious slips will be correc-
tor only makes another mistake, the difference being that his
mistaken correction makes some kind of sense, instead of no
sense, and consequently is hard to detect later.” Further he
writes that, “Critical editing is laborious work and editors are
liable to be lazy; in certain cases they may be little better than
frauds, or an unscrupulous publisher may call the work ‘ criti-
cal ’ so that libraries will buy it. For whatever reasons, critical
editions of Kavya-s are rare and students of literature have to
be aware fo this fact if they are to avoid wasting their time on
false texts. Thus for example we have no critical editions of
the works of Kalidasa, contrary to the claims of certain pub-
lishers and editors.” (The Science of Criticism of India, The
Adyar Library and Reseach Centre, Madras, 1978, pp-7-8 and
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10) The Gitagovinda of Sri Jayadeva has been appreciated
by immortal commentators and scholars has made observa-
tion on the major and minor commentaries (K. N. Mohapatra,
revised edition, Kedaranatha gaveshana Pratisthana,
Bhubaneswar pp.301-338). Dr. Bhagaban Panda has edited
the Sarvangasundari and smrtiranjani tika respectively.
Gitagovinda with these two commentaries was published by
Directorate of Culture, Odisha,

Many commentaries have been mentioned by N.N.
Pradhan in his book a “Jayadeva in Oriya Literaturea” (Oriya)
(pp. 195-199). R.C. Hota has edited the Padābhavartha
Chandrikātikā The book was published by Chinmaye
Prakashan, Prayag 1997.He has mentioned ten commentaries
which have been published. He has also mentioned sixty eight
commentaries.

The Gitagovinda occupies a position which could be
compared with the popularity of the Meghaduta of Kalidasa.
The commentaries of different parts glorify the musical kāvya
as a genre one.
The Commentators have different view points. The table be-
low explicitly mentions:

Hetpeejer ieesmJeeceer yeeueJeesefOeveer

meJee&²megvojer, jefmekeÀ j²oe jefmekeÀefÒe³ee

peie×j: jefmekeÀ j²oe
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The commentators:

1. Nārāyanadasha; Sarvangāsundarītīkā
Nārāyanadasha, the commentator of Sarvaňgāsundarī-

tīkā is a pioneer commentator on Gītagovinda. After the first
commentator Udayana and his  Bhāvavibhavanitīkā, Nārāyan
and his Sarvaňgāsundarītīkā is the most important one.
Kaviraja Narayana the great grand father of Visvanatha
Kaviraja, holds the theory of adbhūta rasa as the all-inclusive
one, Visvanatha says:
®ecelkeÀejefÞeÊeefJemleejªHees efJemce³eeHejHe³³ee&³e:~ lelÒeeCelJeáeemceodJe=×ÒeefHeleecen-
meËo³eieesÿerieefjÿkeÀ-keÀefJeHeefC[le-cegK³eÞeerceVeeje³eCeHeeow©lkeÀced~ leoen Oece&oÊe:
mJeûevLes,

‘jmes meej½ecelkeÀej: meJe&$eeçH³evegYeg³eles~
le®®ecelkeÀejmeejlJes meJe&$eeçH³eodYeglees jme:~
lemceeoodYeglecesJeen ke=Àleer veeje³eCees jmeced’~~ Fefle~
kesÀefM®eefoefle ÒeelkeÀveHegC³eMeeefueefYe:~ meeefnl³eoHe&Ce-106

ef$ekeÀefue²YetceC[ueeKeC[uecenejepeeefOejepe ÞeervejefmebnosJemeYee³eeb Oece&oÊeb mLeie³ele:
mekeÀuemeËo³eieesÿerieefjÿe mcelmJeefHeleecen ÞeerceVeeje³eCeoemeHeeoe½ecelkeÀej SJe
mekeÀuejmeÒeeCeYetle: lem³e jeieeÐebMeMeyeuelJes ³eLee³eLeb Þe =²ejeefoJ³eHeosMe:~
leoYeeJeslJeÓleJ³eHeosMe Fefle keÀefJeefYe:keÀeuHeefvekebÀ Yesocegjjerke=Àl³eeskeÌleced~ keÀeJ³eÒekeÀeMe
meeefnl³eìerkeÀe (®elegLe& Guueeme:-72)

Nārāyana Dash was chief of the scholars and poets
and a great connoisseur of art and literature. He was in the
court of the king Narasinghadeva of his patron defeated
Darmadatta; who mentions the theory of rasa of Narayana.
His mention is limited to that, Kedarnatha Mahapatra gives
special attention to their family.
There are a lot of debate on the relation of Visvanatha with
Nārāyana as ÒeefHeleecen/ ye=×efHeleecen, however it matters little when
Visvanatha with reference mentions Narayana. There is no
difficulty in finding out the identity of Nārāyana dase who
happened to be the court poet of Narasimhadeva II. He was
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adorned with the little of Kaviraja by the king as a poet and
critic; as per the reference of Visvanatha Kaviraja.

Tīkā:
Now the significant of the Tīkā needs to be discussed.

Being one of the earliest one, this Tīkā imbibes the character
of original text of gītagovinda. Nārāyana being the scholar of
Odisha and the court poet of king Narasimha, knows the
nomenclature of poetry of Odisha which is sung in the temple
rituals of Sri Jagannatha temple.
Secondly the interpretation of kesÀvogefyeuJe mecegêmecYeJejesefnCeerjceCesve speaks
of the name of the Brahmin village Kenduvilva. This discards
many controversies of his birth place.
There is no interpolated verse in his commentary. Though he
mentions extra verses prevelent in foot notes. The verses
added by Ranakumbha and others are composed after
Sarvangasundari.
The commentary starts with a benedictory stanza of Radha
and Krishna as –
meJee&²megvoj: ke=À<Ce jeOee meJee&²megvojer~
le³ees Mevevo peveveer ìerkeÀe meJee&² megvojer~~
There is no mention of tālas whereas only rāgas are mentioned
in the commentary. Bhagavan Panda edited Sarvaňgāsundarī
and Śrutiraňjanī (Published by culture department of
Government of Odisha). There he indetail discussed his identity
significance of the commentary.

2. Rānākumbha: Rasikapriya
King Kumbhakarna of Rajasthan in (Meward)

Medapatadesa ruled during first quarter for fiftteenth century.
His family members are all connoisseurs of music and art, them
belong to Vaisampayana gotra. His ancester was Sri bappa in
Medapata. The guhilapadana a son was born, this name of
Hammira who has a son Þeer#es$eefmenb:~ His son was ue#³e - His son
was ÞeerceeskeÀuesvê: ,  the father of kegÀcYekeÀCe&:~ Kumbhakarna was expert
in Sangita Sastra besides his knowledge in Sahitya, Vyākarana
etc.
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3. Jagaddhara: Sāradīpikā
Jagaddhara, a well-known Maithili commentator

flourished after the 14 th Century has composed many
commentaries on different the poems. Mention below is the
list of Jagaddhara’s commentaries.
1. Mālatīmādhava-tippani
2. Meghadūta – Rasadīpinī
3. Vasavadatta - tīkā
4. Venisamhara - tīkā
5. Gītagovinda – Saradīpikatīkā
6. Devīmāhatmyatīkā

M. Krishnamachariar in his History of Classical Sanskrit
Literature (Delhi, 1974) gives the name of the Meghadūta
commentary as Sāradīpikā and states that the commentator
has referred to several commentaries before writing his own.
It is observed that the commentator has given his genealogy
in his gloss on the Venisambhara. Accordingly he was the son
of Ratnadhara and grandson of Vidyādhara. They were all
learned in Śāstras. He held two umbrellas as a man of
scholarship. His poetry is excellent as seen from the
introductory verses to his commentary on Vāsavadattā and
Mālatīmādhava. It seems that Jagaddhara has also commented
on Bhoja’s Sarasvatīkanthābharana. (Ed. By Kedarnath Sarma,
Bombay).

The commentary on the Meghadūta is printed from
Kālidāsa Samskrita Academi, Ujjain in the year 2009 edited by
Professor Mithilaprasad Tripathi, Dr. Jagadish Sharma and Dr.
Prabhunath Drivedi. Earlier one more edition is published by
Kameswar Singh Darbhanga Samskrt Visvavidyalaya which
is edited by Pandit Hrsikesh Jha. The Ujjain edition is named
as Mahakavi Kalidasaviracitam Meghadūtam. The commentary
of Jagaddhara is mentioned as Rasadīpinītīkā which begins
as follows;
peie×jke=Àlee jmeoerefHeveer ìerkeÀe :-
leÓeueeveueMeevle³es megjOegveer lelkeÀeueketÀìesuueme-
ppJeeueepeeueefJeOetle³esçce=lekeÀjmlelkeÀeceMegodO³ew efÒe³ee~
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lelmeHee&s×leoHe&meHe&CeefJeOeew ³eeqmceved ce³etje: meoe
mebmeejefKeueMe¹je³e efJeYeJes lemcew vece: MecYeJes~~
ívoesçue¹jCeb keÀes<eeved Yejleb HeeefCevesce&leced~
efJeYeeJ³e ef¬eÀ³eles ìerkeÀe Þeerpeie×jmetefjCee~~
lelkeÀeefueoemekeÀefJe efveefce&leKeC[keÀeJ³es – cesIeogles
J³eeK³ee ce³eeuHeceefleveeefHe efJelev³eles ³eled~
nemee³e ogpe&veieCem³e YeJesVe ®ewle-
og®®ew: Heob ³eoefYekeÀe*d#eefle meJe& SJe~~
Fn leeJeosJeb efkeÀue Þet³eles ³evceevemes mejefme keÀvekeÀkeÀceuekeÀevevej#eCee³e OeveeO³e#esCe ³e#e
SkeÀes efve³egkeÌle:~ me ®e keÀoeef®eled DeefleefJe<eceefJe<eceJee(Ce)JeeCeJesoveeotveceevemees
efvepeceeefveveerceeveeHeveesoe³e leb efve³eesieceJeOet³e YeJeveceepeieece~ leoeveercesJeeiel³e
cegefoleceocesogjcegKeejefJevowefo&iiepeJe=vowefjvoerJej-Je=voceekeÀvoceevoesefueleefcel³eeefOeiel³eeue-
kesÀéejes jes<ekeÀ<eeef³eleve³evees YeJelee ceeveJeleerceeveYeejefvejmevee³e cece efve³eesieçJeOeerefjle Fefle
le³ewJe mececeskeÀJelmejb leJe efJe³eesiees YeJeeqlJeefle leb MeHleJeeefveefle~ leecesleeb Òeefmeef×ceveg©O³e
keÀeefueoemeefceÞe: KeC[keÀeJ³eb keÀleg&cegHe¬eÀceles~

The commentator begins his work by paying obeisance
to Sambhu along with his several attributes such as the fire in
his forehand, the Kālakūta poison in his neck, the river Gangās
on his matted locks and the crescent moon. The author has
referred to treaties on prosody, poetics, Kosas, Nātyaśāstra
and the grammatical rules of Panini while composing the gloss.
The work of Kalidasa is mentioned as Khandakāvya. He hopes
that will be spared of harsh criticism at the hands of critics with
bad taste. The original poet is also mentioned as
‘Kālidāsamisra’ in the last line of the above passage.

According to Jagaddhara the massage poem consists
of 116 stanzas. After concluding his explanation of the last
verse, Jagaddhara supplies the following information relating
to his genealogy and scholarship. The name of the commentary
is given as Rasadīpinī.
keÀeJ³emeeiejs mHegÀjefle veesÓìe jmee (?) ceoer³eyegef×jefuHekeÀe kegÀJesopeveMes<ele:~
ueyOees ogue&YeMeemeveb megjieCeûeeceesçefYejecees iegCew-
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efJe&ÐeeJebMeeefoYet<eCew: mJeefHe YegefJe ®í$es GYes keÀeefjles~~
³esvee³eb meceYegodefÜpeeefleefleuekeÀkeÀ½eC[séej: HeefC[lees
ceerceebmewkeÀjnm³eJeM³eËo³es oeleeJeoeleeMe³e:~~
JewosMeb mecemetle meesç³ececeueb ceerceebme³ee MeesefYeleb
jecesMeb megleceeHe meesçefHe iegefCeleb lev$esçveJeÐeesÐececed~
DeeHelmeesçefHe ieoeOejb ieg©celes oer#eemeg efMe#ee#eceb-
uesYes meesçefHe ceneceefleb ieg©celes efJeÐeeOejb leb Jejced~~
jlveOejb JejceskeÀmegHeg$eb Meg×³eMee: mecemetle HeefJe$eced~
meesçefHe peie×jceeHe iegCeerMeesçieC³eiegCeb iegefCeveeefcen ieC³eced~~
³esveeHeeefþ keÀþesjieewlececeleb JewMesef<ekebÀ KeC[veb
³esveeÞeeefJe mekeÀes<ekeÀeJ³eefveJenb lelHeeefCeveer³eb celeced~
ívoesçue¹jCeb ®e YeJ³eYejleb ³esveeO³eieeef³e Þegefle-
mlem³e ÞeerMepeie×jm³e keÀefJelegäerkesÀ³ecegppe=cYeleeced~~
veeveeçue¹=eflemegvojer jmeJeMee veevee iegCeeveeb efJeefOe-
veeveeYeeJeefJeYeeJelewkeÀ®elegje veeveeLe&meeLee&efLe&veer~
leÊeÎt<eCeMetv³eleesppJeuelevet jc³ee²vesJe efmLeje-
ìerkesÀ³eb HeefjMeerue³evleg ke=ÀeflevemlesY³ees veeflecee&cekeÀer~~
Fefle Þeerceod peie×jefJejef®elee jmeoerefHeveer cesIeìerkeÀe meceeHlee~ MegYecemleg~ Þeerjmleg~
The genealogy is traced to a reputed line of scholars born in a
traditional erudite family. A great brahmin preceptor
Chandesvara was a forefather of the family whose knowledge
in Mīmāmsā was well known. Ramesa was a member of this
traditional Mīmāmsakas with a special interest in Tantra
literature. To him was born a son called Gadādhara who in
turn begot a son called Vidyādhara. Ratnadhara was the son
of Vidyādhara to whom was born Jagaddhara a scholar of rare
accomplishments. This boy endowed with many great qualities
was proficient in both the branches of Nyāya popularised by
Gautama and Vaīsesika systems. He got special training in
lexicographical works as well as in classical poems. His
erudition in grammar popularised by Panini was great. He got
trained in prosody and poetics in addition to dramaturgy

The Commentators



31
proclaimed by Bharata. Well-versed in Vedic and classical
texts, Jagaddhara was a poet of considerable merit. His
commentary on the Meghasandesa has all the qualities of the
maiden of accomplishments decorated well with embellishment.
He hopes that fortunate ones will be able to follow his
explanations of the poetry of Kālidāsa. From the colophon it is
known that the author of the gloss has named it as
Rasadīpinītippani.
ceeueefleceeOeJe :

The following stanzas occurring at the beginning of his
commentary on the Mālatīmādhava (Edition of M.R Kale,
Bombay, 1928) that throws same additional information on his
personal details.
®eáe®®eeqvêkeÀ®evê®ee©kegÀmegcees ceeÐeppeìeHeuueJees
¢H³eÎe©CeÜvoMetkeÀeceefCeceebmlelHeáeMeeKeeue³e:~
mLeeCegcex HeÀueoes YeJelJeeflelejeb ieewjercegKesvogêJe-
lHeer³et<eêJeoesnoeefoJe oOeÎsJeêgcelJeb meoe~~1~~
velJee ieg©viegCeieg©veJeueeskeÌ³e ìerkeÀeb
efJeéeeefokeÀes<eYejleÞegefleMeyoefJeÐeeced~
ívoebm³eue¹jCeceLe&ieefleb efJeef®evl³e
Þeercee¡eie×jke=Àleer efJeleveesefle ìerkeÀeced~~2~~
ÞeerkeÀCþkeÀCþefJeuegþlHeìgveeìkesÀçeqmceved
ìerkeÀe ce³eelceceefleveeefHe efJelev³eles ³eled~
kegÀ©<Je ogpe&veJe®em³e YeJes$e ®ewle-
Îgäb Heob JeoefvekeÀeÐegefle meJe& SJe~~3~~
The following stanzas occur in end of the acts.
Òeemetle ³eb jlveOejes iegCee{îees iegCee{îeªHee oce³eefvlekeÀe ®e~
peie×jb lelke=ÀleefìHHeCesç¹es ieleesç³eceeÐees jmejepejepeer~~1ceesç¹:~~
Demetle ³eb jlveOejesçveJeÐeesçveJeÐe©Hee oce³eefvlekeÀe ®e~
peie×jb lelke=ÀleefìHHeCesç¹esçieceefÜleer³ees jmejeefMeJeeme:~~2³eesç¹:~~
Òeemetle ³eb jlveOejesçefleceev³eesçefleceev³eªHee oce³eefvlekeÀeefHe~
peie×jb lelke=ÀleefìHHeCesç¹esçiecele=leer³ees jmejeefpejc³e:~~3³eesç¹:~~
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Demetle ³eb jlveesOejes efÜpesMees efÜpesMekeÀv³ee oce³eefvlekeÀeefHe~
peie×jb lelke=ÀleefìHHeCesç¹esçiece®®elegLeex jmejeefMeJeeme:~~4Leexç¹:~~
keÀleern Heáecee¹kesÀ mHegÀjefvle veesÓtlee jmee:~
ceoer³eyegef×jefuHekeÀe keÌJe Jeso leeveMes<ele:~~
Òeemeesä ³eb jlveOejesçefleYeJ³eesçefleYec³eªHee oce³eefvlekeÀeefHe~
peie×jb lelke=ÀleefìHHeCesç¹esçiecevceveesneefjefCe Heáeceesç³eced~~5ceesç¹:~~
metles mce ³eb jlveOej: HeefJe$e: HeefJe$eªHee oce³eefvlekeÀeefHe~
peie×jb lelke=ÀleefìHHeCesç¹: <eÿesçieceÓJ³ejmeeefOeJeeme:~~6ÿesç¹:~~
Òeemeesä ³eb jlveOejes efÜpesMees efÜpesMeJevÐee oce³eefvlekeÀeefHe~
peie×jb lelke=ÀleefìHHeCesç¹esçiecevceveesneefjefCe meHleceesç³eced~~7ceesç¹:~~
metles mce ³eb jlveOejesçefleceev³ees ceev³eeefleceev³ee ceo³eefvlekeÀeefHe~
peie×jb lelke=ÀleefìHHeCesç¹es ieleesäceesç³eb jmejc³eªHe:~~8ceesç¹:~~
Òeemetle ³eb jlveOejesçefleefJeÐees efJeÐeesefleefJeÐee oce³eefvlekeÀeefHe~
peie×jb lelke=ÀleefìHHeCesç¹esçieueVeJeerves veJeceesçveJeÐe:~~9ceesç¹:~~
ueyOeb ogue&YeMeemeveb megjieCeûeece½e kewÀJeefle&keÀe-
efÜÐeeJebMeefJeYetef<eles DeefHe MegYes í$es GYes Oeeefjles~
³esvee³eb meceYetefÜpeeefleefleuekeÀ½eC[séej: HeefC[lees
ceerceebmewkeÀjnm³eJeM³eËo³ees oeleeJeoeleeMe³e:~~1~~
osJesMes mecemetle meesç³ececeues ceerceebmekebÀ melkeÀefJeb
meesH³eg®®ewjpeefveä pewefceefveceles jeceséejb meÂgOeced~
metles mcee³eceefHe ÒeleerHepeef³eveb ceerceebme³eeuebke=Àleb
Meg×b OeerjieoeOejb keÀefJeJejb Heg$eb HeefJe$eeMe³eced~~2~~
efJeÐeeOejb Jejcepeerpeveos<e Oeerjb
nerjb peves<eg peef³eveb ieg©CeeskeÌlleMeeðes~
Òeemetle meesç³ececeueb iegefCeveb megHeg$eb
leb jlveHetJe&Oejces<e peie×jb ®e~~3~~
³esveeHeeefþ keÀþesjieeslececeCesJezMesef<ekebÀ KeC[veb
³esveeÞeeefJe mekeÀes<ekeÀeJ³eefveJenb lelHeeefCeveer³eb celeced~
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ívoesçuebkeÀjCeb ®e YeJ³eYejleb ³esveeO³eieeef³e Þegefle-
mlem³eeceg<³e peie×jm³e keÀefJelegäerkesÀ³ecegppe=cYeleeced~~4~~
Demetle ³eb jlveOejesçefleYeJ³eesçefleYeJ³eªHee oce³eefvlekeÀeefHe~
peie×jb lelke=ÀleefìHHeCesç¹: meceeeqHleceeHeÎMeceesçveJeÐe:~~5~~ 10ceesç¹:~~

4. Sankara Mishra: Rasamanjari tīkā
Śankara Mishra, the author of Rasamanjari tīkā of

Gītagovinda is quite significant. Sankara Mishra happened to
be the son of Dinesvara Mishra. He wrote this tīkā at the
instance of Sri Sālinatha. Sri Vasudeva Shastri Pansikara has
very carefully edited this commentary which is published by
Nirnaya Sagar Press, Bombay, 1899. The commentary of it is
lucid and simple style with necessary entries. (New Catalogus
Catalogurum vol.vi.p.36). The commentary has word to word
explanation and neccessary description gramatical notes,
alamkāra and chhandas. This commentary is mentioned by
Barbara Stoler Miller.

5. Laksmanasūri: Śrutiraňjanī tīka
Coming to the commentary the Srutiraňjanī tīkā of

Laksmanasûri we note in the first instance that it is a very
elaborate one and there are numerous manuscripts found in
the manuscript l ibraries, especially of South India.
Laksmanasûri ’s aim is to explain the entire text in the light of
rhetoric, music and grammar. He also gives pâthântaras
(variant readings) which procedure indicates his perusal of
the commentaries of his predecessors, then in vogue. In many
cases he explains the variants suitably fitting them in the
context. There are also few cases which were refuted by him
on the ground of poetic beauty. It is felt that in some cases the
readings he adopted are for the sake of music and metre.

Laksmîdhara’s explanation of the poem differs from
others. For example the word padmâvatî in the compound
padmâvatî-carana-cârana-cakravartî in the second verse is
explained different by Kumbha and Laksmanasûri. While
Kumbha takes padmâvatî to mean the goddess Laksmî,
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Laksmanasûri explains this as the name of the wife of
Jayadeva, but not to Laksmî. Jivananda Vidyasagara
Bhattacarya interprets this in a different manner starting that
the word padmâvatî is the name of the mother of Jayadeva
and the compound suggests his reverence towards his mother.
But Laksmanasûri explains this word as the name of the wife
of Jayadeva and says that Jayadeva was the director of the
dance performed by her in the presence of the god. In support
of his reading he quotes the eighth pâda of the Astapadî: vadasi
yadi of the tenth canto.

Again in pada five of the first Astapadî of the first canto
the compound adbhutavâmana is explained with reference to
Vâmana incarnation of Visnu only by others. But Laksmanasûri
explains this as the one who made insignificant the wonderful
demons. He gave this meaning to overcome the tautology that
might be caused by the presence of the word vâmanarûpa in
the same context. In the tenth canto the sixth pada reads
sarasalasadalktakarâgam. This is, as it is commented upon
by Kumbha and others. But  Laksmanasûri reads this as
sarasalasadalaktakasarâgam to avoid harshness and create
smoothness in the music. In the fourth canto, commenting on
the verse smarâturam he observes that there are two variant
readings for the word vajrâdhika as vajrâd ati and vajrâd api
and condemns vajrâd api as it does not create charm. In the
Astapadî ratisukhasāre in the fifth canto dealing with
dhruvapada he says that the line dhiresamire….vanamâli
constitutes the dhruvapada. Here he dismisses the view of
those who say that the dhruvapada is upto cancala
karayugasâli. He profusely quotes works on erotics and
grammar wherever required. The sentiments are explained in
full along with the figures of speech.

As observed already, many manuscripts of this work
are available. It is not possible to compare all the manuscripts.
As such I have chosen a few written in different scripts and
collated the works on hand with them. The text of the present
work (Tirupati Edition) is based on the palm leaf manuscript in
Telugu script.
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6. Sukladhvaja: Saravati tīka

Out of three commentaries of Gītagovinda of Assam,
Prince Sukladhvaja of the Koch Royal dynasty, viz, Saravati,
appears to be the most erudite and comprehensive. The
commentary is interesting because of the fact that it is written
by a victorious General and hero of many a battle. He flourished
in the Sixteenth Century and was the younger brother of the
erudite Koch King Naranārāyana (1533-1586).
Sukladhvaja:

Sukladhvaja alias Chilārayā alias Samgrāma Simha was
the third son of Visva Simha, the founder of the Koch Kingdom
of Assam and North Bengal. After the fall of the Khen dynasty
in 1498 as the result of seize of Kamatāpur by Allauddin
Hussain Shah, the nawab of Gauda, the entire North Bengal
and the western Kamarupa (Assam) came under a short spell
of mātsyanyāna, taking advantage of which a number of
landholders (Bhūyans) established their power as local chiefs
is their respective localities. Towards the end of the first decade
of the sixteenth century, Visu, the son of Hāriya Mandala, a
Bodo-Kāchari leader, rose to power after subjugating the local
chiefs including the powerful Bhūyans of Khūntaghat, Bijni,
Karnapur, Pāndu, Bausi, Baranagar, karaibāri, Chaygāon,
Rānī, Luki, Athiābāri and a few other local Land-holders. He
proclaimed himself the king of Cooch Behar and Kāmarūpa
having performed the coronation ceremony according to the
Hindu custom. He assumed the title Visva simha and
established his capital at Chikangrām at first, but later on having
defected Nasiruddin Hussain Shah of Gouda, shifted his capital
to Kamatāpur in Cooch Behar. He did not venture to attack the
Ahom Kingdom of eastern Assam, but rather considered it
desirable to conclude a friendship treaty with that power. He
died round about 1530 leaving eighteen sons by different wives.
According to Choudhary Amantulla and Darrang Rājavamsāvālī
of Sūrya Khari he married eighteen girls, but according to the
two Manasa poets of the early part of the sixteenth century,
viz, Mankar and Durgavora, he had married fortyeight wives.
According to Darrang Rājavamsāvalī and Manasā-poets noted
above, visva Simha progeneted eighteen sons of whom
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Narasimha was the eldest, Malladeva alias Narānārayana the
second and Sukladhvaja was the third son of Visva Sinha. Of
the eightees sons, only four have left a stamp in the history of
Assam and Cooch Behar. They are Narasimha, Malladeva,
Sukladhvaja and Gosin Kamal according to seniority in age.
The Darrang Rājavamsāvālī narrates how Visva-Simha on the
eve of his death, selected the different sons for different royal
functions to be discharged on the basis of some kind of lottery
by which Malladeva would succeed him on the throne with
Sukladhvaja went to Banarasi for study under one
Brahmananda Acharya where they spent a few years learning
different branches of Sanskrit education. Visva Simha died
during their absence from the capital and Narasimha taking
advantage of their stay in Baranasi occupied the throne.
Hearing this news, both the brothers hastened to the capital
and collecting an army led as expedition against Narasimha
who sensing danger fled to Nepal and then to Bhutan where
he is said to have attained the status of Dharmarājā.
Malladeva then ascended the throne assuming the name
Naranārāyana and made his next brother Sukladhvaja the
commander-in-chief of the army. To celebrate his accession to
the throne he minted coins in his own name which came to be
known as Narayani tanka. They married the two daughter of
Pratapa Ray, a powerful landholder of pandu, a place near
present Guwahati. Sukladhvaja also married a niece of
Sukladhvaja, named Kamalapriya. She was the daughter of
Jagatananda alias Ramaraya who was an accomplished
person specifically praised as a rasika-sujana by the saint-
poet in his several devotional plays. It is stated in the medieval
religious biographies that on hearing a bargila sung by Kamala
composed by Sukladhvaja to the accompaniment of sarenda
Sukladhvaja become enamored and married her inspite of the
initial reluctance of her kith and kin. This marriage subsequently
served as a great boon to Sankara when he had in the great
danger of being arrested by the Katowals of Naranarayana at
the instigation of a section of interested Brahmins.

After assuming the kingship, around 1540,
Naranarayana decided to establish his supremacy in the north-
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eastern India. He, therefore, entrusted the victorious campaign
to his brother Sukladhvaja, the commander-in-chief of a newly
trained army. Being emboldened by the victory over Nariruddin
Hussain Shahof Gauda, the newly crowned king of Kamata
under the command of his heroie brother Sukladhvaja sent an
army against the formidable Ahom power in 1545, but being
defeated in several engagements the Koch army had to retreat
with a view to equipping the army for the subsequent military
engagements. For the swift and better movement of the army,
Naranarayana engaged his brother Gosain-Kamal to build a
high way on the north bank of the Brahmaputra from Cooch
Behar to Narayanpur in present easternmost district of
Lakhimpur. After the completion of the road, the Koch army
along with its naval wing marched against the Ahom Kingdom
and after a successful campaign occupied the Ahom capital
Gargaon and the Ahom king, fled and took refuge in Namrup
and finally contracted a successful treaty in favor of the Koch
power in 1562 A.D. Then Sukladhvaja made a surprise attack
on the Kacharies and occupied Maibong and compelled the
Kachari King to sue for peace. He acknowledged the suzerainty
of the Koch by agreeing to pay annual tribute. Sukladhvaja’s
victorious campaigns continued unabated till all the narth-
eastern states, viz, Manipur, Sreehatta, Tripura, Jayantika and
Khyram (Khasi State), were brought under the suzerainty of
the Kamata-Koch power. Because of the swift mobility of his
army and sudden and surprising attack, the people called him
Cilaray (the king kite). He has also been named Samarasimha
and sometimes Samgramasimha in some of the contemporary
kavyas. According to Darrang Rajavamsavali by Suryakhari
Daivajna, the title Sangrama Sinha was conferred on him by
his brother king Naranarayana alias Malladeva.

Visva Simha, the founder of the dynasty after his
ceremonial coronation, repaired the ruined Kamakhya temple
and made necessary arrangements for her regular worship.
But during Naranarayana’s temporary absence from the capital
the engagement of his main army in the north-eastern victorious
campaign, it is narrated in some royal chronicles, that
Kalapahar the iconoclast came to Assam and destroyed or
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damaged some of the temples and images fo Kamarupa
including the shrine of Kamarupa repaired by Visva simha.
Before Naranarayana could undertake reconstruction,
Sukladhvaja, being over-confident of his military power attacked
Bengal under the Nawab of Gauda, but he was defeated and
captured and raptured and kept confined in the prison.
However, he was released for curing the mother of the Nawab
from a severe snake-bite.

As promised on his return to the capital he prepared to
reconstruct the temple of kamakhya and entrusted the task to
an eminent architect Megha Mukdum. The temple was
reconstructed on the old edifice and ceremonially installed the
yani symbol of Devi making necessary provisions for the
maintenance of the temple and daily worship. Seven hundred
servitors and a large grant of lands were placed at the disposal
of the shrine. Later Ahom kings added more shrines dedicated
to different deities making it a large temple complex. Both the
brothers reconstructed a few other ruined temples of Kamarupa
and Cooch Beher providing necessary facilities for worship
and maintenance.
The Koch kingdom attained the pinnacle of glory during the
reign of Malladeva (1540-1586). The chief architect of this
glorious achievement was, no doubt, Sukladhvaja, the heroic
and accomplished brother and commander-in-chief of
naranarayana. Both of them were learned and patrons of art,
religion and learning. According to the  Darrang Rājavamsāvarī,
Malladeva and Sukladhvaja were learned scholars in grammar
Puranas, vedic literature, smrti and mimamsa, science of
warfare, political science, astrology and logic. There may be a
bit exaggeration in the list, but it cannot be denied that learnt a
good deal while studying in Banaras.

  Naranarayana relished that unless Sanskrit learning
confined to a l imited few could be rendered to the
understandable language of the people for their edification;
the people would remain ignorant and would be subject to
exploitation of the interested parties. So , he directed his court
pandits having lycoficiency in different branches of Sanskrit
learning to translate into Assamese important works of different
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branches fo the ancient learning. The following orders were
issued to his court-scholars: ancient learning. The following
orders were issued to his court-scholars:
“Hark, O scholars, men of the kaliera will be shortlived and of
little intelligence. The ancient learning will gradually disappear.
Therefore, O, Purusottama Bhattacarya, write a simple and
short grammer in Sanskrit which will be known as Ratnamala.
This will be meant for teaching Sanskrit to women and non-
Brahmins. Afterwards, it will also be studied by the Brahmins.
Hark, Rama-saraswati, you are entrusted with the task of
rendering the Mahahharata to Assamese verses, The
Ramayana having seven cantos should also be rendered to
Assamese.

The eighteen Mahapuranas if rendered to Assamese
will immensely benefit the people to attain liberation, Listen,
oh Sankara, you please translate the twelve cantos of the
Bhagavata-purana and preach the religion of devotion as
embodied in the said purana. Sridhara and Vakula Kayastha,
you two undertake translation of Khandasadly, (Kamarupiys
Nibandhaniya Khandasadha) and Lilavati respectively so that
the Kayasthas could easily understand them.” (Darrang
Rajavamsavali, vv. 605-609).

That Naranarayana and his more accomplished brother
Sukladhvaja were great patrons of learning and arts are borne
out by many appreciative references by contemporary scholars
and poets to the patronage extended by them. Ramasarasvati,
the translator-in-chief of the Mahabharata, Sanskardeva and
Madhavadeva the two great Vaisnave poets and religious
reformers, the poest pitambara, known for his poetical
renderings of the 10th canto of the Bhagavata, Markandaeya
Candi, Nala – Damayanti episode and usaparinaya and a few
other minor poets of the sixteenth century have gratefully
acknowledged the patronage of Sukladhvaja, and his elder
brother Sankaradeva in his last devotional play, viz,
Ramavijaya, appreciates the help rendered by Sukladhvaja in
arranging the performance of the play in Cooch Behar just
before his departure from the mundane world. The lines of
appreciation are quoted below with the English translation.
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1) jecekeÀ Hejce YekeÀefle jmepeeCe~

ÞeerMegkeÌueOJepe ve=Heefle ÒeOeeve/
jecekegÀ efJepe³e ³ees keÀjeJeueer veeì
ceerueng leen¹ JewkegÀCþkeÀ Jeece~~

2) Hejce jefmekeÀieg© ÞeerMegkeÌueOJepe
jepee ve=Heefle ÒeOeeve
pe³eleg pe³eleg veerl³e F&éej ke=À<CekeÀ
kesÀefue ueeruee jme%eeve~~

1) Sukladhvaja, the noble king is great appreciator of
Rama-bhakti. He arranged for and had the performance of
Rama-vijay nātaka. Let the path to heaven remain open for
him.
2) Sukladhvaja, a great connoisseur of rasa is also a great
king. Being an appreciator of krsna-keli, let him be always
victorious.
Pītāmbara kavi who has identified by Khan-Choudhary,
Amanatulla the author of Koch-Beharer Itihasa, with the great
digest-writer on smrtis, viz pitambara sidhanta-vagisa,
composed a few works at the instance of Sukladhvaja who
has often been called heir-apparent juvarāja in Rajavamsavali’s
pītāmbara refers to the patronage of the jubārāja in the following
words.

³esve celes ³egJejepee%ee kewÀue ceesjs
³eej Dee%ee Dev³e Dev³e jepee Oejs efMejs~
leenej DeeosMes Deeefce efmLej keÀefj ceve
efJeMes<e YeeJeefveHeo keÀefj efJej®eve~~

ceeke&ÀC[s³e ®eC[er
(As the heir-apparent to the throne whose orders are

reverentially carried by other kings, requested me, so having
resolved my mind I have composed verses of Chandi in praise
of Bhavānī.)

Ramasaravati, the well-known versa-translator of the
Mahabharata and the reciter (pathake) of scripture of
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Sukladhvaja in his Jayadeva Kavya clearly mentions the
commentary of Sukladhvaja in the following verse:

HetJe&lee jef®euees ceF& Heo DevegHece~
GÐeesiej DeeÐekeÀLee YeeieJele jece~~
Yeer<ceHeJe& efveJeefvOeuees Yeer<cej efve³e&ve~
He®ís ieesÿ³ee$ee efJeveeHeJe& ³eeje veece
pe³eosJeveeces keÀeJ³e efJejef®elees meej
MegkeÌueOJepejepeeìerkeÀe keÀefjueevle ³eej~~

(Formerly I composed beautiful verses of Udyoga parva
which leads one to the path of devotion. Then I composed
Bhismaparva and Bhisma’s fall in the battle. After that I wrote
Vanaparva containing ghosa-yatra. Finally I composed
Jayadeva-kâvya (Gitagovinda) on which king Sukladhvaja
wrote a Sanskrit commentary.)
It has already been mentioned that the brothers, Malladeva
and Sukladhvaja were constructors of several old damaged
temples including that of Kamakhya. They also made liberal
grant of land and workers for their maintenance. The following
inscription of the Kamakhya temple bears testimony of their
religious urge and propensity.

ueeskeÀevegûenkeÀejkeÀ: keÀ©Cee³ee HeeLeex Oeveg&efJeÐee~
oevesveeefHe oOeeref®ekeÀCe&me¢Mees ce³ee&oe³eecyegefveefOe:~~
veeveeMeeðe efJe®eej ®eefjle: keÀvoHe& ªHeespJeue:~
keÀec³ee®ejCee®e&keÀes efJepe³evles ÞeerceuueoesJees-ve=He:~~
Òeemeeoceefêogefnleg½ejCeejefJevo-
YekeÌl³eekeÀjesÊegovegpees JejveerueMewues~
ÞeerMegkeÌueosJe Fvoceguueefmelees Heuesve
meekesÀ legj²iepeJeso MebMee¹ mebK³es
lemcewJe efÒe³emeesoj He=Leg³eMee Jeerjsvêceewue-mLeueer
ceeefCekeÌ³eb YepeceevekeÀuHeefJeìHeer veeruee®eues ce¡egueeced~~
Òeemeeob cegveervee ieJesomeYe=le MekesÀ efMeuejpeerJeer:~
osJeerYekeÌleceleecJejes jef®eleJeeved ÞeerMegkeÌueHetJe&: OJepe:~~
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The inscription contains two parts, In the first-part

Malladeva is praised and in the second part his brother
Sukladhvaja is eulogised for the construction of the main temple
of Kamakhya in the Sake year 1487 (1565 A.D.) The temple
contains two stone images of Malladeva and Sukladhvaja. The
English rendering of the above inscription by Edward Gait is
given below:

Glory to the king Malladeva who by virtue of his memory
is kind to the person, who in archery is like Arjuna and in charity
like Dadhicī and Karna; he is like an ocean of all goodness
and versed in many sāstras; his character is excellent; in beauty
he is as bright as Kandarpa; he is a worshiper of Kāmākhyā.

His younger brother Sukladhvaja built this temple of
bright stones on Nīlāchala for the worship of goddess Durgā
in 1487 saka (1565 A.D.). His beloved brother Sukladhvaja
with universal fāme, the crown of the greatest heros, who like
the favulous kalpataru gave all that was devoutly asked of him,
the chief of all devotees of the goddess, constructed this
beautiful temple with help of stones on the Nīla hill in 1487
Śaka.

Malladeva and Sukladhvaja were not only scholars in
the Sanskrit language; but also advocated the use of Sanskrit
by the officers with in the court. The Kathāgurucarita and
Sankara-carita by Bhûsana Dvija of the seventeenth century
have started that Malladeva and Sukladhvaja made a royal
proclamation that none must speak but Sanskrit within the
Court. Dvija Bhusana writes:

meveefmke=Àle efJeves kesÀnes ceele veceele³e~
meceev³e keÀLeekeÀes meJes mebefmke=Àles keÀn³e~~

(No body speaks in any other language but Sanskrit. Even
trivial matters are expressed in Sanskrit.) (P. 168)
Commentary on the Gītagovinda by Sukladhvaja

The Gītagovinda of Jayadeva of the twelfth century has
not only been famous for its melody and poetic excellence in
entire India but it has also attained celebrity among the western
oriental scholars. It has been commented upon by many
medieval scholars of different parts of India, in the History of
Sanskrit Literature Vol.I. By S.N. Dasgupta and S.K. Dey, the
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former has enumerated thirty commentaries and M.
Krishnamachariar in his History of Classical Sanskrit Literature
has recorded thirty two commentaries. The numbers of
commentaries so far recorded undoubtedly testify to the wide
popularity enjoyed by Gitagovinda during the last eight hundred
years. At least two or three commentaries were written by
Kamrupi scholrs. The most erudite commentary was written
by Prince Sukladhvaja popularly known as Silaraya. The name
of the commentary is Saravati which has been named in the
colophon at the end of every svarga. In the manuscript procured
by this writer, the name of the commentary is wrongly written
as Sarasvati, although the same manuscript has called it
Saravati in some other places. The other two manuscripts retain
the same name. Under the circumstances we have preferred
to retain the name Sāravtī.

The Scholar cum hero of many a battle, Sukladhvaja,
like Rana Kumbha of Mewar, has left an uneraguble foot-print
as a victorious general, a scholar and a patron of art and
culture. He lived nearly sixty years (1560-1570) and died before
his elder brother king Malladeva alias Naranārāyana. The
commentary has uniformly uses the honorific title maharaja.
This indicates that it was written during the year when
Naranarayana abdicated the throne for one year according to
some account and passed the period incognito owing to an
astrological forecast. During this period Sukladhvaja
discharged the duties of the King. This account however, is
neither corroborated by Darrang Rajvamsavali nor accepted
by Khan Choudhury Amanatulla, the historian of Cooch Behar.
The probable reason of designations like Bhunala Maharaja
etc. applied to Sukladhvaja is that he was the real power behind
the throne and he was formally installed as the juva-mahā rājā
according to the Darrang-Rajavamsavali. The commentary was
written probably between1565-70. When Sukladhvaja gave up
his victorious campaign and completed the repair and
reconstruction of ruined temples of western Assam. That
Sukladhvaja himself wrote this commentary and not by any
other court-pandit could be evidenced from the statement of
Ramasaravati in his Assamese rendering of the Gitagovinda,
which runs as follows;
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vejveeje³eCe ve=Heeflej ÒeeCeYeeF~
cenejepee MegkeÌueOJepe ³eeje mece cew~~
leeneve ìerkeÀekeÀ efpe%eeefme³ees yeg{epeves~
³eefo DeLe& veesHeesJee efvebefoJee ceeskeÀe ceves~~

(Consult, O learned one, the commentary of māhārāja
Sukladhvaja of unrivalled fame, the beloved brother of king
Naranārāyana. Having consulted the above commentary if you
cannot follow my version, then, blames me.)

From the above statement it appears that Rāmasaravatī,
the court poet of Naranārāyana must have consulted the
commentary of Sukladhvaja before he composed the Jayadeva-
kāvya. The influence of the commentary on the Assamese
kāvya is clearly noticed in certain places. Another indirect proof
is furnished by the gloss on the Gītagovinda by Ratnākara
Kandali, who expressed his gratitude to Sukladhvaja for
encouraging him to copy clearly Jayadeva’s work adding his
own gloss on the Sāradīpikā of Jagaddhara. The following lines
quoted from kandali’s work will help us in drawing the above
inference.
Opening lines:

ÞeerMegkeÌueosJes YetHeeueJe®emee efueKeefle mHe=Àìced~
meìerkeÀeieerleieesefJevoced ÞeerjlveekeÀj keÀvoueer~~
keÀjkeÀefueleeYegpe²es FveemleefJev³emleie²es~
efJeefnleveleveej²es oÊeeowlesMeYe²:
ef®eje efJeieueovei²: l³ekeÌlee²es De²vee²es~
YeJeleg cece efJecegkeÌlew MecYeg©veceÊe²veie:~~

Concluing lines:
Fefle meejoerefHekeÀeìerkeÀemeceslee ÞeerieerleieesefJevos
megÒeerle Heerleecyej veece ÜeoMemeie&:~~
ÞeerieerleieesefJevo keÀeefJecegkeÌle: ìerkeÀeJe®e: keÀeáevemeveceefCeefYe:~
Þeerke=À<CeosJem³e iegCewjMes<ew jlveekeÀjsCe ûeefLelee pe³eefvle~~

From the above lines it is clear that Ratnākara Kandali
not only legibly copied the worn-out commentary of Jagaddhara
but also added a gloss for the benefit of the readers at the
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behest of Sukladhvaja. The words likhoti sphuthm, other-wise
carry no meaning when we read it together with the succeeding
lines where the authorship has been clearly ascribed to
Jagaddhara

vevee ìerkeÀemeceueeskeÌ³e efJe®ee³e& meef®ejced Ëoe~
ieerleieesefJevoìerkesÀ³eced ef¬eÀ³eles Þeerpeie×j:~~

The influence of Sāradipika on the work of Sukladhvaja
is considerable and Jagaddara’s views have been cited at
several places of Sāravatī supporting or opposing his views.
Another frequently quoted commentary is that of Bhagiratha.
The commentary of Rānā Kumbha, viz., Rasikapriyā has also
been occasionally mentioned with relevant quotation.
The commentator’s range of study appears to be extensive as
evidenced from various categories of works mentioned or cited
in support of his views and comments. The important works
frequently mentioned or cited belonging to different categories
of literature are noted below:
a) Lexicons or word books: DecejkeÀes<e, Je=×ecej, M³eeéeele, efJeée, OejCeer,
cesefoveer, nejeJeueer, jlve-keÀes<e
b b bb) keÀeJ³eced; ceeueleer-ceeOeJe, Me=²ej-efleuekeÀ, cegêe-je#eme, keÀHe&tj-ce¡ejer, YeeieJele-
HegjeCe, cesIeotleced
c) Poetics: veeìîeMeeðe, YeeJeuelee, keÀeJ³e-ÒekeÀeMe, meeefnl³e-oHe&Ce, meejJeleer-

keÀCþYejCe
d) Erotics: keÀeceMeeðe, keÀecelev$e, Yeejle (veeìîeMeeðe), jefmekeÀ-me&JemJe, veeiej-

me&JemJe and a few others.
e) Philosophical works: v³ee³ekegÀmegvee¡eefue
f) Commentaries: meejefoefHekeÀe, HeerlecegefC[³e, commentaries of YeeieerjLe

and jeCeekegÀcYe (jefmekeÀefÒe³ee).
The commentaries as well as works on poetics and

erotics noted above have given definitions and illustrations of
different types of nāyakas and nayikās and their moods,
attitudes, feelings at different erotics stages of the mind. There
are a number of verse quoted dealing with topics which should
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really come under Kamasastra, but many of these verses are
ascribed to Bharata, Vatsyayana is also occasionally quoted.
Verses dealing with topics like sexual union, orgasm
(Cyutilaksana); methods of copulation, krauncabandha,
laksana, purusāyita sŗngāra etc., have been quoted at different
places of the work and they are ascribed to Bharata,
Ratirahasya and sometimes to other koka-eāstras. Another
work frequently quoted to illustrate mental or emotional moods
of lovers is Bhāvalatā.

The commentary frequently refers to two older
commentaries on Gitagovinda; one is, as has been already
referred to, the Sāradipikā by Jagaddhara, the well-known
commentator of Mā lati -Mādhava, Ven īsamhāra and
Svapnavāsavadattā. The other is by Bhagīratha, probably the
famous commentator of Kavyādarea, Naisadha, Sisupālvadha
and Megdhūta. Bhagīratha as a commentator of Gītagovinda
is little known and amongst the thirty an odd commentators so
far known his name is not mentioned by Krsnamachari in his
history of Sanskrit literature. From his commentary on
Kirātārjunīyam we learn that he belonged to the pitamundiya
family and hence references in Saravati to pitamundiya in
several places actually mean the commentary of Bhagiratha
on Gitagovinda. It is not that he has always supported the
views of the commentators, sometimes, he differs from them
and gives his own interpretations. On the whole, Sāravatī
reverals Śukladhvaja’s scholarship, sense of l iterary
appereciation and aesthetic mind behind the manble of a peroic
facade. The work will certainly throw new light on an aspect of
his personality which has been lying hidden so long to the
students of history. The serial number or order of verses in the
lyrics commented by Sukladhvaja though generally tally with
versions prevalent in other region of India, however, differ in
certain instances. A few verses found in others are not found
in the version prevalent in Assam and Sukladhvaja has also
avoided them. For instance, the following verse found in the
Bengal version is not found in any of the three manuscripts
containing the commentary of Sukladhvaja.

meeOJeer ceeOJeerkeÀ ef®evlee ve YeJeefle YeJele: Meke&Àjs keÀke&Àjeefme
êe#es ê#eefvle kesÀ lJeecece=le ce=leceefme #eerjveerjb jmemles~
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ceekeÀvo  ¬eÀvo keÀevleeOej Oej ve legueeb ie®í ³e®íefvle ³eeJeod
YeeJebMe=²ejmeejb MegYeefceJe pe³eosJem³e JewoiO³eJee®e:~~12/29

(Bengal vs)

7-8-9 Sanjivani, Padadyotanika and Jayanti:
The text of the main works as wel l as of the

commentaries is based on a number of manuscripts. Some
manuscript is in the possession of the Osmania University
Library and others obtained by the Academy from various
sources. In all twelve manuscripts have been collated for
publishing the work of three commentaries of Sanjibani,
Padadyotanika, Jayanti.

The first of these commentaries, the Sanjivani, was
written by Banamalibhatta, son of Sivadasa pandita and is
designated by the author as Banamali Sanjivani. Two mss of
this commentary are preserved in the Osmania University
library. Both of them are full of mistakes, but since the textual
interpretations given in the commentary are of considerable
importance, it was decided to publish it. Fortunately
manuscripts of the commentary are available in many Indian
as well as foreign Libraries. A copy of the manuscripts of the
commentary was obtained from the Government of Madras
Oriental Library Baroda and Bhandarkar Oriental Research
Institute, Poona. These five manuscripts supplied many correct
readings and missing links and removed obscurity of many
passages.

A photocopy of the first two and last two pages of
manuscript of the commentary was obtained from the Harvard
University Library, Cambridge, to find if it could shed any light
on the author and his commentary, but it did not contain any
additional information.

The special feature of the Sanjivani lies in its novel
interpretations of the text from the angle of sexual love and
pleasure. It gives a number of quotations from works on erotics
in support of its explanations.

None of the manuscripts give any information about the
author and his date. However, the manuscript of the Osmania
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University Library is dated 5-7-18041 and the manuscript of
the central Library, Baroda marked ie mentions its date as 8-8-
18022. The manuscripts also mention that the author wrote the
commentary in Varanasi.

The author of the second commentary padadyotanika
is one Narayana Pandita. Again, no information is available
about the author and his date. A manuscript of the commentary
which is in the Osmania University Library is dated 1-1-17683,
which shows that the manuscript is two hundred years old.
Besides this manuscript one manuscript of the commentary
was obtained from B.O.R.I Poona and copies of two
manuscripts were obtained from the Saraswathi Mahal Library,
Tanjore. The O.U manuscript gives at the end a bunch of five
verses collected from the text along with its commentary and
calls it Pancha Ratna Stavaka which is printed here under
Appendix 1.

For editing the text of the third commentary, Jayanti,
The editors had to depend on the only manuscript available
with the O.U.Library. A verse at the end of the work states that
the author of the commentary was one Krishna son of Ammanna
who was a physician. The commentary discusses the figures
of speech found in the text.
The list of the manuscripts made use of is given on a separate
page along with their indicative letters. The editors hope that
the copious footnotes and the index of verses in the text will
make the work commendable to the readers.

10.Dhananjaya-Dharanideva; Sarvangāsundarī
(Nūtana)tīkā

Dharanideva is a synonym of the word Brāhmana.
Dhananjaya was in the court of Mukundadeva. The
nomenclature of Navinasarvāngasundari creates confusion. It
is based on the famous commentary of Dhananjaya-
Dharanideva. It is not mere imitation or simplification of the
sarvangasundari. It represents a tradition of tika on tikā.
Generally it is found that a tika is written on another tika which
is accepted as authentic in grammar. Philosophy and poetics
of tradition of tika has been followed. The Mahabhasya of
Patanjali , Dhvanyā loka, Kavyaprakāsa and
Nyāyasiddhāntamuktavali have preserved such a rich tradition.
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Gitagovinda has the distinction as it has many commentaries
identified as Sarvangasundari. The Sarvagasundari makes
notable points with elaboration and substantiates the inquisition
with appropriate solution. He has thorough grasp over grammar,
poetics, erotics and literary criticism. He has gone through the
books on lexions and anthology. He is a scholar of rare quality.
Most of the scholars have ignored it and simply by taking to be
the shadow of the Sarvangasundari. So far as the commentary
is concerned It has rather overshadowed the Sarvāngasundari
in many respects. The scholars many take up such a
comparative study as a project in appropriate commentary is
concerned it has rather overshadowed the Sarvāngasundari
in many respects.
11.Chaitanyadāsa/Pujari Gosvamin: Bālabohinī-tīkā

The Bālabodhinī of Chaitanyadāsa, also known as Pūjarī
Gosvāmin, who was a Bengali Vaishnava scholar living in
Vrndāvana in the latter half of the sixteenth and early
seventeenth centuries. Barbara Stoler Miller says, “He also
wrote the Subhodinī on Krsnakarnāmrta. Chaitanyadāsa’s
Sanskrit comentary follows the text of Kumbha, but the
emphasis of the comentary is on the interpretation of the erotic
relationship of SriRādhā and SriKrishna as an allegory of the
spiritual relationship between the human soul and the loving
god SriKrishna. It places the Gītagovinda within the Vaishnava
tradition of the Bhāgavata Purāna, but it recognizes SriRadha
as Krishna’s consort, called Devi and Krsnamayī. The
importance of SriRādhā’s friend in terms of the concept of
sakhībhava is evident throughout the commentary; e.g., the
speech of the opening verse is attributed to the sakhī.
12. Laksmana: Rasikarangadātīkā

There are eight palmleaf manuscripts of Rasikarangadā
tīkā by Laksmana Bhatta in the manuscripts library of the Orissa
State Museum, Bhubaneswar. Pandita Laksmana Bhatta a
resident of Purusottama ksetra of Puri, wrote this commentary
on Gītagovinda, the manuscripts of which are available in
different parts of Orissa due to its popularity among the Pandits.
He has started his Rasikarangadā tīkā by invoking the
blessings of Radhā-Mādhava, Jagannātha, and Mahaprabhu
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Śrīchaitnya. He was some how connected with the ‘sevā’ of
god Jagannātha. This tīkā was completed of Kendu and vilva
as has been discussed earlier.

Besides the commentaries of Odisha discussed above
there are other twenty-four commentaries on Gītagovinda
written in different parts of India. They are noted here by name
in chronological order for reference of the scholars.
(i) Sāradīpikā by Jagaddhara (c. 1310-A.D.) of Mithila
(ii) Tippanikā by Mānānka (c. 1431-A.D.)
(iii) Sarvāngasundarī by Brhaspati Misra (c. 1431-A.D.) of
Bengal
(iv) Sandarbhadīpika by Dhrtidāsa (Kara) (c. 1450-A.D) of
Bengal
(v) Rasīkapriyā by Rānā Kumbha (c. 1460-A.D.) of Mewar,
(vi) Rasamanjarī by Samkara Misra (c. 1560-A.D.) of Mithila,
(vii) Srutiranjanī by Tirumalla Ray (c. 1565-A.D.) of Andhra,
(viii) Sanjīvanī by Banamali Bhatta (c.1575-A.D.) of Kashi,
(ix) Sāhityaratnamālā by Sesa Kamalākara (c. 1579-A.D)
(x) Balabodhinī by SriChaitanya Dāsa (c. 1600-A.D.) of
Bengal
(xi) Padadyotanikā by Narayan Pandit (c. 1600-A.D) of
Keral,
(xii) Gangā
(xiii) Sasilekhā by Krsna Datta (c. 1610-A.D) of Mithilā,
(xiv) Rasakadambakallolini by Bhagavata Dāsa (c. 1628-
A.D.) of Vrndavan,
(xv) Rasataranginī by Nārāyana Bhatta (c. 1660-A.D) of
Vrndavan,
(xvi) Sarvarthabodhini by Gopala (c. 1664-A.D),
(xvii) Anupodaya by Anupa Singh (c. 1664-A.D.) of Rajastan,
(xviii) Artharatnāvalī by Gopala Chakravarti (c. 1677-A.D.),
(xix) Padabhāvārthachandrika by Srikānta Misra (c. 1700-
A.D),
(xx) Madhurī by Ranganatha Arade (c. 1725-A.D) of
Maharastra,
(xxi) Sarvāngasundarī by Nārāyana Sharma (c. 1728-A.D),
(xxii) Tippanī by Chidānanda Bhiksu,
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(xxiii) Madhurī by Ramatarka Chudamanī of Bengal
(xxiv) Gītagovindaprabodha by Ramakanta of Dacca.

Moreover the names of some other commentaries, viz
Vachanamalika, Artharantavali  by Chaitanya Dasa,
Sanandagovinda by Rudradeva, Gitagovindavivrti by Vithal
Diksita, Srutiranjani by Visvesvara Bhatta and Tilakottama by
Hr dayabharana are also known.

13. Prafulla Mishra: Swarnalata tippani
Prafulla Kumar Mishra, (born in 1954 Puri) a scholar, a

prolific writer in Sanskrit, he has written kavya (twenty), nataka,
translations, short stories and novels. Mishra also writes in
English, Odia and sometimes in Hindi (All about fourty in
numbers). He brings a new taste to Sanskrit literature that make
him prominent in the world of literture. As a scholar in Sanskrit
Poetics he brings a new method of creative criticism, and was
done scientific study in Yoga, Vedic studies and SriAurobindo
Studies. Besides his English, Odia and Hindi writings. He has
more than twenty collection of poems and novels in Sanskrit.
He has guided thirty two Ph.D students of Yoga (8), Sanskrit
(22) Odia (2). One musicology (1) and one culture study (1).
As an academic administrator he was the Chairman
P.G.Council, Utkal University, director of National Mission for
Manuscript, Govt. India and V.C of NOU. At present he is
Hon’ble Chancellor of DRP central Agricultural University, Bihar
and the Vice-chairman of Maharsi Sandipani Rastriya
Vedavidya Pratisthan, Ujjain.
List of Sanskrit books:
i) 1995 - Chitrakurangi, Delhi
(ii) 1998 - Tava Nilaye, Bhubaneswar
(iii) 1999 - Brahmanābhibh, Bhubaneswar
(iv) 2001 - Konarke, Bhubaneswar
(v) 2005 - Chitrāngada, Bhubaneswar
(vi) 2005 - Rtayāni and Kavitābhuvanesvari
(vii) 2006 - Kāvya vaitarani
(viii) 2009 - Chatvari Srngā, New Delhi
(ix) 2010 - Manojangame, Puri
(x) 2011 - Godhulih, Bhubaneswar
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(xi) 2014 - Patrapriya, Bhubaneswar
(xii) 2016 - Chaitrarajani, Mumbai
(xiii) 2016 - Dharmapadiyam, Bhubaneswar
(xiv) 2021 - Brahmanilaye, Bhubaneswar
(xv) 2022 - Kasmirollasa, Bhubaneswar
(xvi) 2022 - Paribrajaka, New Delhi
(xvii) 2022 - Muktakamālini, Bhubaneswar

14. Srikanta Mishra: Padabhavarthā Chandrika
Padabhavarthā Chandrika of Srikanta Mishra is another

important commentary Mithila School of literary criticism. There
is a lot of reference of Rasamanjari and of similarity between
both Wilkinson holds that, “As regards the commentary itself,
it is practically identical with Sankar Mishra as Rasamanjari,
the difference between two MSS. in the library of the India
office by J. Eggling. (Part vii, P-3870) It is quite obvious that
the Ranganath (18th century AD) while writing Sri Jayadeva o
Gitagovinda writes a sloka –

mevl³esJe jc³ej®evee efJeMeo½e ìerkeÀe:
ÞeerkeÀevleefceÞe-cegKemetefj-JejÒeCeerlee:~~

Kedarnath Mahapatra accepts him as a poet of 17th

Century.
Kedarnath quotes a sloka from Padabharthā Chandrika of

which the two incomplete MSS were kept in Asiatic society,
Kolkata. The Mangala Charan of this tika is as follows –

Þeer ieCesMee³e vece:
Yeêe³e YeJeleeb ªHeb ke=À<Ce meodYeeJeYeeefJele:~

keÀeefuevoerpeuemebmeie& cesIeM³eeceesçefHe megvoj:~~
The manuscript was procured from Raghava dasa Matha

of Puri. But the said tika is published by Chinmaya Prakashan,
Prayagraj. This book is edited by Sri Chinmaya Kumar Hota
(364 Daragang, Prayagraj – 211006) in 1997D. The text has a
lot of variant readings. The quality of the tika is not inferior
than any famous commentators. The grammatical discussion
and references of different texts are profusely used.

The Commentators



53

Flora and Fauna in Gitagovinda
But how is it, in the spring season Srikrishna is lost

somewhere in pang of love –lust search in the forest? How
was it possible? When the introduction is started with a canvas
of cloud-darkness in thick new tamala forest, the sylvan black
cloud, then how is it that on the way the season happens to be
changed to spring and the spirit is enchant of erotic sentiment.
It means the occasion of mangalacharana sloka is not in
combination and the lapse of time led wise to the advent of
spring season. Accordingly flowers blossom like JekegÀue, efkebÀMegkeÀ,
veJeoue, leceeue, kesÀMejkegÀmegce, Heeìue, kesÀlekeÀ, ceeOeefJekeÀe, veJeceeefuekeÀe, peeefle, DeeflecegkeÌleuelee,
®etle, etc.( kimsuka-flame tree, keshrakusuma,- saffron flower,
ketakadanturita –cactus –spikes, navamalikajati- twirning
creepers) are blossomed So how these delicate flowers
became the arrows. These flowers are all spring flowers and
especially the kesÀlekeÀ, flower blossoms on the sea-shore near by
places. Jayadeva might be staying at Puri near Gundichaghara
at Dasavatara matha: This place was thickly surrounded by
kesÀlekeÀ/efkeÀDee plants which was seen during last two decades of
twentieth century. As a native of this area I had to cut many
such plants to avoid snakes abode. It is no doubt that Madhava
of Niali and Kenduvilva are on the bank of Prachi river which
is ever full of kia / ketaka plants even today; because these
plants though cactus like are used to fence the orchard in order
to protect from the cattle and other trespassers. The fragrance
of ketaka is quite erotic. The fruits and flowers are offered and
decorated the path during the ®evove³ee$ee of SriJagannatha at Puri.
Again the wild malli creeper beautifully depicted became
exhilarate or catalyst to make sringāra rise at it’s apposé. This
flower is quite naturally a local creeper which blossoms in
spring. The aroma of love is prepared by nature. The
environment of sringara in builds up by the flower of spring
season. So the flowers are enchanted with these humming
bees and cuckoo birds and the gentle breeze of Malaya
Mountain intoxicates the passionate lovers and they became
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impatient to be united with fiancée on the way. In the verse
nine of canto one could attract the rhetoricians like Visvanatha
(Sāhityadarpana) to take as an example of erotic sentiment.

Ketaki flower is a saw-like at the same time spears to
cut and pierce. The flora and fauna depicted in the songs are
very common with Kenduvilva and Puri like coastal area.

The paleo-alluvie soil with costral climate is conjenial
for the above flowers. So also fruits like coconut, Palm-fruit,
mango etc. mentioned in Gitagovinda is common plants of the
area.
Flowers  (The reference of Flora and Fauna in Gitagovinda)

1. leceeueêgce – Symbolizes darkness similar to SriKrishna.
This tree bestows thick dark shade that becomes useful for
secret lover play.
3/1.ueJe² - a clove like flowerbud – vine of clove
3/1. ceOegkeÀ – an intoxicating flower
3/1. JekegÀue – mimosa - long lasting fagrance
3/3. efkebÀMegkeÀ – Flame – tree petals - like fire flame
3/4. kesÀMej – Saffron flower - Similar as above
3/4. efMeefuecegKe – Trumpet flower
3/5. kesÀlekeÀ – ketak thorns - Its throns cuts the heat of lovers

in separation. Fragrance creates passionate aroma.
3/6. ceeOeJeer – twinning creeper
3/6. veJeceeefuekeÀe – Fresh garlands
3/7. DeeflecegkeÌleuelee – rising vines
3/7. ®etle – mango-flower - Fragrance provoke cuckoos to

sing that creats erotic atmosphere.
8.     ceuueer (ueleeceuueer) – creeper malli
9.     kesÀlekeÀer - ketaki
10.   ®etle – mango-flower
11.   FvoerJej – water lily/lotus

Flora and Fauna in Gitagovinda
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6/3. efkeÀMeue³e – tender ferns
6/5. kegÀmegce - flower
6/7. mejespe - lotus
7/3. MeesCeHe¨e – red lotus
19. efyemeuelee – lotus stalks garlands - cools the body
19. kegÀJeue³e – blue lily petals - cools the body
20. ®etle – mango flower
8/2. veefueveeroue – lotus petal
8/3. kegÀmegceefJeefMeKe – lovers arrow (5 flowers)
8/3. kegÀmegceMe³eveer³eced – flower bed
8/5. veJe®etleced – mango-blossoms
9/4. ve³eveveefueve - lotus
9/5. efkeÀMeue³e – tender shoots
28.   keÀceefueefve – lotus pools
11/3. He$e – leaf
11/4. kegÀ¡e – Creeper grove - for secret love play
11/6. efkeÀMeue³e - vine

He¹pe: - lotus
12/3. efyemeefkeÀMeue³eJeue³e – lotus shoots - to cool the body
13/6. keÀgmegce - flower
14/1. ieefuelekegÀmegce – triangle of flower
43.  cegKeecyegpe – lotus face
15/2. kegÀ©JekeÀkegÀmegce – Amaranth blossom
15/4. veefueveeroues – lotus petal
15/6. ®ejCeefkeÀMeue³e – tender shoots
16/1. lejue kegÀJeue³eve³evesve – eyes flirt like blue lilies
16/1. efkeÀMeue³eMe³evesve – tender shoot bed
16/2. mejefmepe – lotus
16/4. mLeuepeue©n – hibiscus blossoms
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46.    kegÀJeue³e¢Mee – eyes of water lily
47.    HeáeyeeCe – five arrows of flowers of cupid
17/1. mejmeerªnuees®eve – lotus eyed
17/4. ®ejæCekeÀceueoue – lotus petal feet
18/5. mepeueveefueveeroue – moist of lotus
19/1. cegKekeÀceueceOeg – wine in lotus mouth
19/4. veerueveefueveeYe – dark lotus, scarlet lilies
19/6. mLeuekeÀceueie¡eveb – hibiscus-blossom
19/6. HeoHe¹peb – feet lotus
19/6. mLeuekeÀceue - hibiscus-blossom
19/7. HeoHeuueJe – feet petals
56.     yevOegkeÀÐegefle: - crimson autumn blossoms
56.      veerueveefueveer – blue lily
20/4. DeefveuelejueefkeÀMeue³eefvekeÀjsCe – tendril petal quiver

leeefHeíieg®íeJeueer – tamala flower clusters - creates good
shade for the grove

60.     mejespeoece – dark lotus wreaths
21/2. DeMeeskeÀoueMe³evemeejs – bed of red petals of Ashoka - that

arises the love excitement
21/3. kegÀmegce®e³ejef®eleMegef®eJeemeiesns – retreat heap of flowers
21/3. kegÀmegcemegkegÀceejosns – flower like delicate body
22/3. veerueveefueveefceJe –  dark lotus
22/4. JeovekeÀceue – lotus faced
22/5. DeOejHeueJe – petalled lip
22/6. kegÀmegcekesÀMejced – flower tangled on bed buds
67.     cegngve&JeHeuueJe – tender shoots - used in bed in creeper
            grove
23/1. HeoHeuueJe – leaves lotus footprints
23/1. efkeÀmeue³eMe³eveleues – tender shoot being bed
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24/4. efpelekeÀceues – surpass lotus
 24/5. keÀceueeveve – lotus like face
24/6. kegÀmegceeefve – flowers

Trees
4/1. ®evove - sandal
4/5. Je¡egue - cane
2. ÞeerKeC[ced - sandal

jmeeue: - mango
efHekeÀ: - cuckoo

6/5. keÀesefkeÀue - cuckoo
15.   keÀeveve – forest
16.   DeMeeskeÀueeflekeÀe –Ashoka
         GHeJeve - garden
16.   cegkegÀue - bud
16.   ®etle - mango
17.   kegÀ¡e - grove
7/4. Jeve - forest
7/8. efkeÀvog – kendu fruits
         efJeuJe – vilva fruit
21.   efyecye – image
22.   efyecye - image
24.   Jeeveerj efvekegÀ¡es – resort of cane - creates natural creeper

grove (thicket)
8/1. ®evove – sandal wood
25.  efJeefHevee³eles – become forest
25.  ceeuee - garland
28.  ®evoveb – sandal wood
29.  jmeeueMeeKee – branch of mango tree
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29.     Hegef<Heleeûee – tip of flower
10/1. kegÀmegceefvekeÀj – flowers
10/4. efJeefHeveefJeleeves – canopy of flowers
31.     Dece=leced - nectar
11/4. kegÀ¡e – thickets
32.     kegÀ¡e – thickets
36.     ueleeie=ns -  creepers grove
38.     He$es -  leaves
13/1. Jeveced - forests
41.     Je¡egueueleekegÀ¡e – thicket of cane/canebeake

  JeveJesleme – wild cane
41.      JeveesHeevle – near forest
15/4. efpeleefyememekeÀues – lotus petal
15/5. leesjCenmeveb – canopy
15/6. efJeìHeesojs – in the tree
45.     ®evoveeefveue – wine of sandal wood
17/4. ceoveêgce - wine of sandal wood
18/2. leeueHeÀueeoefHeieg© - leave like tala/palm fruits with rasa for

 love play
51.    ÞeerKeC[ - sandal wood - besmeared on the breast for

coolness
54.    HeáeyeeCe - five arrows of flowers of Cupid
55.    ceOegkeÀ®íefJejd – lotus ashoka, mango, new jasmine
56.     Heg<Hee³egOe: - blue lily five arrows
57.     efJeOeglejcYe ceg©Ü³eced – two things of platinum tree
58.     kegÀ¡eMe³³ee – bed of thickets
20/1. ce¡egueJe¡eguemeerceefve – beautiful cane groves
20/3. kegÀmegceMejeMeve – bow and arrow of flower

Flora and Fauna in Gitagovinda



59
20/4. ueleeefvekegÀjcJeced – creepers
60.     leeefHe®íieg®íeJeueer - cane
61.     SleÊeceeueoueveerueleceb – blue like tamala leaf
21/1. ce¡eglejkegÀ¡eleuekesÀefue - the beautiful thicket is good for the

  love play
23/1. efkeÀMeue³e Me³eveleues -
24/1. ®evove efMeefMej lejsCe -

Animals
3/1. keÀesefkeÀue - cuckoo - songs arouses passion
3/1. Deefue - bees - songs arouses passion

ce=ieceo: (keÀmlegjer) – deer musk - songs arouses passion
9.     keÀekeÀueer (He#eerCeeced) – cacophony - songs arouses passion
13.   ceOegJeĺe – bees - songs arouses passion
16.    Ye=²er – bees
7/3.  Ye´cej – bees
20.   ce=ieer - deer - eyes arouses passion
8/5.  kegÀj²ceo - musk
25.   nefjCeer - deer - eyes arouses passion
26.    Meeog&ueefJe¬eÀeref[leced – play of tigers
10/3. ceOegHemecegns – bees
11/5. JeueekeÀ - crane
37.    ce=iee#eer – eyes like deer the similarity with beloved eyes
14/1. ce=ieceoefleuekeÀ – musk
15/4. ceOegkeÀj - bee
19/1. uees®eve®ekeÀesjced – night bird
19/4. keÀeskeÀveo – lark bird
58.     ce=iee#eer – eyes like deer
20/2. cejeue efJekeÀejced – swans song
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20/3. ceOegHe efJejeJeced – humming bees
20/3. efHekeÀefvekeÀjs – bees
20/4. keÀjYees© - thigh like elephant
61.     keÀeMceerjieewjJeHeg<ee – body like the white kasmir- camphor

21/4. ceOegcegefoleceOegHekegÀuekeÀefuelejeJes – humming bees
21/6. ceOegjlejefHekeÀefvekeÀj – melodious song of a cuckoo bird
66.     ce=ie¢Me – looks like a deer
23.     efHekeÀ©le – singing like produced by a cuckoo
23/6. efHekeÀªleefJekeÀues – pathetic sound of a cuckoo
24/1. ce=ieceoHe$ekeÀ – musk petals
24/2. DeefuekegÀueie¡eveced – humming bees
24/3. ve³evekegÀj² - eyes like deer
24/4. ce=ieceo – musk - the saint creates exitement for love

 play.
24/5. ce=ieceojmeJeefueleb – mixed with musk
24/6. efMeKeefC[ efMeKeC[keÀ[ecejs – peacock’s sound
The relation of Radha Krishna: It is curious to mark that poet
Jayadeva, the narrator of this love play, keeps all other
characters as anonymous excepting Sri Radha and Sri Krishna.
They are all used in common nouns like ieesHeerç, ogleer, meefKe etc. The
initiator of the love play, Nanda who directed Radha to lead
Krishna finds mention.But quite objectively he seems very keen
to mention the name of his wife HeoceeJeleer, father YeespeosJe, his close
friend HejeMej, jeceeosefJe/YeeceeosJeer/JeeceeosJeer/jeOeeosJeer as the mother.

Through paramount relation of individual – universal soul,
SriRadha-Krishna and Arjuna – Sri Krishna sets, the description
is visualized yet the description of sakhi brings them down the
earth. They may be treated as mere hero and heroine without
any other postulation of divinity in the theory of literature
(Deue¹ejMeeðeced). Jayadeva oscillated from bhakti to sringara and
rarely settles on one point. From beginning to end in many
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places he is dragged to sringara in many places [4/8]. The use
of sringara, rati may also create jmem³e mJeHeoJee®³elee oes<e:~

Sri Radha again marked from a distance that Sri Krishna
is surrounded by many damsels and enjoys their company. So
this type of sight is vividly described by Sri Radha before her
friend. The name of the Sakhi is insignificant for Jayadeva
though her role is to mediate successfully and create occasions
for their union. This is quite injustice of Jayadeva for keeping
sakhi anonymous.   Even if many times Sri Krshna frustrates
Sri Radha by wondering in the forest. The description of Sri
Krshna by SriRadha is quite interesting. She says, “chandana
charchita” etc. (song-4), besmeared with sandal wood paste,
decorated with a garland dropping up to the knee (Jeveceeuee-
Deepeevegueeqcyelee ceeuee Jeveceeuee ÒekeÀerefle&lee) setting for love sports-creeper-
grove with ear rings of jewels (mani) and by smile his chicks
are expanded. Hari enjoys mugdhānāyikā in love sports. All of
them the hero Sri Krishna and the following gopis, have adored
themselves with cosmetics. The love sport and seduction of
the Gopies are described in detail. The mebYeesie Þe=²ej in polygymy
and polyandry Sri Krishna is quite in  picturesque manner.

The Gopis are cegiOee (nefjefjn cegiOeJeOetefvekeÀjs O³ee³eeefle cegiOeJeOetjefOekebÀ
I.4/3) nāyikā for the purpose of love. But whether the word cegiOee
is connotative or idiomatic? The internal evidence of the verse
presupposes that the damsel is clasping Hari with her well
blossomed bosoms. It is opposite of cegiOee character because
cegiOee m³eelde veJe³eewJevee jleew Jeecee ce=og ¬egÀefOe~~

Here the HeerveHe³eesOej becomes a Yeej, means, the breast is
excessively grown which becomes a burden on the frail body.
In this love sport all ladies take active part and Sri Krshna just
passively responds to Gopis.
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Sri Krshna is named as meeceeso oeceesoj: in first canto but

verse no. eleven of the same canto Sri Krsna is described as
cegiOenefj~ cegiOe: is the masculine form of cegiOeeveeef³ekeÀe. In this context
canto 3 termed as cegiOeceOegmegove: is probably loosely used. The
environment of Vrindavana is spring. As a result of which the
sport of spring is pleasant for both Sri Krsna and the gopis. In
this context the epithet of Sri Krisha is an embodiment of erotic
pleasure. Þe=²ej: meefKe cegefle&ceeefveJe the use of word Þe=²ej in mJeHeoJee®³eleeoes<e:
The third song (of canto I) where sakhi describes the love
sports of Sri Krishna with other gopies, which quite naturally
upsets SriRadha. The third songs is a description of the
environment of spring provoking for love sport yet the fourth
song speaks the details of their love acts. In the meeOeejCe ÒeCe³e or
love equally with each one Sri Radha, a becomes envious
Jayadeva described her as oervee, which means frustrated in the
pang of love. Therefore she talked to her in confidence. The
word meeOeejCe by the narrator does not make Sri Krsna is less
involved with Sri Radha. Yet Sri Radha thinks herself as
extraordinary among gopis. But the word F&<ee& prompted her to
confidentially speak to meefKe in deep remorse of being dejected.
This enjoyment of Krshna with other ladies in rāsa is as if
teasing to Sri Radha.

Sri Radha told her sakhi to rush in to Kunja grove where
Sri Krishna lives and bring him back to make him engrossed
love sports with her. jce³e ce³ee men She expects that her sakhis
would bring back him to make love. In expression of love sports
there is no repetition of acts. The details are described thereof
in the third prabandha of this text. However the description of
spring and the love-sports thereof created in the backdrop of
Yamuna river bank with the bank- forest of Vrndāvana. The
forest is endowed with natural creeper groves and the floral
flavour to make an aroma of erotic provocation and aesthetic
pleasure.

The cosmetics and the anointment of beauty of Sri
Krshna is quite curious. While squeezing the rounded breast
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exhibit exhorts the door of heart never opens as of efveo&³e, when
he wonders with others without Sri Radha. It is intolerable to
her. But again she pines to be united with Sri Krshna. It
recapitulates the memory of love sports. She urges Sri Krshna
to be united in love play with her. Remembering her days of
first love, she narrates how Sri Krshna plays with her; the
dresses were taken down, this is similar to GHeesçjeiesCe efJeueeskeÀleejkebÀ
³eLee i=enerleb MeefMevee efveMecegKeb ³eLee mecemleb efleceejebMegkeÀb leLee HegjesçefHe jeieeled mKeefueleb ve
ue#eefleced~~ Again she slept on the leaf bed of creepers grove. Sri
Radha became violent to Sri Krshna as he roams with others
without her. So she wishes to be with Sri Krshna as the
presence of Sri Krshna to her is very much in her heart and
also everywhere.

The description of mebYeesie Þe=²ej in the creepers grove is
step by step. He loosened the silken garment from the thigh.
He slept on the breast of Sri Radha. Being slept he clasped,
kissed are drank the nectar of lower lip. The love sport is
bestowed with perspiration which makes her very quick. At the
time of its climax of love play she expresses her feelings of
utmost satisfaction by the cuckoo’s song as if declaring the
victory of cupid. The flowers of her hair locks are withered.
The nail marks are on the heavy bulks of breast. The jingling
sound of jewels in anklets of her feet rises the height of passion.
The waist chain sounds and kiss by holding the hair locks
made her mad in passion. The eyes were half opened at the
time of love. This discussion happens to heighten the love
passion for union with Sri Krishna, for remembrance of love
play is a catalyst of love.

But again in the forest Sri Krishna is surrounded with
the beautiful damsel of Vraja and Sri Radha views this from a
distance, Sri Krishna looks at her with a smile. This pleases
Sri Radha which she relates this to her friend. But the sight of
Sri Krishna with other ladies at the advent of spring when the
entire forest laden with mango flowers create passion in the
mind of a love stricken one. Not only that, the poet has created
the aroma of restlessness by the blomming ashoka flowers
and the blow of the gentle breeze from the water bodies creates
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a cinematic setting. Rather they create burns in the body of
Sri Radha as they are all the causes of passion. The mark of
sādhārana pranaya tarnishes the prestige of Sri Radha,
because she was considering herself as special, accordingly
her relation with Sri Krishna is special. It reminds Hala’s sloka
1/89 of Gāhāsattasai.

ceggncee©SCe leb keÀnCe ieesjDeb jeefnDeeSb DeJeCesvlees~
SleeCeB JeuueJeerCeb DeeCCeeCeB efJe ieesjDeb njefme~~1/89
mebbmke=Àleíe³ee- cegKecee©lesve lJeb ke=À<Ce ieesjpees jeefOekeÀe³ee
Sleemeeb JeuueJeerveebcev³eemeeceefHe ieewjJeb njevfle~~
meefn F&efjefme eqJJeDe ieF& cee ©JJemeg efleefjDeJeefueDecegnDevoced~
SsCeeCeB yeeueyeeuegef¹levlegkegÀef[ueeueB HescceeCeced ~~ 1/10~~
mebbmke=Àleíe³ee- meefKe F&¢M³esJe  ieeflecee& jesoermleiJeefuelecegKe®evêced ~
Sles<eeb yeeuekeÀke&ÀìerlevlegkegÀefìueeveeb ÒescCeeced ~~
Hala refuses the love-sport. The remorse of Sri Radha

is explained to Sakhi in two astapadis (5and6). The turn of Sri
Krishna comes to communicate with Sakhi and for mediation
with SriRadha. There are as good as two songs of Sri Krishna
regarding the pang of separation of Sri Radha.

Here how Sri Krishna is grown from the 1st sloka of 1st

canto to the 2nd and 3rd canto is shown. While moving with
others he could not think of Sri Radha but again he left others
and thought of her. After searching here there, he could not
find her then on the bank of Yamuna SriKrishna started
lamenting about SriRadha’s absence.

Sri Krishna is now regretting how Sri Radha left Sri
Krishna when she saw that he is surrounded by Vrajasundaris.
But out of guilt and fear Sri Krishna could not call her back.
Then he laments, “That is why she thought, I do not care about
her. Out of disgust she felt dejected by me and left me out of
anger. Now I am afraid what shall she do or what else she
could speak to Sakhi, it’s beyond my imagination. I started
realise like importance of her against this materialistic life. I
could remember her scarlet lotus eyed face out of anger.”
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Again Sri Krishna says to himself, “why is he weeping

for Sri Radha because she is always in his heart and I am
doing coitus deeply with her at every moment in my heart.” Sri
Krishna could not find out how could he redress the ceeve of Sri
Radha? He still expects forgiveness from Sri Radha. He
exclaims, “why she is not embracing me when she passes by
my side?” He begs apology not to repeat this misdeed again.
Let her be available to his sight for he is impatiently passionate
by the pain by cupid. He swears that he shall never commit
this mistake again.

The aesthetic experience in utmost simplicity without
any grandeur suggests that, the connoisseurs are submerged
in the surcharges of emotions without any delay. This is the
success of a poet to drag the connoisseurs immediately to the
events of the poetry for which the melJeesêskeÀ and JesÐeevlej mHeMe&Metv³elee
occurs where to attain lapse in the ocean of relish of rasa.

Jayadeva presupposes the above conditions which are
evident in Sahitya Darpana of Visvanatha Kaviraja.

meÊJeesêskeÀeoKeC[ mJeÒekeÀeMeevevoef®evce³e:~
JesÐeevlej mHeMe&Metv³e: yeḯeemJeeomenesoj:~~ Ch. III/2

ieerrle/ÒeJevOe seven in the lamentation of SriKrishna, the poet
recollects the act of negligence towards SriRadha and now
again  it is difficult to subside her anger. Sri Krishna deems
himself responsible for pitiable condition of SriRadha. The
presentation is so soft in Gujjarirāga, which is a feminine
character. Srikrishna feels the love is mutual among them. This
is the cause for which he could judge that intense of the pang
of separation, sorrow and restlessness. He begs apology in
the verse mentioned below:

#ec³eleeceHejb keÀoeefHe leJes¢Mb ve keÀjesefce, osefn megvoefj oMe&veb cece cevceLesve ogveesefce~ nefjnefj0~
eee.7~~

Besides, another view of love of SriKrishna is sādhārana
(common) to all Gopis.

So the poetic embellishment of Jayadeva is expressed
through the dialogue of Sri Krishna. In canto III verse No. 19,20
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19-Ëefo efyemeueleenejes vee³eb Yegpe²cevee³ekeÀë
      kegÀJeue³eoueÞesCeer keÀCþs ve mee iejueÐegefleë~
      ceue³epejpees vesob Yemce efÒe³eejefnles ceef³e
     Òenj ve njYe´evl³eeve² ¬egÀOee efkeÀceg OeeJeefme~~19~~

20-HeeCeew cee kegÀ© ®etlemee³ekeÀcecegb cee ®eeHeceejesHe³e
      ¬eÀer[eefveefpe&leefJeée cetefí&lepeveeIeelesve efkebÀ Heew©<eced~
      lem³ee SJe ce=ieer¢Mees ceveefmepeÒes±lkeÀìe#eeMegie-
      ÞesCeerpepe&efjleb ceveeieefHe cevees veeÐeeefHe mebOeg#eles~~20~~
 Sri Krishna requests Kama not to mistake him as Siva

and shot arrow on him. Here the efve½e³eeuebkeÀej: device is used
for comparing Sri Krishna as god Siva. This beautiful sloka
reminds one the description of Urvasi in Vikramorvasiyam.

veJepeueOej:meVeÜesç³eb ve ¢HleefveMee®ej:
megjOevegefjob otjeke=Àäb ve veece Mejemeveæced ~
De³eceefHeHeìg&Oeejemeejes ve yeeCeHejcHeje
keÀvekeÀefvekeÀ<eeqmveiOeeefJeÐegled efÒe³ee ve ceceexJeMeer ~~4/7

Impact of Jayadeva on Vaishnavapoets is quite attractive
and picturesque. Baladeva Vidyabhusana in Vrajaboli says as
follows;

    yeueosJe efJeOeeYet<eCe ye´peJeesefue :-
pe³ece²ue Deejleer ogngBefkeÀ~
M³eeceieewjer íefJe   GþF& PeueefkeÀ
veJeIeve pevegefLej efJepegjer efJejepes
leensceCe DeFYejCe De² efnB ceepes
keÀjs ueF& oer³eeJeueer nsceLeejer~
Deejleer keÀj leefnB ueefuelee Deeueer~~
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meJengB meKeerieCe ce²ue ieeG³es
keÀesFkeÀjleeefue keÀesF& JeeDees³es~
keÀesF keÀesF men®ejer ceve efnB nefjKes~
ognBkebÀ De²Hej kegÀmegce efJejepes~~
Fnjme keÀn leefnB nefjKes ~
ognkeÀ De²Hej kegÀmegce efJejepes~
Fnjme keÀefnB JeueosJe oemes~
ogngB ©HeceeOegjer nsjFles DeeCes~~ He¨e keÀuHele© -2843 Heo~~

In continuation of the address of Sri Krishna to
Kamadeva is quite interesting. When Pururavas is very much
in pang of separation while searching the heroine Urvasi in
Himalayas. Similarly the verse he says, Ëefo efJe<euelee nejes vee³eb
Yegpe²vee³ekeÀ: In this context in a device of mcejCeeuebkeÀej:  the
appearance of Kama is dispelled by different similarities of
god Siva. Finally Sri Krishna addresses to Kama being helpless
and being love stricken. Again under the impact of Kalidasa
the series of sloka follows to exhibit the fever of love of Sri
Krishna. Now Sri Krishna surrenders before Kamadeva that
he is already wounded by Sri Radha’s love. So one need not
again shot a person by arrow. So it is no credit to shot a person
who is senseless. The pang of love rises over and above,
because he uses all the limbs of Sri Radha as the weapons
(III. 20-23). The poetic device of embellishment and suggestive
beauty for the expression of the pain of love stricken separation
is potrayed quite heart-touching. Not only that, the instruments
of love is chosen as Sri Sri Radha’s beautiful exposure of limbs.
The tip of the ear leaf of Sri Radha is a good instrument chosen
by Jayadeva which is pretty to look at. The flavour of soft
hearted delicacy of love is built up gradually.

Jayadeva is tempted to use this word sravanapāli time
and again which is the point of attraction for the hero. When
the hero/heroine kiss each other the hair locks of the either
(mekeÀ®eûen ®egcyeveoeveced ÒeyevOe: 6/6)
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The canto three is quite significant for the description

of the condition of Sri Krishna. Here the nāyaka is described
as mugdhā, because the nāyikā is mugdhā. The passionate
conditions are quite curious.

1 – Deve²yeeCeJe´CeefKeVeceeveme: ceeOeJe: - Madhava is wounded,
therefore in sarrowful mind.

2 – ceeOeJe: efJe<emeeo - Madhava, in deep remorse

3 – efJejnJ³eeefOe: - separation is quite feverish.
In fourth canto the ten conditions of a passionate one is

described in  ÒeyevOe - eight where Sri Radhika is in laya position
of dhyāna –Jeefuelesve efJeueHeefle, nmeefle, efJe<eeroefle, jesoefle, ®eáeefle, cegáeefleleeHeced,
efkeÀjefle, peHeefle nefjefjle~ There are quite impatient positions of the
heroine. The peculiar description of pang of love is restlessness
where the poet sadhaka imagines that Sri Radha is weeping,
laughing, mourning, crying. These restlessness provokes her
to move here and there. Leaving everything she drops tears.
Drawing the picture of Sri Krishna and clasping again and again
weeping looking at the drawing. In this way the heroine is
releasing the heat of separation. Weeping in the voice of a
parrot and finally she is doing japa with muttering Hari in a
meditative mood. The living room becomes a forest to Sri
Radha, the god Kāma appears to be the god of death. So the
pang of separation is rising. All the eight sāttvika bhāvas and
ten conditions of a separated passionate one are described
Sri Radha becomes frustrated by the apathetic behaviors
towards her. The fever she is suffering from in Kāmajvara or
the sex fever.

The classical tradition of Kavisamaya is imposed on
Sri Radha’s condition of separation from Sri Krishna. They are
explicit in the composition of eighth prabandha. This tradition
identified by Visvanatha Kaviraja as kavisamaya is in chapter
seven of Sāhityadarpana. Similarly Deveswara Bhatta, in
Kavikalpalatā, Ksemendra in Kavikantha hāra and Jagannath
Mishra’s Rasakalpadruma, this tradition is explained in details.
Gopinatha Patra, a rhetorician of Odisha  in Kavichintāmani
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has mentioned  this tradition. So also in the song number nine
extension of the same idea follows. There are many archaic
words like Kirati, looking here and there, peeping with haste
as tāmyati is sweating. Besides the jvara, kampa sitkara like
words express that emotion Sri Radha is in love fever (jvara)
which presupposes shivering (kampa) and veda sweating at
the remission temperature. Sitkarā is also a sound comes at
shivering in fever. The condition of ordinary fever and love
fever are identified to be one. The panacea for all diseases is
the japa of the name of Hari, Sri Krishna himself. She makes
O³eeveue³e contemplated meditation. So all the eight sāttvika
bhāvas are therefore manifested in Sri Radha. The divine
physician for the beloved who is in deep remorse of separation
needs to visit her patient at the earliest for the remission of the
fever, Jayadeva’s redressal of fever places the word vyadhi,
and uses pJej: for the eighth condition of a passionate one.
Those are

DeefYeuee<eef½evlee mceefle:iegCekeÀLeveesodJesie mebÒeueeHeeáe ~
Gvceesoesç³e pe[lee J³eeefOe: ce=efleefjefle oMee$e keÀeceoMee:~
So Jayadeva chooses pJej: for J³eeefOe in both the verse

No. 22 and 26.  Gitagovinda is a confusion of meeefÊJekeÀ YeeJe and
oMeoMee.  Quite naturally separation is a must but that does not
mean Jayadeva makes a cliche description. It is a triangular
situation of yoga-fever, love-fever and aesthetic-experience
for the connoisseur. Again the situation is experienced by Sri
Krishna and he employs a messenger sakhi so that she
narrates the plight of love separation of SriKrishna before Sri
Radha for which she is provoked by the sakhi to set for abhisara
for Sri Krishna.

The words efJekeÀuelej like is used for efJe»uelej in the
prabandha tenth one. The time appeals to be the dark forthright
when sakhi tells Sri Radha to proceed for DeefYemeej in veerueefve®eesue
which could save her from identification as krishnābhisārikā.
The proposal for efJeHejerle jefle is compared like a lightening on the
cloud. Subsequently both of them are tired of love sport.
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Different nail marks, kisses, claspings. are introduced with each
other. But all these are proposals. She is prompted to proceed
as quick as she could. The persuasion of sakhi in ieerleced 9,10
and 11 are the example of delicate and subtle character of
poetry where the connoisseur is submerged in the emotion of
Sri Radha and Sri Krishna in a subliminal form of dedication.
The verse of Gathasaptasati 3/96 is quite naturally imitated
here in prabandha 12/1.

Hes®íF DeueÜuekeÌKeb oernb CeermemeF megbCeDeb nmeF~
pen pecHeF DeHegÀ[lLeb len mes efnDeDeefÇDeb efkebÀ efHe~~ 3/96~~
HeM³el³eueyOeue#³eb oerIe¥ efve:½eefmeefle Metv³eb nmeefle~~
³eLee peuHel³emHegÀìeLe¥ leLeeb lem³ee: Ëo³eeqmLeleb efkeÀceefHe~~
HeM³eefle efoefMe efoefMe jnefme jnefme YeJevleb etc. speak of the nearest

feelings of both the works.
It is argued by many scholars like Pischel (Die Hofdichter

des Laksmana Sena, Gottingen, 1894, pp-22) and Sunit Kumar
Chatterjee etc. argue that the folk apabhramsa tradition and
the Prakrit verses of Bengal have influenced Jayadeva for those
astapadis. But Keith (p.149) and Lee Seigal and others have
opposed this view. SK Chatterjee with the axiomatic ideas of
Jayadeva being a Bengal poet has developed this idea. The
wondering pilgrims sang the song of the secret love of Sri
Radha and Sri Krishna. But this is an imaginary conjuction by
quoting a sloka form Subhasitaratnakosa.

jL³ee-keÀeHe&efìkewÀ: Heì®®ejMelem³etlees{keÀvLeeJeue –
Òel³eeefoä efncee²ceeefÊe& efJeMeeo – ÒeeqmveiOe-keÀCþesÜjw:~
ieer³evles veiejs<eg veeiejpeve Òel³et<e efveêevegoes
jeOeeceeOeJe³ees: HejmHejjn: ÒemleeJevee-ieerle³ees:~~ megYeeef<elejvlekeÀes<e: 390

MueeskeÀ:
The pilgrims in the street have warded off painful cold

with their broad quilts sewn of a hundred rags; and now with
voices clear and sweet break the morning slumber of the city
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folk with songs of the secret love of Madhava and Radha. (trans;
D.H.H.Ingalls).

This quotation may not justify the view of SK Chaterjee.
Again SK Chaterjee holds it is not unlikely that these folk
Apabhramsa or old Bengali verses. (Why Bengali only)
obtained a great popularity and this induced Jayadeva to render
them in to Sanskrit, to give them a permanent and a pan-Indian
form. (Jayadevakavi, in Acharya Dhruva Commemoation , Vol.
III, P-189)

After two expressions of physical instability of life and
body, the mental condition and its expression thereof is also
described in astapadi and verses. The nature of heroine is
JeemekeÀmeppee. Therefore she is unable to go elsewhere. The
aesthetic beauty and the naturality of twelfth song is unparalled.
Infact all the movements and moods are expressed thoroughly
through Odissi and South Indian classical dances in their
sāttvika (facial expressions) and abhinayas. The walls of Sun
temple of Konark,  Rājārāni, Satrughneswara temples of
Bhubaneswar express vipralambha or separative erotic
sentiment. The picture of an woman standing at the door waits
for her fiancé or husband her cherished person. She stands
where the legs are crossed; the land holds the chick and
another hand hold one portion of the door. Verse thirty seven
(efJeHegue HeguekeÀHeeefuue), therefore, describes some of the DeämeeeqlJekeÀ-
efJekeÀej: The frailty of Sri Radha therefore rises and there is doubt
whether she could survive in the night. The condition is
expressed in beautiful alliteration. As for example Fl³eekeÀuHe
efJekeÀuHeleuHej®evee- mebkeÀuHeueerueeMele. The efJejn, again is raising in its nature
and it adds flavor of delicate mālava-rāga in song thirteen.
The frustration of Sri Radha reaches its height and Sri Radha
is hopeless and helpless in the apathy of Sri Krishna by not
coming to kunja in the given time. So she ridiculed herself and
deems her youth-fulness and beauty as useless if it is not
appropriated by the real connoisseur the hero Sri Krishna.
Probably Kumara Sambhavam  of Kalidasa  is reminded by
Jayadeva where Parvati blamed her beauty. efveefvevo©Heb n=o³esve HeeJe&leer
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efÒe³es<eg meewYeei³e HeÀuee efn ®ee©lee~~ (5 meie& 16 MueeskeÀ) Sri Radha comments,
of whom shall she take refuge if her own kith and kin ditches.
Beautifully Jayadeva proposes in verse one of thirteenth song.

keÀefLelemece³esçefHe nefjjnn ve ³e³eew Jeveced~
cece efJeHeÀueefceoceceueªHeceefHe ³eewJeveced~~
³eeefce ns keÀefcen MejCeb meKeerpeveJe®eveJeefáelee ~~1~~ OeǵJece (ieerleced 13/9.)

There are many obstacles in love if a third person enters.
In song fourteen the love play of Sri Krishna with another lady
creates envy. All the features of post-love-play with Sri Krishna
where the poet Jayadeva reminds the famous verse where a
mad friend was sent to call the lover she enjoyed with him and
says I did not go to your lover but to take bath. Therefore the
heroine in implicit meaning supports her statement which is
clear of her enjoyment signs. Here the verse ÒeyevOe14/1 says –

mcejmecejessef®eleefJejef®eleJesMee~ ieefuelekegÀmegceojefJeuegefuele kesÀMee~~
keÀeefHe ceOegefjHegCee efJeuemeefle ³egJeeflejefOekeÀiegCee~~ OeǵJeced,

This verse is similar to an udāharana sloka in Sāhityadarpana
efve:Mes<e®³egle®evoveb mleveleìb efvece=äjeieesçOejes
ves$es otjceve¡eves HegueefkeÀlee levJeer leJes³eb leveg:~
efceL³eeJeeefoefve!otefle! yeevOeJepevem³ee%eeleHeer[eieces
JeeHeeR mveelegefceleesieleeefme ve Hegvemlem³eeOecem³eeefvlekeÀced~~ mee. oHe&Ce: efÜleer³eHeefj®íso:
However, the envious character could be very subtly

and sensuously painted by Poet SriJayadeva. Besides in the
description of others love play and as a viewer of Sri Krishna’s
love play with other lady Sri Radha describes the modes of
sringāra which is otherwise made catharsis of emotion to relax
ownself. It is rightly said, envy thy name is woman, the story of
‘Vikramoravasiyam’ and the Pururava-Urvasi-samvada as in
sūkta of Rgveda X the mandala, where it is said how the heart
of women are like heart of hyena. But Sri Radha even if looks
at the love play of Sri Krishna with other or many women  she
is not upset on Sri Krishna because she says that Sri Krishna
is always in her heart.
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This is the aesthetic beauty of erotic acts, which knew

no bounds. Because all these description of love play of Sri
Krishna is just a mental hallucination of Sri Radha. Quite
naturally the character assassination of Sri Krishna is over
ruled. But connoisseurs enjoy the efJeHejerlejefle in the description.
Sri Jayadeva is fond of viparita rati where he  has his own
images like leef[efoJeHeerles jefleefJeHejerles,  the image of lightening on the
dark cloud. The song of fifteenth one again and again discusses
mebYeesieÞe=²ej. On the bank of Yamuna River and the adjacent, Sri
Radha in this predominant amorous sport projects her
imagination. Poet here intents to describe it, in such a
picturesque manner, as if the sringāra happened in front of
him though there is no direct description of love sports of both
the hero and the heroine.

The pang of separation attractively expresses beauty
and subtleness which is very much existent in our tradition.
The efJeueeHe of Sri Krishna in verse no. 45, 46 and 47 reminds
DepeefJeueeHe, jefleefJeueeHe and Raghuvansam Heg©jJeme: MeeskeÀ in efJe¬eÀceesJeMeer³ecde
MeeskeÀ of og<³evle in MeekegÀvleuece d~ But Jayadeva’s potration of soka is
more delicate as he delineates his master hand for the
description of the pang of sorrow of the hero and the heroine.
Since the hero could not turn up to the place of love sport
grove yet the heroine became KeefC[lee nayika. So when in the
morning Sri Krishna approached her then Sri Radha expressed
her anguish and anger for his carelessness of spending night
with another lady. There Sri Radha in prabandha No. 17
describes the nail marks, engraved her chest that speak of
her story of love play. The collyrium was besmeared here and
there in his body. The bitting of lips create a sensation in her
heart. As a killer of Putana SriKrishna is a habitual killer. So
he may not mind if Sri Radha is killed by his carelessness. Sri
Radha does not bear the love of other ladies with Sri Krishna.
All are in one common phenomena that do not tolerate the
affair of person with the beloved one. Bhatti says;

ÒeYeeleJeeleeneflekeÀefcHeleekeÀ=efle: kegÀcegodJeleerjsCeg efHeMe²efJeûenced~
efvejeMe Ye=²b kegÀefHelesJe Heef̈ eveer ve ceeefveveer mebmenlesçv³emebieced~~ (YeefÆkeÀeJ³eced 2/6)

Flora and Fauna in Gitagovinda



74
The definition of khandita is as follows:

efvelJeev³e$e efveMeeb Òeelejeieles ÒeeCeJeuueYes~ Dev³emeb³eessieef®eÚmleg kegÀefHelee KeefC[lee celee~~
efJeéeveeLe defines Khandita;

Heeée&cesefle efÒe³ees ³em³ee Dev³emeb³eesieef®eefÚle: mee KeefC[lesefle keÀefLelee Oeerjwjer<³ee& keÀ<eeef³elee~~3~~
Both the definitions hold good in the description of Sri

Radha being khanditā. Sri Radha is not satisfied by the
behaviour of Sri Krishna. The one sided speech of Sri Radha
is heart-touching when she says that the grief of love not only
provokes weeping but creates shameful situation. The human
touch of Sri Radha’s ridicule of Sri Krishna speaks of different
behaviour that helps him in becoming sad and rises his pathos.
Again in the song number eighteen, the introduction of
kalahantarita is made here by the poet. The definition of
kalahāntaritā is as under.

®eeìgkeÀejceefHe ÒeeCeveeLeb jes<eeoHeem³e ³ee~
He½eeÊeeHeceJeeHveesefle keÀuenvleefjlee leg mee~~(mee.o.3/52)
Hari was not there because of the khanditā dialogue of

Sri Radha. He then retired to Kunja bed. Sakhi persuades her
to proceed to Sri Krishna because of his repentance. The whole
of ninth canto eighteenth prabandha expresses a character of
kalahāntaritā. Of course Jayadeva’s mention of the word
kalahāntaritā may be a defect by expressing by word where
mJeHeoJee®³eleeoes<e like Bhavabhutis mention of ‘karuna’ word time
and again. However mention of kalahāntaritā is creating a
background of repentance in the mind of Sri Radha. The
speaker friends (sakhi) persuades Sri Radha not to waste time.
The friend knows the physical passion and physical growth of
her youthfulness and description of breast. Sri Radha offering
herself as a loved one to Sri Krishna. Let the hostility in her
mind be pacified in the verse No. 51. The tenth canto leaves
an opportunity for Sri Krishna to approach Sri Radha with soft
spoken words. For this Jayadeva names him as chatura
chaturbhuja. Because Sri Krishna is very cunningly approaches
Sri Radha in the nineteenth  prabandha. This prabandha is
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quite significant in nature. The most delicate poetry is exhibited
here by the poet. Sri Krishna happens to surrender before Sri
Radha for his fault. Very cunningly he asks her the punishment
of  nail making, biting of lips etc. when he says in the verse 19/
7 mcejieueKeC[ve ceceefMejefmeceC[veb etc. which are all introduction to
sambhoga- sringāra. This is very highly estimated by critics.
Many legends are associated with this verse. It is said, Sri
Krishna himself has written this in the guise of Jayadeva. But
to a critic it is very normal in touching the feet of the heroine in
case of hero in love. One could be happy to see this is in the
influence of Amarushstatakam mentions bellow.
meleveg! peefnefn ceewveb HeM³e Heeoeveleb ceeb ve Keueg leJe keÀoeef®eled keÀesHe SJebefJeOeesçYegled~
Fefle efveieoefle veeLes efle³e&ieeceerefuelee#ee ve³evepeueceveuHeb cegkeÌlecegkeÌleb ve efkebÀef®elde~~ 36

There are different methods of appeasement adopted
by Sri Krishna. The astapadi nineteenth in most sophisticated
way of pacifying the scornful or sorrow and abhimana being
dejected etc. The love play is described by Sri Krishna as a
punishment, which creates erotic beauty for the connoisseurs.
Every sentence in this prabandha and the verses from 53 to
57 explain this fact with physical description. The praise of a
lady is always successful in pacifying her anger. Sri Krishna’s
pacification with art of silver talks with erotic perspectives are
unique in Sanskrit literature. Similarly the song 20th is a
provocation of sakhi for Sri Radha for enjoyment with Sri
Krishna and the efJeHejerle jefle would sound like a drum by the
waist chain of Sri Krishna and the sound of ups and down of
waist part could like a play of drums. So Sri Radha is found to
be tempted by the sakhi who describes the proposed love play.
The astasāttvika bhāvas and the sringāra laksyanas are explicit
with Sri Radha at the mount.  Sri Krishna who passionately
thinks of Sri Radha and imagines the aroma of love-play when
she comes. These are beautifully described in  psychological
anxieties and mental postulation.

At the same time Sri Radha arrives at the door step, but
Sri Krishna invites the most expected heroine who is
embarrassed to enter into kunja/ the creeper grove. In this
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delicate situation when she is eager to enter but her lajjya/
(shamefulness), did not allow her to enter. At that time sakhi
encouraged her to enter the love-play-grove that is more
beautiful than any other place. Let her be relaxed and enter in
a smiling face. There is full description of sambhoga sringara.
Sri Krishna poses himself as a purchased slave. So he wants
to serve her feet, why then at all Sri Radha is feeling awkward,
Sri Radha saw how Sri Krishna is surcharged with love-stricken
heart, with all the modification of love – sports. The beauty of
description of meeting of hero and heroine. And the heroin
was led by the hero to delicate leaf-bed (in song no. 21), the
emotion of Sri Krishna is at its height. The smiling face of Sri
Radha encourage Sri Krishna to be very much enthusiastic
and both of them in one emotion in the mood of love-play. The
emotion of Sri Radha knew no bounds. So all the emotional
exuberance of Sri Krishna is responded by Sri Radha. Both of
them landed on one plain of emotion. Sri Krishna very minutely
surveys and caresses Sri Radha’s delicate body from tip to
toe. The eight sattvikas gradually predominate over both of
them. There was no other person, the sakhis left under some
pretext itching their ear while both of them are on the bed.
Quite naturally in the confidence Sri Krishna seeing Sri Radha
in good mood lying down on tendril creeper’s bed started
speaking politely. In the prabandha twenty three the hero Sri
Krishna seems to be over whelmed at the arrival of Sri Radha
and pampers her to keep her beautiful scarlet lotus feet on the
tendril creepers. He speaks very politely, “the tenderness of
your lotus – leaf – feet will defeat the delicacy of creepers so
that let them feel the defeat”. Here the hero Sri Krishna speaks
in utter humility to prove that he himself is a follower of Sri
Radha. Let her come with him, the ardent admirer. Here the
word Narayana is symbolic for water habitant. He will cool down
the heat of passion for the love – sports so also invite her for
the love play water sports. However he at the outset is very
enthusiastic to make massage of Sri Radha’s feet, for she is
tired of coming from such a distant place. So let Sri Radha
lend her feet on Sri Krishna. Again let her be kind enough to
favour him by sleeping on Sri Krishna, who is like the nupura
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of her feet. As the nupura clings her body, kindly cling him like
her nūpura the creator jingling sound. He says, “Please pour
dropping nectar from lips by your words and receive my
offerings. Let me take out your silk cloth from breasts which
creates huddles in satiating my pang of separation”. He
addresses again, “your jar like breast is rare. It is excited to
get clasping please connect your jar like breast on my chest
and extinguish my heat of love”. So gradually Sri Krishna
requested to kiss, there the jingling sound of waist chain made
of jewellry by riding over him for coitus become the victory
drum of cupid. Very slowly they proceed to the love sport and
accomplished thereof. The poet says that Sri Radha rides over
Sri Krishna in order to have victory over hero in love play. But
after sometimes her thigh becomes tired and accordingly
couldnot move. Her hands are weakened and the eyes are
closed. So how can a female player win over a male one?
Thus in the love play both of them ride on each other and
played a lot. The verse 67B shows the details of the love-sport
where the play was conducted again. In the 24th prabandha
the last one, Sri Radha requested Sri Krishna to restore her
costume and ornaments along with the cloth to show the
normalcy of her get up before the arrival of sakhis. Sri Krishna
has to paint in kasturi (musk) on the breasts of Sri Radha,
painting on the cheeck, restore the waste chain and cover a
cloth on the naked body.

The conclusion of Jayadeva is to remain in the Sri
Krishna’s consciousness in life style and identified ekatana
and attain the summom bonum of life.

The flora and fauna described in Gitagovinda for the
(ensuant) vibhava of sringara, in the gamut of sringara rasa,
The anubhāvas and meáeejerYeeJee are very significant. At the outset
it could be said that all the poets of nature used to explain
nature. Sun, Moon, ocean, mountain, seashore, natural beauty,
flowers by the side of the river stream, clouds, sky etc. are
tempted to see the beauty of the heroine and the behavior of
hero and heroine. Their parallel behavior with animals, birds
and plant kingdom with human beings are shown. The
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psychology of human love finds its vent everywhere in nature.
It is needless to impress how Kalidasa’s description of beauty
with nature for which he is known popularly as poet of nature.
The nature of Kalidasa is very sympathetic encouraging and
hopeful where as the nature of Bhavabhuti happens to be
ferocious, dreadful and at times depressing. In my novel
‘Patrapriya’ there is description of nature of different places
whenever occasions demand. Besides there is vivid description
of Gundicha-ghara of Puri which is rich  with flora and fauna.
All these are mentioned because Jayadeva as a poet of love
of the eternal hero Sri Krishna and the eternal heroine Sri
Radha has taken the device of description of the banks and
the groves around in the back drop of Yamuna river. The gentle
breeze, the melodious sound of birds, the beautiful and tendril
creepers thick show of trees creates a romantic aroma for the
love-play of both hero and heroine. The hide and sick game of
Sri Krishna with Sri Radha creates opportunities to see the
ensuante, consequent and accessories/vibhāva anubhāva and
sancāri bhāvas. The back-ground of spring seasons is the most
important factor for the couples for there love-play.

The beginning of the mahākāvya starts with
M³eeceemleceeueêgcew:~ cesOewcesogjcecyejced~~ the greenish vegetation and the
dark silken sky with clouds. But this is not rainy season. Rain
creates huddles for love play in the creeper-grove. It is the
spring that is described for which Jemevles Jeemevleer kegÀmegcemegkegÀceejwjJe³eJew:.
This is a sensual season for the flower-delicate-body to have
their soft love-play. The Jeemevleer kegÀmegce means ceeOeJee r, flowers leaves
and its fragrance for erotic passion. The third prabandha,
therefore, delineates all the treasure of spring. ueJe²uelee,
ceue³emeceerj, ceOegkeÀj, keÀesefkeÀueketÀefpele, Ye´cejmecegn, JekegÀue:, ce=ieceo, keÀmlegjer, meewjYe:,
veJeoueefJeefMeä: leceeueJe=#e:, efkebÀmegkeÀ-HeueeMe, kesÀMejkegÀmegce, kesÀMejHeg<He, ceeueleer,
efMeueercegKe, Heeìueer, kesÀlekeÀHeg<He, ceeOeefJekeÀe, veJeceeefuekeÀe, peeefle:, ®egle, DeeflecegkeÌleuelee,
Je=voeJevem³e efJeefHeveb, ³ecegveepeuece, ceeueleer, ueìeceuueer, Jeveceuueer, keÀesefkeÀue, keÀekeÀueer
The flowers of coastal region with the poet is very much
acquanted. These flowers and their fragrances create the
aroma of love and pang of passion rises to its height. That is
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why the poet potrays Sri Krishna as the embodiment of sringāra.

Þe=²ej: meefKe cetefle&ceeefveJe ceOeew cegiOese nefj: ¬eÀer[efle - The flowers not only
create fragrances and passion but also the cuckoo’s invitation
to their mate is exhilarating the passion. The pang of separation
reminds the cuplet of Guru Govinda Sing in a devotional way
–

efceÊej H³eejs veg neuecegefjoevOee keÀnvee~~1~~
legPe efJeCe jesiejpeeFB³ee oe Dees{Ce veeieefveJeemee vos jwCee~~2~~
Metue megjeefn Ke¡ej efHe³eeuee efJevcee keÀmeeF³eeBvoe me³eevee ( menvee) ~~3~~
³eejves Oeemeeveg meeLejs ®e²e meeLe Keeefì³ee jevoe  Oee jefnCee ~. 4~~
Translation -
Tell the beloved friend (God), the plight of us, the disciples.
Without you, it is like a torment to wear cloths in winter and
living in a large house is like dwelling with snakes. The flask /
surai is like a funel/sula spike, the cup is like a dagger and
your separation is just like enduring the thrust of a butchers’
knife. The bare floor of our beloved friend is acceptable to us.
Living in town is like living in a furnace fire. (1)(1)(6)
Whether Divine or profane, they sound the same. But the
source is different One is from soul and the other is from vital
being. But apparently they look same. Same type of eagerness
is them.  Separation is like a wearied robe of disease and
sleep is a house dwelled by a snake. The immortal lines of
GuruGovinda Singhjji reminds the pang of separation and the
aroma of love.
Sir Edwin Arnold, a famous scholar of Gitagovinda quotes Sir
William Jones who says that, when first read the songs of
Jayadeva, who has prefixed to each the name of mode  in
which it was to be sung, I had the hopes  or procuring the
original music. But the pandits of South referred me to those
of west, and the Brahmans of the West would have sent me to
those of north, while they of Nepal and Kasmir declared that
they had no ancient music,  but imagined that the notes of the
Gitagovinda must exist, if anywhere, where the poet was born.
(vol. i.p-440)
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Sri Jayadeva’s birth place and life history
Many authors depict the significance of Gitagovinda

from different dimentions.  The composition happened to be
made during the late 12 century AD. Since the work become
famous in many field quite naturally scholars from many places
demand the stroies of his birth place. Many stories centre
around Jayadeva’s life and work.

Life history of Jayadeva in Nabhaji Das’s ‘Bhaktamâlâ’
is different from Chakradatta’s “Jayadeva caritam.” Both of
them are different from the life history proposed by the poet
himself. The Gitagovinda is recited by Chandidasa, Vidyâpati,
Caitanya etc. which is evident from “Caitanya caritamrita” is
quite explicitly presented by Stoller Miller. ®ewlev³e ®eefjleece=le -

®eC[eroeme, efJeÐeeHeefle je³esj veeìkeÀieerefle
keÀCCee&ce=le, ÞeerieerleieesefJevo~

mJeªHejeceevevomevesceneÒeYet jeef$eefoves
  iee³eMegves Hejce Deevevo~ 2/2/77
efJeÐeeHeefle, ®eC[eroeme, ÞeerieerleieesefJevo
SF& efleefve ieerleskeÀjeved ÒeYetj Deevevo~~2/10/115

Like many seers sages, devotees, poets and writers of
the past, the life history of Sri Jayadeva, is shrouded in mystery.
Fortunately the Gitagovinda itself refers to the names of his
parents Bhojadeva and Ramadevi, his birth place Kenduvilva,
his wife is Padmavati .This story says that, he was a wandering
ascetic who  came to Puri where his eventful life started. A
Brahmin of the south was blessed with a daughter through the
grace of SriJagannatha. Her name was Padmavati. Deva
Sharma, the father of Padmavati decided to offer his daughter
as devadāsi  in the temple SriJagannatha. Accordingly,
Devasharma came  of to offer her daughter as devadāsi to
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SriJagannatha. She was not accepted as there was no vacancy
in the temple. SriJagannatha told him in a dream to offer his
daughter to his prime devotee Sri Jayadeva. Accordingly
Padmavati was brought to Sri Jayadeva and was offered him
as his bride, the offer for which the saint-poet denied. However,
with order of SriPurusottama for himself he accepted her as
his life partner. The poet is stated to have composed the famous
lyric Gitagovinda in the Purusottam Ksetra. His verses were
brilliantly set with râga and tâla. Sri Jayadeva used to sing the
songs and Padmavati danced to the tune in accompaniment
of Pakhauj. By the time Sri Jayadeva became prominent
member in the devadāsi system was already prevalent in the
rituals of some important temples as revealed by the
inscriptions. The Brahmesvar temple inscription (1035 A.D.)
records the engagement of temple damsels by the Somavamsi
king to perform music and dance as a part of temple ritual.
The stone inscription of Sovamesvara temple (1080 AD.) at
Niali on Prachi valley, the Meghesvara temple inscription
incised by the brother in-law of Rajaraja during the reign of
Anangabhima-lIl, the Inscription of Madhukesvara temple by
Chodagangadeva, record engagement of (Nartaka deva
Ganika) for music and dance in temple services. The addition
of Nata Mandapa the last adjunct to the main temple further
testifies that the devadasi system was firmly rooted, particularly
during the Ganga period in Odisha (1078-1435 AD.).

The imperial Ganga period ushered in a new era of
cultural resurgence reflected in the galaxy of temples, in
sculptural art and paintings, in literature and religion. In a
sense, a stage with all perquisites was ready for the celebrated
lyric bard Sri Jayadeva for his performance. The village
Kenduvilva was located in the Prataprudrapur Grampanchayat
in the district of Khurda previously in Puri district. On this place,
the sacred river Prachi was the birth place of Sri Jayadeva.
Today it is a part of separate Grampanchayat a named after
Sri Jayadeva. The mainspring of Indian religious faiths
flourished here in this valley leaving behind their abundant
cultural remains in shape of temples, sculptures, monastic
complexes, inscriptions and strong literary tradition. Sri
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Bhagavan Panda depicted on the significant of Kenduvilva in
details. (See introduction to Gitagovinda - Sarvanga Sundari
tika and Smrtiranjani tika published by Government of Odisha.)
The poet was born and brought up in such a favourable
situation and had the unique opportunity to imbibe the
quintessence of all religious efflorescence. Many of the
religious edifices flourished here under the royal patronage in
successive cultural epochs. Some of them are still in working
order maintaining the age-old cultural ethos. Thus, the
circumstantial evidences, the ecstasy of the religious affluence
that developed in Prachi valley, the extensive archaeological
remains, the close association of Gitagovinda with
SriJagannatha worship and the place of Sri Jayadeva in the
legends and tradition of Odisha reveal that he was born in the
village Kenduvilva.

A host of scholars both of India and abroad taking into
consideration of the cultural milieu and natural settings, the
landscape and sea-scape have asserted that on Sri Jayadeva
was born and brought up in Odisha and composed his famous
lyric. The so called controversy regarding the birth place of
SriJayadeva has been set to rest by independent research
done by two Bengali scholars, Satyakama Sengupta and  Ashis
Chakravarti. The circumstantial evidences support the date of
composition of Gitagovinda to be between the 50s and 60s of
12th century. The earliest commentary of SriGitagovinda,
Bhāvabibhavinitika of Udayanacharya [contemporary of the
Ganga monarch Raja Rajadeva-ll (1170-1190 A.D.), inclusion
of a few  slokas of Gitagovinda in Sridhara Dasa’s
Saduktikaranamita (1205 AD.) and reference to the poet and
the poem in Prthviraj Raso of Chand Bibi (1192 AD.)
substantially go to prove the date of the poet’s Gitagovinda.

T.E Donaldson holds, “There is no gainsaying that Odisha
is the richest repository of the tradition of the Gitagovinda in
the literary, pictorial and performing arts like odishi and other
classical music, painting and sculpture weaving etc.

The immediate popularity of the Gitagovinda is evident
by its recitation in the temple of SriJagannatha during the reign
of Narasimha-II (AD. 1278-1300), approximately one hundred
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years after its creation, though it is not until the 16th century
with the advent of Sri Chaitanya, that the cult of Radha, or
consort service, became widespread throughout.

The pioneering scholars of the state who have immensely
contributed to highlight Sri Jayadeva and his lyric far beyond
the boundary of Odisha are K. N. Mahapatra, Sri Bhagavan
Panda, Sri Nilamani Mishra, Prof Prahlad Pradhan, Sri P.C.
Tripathy, Sri Ajita Tripathy, Sri Subhasa Pani, Sri Brundabana
Ratha, Sri Promod Mishra, Sri Raghunatha Panda, Prafulla
Kumar Mishra so on and so forth.

At present ancient Tirumalla Matha is called Trimali
Matha. It is located in the northern cornor SriJagannatha temple
Puri and Tirumala Matha is found near Khurdha. A branch of
this Matha is in existence at Kenduli. It has been now renovated
and conserved by State Museum along with Nrsirhha temple
and Padmavati temple. Laksman Sena, the court Poet of
Tirumalla Rai, the king of Vijayanagara has written the tika of
Gitagovinda. Under his influence Tirumalla Rai had established
the Matha at Puri and Kenduli. The pilgrims of South India
were staying in the Trimali Matha of Kenduli and in Puri. There
is an old matha called Gopala Matha Uttaradhi vaisnava matha
at Tirumalla of Tirupati. Through this matha the pilgrims of
south were coming to Puri and Kenduli, the birth place of poet
Jayadeva. Krsnaveni, the daughter of Gajapati
Prataprudradeva was the second queen of king of Vljayanagar
Krsnadeva Rai. With their patronisation the present Tirupati
temple was known to have been built. We now see the two
statues of queens of Krishna deva raya at the entrance to the
temple of Tirupati. It is said that Uttaradi Vaisnava matha the
Gopala matha of Tirumalla has been established by him. Even
today the matha is managed by Odia Mahanta.

Padmavati.
The two statues of Padmavati of Kenduli are artistically

assigned to 6th/7th century AD. They are in fact, Jaina
Sasanadevis. The original Padmavati temple datable to that
period had been discovered in 1964 in utter state of ruins. It
was conserved in the year 1971 by State Archaeology
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Department. The two-handed Padmavati figures hold a Padma
in left hand and a fruit in the right hand. It is surmounted by a
seven-hooded snake. She is the consort of 23rd Jaina
Tirthankara Parvanātha. In course of time she was worshipped
as Hindu deity Mahālaksmi. It is believed that poet Sri Jayadeva
was an ardent worshipper of these two deities. Besides, this
description of is not only worship of Laksmi, but also reference
of Padmavati is the name of his wife. The view of the
commentary are quite internity.

2-JeeiosJelee®eefjleef®eef$eleef®eÊeme¨ee
    He¨eeJeleer®ejCe®eejCe®e¬eÀJeleer&~
    ÞeerJeemegosJejeflekesÀefuekeÀLeemecesle

                  cesleb keÀjesefle pe³eosJekeÀefJeë ÒeyevOeced~~2~~
veeje³eCe oeMe - He¨eeJeleer ue#ceerë, lem³ee½ejCe³ees½eejCe-®e¬eÀJeÊeea veìÞesÿes Jee~
“®eejCeë keÀefLelees Ye=l³es veÊe&kesÀ mlegefleHeeuekesÀ” Fefle keÀes<eë~ “®e¬eÀJeÊeea meeJe&Yeewceë
ve=Heesçv³ees ceC[ueséejë~” Fl³ecejë~ De$e JeeiosJelesl³evesve keÀJesë HeeefC[l³eced~ He¨eeJeleer-
®ejCe®eejCesl³elevesve ue#c³eeb YekeÌl³eeefleMe³esve keÀJesë oeefjÐe^eHeieceë~ DeJeM³eb keÀefJelee
oeefjÐeêsHeMecevee³e ³eleveer³eb, ³elees oefjêkeÀefJelJem³e peveeÞe×s³elJeeled~ ³eogkeÌleb efJe<CegHegjeCes,

meÐees JewiegC³ecee³eeefvle MeerueeÐeeë mekeÀuee iegCeeë~
Heje*dcegKeer peie×e$eer ³em³elJeb efJe<CegJeuueYes~~Fefle~~

He¨eeJeleer He¨eb keÀceueceml³em³eeë Gef<ele½esefle *erHed, meb%ee³eeefcel³evegJe=Êeew Mejeoerveeb
®esefle oerIe&ë, De$e pe³eosJekeÀJesë He¨eeJeleer Yee³ee& leogHeeoeveeled keÀJesjv³ee²veeJewcegK³eb Þe=²eefjlJeb
®e Fl³een Oe=efleoemeeosë meceeref#eleeefYeOeeveced~ Dev³eLee DeveskesÀ<JesJe melmeg ÒeeOeev³emecYeJeeled
keÀJesë He¨eeJel³eeë GHeHeeflelJeeHeefÊeë~ ve ®e He¨eeJeleerMeyom³e ue#ceerJeeef®elee³eeb
keÀJesjv³ee²veeJewcegK³eb Þe=²eefjlJeb ®e ÒeefleHeeefoleb ve YeJeefle Fefle Jee®³eb mJe³ecesJeem³eeLe&m³e
pe³eefle He¨eeJeleerjceCesl³evesve HegjmleelkeÀefJevee ÒeefleHeeefolelJeeled~ leosJeb cegK³eJe=l³ee
He¨eeJeleerMeyoes ue#ceercee®eäs, ®íueeÊeg keÀJesë efÒe³eemcejCeefcel³esleÊeodJ³eJeefmLeleb ³eLee
YeejJesë meie&meceeHleew ue#ceerMeyoë~
jeCeekegÀcYe - DeLe keÀefJejelcevees efJeMes<eCeÜejsCe mejmJeleer®ejCeefkebÀkeÀjlJeb Deveg ®e ÒeyevOem³e
He¨eeJeleerosJeleemeceejeOeveHeÀuelJeceen, JeeiosJelesefle~ JeeiosJelee®eefjlesve ef®eef$eleb mebpeeleef®e$eb
ef®eÊeme¨e ³em³e me leLee~ mejmJel³evegmcejCeHejËo³e Fl³eLe&:~ DeHejb ®e, ue#ceer®ejCe-
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mesJekeÀeûeCeer:~ He¨eb keÀjsçefmle ³em³ee: mee He¨eeJeleer ue#ceer:~ ’Mejoerveeb ®e“(Hee.
6~3~120) Fefle oerIe&:~ DeLe He¨eeJeleer Deäe#ejce$eeefOeowJeleb lem³ee½ejCesve
Heefj®e³ee&efJeMes<esCe ®e¬eÀJeleea~ keÀefJejepe Fl³eLe&:~ He¨eeJelee2 lem³e keÀue$eceskesÀ Jeoefvle ³eÊeVe
efJe®eej®ee©~
peie×j - keÀLebYetlees pe³eoskekeÀefkeë keeioskelee®eefjleef®eef$ele- ef®eÊeme¨ee keeioskelee³eeë
mejmkel³ee½eefjles veJej®eveeefve efkeMes<esCe ef®eef$eleb ceefC[leb ef®eÊeme¨e ®e YeJeë ceveesûenb ³em³e
meë hegveë keÀLebYetleë he¨eekel³ee2 ue#c³ee½ejCesve meckeenvesve ®e¬eÀkeefle& lkeb Òeehleced Fefle ~
keÀLebYetleb ÒeyevOeb Þeerkeemegoskesefle ÞeerjeOeekeemegoskeë ÞeerkeÉÀ<Cemle³eesë jeflekesÀefuekeÀLe³ee megjle¬eÀer[e
keÀLevesve mecesleb ³egkeÌleced~~2~~
MebkeÀjefceÞe - Þeer: ue#ceer jeOeeªHesCeeJeleerCee&, JeemegosJe: ke=À<Cemle³ees jeflekesÀefuekeÀLe³ee
megjle ¬eÀer[eJeCe&vesve mecesleb ³egÊeÀced~ veveg JeemegosJe kesÀefueJeCe&veb yeng<eg ûevLes<eg JeÊe&les Fefle
efkeÀcevesvesl³ele Deen; JeeiosJelesefle~ JeekeÌ³emJeªHee ³ee osJelee mejmJeleer lem³ee½eefjlesve
ÒemeeoceeOeg³ee&efo-iegCemebHeVe-ueeskeÀesÊejkeÀeJ³ej®eveeªHesCe ef®eef$eleb ef®e$eceeuesK³eb leÐegÊebÀ ke=Àleb
ef®eÊeªHeb meÐe ie=nb ³em³e me:~ De$e mekeÀuepevee¼eokeÀeefjlJesve veeveeJeCe&ce³elJesve
JeeiosJelee®eefjlem³e ef®e$elJesve efveªHeCeced~ ef®eÊeb ®e efJeef®e$ekeÀefJeleeªHeceneOeveefveOeevelJesve
ke=À<CekesÀefueJeCe&veeefovee mebmeejleeHemebleHlekeÀefJepeveefJeÞeecemLeevelJesve me¨ele³ee efve©efHeleced~
DeHejceefHe ie=nb efJeefJeOeHegef$ekeÀeefYejeuesK³ewce&efC[leb YeJeleerefle OJeefve:~ leLee ®e ³eÐeefHe
ke=À<CekesÀefueJeCe&vecev³e$eeefHe ûevLes Jele&les leLeeefHe HetJezJe&efCe&leceefHe ueeskeÀesÊejeHetJe&melkeÀeJ³ej®evee-
efveye×ceefle®ecelkeÀejb YeefJe<³eefle~ ³eLee Heg©<ewjefYeOeer³eceeve SJeeLeexçv³es<eeb Jee²veesJe®eveYeef²cee-
ª{esçv³ecesJe #es$e®ecelkeÀejkeÀeefj keÀjesleerefle veeveeLe&keÀes ces Òe³eeme Fefle YeeJe:~
ue#ceerOej - efkebÀ ®e He¨eeJeleer veece pe³eosJem³e efvepeveeef³ekeÀe~ leogkeÌlecevesvewJe keÀefJevee
oMecemeiex, “pe³eefle He¨eeJeleerjceCepe³eosJekeÀefJe Yeejleer YeefCeleleefceefle ieerleefceefle~”
lem³ee½ejCeew Heeoew le³ees½eejCee ve=l³eefJeMes<eeë les<eeb ®e¬ebÀ mecetnmlem³e JeÊeea ÒeJeÊe&keÀë~
DeLeJee ®eejCes<eg ®e¬eÀJeÊeea meeJe&Yeewceë le$eeefleÒeJeerCe Fl³eLe&ë~ DeLeJee ®eejCe®e¬eÀefceJe
®eejCe®e¬eÀced~
MegkeÌueOJepeve=Heefle - He¨ee ue#ceerë, mee efJeÐeles Dem³esefle He¨eeJeeved ke=À<Ceë, lem³e Yee³³ee&
He¨eeJeleer~ Hegb³eesieeoeK³ee³eeceerefle~ lem³ee½ejCe³eesë ®eejCeeë mesJekeÀeë, les<eg ®e¬eÀJeleea
mesJekeÀÞesÿ Fl³eLe&ë~ Slesve mesJekeÀÞesÿlJekeÀLevesve ue#c³eeë mJeefJe<e³ekeÀke=ÀHeeÒeefleHeeovesve
veeveeiegCeJeÊJeb metef®eleced~ leLee ®e ̀ me MueeO³eë me iegCeer Oev³eë me kegÀueerveë me yegef×ceeved~
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me Metjë me ®e efJe¬eÀevlees ³emlJe³ee osefJe Jeeref#eleë~~’ ³eÜe He¨eeJeleer lem³ewJe Yee³³ee&~
lem³ee½ejCes veÊe&ves ®eejCe®e¬eÀJeleea veìjepe FJe~ YeieJeoûes efvepeJeOetb veÊe&³eleerefle JeeÊee&~
JeveceeueerYeÆ - He¨eeJeleer veece mJem³e Òeceoe, Fë keÀecees Jeeçm³eeë lem³e Jee ®ejCe³ees½eejCes
ve=l³eefveHegCeleeªHes vele&ves ®e¬eÀJeleea ve=Hejepees veìjepees Jee, meoe Me=²eefjlJeeled~ Slesve
keÀJesë Me=²eefjlJeb metef®eleced~ He¨eeefve ¬eÀer[eLe¥ ³e$e mee He¨eeJeleer~ DeLe Jee meewvo³e&meewYeei³e-
ÐeeslekebÀ meecegefêkeÀMeem$eeskeÌleb He¨eb Jee nmles ³em³eeë mee He¨eeJeleer Þeer jeOee~ lem³ee½ejCe³ees-
½eejCeb mesJekeÀle³ee DeelceefveJesoveced, le$e ®e¬eÀë mesJekeÀmecetnmleÜÜefle&legb Meerueb ³em³e meë~
le®®ejCeueeuevesve ®e¬eÀJeefle&lJeceelceveesçefYecev³eceeveë ®e¬eÀesçm³ee²mlelÒeCe (³e) Jeeefveefle
Jee~
veeje³eeCeHeefC[le -  He¨eeJel³eeë ue#c³ee½ejCe³ees ½eejCes mebJeenves ®e¬eÀJeleea ve=He FJe~
ue#ceermesJe³ee efn ®e¬eÀJeefle&lJeÒeeefHleefjefle~
ke=À<CeHeefC[le - He¨eeJeleer veece pe³eosJeesHeem³eosJelee, lem³ee½ejCe³eesë ®eejCeë Heefj®eejkeÀeë,
les<eeb ®e¬eÀJeleea Þesÿë, YeieJel³eejeOekeÀ Fl³eLe&ë~ efJeMes<eCeÜ³esve mJem³e keÀefJeleekeÀjCemeeceL³e¥
YeieJeodYeefkeÌleceÊJewée³e¥ ®e metef®eleced~
Oeve¡e³e-OejCeerosJe - He¨eeJeleerefle~ He¨eecem³ee Demleerefle ``Gefiele½e” Fefle *erefHe
meb%ee³eeefcel³evegJe=Êeew ̀ `Mejeoerveeáe” Fefle oerIe&ë~ íueeled He¨eeJeleerMeyosve mJeefÒe³eevee-
ceesHeeoeveb keÀJesë Me=²eefjlJemet®evesve keÀeJ³esçefHe Me=²ejeslkeÀ<e&ë Deeef#eHleë~
HetpeejerieesmJeeceer - SJeb Jee®eeb ceveme½e ceeOeJeHejleeskeÌlee~ SleeJeleeefHe keÀLeb le®íefkeÌlejleë
keÀeef³ekeÀJe=Êesë ÞeerjeOee³eeë HejlJeceen, He¨eb keÀjs efJeÐeles ³em³eeë mee He¨eeJeleer ÞeerjeOee
`MejJel³eeoerveeefcel³eeefoûenCeeÎerIe&ë', lem³ee½ejCe³eesefve&efceÊeYetle³eesjsJe ®eejCe®e¬eÀJeÊeea
veÊe&keÀÞesÿë ve=l³eeefovee meoe leoejeOeveleHlej Fl³eLe&ë~ Devesve leledÒeOeeveesHeemeveelcevees
oefMe&lee~
ue#ceCe - Dele Deen He¨esefle~ He¨eb ueeruee keÀceueb meewYeei³eÐeeslekeÀjsKeeªHeb Jee efJeÐeles
keÀjs ³em³eeë mee He¨eeJeleer, ÞeerjeOee ̀ `MejeJel³eeoerveeb'' Fl³eeefoûenCeeod oerIe&ë~ leLee ®e
ye´ïeeC[HegjeCes- ̀ `jeOee He¨eeJeleer He¨ee He¨enmlee ®e efJemle=lee'' Fefle~

 6-He¨eeHe³eesOejleìerHeefjjcYeueive-
     keÀeMceerjcegefêlecegjes ceOegmetovem³e~
     J³ekeÌleevegjeieefceJe Kesueove²Keso-
     mJesoecyegHetjcevegHetj³eleg efÒe³eb Jeë~~6~~
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8-efJeefnleHe¨eeJeleermegKemeceepes~
    kegÀ© cegjejs ce²ueMeleeefve
    YeCeefle pe³eosJekeÀefJejepes~~ ÒeefJebMe~~8~~

jeCeekegÀcYe- efJeefnleb ke=Àleb He¨eeJel³ee ue#c³eeë megKeb megKeªHeb meceepeb mLeeveb Òeemeeoes
³esve~ efkeÀvogefyeuJes pe³eosJekeÀeefjlees ceneue#c³eeë Òeemeeoesçmleerefle Òeefmeef×ë~ ue#ceerYekeÌl³ee
nefjmlegH³eleerefle~
ue#ceerOej - He¨eeJel³eeë efvepeoef³elee³eeë megKemeceepeë veeveeefJeOemegKemevoesnes ³esve
pe³eosJekeÀefJejepes pe³eosJeeK³es keÀefJeÞesÿs~
MegkeÌueOJepeve=Heefle - efJeefnleë ke=Àleë He¨eeJeleer lelkeÀevlee lem³eeë megKem³e meceepeë meeefVeO³eb
³esve lee¢Mes~
JeveceeueerYeÆ - efJeefnleë 6ke=Àleë 7He¨eeJel³eeë 8megKem³e meceepeë mecetnes ³e$e lee¢Mes~
Devesve mJeveeef³ekeÀe³eeb ÒesceeefleMe³eë ve lJev³em³eeefceefle YeeJeë~
veeje³eCe HeefC[le - efJeefnleë ke=Àleë He¨eeJel³eeë mJeefm$e³eë megKem³e meceepeë mecetnes
³esve~ megKemeceepe Fefle Heeþs megKem³e10meceepeë meeefVeO³eb ³esve leefmceved~ Slesve
mJeveeef³ekeÀe³eecesJe ÒesceeefleMe³ees oefMe&leë~ ve lJev³em³eeced~
Oeve¡e³e-OejCeerosJe - efJeefnleë ke=Àleë He¨eeJel³eeë efvepe Òes³em³eeë megKemeceepeë megKe®e³ees
³esvesefle efJeûen~ Slesve Me=²eefjlJeceelceveë keÀefJevee ÒeefleHeeefoleced~
Hetpeejer ieesmJeeceer - keÀLeb efJeefnleë He¨eeJel³eeë ÞeerjeOee³eeë megKemecetnes ³esve leefmceved~
efvepesäosJeesHeemevee³eeefcel³eLe&ë~
ue#ceCe - He¨eeJel³ee efvepeesHeem³ecetle ÞeerjeOeeefJejnÞeJeCeefJe<eCCeevevee³ee efvepepee³ee³eeë
megKemeceepeë mevlees<emevleefle³exve leefmceved~
SriRadha and SriMadhava

SriRadha and SriMadhava are depicted in the
Gitagovinda as the deities of love, admiration and adoration.
The poet is completely devoted to SriRadha and SriMadhava
that he aptly chants the God and the Goddess in combined
form in the pleasure garden on the bank of the river Yamuna.
The tradition of Madhava worship in Orissa is archaeologically
traced from the 7th century A.D. Madhava is a form of twenty
four avatāras of Visnu with the āyudhas of chakra, sankha,

Sri Jayadeva’s birth place and life history



88
padma and gadā in cyclic order (according to the Padmapurana
and Rupamandana). The copper plate grant of Madhavaraja
of the ailodbhava dynasty records the name of Cakrayudha
Madhava. The image of Nilamadhava is worshipped in the
temples of Gandharadi in Boudh district flanked by the symbolic
images of Matsya, Kachhapa and Varha in the same pedestal.
A rekha temple of Ganesvarpur, about 11 kms to the south of
Chhatia and in the temple of the same name at Kantilo on
Mahanadi enshrine each finely carved image of four-armed
Madhava. In 810 A.D. the image of Santosi Madhava was
installed at Daspalla, the eastern Ganga ruler Indra varman
Deva enshrined Sriloka Madhava at Sanakhemundi in Ganjam
District. Chodaganga Deva (1078- 1147 AD) established in
his name Chodaganga Madhava at Srikakulam. The images
of Viru, particularly in the Prachi valley and in the coastal belt
of Orissa are popularly called as Madhava. The number of
such madhavas in the Prachi valley, at the famous Saktiksetra
of Viraja and in different other places are so numerous. This
much can be eluded here that the propitiation of Madhava in
this region was deeply imprinted and deeply rooted in the
religious life of the people. In the 12th century A.D. the Madhava
worship in the coastal region of Orissa in general and Prachi
valley came under the spell of all pervasive cult of Jagannatha,
after the deities were reinstalled in Puri temple by Cholaganga
Dev.

Sri Jayadeva being a devout Vaisnava might have attuned
to the prevailing religious situation The excellent image of
Madhava discovered from the precinct of Padmavata temple
of at Kenduli could be the deity of the poet’s imagination
beaming forth the celestial smile and elegance and artistically
showing the needle work finish.The big bratas in village with
the religious efflorescence, charming natural beauty of the
Prachi River valley mingled with the fervour of love and
devotion infused in the poet, facilitates him to compose on the
love play of SriRadha and SriKrishna.

The attention of the scholars and readers is drawn to the
beautifully illustrated rasamandala in a chlorite stone alongwith
a host of SriKrishna themes and in the best state of preservation
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in the Somesvara temple. This can be seen in the broken
temple of Somesvar at Visnupur near Nimapadä. The temple
here is Saivite in faith but Vaisnavite in character erected in
the hey-day of Ganga period.

On the doubt of SriKrishna with SriMadhava is a quite
interesting. Sri Jayadeva invokes adult Krisna as already
indicated Madhava who is one of the twenty four avatāras of
Visnu but Krsna-Gopinatha has not been accepted as one of
the ten avataras of the supreme god (Visnu). The description
of Gitagovinda prompts the scholars to conclude that
SriMadhava and SriKrsna are the same devotionally but not in
icon. From the point of age Krsna-Vasudeva tradition seems
to be little earlier than  Madhava worship. The miraculous feats
of Krisna as described in the Srimadbhāgavata connected all
through his life history such as fighting and subjugating the
demons and the Nagas, Indra, the king of gods, lifting up the
mountain Govardhana on tip of his finger, his domination over
the animal and vegetable worlds, his alliance with sixteen
thousand gopis, fancifully multiplying himself into similar
number, his role as a statesman, a warrior and a politician in
the battle of Kuruksetra, a prophet and the builder of a united
Bharata Varsa indicate his superiority over the then existing
religious faith and popularity in the general mass. The Bhakti
movement was centering round Krsna Vasudeva. Visnu-
Narayana inculcated essentially the monotheistic view which
is clearly marked in the Mahabharata and in the Puranas. The
sculptural representation of the epoch-making events of Krsna’s
life are depicted in the temples revealing the popularity of Krsna
in the religious life of India. From the time of Sri Jayadeva,
when Vaisnavism spreads in full bloom superimposing the other
religious faiths and the cult-heroes, he became a great
exponent of flowering the faith in a way by which the prevailing
tradition refluxed in multifarious ways.  In sculptural art and
painting the amalgamation of Visnu and Krsna together further
highlighted the cause of the faith. Sri Jayadeva’s literary diction
was greatly reflected in the sculptures of Gopinatha and Krsna-
Visnu. The cult of adult Krsna (Gopinatha) became more
popular from the time of Sri Jayadeva and as such, we find
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numerous enshrined images of Gopinatha throughout Odisha.
The inseparable entity of SriRadha and SriKrsna was further
immortalized by Sri Chaitanya during 16th century AD.
Dasavatara

The formulation of Dasavatara of Visnu is a significant
contribution of Sri Jayadeva. Krsna as an avatara is not
included in the Dasavatara hymns. The enumerated list of
avataras varies from ten, twenty-four and thirty-three. The poet
narrates only ten avataras which is universally accepted.
Considering the importance of Buddha in the socio-cultural
matrix of Odisha Sri Jayadeva very wisely and appropriately
incorporated Buddha in the pantheon.

The concept of Visnu’s avataras dates back to the
Mahabharata age spreads sporadically either, in individual form
or in group (the number of avataras varying from period to
period and from author to author). Historically, archaeologically
and literally the avatāravāda of Visnu became an integral part
of Vaisnava faith from the early centuries of Christian era.
Following the earlier Dasavatara tradition Sri Jayadeva made
the worship more popular in the society in his lucid description.
People irrespective castes, sects and creed continuously chant
the Dasāvataras devotionally in the temples, shrines and even
in their own houses, very often. By the time Sri Jayadeva
appeared in the socio-religious Odisha, the idiom of Dasāvatara
had already flourished in Odisha. The ending version of each
avatāra jai jagadiasa hare was invoked to Sri Jagannatha. The
inscription of avatāras ranging from 7th century A D. onwards,
the profuse sculptural depiction of the avatāras in the Vaisnava
temples with high concentration in Prachi valley, in the
Jagannatha kshetra delineate deeply rooted tradition in the
sacred soil of Odisha. The images of avataras so far come to
light in Odisha are too numerous to allude here. Undoubtedly
the worship had a great influence on the mind’s eye of the
saint poet and devotee Sri Jayadeva, who made it more popular
and more acceptable in his lucid and lyrical description.

Musical notes and Lyrical modes:
The caption of Gitagovinda seems to be self-explanatory

and different from established categories of kāvyas. Different
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scholars identify this gītikāvya in their own ways. Some scholars
differently identify the kāvya as pastoral drama, lyric drama,
opera, melodrama, folk drama or yātra. The treaties treated
this as a mahākāvya or laghukāvya in fact, the work does not
conform to any existing model in the whole range of classical
literature. It is a model by itself and an epoch-making
innovation. Sri Jayadeva depicts this creation as a prabandha
composed in stanzas having two component parts udgrāha
and dhruva. Trend setters are difficult to be classified into
existing forms and formats.

Structurally as a dance drama, in characterization the
work depicts Krsna, Radha and a sakhi. Its regard, the
characters and their action in the whole theme Prof. Trilochan
Mishra writes. ... to carry forward the movement of action at
the physical level by way of strengthening the lover’s desire.
Thus, the genre of the poem is lyrico’ dramatic, but neither
epical nor narrative. It is rather in the form of a subtle knot, a
converging point of the classical forms of lyric, epic and drama
which is simultaneously a diverging point leading narrative
poetry, drama and novel in modern India vernacular literatures.
It is a break away from the classical convention to the modern
and paves the way for character based realistic plays and
novels of the future simultaneously, as a product of the Odia
culture, it is the source model for Odissi dance and Odissi
music”.

The sensuous lyricism is expressed through spiritual
eroticism. The amorous concept was prevalent in Odisha long
ago. Sri Jayadeva presented Madhava as a lover, a handsome
seductive and youthful aspect of Krsna. The theme of the
Gitagovinda enacts spiritual theme of the individual soul as
pursuit of love. Philosophically speaking, it is an interplay
between jivātma and paramātmā. The poet follows the literary
presentation of the theme with the erotics. The poet
aesthetically deals with  srngāra. Madhava is a nāyaka (hero)
portrayed as sāmoda (joyful), mugdha (bewitched), aklesa
(careless), snigdha (tender) etc symbolizing different rasas.
On the other hand, Radha is an vāsakasajja (expectant),
vipralabdha (decived), krodhitā (enraged), kalahāntaritā
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(remorseful), mānini (sensitive) and svādhinabhartrka (self
confident) heroine.

For Sri Jayadeva, love is portrayed in bodily love, though
the implication is metaphysical. The details of bodily
descriptions, gestures and actions of the lovers and even the
amorous play are portrayed as prescribed in erotics. The
practice had continued to be an accepted convention in oriental
poetry, but described with propriety  in Kumārasambhava and
Meghadūta of Kalidas. But Sri Jayadeva’s contemporary
Govardhanāchārya followed the practice in Aryāsaptasati is
the way of Sri Jayadeva, which raises the question of propriety.

The unique musical aspect attuned to the verses seems
to be highly enchanting and amazing. Whether the poet first
conceived ragas and the (talas beats talas) before composing
the verses or vice-versa is difficult to comprehend now.
However, he composed thirty-seven verses in Sardulavikridita,
eight in Vasantatilakā, Sikharini, Harini, Mālini, Vamsastha,
Anustubh. Puspitāgrā, Upendravajra,  Dritabilambita,
Sragdhara, Arya metre, Pathyā and Pathya vaktra. The poet
was well conversant with the composition of metrical verses
with the pause of music and prosody. Sri Jayadeva had
innovated the musical metres following the Nātya Sāstra (NS)
of Bharata. The distinction of Visama, Sama, layas-vilambita
and drita are well marked in the musical composition of the
Gitagovinda.

 The age old tradition of painting Odisha, the ancient
Utkala or Kalinga is well known from the earliest paintings on
the rock shelters and caves. These form of ancient art are
marked from the time of pre-historic of culture, Odisha. The
Cave art of Sitabinji of Kendujhara district as Ravanachhaya
and Gudahandi in the cave of Kalahandi, these culture Ashokan
elepahant in Dhauli and Jaugarh inscripition of separate rock
eddicts and the Hathigumpha inscription and Ranigumpha
culture of Kharavela are before pre-christian era. Sculptural
art and paintings are found continuing from the earliest times
till the present days. The paintings, engravings are indigenous
colours that depicts the natural scenes including human figures,
animals and scenes of socio-cultural themes.
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Painting tradition with its origin in such a remote past

must have continued all through the ages but the remains are
rare mainly due to fragile and defaceable pigments used on
the rough surface and ravages of nature. Time is the greatest
killer of the culture. Thus, paintings, being on the surface of
stone and other materials must have been damaged by the
vagaries of nature and by the human vandalism through the
vicissitude of time. To our good fortune the rock shelter painting
of Sitabinji in Keonjhar district is a lone surviving specimen of
the Gupta period. This gives an idea about how rich the painting
tradition in Odisha. The paintings in the sanctum of some
temples of South India relate that some important temples of
Odisha must have depicted the paintings. The painting tradition
in the early and late medieval period continued in the same
plane in the inner surface, being repainted in several cases
obliterating the originality. The wall paintings of temples
monestaries and convents are innumurable. But the new
structure bring decline the ancient architecture .

Scribing on palm leaves is as old as the literary tradition.
The engraved palm leaves on account of their fragility, tropical
climatic condition and high humidity cannot survive long and
lack of scientific preservation fall prey to termites and insects.
Hence, the method of copying them from time to time has been
continuing. It is really difficult to say whether Illustrations of
palm leaves developed with the regional literature, But the
availability of some jam texts of 9th/10th century AD. (preserved
in Lucknow Museum) reveals with a greater degree of
exactitude the continuity of palm leaf illustration. These seem
to be earlier than the development of the regional languages.
However in Odisha the earliest illustrations on palm leaves
from the 15th century A.D. onwards (Suryavamsi Gajapati
period) when Odiya language along-with scripts of its own came
to lime light The earliest and the monumental works of the
Gajapati period are Ramayana, Mahabharata etc. in Odiya
language as well as in Odia.

A new phase of development occurred in culture with
the occupation of the state by the fanatic Muslims. They caused
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irreparable damages to our sculptural and architectural
treasures, but on the other hand, did not damage our regional
language, rather enriched it with a lot of Persian and Arabic
words which still remain a part of our language as well as in
the administrative structures The landlords and feudal
chieftains ruling under Afghans and the Mughal rulers were
presenting jewels, money along-with highly embellished and
calligraphically written manuscripts or painted manuscripts of
the court poets scholars to their overlords for appreciation and
recognition. Examples in this regard are many during the Bhoi
dynasty of Khurda. One issue in this connection may be made
clear here that pata painting tradition is more sporadic in its
distribution in Odisha. It is completely different from the palm
leaf miniature paintings which appear to be more indigenous,
more minute, more attractive and heart-throbbing done by
means of stylus using the vegetable colours though styles of
both the Schools in articulation are different. From about 17th

century onwards palm leaf paintings seem to have been
influenced by the patta tradition. Whatever might be the fact
there was interchange of ideas between the artists of two
schools. Both developed their unique styles over the ages.

Pata and palm leaf artists are same. In Puri and nearest
artist village they are even today engaged in both the paintings.
In fact, a manuscript of Gitagovinda dated to 1688 AD.,
maintaining perfectly indigenous colour combination, perfect
proportion and symmetry of the figures flowing literary diction
instantly attract the attention of scholars. These illustrations
prompt some scholar to think possitive of Odisha Patta and
Palm leaf painting of Gitagovinda.

The Orissa State Museum at Bhubaneswar is the biggest
repository of palm leaf manuscript  of the state. More than four
hundred illustrated manuscripts of different sizes are spreading
over a period of five centuries.
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éeslejÊeÀHeleekeÀe³ee: HeÀjHeÀje³eles meoe ~
otjeled nmleew Òemee³exles HeeHeleeHenje³e mee ~~ 11~~
ceneveerueceefCemle$e keÀueew oe©ce³es leveew ~
Keieesueve³eves J³eeH³e j²eOejs nmel³emeew ~~ 12 ~~
leeHe$e³eb efn meJex<eeb nemesçefHe ÒeHeuee³eles ~
efkebÀ kegÀ©leëHeonmleew lemceeled lesY³ees efJeJeefpe&leew ~~ 13 ~~
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Deeéeeme³eefle ³euueeskeÀeved jlveefmebnemeves efmLeles ~
keÌJe: peHe: keÌJe: leHe: ³eesieer keÀce&keÀeC[m³e keÀe keÀLee ~~ 14~~
%eevekeÀce&eefo³eesieeveeb keÀLeb le$e Òe³eespeveced? ~
³e$e meefVeefnlees osJe: me ³eesie: me leHe:meoe ~~ 15~~
Goemeervees peìer cegC[er efMeefKeÒeYe=le³eM®e ³es ~
meJex meefcceefuelee: #es$es ÞeerpeieVeeLemeefVeOeew ~~ 16 ~~
De#e³eeK³ele=leer³ee³eeb jLem³e efvecee&Ceb YeJesled ~
®evove®eeHe³ee$ee efn SkeÀefJebMeefoveeeflcekeÀe ~~ 17~~
p³esÿHeewCe&: lele: mveeveb pJeje¬eÀevle:YeJesled ÒeYeg: ~
vetleveb ³eewJeveb ÒeeH³e iegefC[®eeceCæ[Heb ®euesled ~~ 18~~
³ee$ee leoe meceejyOee jLeeªæ{sve ueerue³ee ~
veJeefoveelcekesÀ leefmceVeeæ[HeceCæ[Hes Jemesled ~~ 19~~
FvêÐegcvepeues mveelJee velJee levceCæ[Hes ÒeYegced ~
nefJe<³eeVem³e mesJee³eeb efJe<CegueeskesÀ cener³eles ~~20 ~~
lele: ceefvojceemeeÐe mJeefHeefle peiele: ÒeYeg: ~
Heeée&eJe=efÊe: efÜceemeeY³eeb lele: peeieefle& keÀeefÊe&kesÀ ~~ 21 ~~
GÊeje³eCemeb¬eÀevles: HeefjHeeueveefce<³eles ~
HeewCe&ceem³eeb Hegve: Heew<es jepeeefYe<es®eveb YeJesled ~ 22~~
©ef®ejs HeÀeuediegves ceeefme oesueekesÀefuemeYeeefpeles ~
ceOeew ocevekeÀs ueeruee ®eeJe<e¥ ³eodefJeOeer³eles ~~ 23~~
ieerleJeeÐem³e leeuesve keÀcHeles cesefoveer leoe
³e$eielJee pe³eemeeráe keÀ=leke=Àl³e: mce³emleoe~~24~~
le$eeçefmeled oesue ³e$ee³eeb JemevleeslmeJe mecYetle:
JesÐeeb oesues efJejepevles ®eleg×e&cetefÊe& jc³ekeÀ:~~25~~
Þeer#es$eb Òeefle ie®ílee pe³eosJe: ceneceefle:
iegefC[®eeie=n meb jesOes HeCe&Meeueeb Jeeefveefce&le:~~26~~
ve=l³eb keÀjesefle keÀu³eeCeer ieeveievOeJe&yevOevew: ~
ieerlew: JeeÐew: leLee leeuew: ve=l³es mekeÀuemeeOeves ~~27~~

Þeer ÒeHegÀuueefceÞeefJejef®eles Þeerpe³eosJe ®eefjleece=les FefleÞeer efÜleer³emeie&:~~
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le=leer³emeie&:
He¨eeJel³ee: ueefueleueJeueer HeeC[gleeceevevesÞeer:
mJem³ee ve=l³eb mKeefuele®ejCeele ceesncegiOe: keÀJeervê:
lemceeled Jeecee - HeoueIegle³ee meJe¥ ceesnve cegiOee:
ne ogozJe! ÒeueHeeflepe³e: keÌJem³e leeueeefYeIeeles ~~1~~
Òemejefle HeoHeele: JeecekeÀecesefJekeÀej:
megjmej jmeyevOes ívoieerleleeues
ceue³emecemegJeeles ceeueJem³eeeqmce jeies
ceveefme mejefmelee³eeb ieerleieesefJevoieeves ~~2~~
Jenefleceue³ecevob ³egJeleervee³e&JeesOeced
ieoefle ueefueleJeekeÌ³eb ³eefleceeflejefle JeesOeced
éeMeefleceue³e®etCe¥ jemenemes cegoej:
Denn®ejceJeeCeeA vewJe vetlveb efkeÀceefmle ~~3~~
cegêeyevOeeo³ees ueervee ieeve-ievOeJe&-keÀewMeues ~
leeueb ívoeef³eleb ve=l³eb ieerleb ue³emeceefvJeleced ~~ 4 ~~
Deûes mejefle mee¢M³es ÜvÜieerlem³e keÀewMeues ~
ieeveue³em³e meeO³esve ve=l³eb leeueeefoJe×&ves ~~ 5 ~~
Deevevob Je×&les Yet³ees Dev³eesv³emHe×&³ee Ü³ees: ~
keÀuee-kegÀletnues ueerveew keÀueekeÀejew megogmlejew ~~ 6 ~~
ievOeJe&ueeskeÀle: efkebÀ Jee kegÀMeerueJee: meceeielee: ~
lem³e ueeskeÀm³e meewueY³eb oefMe&leb ve=l³eieewjJeced ~~7 ~~
ve=l³eieevevewHegC³esve oMe&ves ®eefkeÀleevevee: ~
meËo³ee: ÒeMebmefvle lJenes Yeei³eb Jeoefvle les ~~ 8 ~~
leemeg ve=l³ee²veemJeskeÀe He¨eeJeleer meceeielee ~
³em³ee: ®ejCe®eeueveb pe³eosJesve mebieleced ~~ 9 ~~

Þeerpe³eosJe®eefjleece=leced
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ieerleb JeeÐeb leLee leeueb keÀjleeuemeceefvJeleced ~
HeefjHetjkeÀefvecee&legb ve=l³eb ieerleb meceeefnleced ~ .10 ~~
De<ìmeÊJeefJekeÀejm³e HeefjÒekeÀìves cegoe ~
ve=l³ej²e²vee³ee: ³elmeeeqÊJekebÀ ceefnceeefvJeleced ~~ 11 ~~
JeeÐeb leoveg leeue_®e Jeeoef³elJee me Jee³ekeÀ: ~
ÞeglJee vetHegjefMe¡eveb ¢<ìdJee ®e Heoce_pejerced ~~ 12 ~~
ve=l³eleeuece³eeR cev³es mee#eeled ef$eHegjmegvojerced ~
S<ee ve=l³ee²vee He¨ee lJeY³eemeyengueeue³ee ~~13 ~~
keÀewMeueb ve=l³eueeJeC³es oMe&ef³elJee efn cev³eles ~
celmece: keÀesçefHe leeue%e: keÌJeef®eVeÊe&ef³elegb #ece: ~~ 14 ~~
Jeeoef³elJee ce=o²eoerved leeuece³eb ceceeefvlekesÀ ~
ke=ÀlJee nmlem³e ueeIeJeb ve=l³eleeueb Jeosled keÌJe veg ? ~~ 15 ~~
peieVeeLem³e ³ee ueeruee keÀes veece HeefC[lees peve: ~
%eelegb Jee®eef³elegb ®eeefHe #ece: #egêsCe ®eslemee ~~ 16 ~~
yegef×: yeueJeleer lem³ee: efMe#eeY³eemece³eer leveg: ~
yeeu³eeled ÒeYe=efle ³ee ®esäe ueerueeef³elee Mejerjs mee ~~ 17 ~~
leeue-ve=l³e öue³e -ÒeeCe-ívoesefJeef®íefÊeJeCe&vee ~
De²meewÿJemecHeÊeew mJele: megÿg ÒekeÀeefMelee ~~ 18 ~~
pe³eosJem³emebieerleb ve=l³eb HeoceeJelesmleLee
keÀCee&keÀefCe&le³eeYetled ®e Òeefmeef×b Heg©<eesÊeces ~~19~~

Fefle ÞeerÒeHegÀuueefceÞeefJejef®eles pe³eosJe®eefjleJeCe&ves Þeer#es$eieceveb veece
le=leer³emeie&:~
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®elegLe&meie&&:

(He¨eeJeleerpe³eosJe³eesefce&ueleced leLee Þeerceefvojs ÞeerpeieVeeLem³eÒeerl³eLe¥
ÞeerieerleieesefJevomesJee )

leLee ve=l³em³e ueeefuel³eb efJeMJeefJeefoleieewjJeced ~
lem³ee: efHelegë efJe®eejsCe osJevewJesÐekeÀefuHelee ~~ 1 ~~
osJem³e oesueveb ³eÜe $eÀer[eueesueb YeefJe<³eefle ~
meefVeOeew lem³e osJem³e mebkeÀuHeb Heeueef³e<³eefle ~~ 2 ~~
keÀoe keÀeuem³e keÀuHeevles ceefleYe&ieJelemleoe ~
ceveme: #egêJe=Ê³ee ®e keÀes veece ieCeef³e<³eefle ~~ 3 ~~
He¨eeJeleer ve peeveeefle ve=l³e- veì- Heje³eCee ~
ueerue³ee keÀue³ee mee#eelkeÀueeY³eemeb keÀjesefle mee ~~ 4 ~~
oesueJesÐeeb meceeJesMes veeveeosMekeÀueeefJeo: ~
jeme-neme- efJeveesosve osJ³ee: vevom³e Je×&keÀe: ~~ 5 ~~
ueesueeueJeeueves$esCe meeefÊJekewÀ: YeeJeJefepe&lee: ~
yeerCee- JesCeg- ce=o²eefo veeos Heìn-ceo&ues ~~ 6 ~~
mebieerlebb ieerleceeOeg³ez: Oev³eOev³ee efn mee osJeer ~
kebÀmeeefjceeOeJe: cegiOe: keÀeC[eefj: YeJemeeiejs ~~ 7 ~~
oesueekesÀu³eeb meceeiel³e HeM³eefle YegJeve$e³eced ~
Dele: %eeveefJenervesve og:KekeÌuesosve Heeefuele: ~~ 8 ~~
He¨eeJel³ee: efJeJeen½e peieVeeLesve keÀefuHeleced ~
keÀle¥g ÒeYeJelee lesve pe³eosJesve Heeefuele: ~~ 9 ~~
efJeefOeefJeOeeveueeruee³ee: keÀes Jee #ece: megmebiele:?
³eÊeg efJeOeer³eles Oee$ee leef× HeÀueb me Yegp³eles ~~ 10 ~~
He¨ee³ee: ves$eueeJeC³eb ¢ädJeeçmeew pe³eosJekeÀ: ~~
keÀoeçJe®esleves mJeHves ef®evleef³elJeeçefHe efJemce=le: ~~ 11 ~~

Þeerpe³eosJe®eefjleece=leced
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yeeu³eJewOeJ³eleHleeveeb le©Ceerveeb kegÀ®eew ³eLee ~
mce=lJeeçefHe ueerveleeb ³eeefle ueerueekeÀocyekeÀef$eÀ³ee ~~ 12 ~~
peieVeeLem³e efveoxMeb efveêe³eeb osJeMece&Cee ~
ÒeeH³e leled ke=Àleke=Àl³eesçmeew HegjeR le³ee meceeieleë ~~ 13 ~~
le$eeefvJe<³e keÀefJeb meeOegb iegefC[®eeie=nceeieleë ~
le$e kegÀìîeeb pe³eb ¢ädJee YeeJeefJe»ueleeb ieleë ~~ 14 ~~
le$e ueerueeleveew ¢ef<ìve&s$es ueeslekeÀOeej³ee ~
yee¿eb ve ¢M³eles efkeÀef_®eÂe¿e%eeveefJeJeefpe&le: ~~ 15 ~~
le$e v³eJeso³elkeÀv³eeb efHelee ³egieueHeeefCevee ~
keÀefJeJej: ef®eoeefJeä: ve peeveeefle leLee ef$eÀ³eeced ~~ 16 ~~
keÀv³eeoeveb efHelee ke=ÀlJee oef#eCeeHeLecee³e³eew ~
peveMetv³eeÞeces mes³eb keÀv³ee let<CeeR yeYetJe n ~~ 17 ~~
³egieueJeefvove=l³eáe ceeOeJem³e cegoeJenced ~
ieesefJevom³e Heoev³esJeb ieerleieesefJevoveecekeÀced ~~ 18 ~~
pe³eosJem³e ieevesve He¨eeJeleer efn ve=l³eefle ~
Dele: HetpeemJeªHesCe meJe¥ Keueg efveJesÐeles ~~ 19 ~~
O³eevesve peieoerMem³e jeOeeHeeo³egieb leLee ~
ef®evleef³elJee ®e ieerlesve pe³eosJe: ÒeHegÀefuuele: ~~ 20 ~~
Jeeef®ekebÀ ieerleMe=²ejb ®eeef²kebÀ ce=ogJeuuejer ~
ceerveeueerve³eveeueeruee meeeqÊJekeÀYeeJeYeeefJelee ~~ 21 ~~
pe³eosJeb ve ¢ädJeeefHe ef®evle³eeceeme leb leoe ~
³eLee ceue³epe: He¹es ve ¢<ìîeeçefHe megJeeefmele: ~~ 22 ~~
ÞeerpeieVeeLeleÊJe%ee: vele&veHeeìJes jefle: ~
cegiOe: keÀeJ³ekeÀueeefYe%e: ªHeieewjJeceefC[le: ~~ 23 ~~
ueerueeOejm³e ueerue³ee pe³eosJe ceneceefle:
lem³e YekeÌl³ee efveueer³eles ieeves leeves megmebmke=Àles ~~24~~

Fefle Þeer pe³eosJe®eefjleece=les ®elegLe&meie&:~
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He_®ecemeie&&&&:

JejCeer³e: keÀLeb ces me YeefJe<³eleerefle ef®evle³ee ~
DeMeveb Jemeveb l³ekeÌlJee ef®evleeMetv³ee meceeielee ~~ 1 ~~
leefmcevveJemejs leele: keÀv³eeb l³ekeÌlJee Heueeef³ele: ~
He¨ee kegÀìerjkesÀ le$e ®eesJeeme Jew<CeJeeÞeces ~~ 2 ~~
ef®evle³evleer leoe He¨ee kegÀle: ogefo&veceeieleced ~
ve=l³ee®ee³e&: me kegÀ$eeefmle keÀJeerveeb kegÀueMesKej: ~~ 3 ~~
mJeHvem³e ÒeefleYeemeesç³eb celÒeeCee: osJeceefvojs ~
Hetpeeb l³ekeÌlJee efveueer³evles Heleeefce leeHemes ie=ns ~~ 4 ~~
kegÀ$e ve=l³ekeÀueeYetefce: kegÀ$e mee megkegÀceejlee ~
leeueue³eeefoieecYeer³ex peerJeve_®e megKeeef³eleced ~~ 5 ~~
vetlveÒelveÒe³eesies<eg jmeYeeJeeefoefceÞeCes ~
mecevJe³es efJeYeeJeeveeb keÀesçv³e: lemcee¢les #ece:? ~~ 6 ~~
peerJeveb JejCeer³eb lelmegkegÀceejlejb meoe ~
cegng: meceeefnles ®ee$e og:Kee³eles efn peerJeveced ~~ 7 ~~
ve=l³ee²vee mJekeÀeuesve megKeb efJe$eÀer³eles Keueg ~
Hejb lem³ee: megKeb efkeÀef_®eppeerJeves Yegp³eles efkeÀceg? ~~ 8~~
leLeeefHe JesMeJeemesve ceesoles mJem³e veÊe&ves ~
Metv³eeÞecesçm³e ®esoeveeR peerJeves megKeMetv³elee ~~ 9~~
³eoe O³eeveb keÀefJeël³ekeÌlJee ¢äJeeved leeb efÒe³eeb íefJeced ~
efJemce³esveeefYeYetleesç³eb HeM³el³esveeb Hegve: Hegve: ~~ 10~~
Peefìefle ®esleveeb ueyOJee ®eeJeueeskeÌ³e ceveesjceeced ~
efpe%eemeg:mJem³e ves$esCe ÒeMveesÊejb efpe%eemeles ~~ 11 ~~
He¨eeJeleer keÀLeeb mJem³eemmevlees<esCe efJeJe=CJeleer ~
efHelegmme¹uHeveemeJe¥ %eeefHeleb keÀJe³es leLee ~~ 12 ~~
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peieVeeLee³e ³ee keÀv³ee efHeleg: mJeHveefveªHeCeeled ~
peieveeLem³e efveos&Meeppe³eosJee³e Òesefjlee ~~ 13 ~~
Denes YeJeec³enes Oev³ees leJe ueeruee megogmleje ~
cevcevemees ceveeefie®íeb Hetj³eefme ceneÒeYees ! ~~ 14 ~~
lele: mJeYee³e&³ee Heg³ee¥ ielJee Þeerceefvojb Òeefle ~
ieerleieesefJevoHeÐeeefve ieelJee efve³eesefpeleb efoveced ~~ 15 ~~
keÌJe me keÀefJe: kegÀle: He¨ee meJex keÀeueJeMeeod ielee:
leLeeefHe ieer³eles ueeskesÀ ÞeerpeieVeeLeceefvojs ~~ 16 ~~
veevee osMeefJeosMes<eg Meem$eer³eve=l³eieeves<eg ~
Deeoew ieesefJevoieerlem³e YeJeefle iee³eveb meoe ~~ 17 ~~
keÀLes³eb pe³eosJem³e Òeefleefoveb Heþefvle ³es ~
jceCeer³es jeflemles<eeb efJe<CegYeefÊeÀ½e Je×&les ~~ 18 ~~
HegC³eMueesskeÀ: keÀefJemmeesç³eb Òee®eerketÀuem³e oerHekeÀ: ~
keÀeJ³eb Òemeeefjleb ³em³e osMeosMeevlejs<JeefHe ~~19 ~~
jeOeeceeOeJe³eesueer&uee ieerleieesefJevoveecekeÀced ~
Òeefleefoveb Heþefvle ³es og:Keb les<eeb ve pee³eles ~~20 ~~
peerJeveer pe³eosJem³e meb#esHesCe ÒeHeefáeleced ~
keÀeJ³eieewjJemeeO³ee³e veeefOekebÀ JeC³e&lesçOegvee ~~ 21 ~~
keÀeMeerveeLem³emegHeg$eesç³eb ÒeefceueeieYe& mecYetle:
keÀJeerveeb mebÞelegJe½eemeew Þeerceeleg: HeeomesJekeÀ: ~~22~~

Fefle ÞeerÒeHegÀuueefceÞeefJejef®eles pe³eosJeefJeJeeneefoJeCe&veb veece He_e®ecemeie&ë ~~
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Þeerpe³eosJekeÀefJeefJejef®eleced
ieerleieesefJevoce

~~ ÒeLeceë meie&ë ~~
~ meeceesooeceesojë ~

 -1- cesIew cexogjcecyejb JeveYegJeë M³eeceemleceeueêgcewjd
       vekeÌleb Yeer©j³eb lJecesJe leefoceb jeOes ie=nb ÒeeHe³e~
       FlLeb vevoefveosMele½eefuele³eesë Òel³eOJekegÀ¡eêgceb
       jeOeeceeOeJe³eespe&³eefvle ³ecegveeketÀues jnëkesÀue³eë ~~1~~

 -2- JeeiosJelee®eefjleef®eef$eleef®eÊeme¨ee
        He¨eeJeleer®ejCe®eejCe®e¬eÀJeleer&~
       ÞeerJeemegosJejeflekesÀefuekeÀLeemecesleced
       Sleb keÀjesefle pe³eosJekeÀefJeë ÒeyevOeced ~~2~~

-3-³eefo nefjmcejCes mejmeb cevees ³eefo efJeueemekeÀueemeg kegÀletnueced~
     ceOegjkeÀesceuekeÀevleHeoeJeueeR Þe=Ceg leoe pe³eosJemejmJeleerced ~~4~~

-4- Jee®eë HeuueJe³el³egceeHeefleOejë mevoYe&Megef×b efiejeb
      peeveerles pe³eosJe SJe MejCeë MueeI³ees ogªnêgles~
      Þe=²ejesÊejmelÒeces³ej®evewje®ee³e&ieesJeOe&ve-
      mHeOeer& keÀesçefHe ve efJeÞegleë ÞegefleOejes Oees³eer keÀefJe#ceeHeefleë ~~3~~
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 ~~ ÒeLece: ÒeyevOe:/ieerleced 1 ~~

~~ ceeueJejeie-ªHekeÀleeueeY³eeb ieer³eles~~
Òeue³eHe³eesefOepeues Oe=leJeeveefme Jesoced~
efJeefnleJeefn$e®eefj$eceKesoced ~~
kesÀMeJe! Oe=leceerveMejerj! pe³e peieoerMe! njs!~~1~~

ef#eeflejefleefJeHeguelejs leJe efleÿefle He=ÿs~
OejefCeOejCeefkeÀCe®e¬eÀieefjÿs ~~
kesÀMeJe! Oe=lekeÀ®íHeªHe! pe³e peieoerMe! njs! ~~2~~

Jemeefle oMeveefMeKejs OejCeer leJe ueivee~
MeefMeefve keÀue¹keÀuesJe efveceivee~~
kesÀMeJe! Oe=leMetkeÀjªHe! pe³e peieoerMe! njs ~~3~~

leJe keÀjkeÀceueJejs veKeceÓgleMe=²ced~
oefueleefnjC³ekeÀefMeHeglevegYe=²ced~~
kesÀMeJe! Oe=levejnefjªHe! pe³e peieoerMe! njs! ~~4~~

íue³eefme efJe¬eÀceCes yeefueceÓgleJeeceve~
HeoveKeveerjpeefvelepeveHeeJeve~~
kesÀMeJe! Oe=leJeeceveªHe! pe³e peieoerMe! njs! ~~5~~

#eef$e³e©efOejce³es peieoHeieleHeeHeced~
mveHe³eefme He³eefme MeefceleYeJeleeHeced~~
kesÀMeJe! Oe=leYe=iegHeeflejtHe! pe³e peieoerMe! njs! ~~6~~

efJelejefme efo#eg jCes efokeÌHeeflekeÀceveer³eced~
oMecegKeceewefueyeefueb jceCeer³eced~~
kesÀMeJe! Oe=lejeceMejerj! pe³e peieoerMe! njs! ~~7~~

ÞeerieerleieesefJevoced-cetuecee$eced
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Jenefme JeHegef<e efJeMeos Jemeveb peueoeYeced~
nuenefleYeerefleefceefuele³ecegveeYeced~~
kesÀMeJe! Oe=lenueOejªHe! pe³e peieoerMe! njs! ~~8~~

efvevoefme ³e%eefJeOesjnn Þegeflepeeleced~
meo³eËo³eoefMe&leHeMegIeeleced~~
kesÀMeJe! Oe=leyeg×Mejerj! pe³e peieoerMe! njs! ~~9~~

cues®íefveJenefveOeves keÀue³eefme keÀjJeeueced~
OetcekesÀlegefceJe efkeÀceefHe keÀjeueced~~
kesÀMeJe! Oe=lekeÀefukeÀMejerj! pe³e peieoerMe! njs! ~~10~~

Þeerpe³eosJekeÀJesefjocegefolecegoejced~
Me=Ceg megKeob MegYeob YeJemeejced~~
kesÀMeJe Oe=leoMeefJeOeªHe pe³e peieoerMe njs ~~11~~

-5- Jesoeveg×jles peieefVeJenles YetieesuecegefÂYeĺes
     owl³eb oej³eles yeefueb íue³eles #e$e#e³eb kegÀJe&les~
     Heewueml³eb pe³eles nueb keÀue³eles keÀe©C³eceelevJeles
     cues®íevcet®í&³eles oMeekeÀ=efleke=Àles keÀ=<Cee³e legY³eb veceë~~5~~

~~ efÜleer³e: ÒeyevOe:/ieerleced  2~~
~~  iegpe&jerjeiesCe efve:meej leeueeY³eeb ieer³eles ~~

efÞelekeÀceueekegÀ®eceC[ue Oe=lekegÀC[ue S~
keÀefueleueefueleJeveceeue pe³e pe³eosJe njs ~~1~~

efoveceefCeceC[ueceC[ve YeJeKeC[ve S~
cegefvepeveceevemenbme pe³e pe³eosJe njs~~2~~

keÀeefue³eefJe<eOejie¡eve pevej¡eve S~
³eogkegÀueveefueve efovesMe pe³e pe³eosJe njs~~3~~
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ceOegcegjvejkeÀefJeveeMeve ie©[emeve S~
megjkegÀuekesÀefueefveoeve pe³e pe³eosJe njs~~4~~

DeceuekeÀceueoueuees®eve YeJecees®eve S~
ef$eYegJeveYeJeveefveOeeve pe³e pe³eosJe njs~~5~~

pevekeÀmegleeke=ÀleYet<eCe efpeleot<eCe S~
mecejMeefceleoMekeÀCþ pe³e pe³eosJe njs~~6~~

DeefYeveJepeueOejmegvoj Oe=lecevoj S~
ÞeercegKe®evê®ekeÀesj pe³e pe³eosJe njs~~7~~

leJe ®ejCeb ÒeCelee, Je³eefceefle YeeJe³e S~
kegÀª kegÀMeueb ÒeCeles<eg, pe³epe³e osJe! njs~~7-keÀ~~

Þeerpe³eosJekeÀJesefjob kegÀ©les cegoced S~
ce²uecegppJeueieerleb pe³e pe³eosJe njs~~8~~

-6- He¨eeHe³eesOejleìerHeefjjcYeueive-
      keÀeMceerjcegefêlecegjes ceOegmetovem³e~
      J³ekeÌleevegjeieefceJe Kesueove²Keso-
      mJesoecyegHetjcevegHetj³eleg efÒe³eb Jeë~~6~~

ö7-Jemevles JeemevleerkegÀmegcemegkegÀceejwjJe³eJewjd
      Ye´cevleeR keÀevleejs yengefJeefnlekeÀ=<CeevegmejCeeced~
      Decevob keÀvoHe&pJejpeefveleef®evleekegÀuele³ee
     JeueÂeOeeb jeOeeb mejmeefceocet®es men®ejer ~~7~~
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    ~~ le=leer³e: ÒeyevOe:/ ieerleced 3 ~~

~~ JemevlejeiesCe ³eefleleeueeY³eeb ieer³eles ~~
ueefueleueJe²ueleeHeefjMeeruevekeÀesceueceue³emeceerjs~
ceOegkeÀjefvekeÀjkeÀjefcyelekeÀesefkeÀueketÀefpelekegÀ¡ekegÀìerjs~~
efJenjefle nefjefjn mejmeJemevles
ve=l³eefle ³egJeeflepevesve meceb meefKe efJejefnpevem³e ogjvles~~ Oe´gJeced ~~1~~

GvceoceoveceveesjLeHeefLekeÀJeOetpevepeefveleefJeueeHes~
DeefuekegÀuemebkegÀuekegÀmegcemecetnefvejekegÀueyekegÀuekeÀueeHes~~ efJen0~~2~~

ce=ieceomeewjYejYemeJeMebJeoveJeoueceeueleceeues~
³egJepeveËo³eefJeoejCeceveefmepeveKe©ef®eefkebÀMegkeÀpeeues~~ efJen0~~3~~

ceovecenerHeeflekeÀvekeÀoC[ªef®ekesÀMejkegÀmegceefJekeÀemes~
efceefueleefMeueercegKeHeeìefueHeìueke=ÀlemcejletCeefJeueemes~~ efJen0~~4~~

efJeieefueleueefppelepeieoJeueeskeÀvele©CekeÀ©Ceke=Àlenemes~
efJejefnefveke=ÀvlevekegÀvlecegKeeke=ÀeflekesÀlekeÀovlegefjleeMes~~ efJen0~~5~~

ceeOeefJekeÀeHeefjceueueefueles veJeceeefuekeÀpeeeflemegievOeew~
cegefvecevemeeceefHe ceesnvekeÀeefjefCe le©CeekeÀejCeyevOeew~~ efJen0~~6~~

mHegÀjoeflecegkeÌleueleeHeefjjcYeCecegkegÀefueleHegueefkeÀle®etles~
Je=voeJeveefJeefHeves HeefjmejHeefjiel³ecegvee peueHegles ~~ efJen0 ~~7~~

Þeerpe³eosJeYeefCeleefceocego³eefle nefj®ejCemce=eflemeejced~
mejmeJemevlemece³eJeveJeCe&vecevegieleceoveefJekeÀejced~~ efJen0 ~~8~~

-8-  ojefJeoefueleceuueerJeefuue®eáelHejeie-
       ÒekeÀefìleHeìJeemewJee&me³eved keÀeveveeefve~
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       Fn efn onefle ®esleë kesÀlekeÀerievOeyevOegë
       ÒemejomeceyeeCeÒeeCeJeÃvOeJeenë~~8~~

 ö9-  GvceeruevceOegievOeuegyOeceOegHeJ³eeOetle®etlee¹gj-
         ¬eÀer[lkeÀesefkeÀuekeÀekeÀueerkeÀuekeÀuew©ÃerCe&keÀCe&pJejeë~
        veer³evles HeefLekeÀwë keÀLebkeÀLeceefHe O³eeveeJeOeeve#eCe-
        ÒeeHleÒeeCemeceemeceeiecejmeesuueemewjceer Jeemejeë ~~9~~
-10- DeveskeÀveejerHeefjjcYemecYe´ce-

   mHegÀjvceveesneefjefJeueemeueeuemeced~
   cegjeefjceejeogHeoMe&³evl³emeew
   meKeer mece#eb Hegvejen jeefOekeÀeced~~10~~

 ~~ ®elegLe&: ÒeyevOe:/ ieerleced 4  ~~
~~  jecekeÀjerjeiesCe ªHekeÀleeueeY³eeb ieer³eles ~~

®evove®eef®e&leveeruekeÀuesJejHeerleJemeveJeveceeueer~
kesÀefue®euevceefCekegÀC[ueceefC[leieC[³egieefmceleMeeueer~~
nefjefjn cegiOeJeOetefvekeÀjs efJeueeefmeefve efJeuemeefle kesÀefueHejs~~ OeǵJeced ~~1~~

HeerveHe³eesOejYeejYejsCe nefjb HeefjjY³e mejeieced ~
ieesHeJeOetjvegiee³eefle keÀeef®eogoefáeleHeáecejeieced~~ nefjefjn0 ~~2~~

keÀeefHe efJeueemeefJeueesueefJeuees®eveKesuevepeefveleceveespeced~
O³ee³eefle cegiOeJeOetjefOekebÀ ceOegmetoveJeovemejespeced~~ nefjefjn0 ~~3~~

keÀeefHe keÀHeesueleues efceefuelee ueefHelegb efkeÀceefHe Þegeflecetues~
®ee© ®eg®egcye efvelecyeJeleer oef³eleb HeguekewÀjvegkeÀtues~~ nefjefjn0 ~~4~~

kesÀefuekeÀueekegÀlegkesÀve ®e keÀeef®eocegb ³ecegveepeueketÀues~
ce¡egueJe¡eguekegÀ¡eieleb efJe®ekeÀ<e& keÀjsCe ogketÀues~~ nefjefjn0 ~~5~~
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keÀjleueleeuelejueJeue³eeJeefuekeÀefuelekeÀuemJeveJebMes~
jemejmes menve=l³eHeje nefjCee ³egJeefleë ÒeMeMebmes~~nefjefjn0 ~~6~~

efMue<³eefle keÀeceefHe ®egcyeefle keÀeceefHe keÀeceefHe jce³eefle jeceeced~
HeM³eefle meefmcele®ee©HejeceHejecevegie®íefle Jeeceeced~~ nefjefjn0 ~~7~~
Þeerpe³eosJekeÀJesefjoceÓglekesÀMeJekesÀefuejnm³eced~
Je=voeJeveefJeefHeves ueefueleb efJeleveesleg MegYeeefve ³eMem³eced~~ nefjefjn ~~8~~

-11- efJeées<eecevegj¡evesve peve³eVeevevoefcevoerJej-
      ÞesCeerM³eeceuekeÀesceuew©Heve³eVe²wjve²eslmeJeced~
      mJe®ívob Je´pemegvojerefYejefYeleë Òel³e²ceeefueef²leë
      Me=²ejë meefKe cetefle&ceeefveJe ceOeew cegiOees nefjë ¬eÀer[efle ~~11~~

ö12- DeÐeeslme²JemeÓgpe²keÀJeuekeÌuesMeeefoJesMee®eueb
       Òeeues³eHueJeves®í³eevegmejefle ÞeerKeC[Mewueeefveueë~
       efkebÀ ®e efmveiOejmeeueceewefuecegkegÀueev³eeueeskeÌ³e n<ees&o³eeod
       Gvceerueefvle kegÀntë kegÀntefjefle keÀueesÊeeueeë efHekeÀeveeb efiejë ~~12~~

12-(keÀ) jemeesuueemeYejsCe efJeYe´ceYe=leeceeefYejJeeceYeǵJee-
ceY³eCe¥ HeefjjY³e efveYe&jcegj: ÒesceevOe³ee jeOe³ee ~
meeOeg lJeÜoveb megOeece³eefceefle J³eeËl³e ieerlemlegefle:

J³eepeeogÓì®egefcyele: efmceleceveesnejer nefj: Heeleg Je: ~~12 (keÀ)~~ (kegÀcYekeÀCe&:)

Fefle ÞeerieerleieesefJevos meeceesooeceesojes veece ÒeLeceë meie&ë~~
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~~ efÜleer³eë meie&ë ~~
~ DekeÌuesMekeÀsMeJeë ~

-13-  efJenjefle Jeves jeOee meeOeejCeÒeCe³es njew
efJeieefueleefvepeeslkeÀ<ee&oer<³ee&JeMesve ieleev³eleë~
keÌJeef®eoefHe ueleekegÀ¡es ieg¡evceOegJeĺeceC[ueer-
cegKejefMeKejs ueervee oerveeH³egJee®e jnë meKeerced ~~13~~

~~ Heáece: ÒeyevOe:/ieerleced  5~~
~~  iegpe&jerjeie ÒeefleceþleeueeY³eeb ieer³eles  ~~

meb®ejoOejmegOeeceOegjOJeefvecegKeefjleceesnveJebMeced~
®eefuele¢ieáeue®eáeueceewefuekeÀHeesueefJeueesueJelebmeced~~
jemes nefjefcen efJeefnleefJeueemeb mcejefle cevees cece ke=ÀleHeefjnemeced~~ Oe´gJeced~~1~~

®evêkeÀ®ee©ce³etjefMeKeC[keÀceC[ueJeueef³elekesÀMeced~
Òe®egjHegjvojOevegjvegjef¡elecesogjcegefojmegJesMeced~~ jemes0~~2~~

ieesHekeÀocyeefvelecyeJeleercegKe®egcyeveueefcYeleueesYeced~
yevOegpeerJeceOegjeOejHeuueJeceguueefmeleefmceleMeesYeced~~ jemes0~~3~~

efJeHegueHeguekeÀYegpeHeuueJeJeueef³eleyeuueJe³egJeeflemenñeced~
keÀj®ejCeesjefme ceefCeieCeYet<eCeefkeÀjCeefJeefYeVeleefceñeced~~ jemes0~~4~~

peueoHeìueJeueefovogefJeefvevokeÀ®evoveefleuekeÀueueeìced~
HeerveIevemleveceC[ueceo&veefveo&³eËo³ekeÀHeeìced~~ jemes0~~5~~

ceefCece³ecekeÀjceveesnjkegÀC[ueceefC[leieC[cegoejced~
HeerleJemevecevegielecegefvecevegpemegjemegjJejHeefjJeejced~~ jemes0~~6~~
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efJeMeokeÀocyeleues efceefueleb keÀefuekeÀueg<eYe³eb Mece³evleced~
ceeceefHe efkeÀceefHe lej²ove²¢Mee cevemee jce³evleced~~ jemes0~~7~~

Þeerpe³eosJeYeefCeleceeflemegvojceesnveceOegefjHegªHeced~
nefj®ejCemcejCeb Òeefle mebÒeefle HegC³eJeleecevegªHeced~~ jemes0~~8~~

   14- ieCe³eefle iegCeûeeceb Ye´eceb Ye´ceeoefHe vesnles
Jenefle ®e Hejerlees<eb oes<eb efJecegáeefle otjleë~
³egJeefle<eg Jeuemle=<Ces ke=À<Ces efJeneefjefCe ceeb efJevee
HegvejefHe cevees Jeeceb keÀeceb keÀjesefle keÀjesefce efkeÀced~~14~~

~~ <eÿ: ÒeyevOe:/ieerleced  6  ~~
~~ ceeueJejeie SkeÀleeueerleeueeY³eeb ieer³eles~~

efveYe=leefvekegÀ¡eie=nb iele³ee efveefMe jnefme efveueer³e Jemevleced~
®eefkeÀleefJeueesefkeÀlemekeÀueefoMee jeflejYemejmesve nmevleced~~
meefKe ns kesÀefMeceLevecegoejb
jce³e ce³ee men ceoveceveesjLeYeeefJele³ee meefJekeÀejced ~~ OeǵJeced~~1~~

ÒeLecemeceeieceueefppele³ee Heìg®eeìgMelewjvegketÀueced~
ce=ogceOegjefmceleYeeef<ele³ee efMeefLeueerke=ÀlepeIeveogketÀueced ~~meefKe0~~2~~

efkeÀmeue³eMe³eveefveJesefMele³ee ef®ejcegjefme cecewJe Me³eeveced~
ke=ÀleHeefjjcYeCe®egcyeve³ee HeefjjY³e ke=ÀleeOejHeeveced ~~ meefKe0~~3~~

Deuemeefveceerefueleuees®eve³ee HeguekeÀeJeefueueefuelekeÀHeesueced~
ÞecepeuemekeÀuekeÀuesJej³ee Jejceoveceoeoefleueesueced ~~ meefKe0~~4~~

keÀesefkeÀuekeÀuejJeketÀefpele³ee efpeleceveefmepelev$eefJe®eejced~
MueLekegÀmegceekegÀuekegÀvleue³ee veKeefueefKeleIevemleveYeejced ~~meefKe0~~5~~
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®ejCejefCeleceefCevetHegj³ee HeefjHetefjlemegjleefJeleeveced~
cegKejefJeMe=±uecesKeue³ee mekeÀ®eûen®egcyeveoeveced ~~ meefKe0~~6~~

jeflemegKemece³ejmeeueme³ee ojcegkegÀefueleve³evemejespeced~
efveëmenefveHeefleleleveguele³ee ceOegmetovecegefoleceveespeced ~~ meefKe0~~7~~

 Þeerpe³eosJeYeefCeleefceoceefleMe³eceOegefjHegefveOegJeveMeerueced~
megKeceglkeÀefCþleieesHeJeOetkeÀefLeleb efJeleveesleg meueerueced ~~ meefKe0~~8~~

-15- nmleñemleefJeueemeJebMeceve=pegYe´tJeefuueceÂuueJeer-
        Je=voeslmeeefj¢ievleJeeref#eleceeflemJesoeê&ieC[mLeueced~
        ceecegodJeer#³e efJeueef#eleb efmcelemegOeecegiOeeveveb keÀeveves
        ieesefJevob Je´pemegvojerieCeJe=leb HeM³eeefce Ë<³eeefce ®e~~15~~

ö16- ogjeueeskeÀmleeskeÀmleyekeÀveJekeÀeMeeskeÀueeflekeÀe-
          efJekeÀemeë keÀemeejesHeJeveHeJeveesçefHe J³eLe³eefle~
         DeefHe Ye´ec³eodYe=²erjefCelejceCeer³ee ve cegkegÀue-
         Òemetefle½etleeveeb meefKe efMeKeefjCeer³eb megKe³eefle~~16~~

    16-(keÀ)- meekegÀleeqmceleceekegÀueekegÀueieue×efcceuueceguueeefmele-
        Ye´gJeuueerkeÀceueerkeÀoefMeleYegpeecetueesOJe&nmlemleveced~
        ieesHeervebe efveYe=leb efvejer#³e ieefceleekeÀeb#eefM®ejb ef®evle³e-
        Vevleceg&iOecegveesnjb njleg Je: keÌuesMeb veJe: kesÀMeJe:~~16-keÀ~~

Fefle ÞeerieerleieesefJevos DekeÌuesMekesÀMeJees veece efÜleer³eë meie&ë ~~
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~~ le=leer³eë meie&ë ~~
~ cegiOeceOegmetoveë~

 -17- kebÀmeeefjjefHe mebmeejJeemeveeyevOeMe=±ueeced~
      jeOeeceeOee³e n=o³es lel³eepe Je´pemegvojerë~~17~~

ö18- Flemlelemleecevegme=l³e jeefOekeÀeceve²yeeCeJe´CeefKeVeceevemeë~
     ke=ÀleevegleeHeë me keÀefuevoveefvoveerleìevlekegÀ¡es efJe<emeeo ceeOeJeë~~18~~

~~ meHlece: ÒeyevOe:/ieerleced  7  ~~
~~ iegpe&jerjeiesCe ³eefleleeueeY³eeb ieer³eles ~~

ceeefce³eb ®eefuelee efJeueeskeÌ³e Je=leb JeOetefve®e³esve~
meeHejeOele³ee ce³eeefHe ve JeeefjleeefleYe³esve~~
nefjnefj nleeojle³ee ielee mee kegÀefHelesJe ~~Oe´gJeced~~1~~

efkebÀ keÀefj<³eefle efkebÀ Jeefo<³eefle mee ef®ejb efJejnsCe~
efkeÀb Oevesve pevesve efkebÀ cece peerefJelesve ie=nsCe ~~nefjnefj0~~2~~

ef®evle³eeefce leoeveveb kegÀefìueYe´g keÀesHeYejsCe~
MeesCeHe¨eefceJeesHeefj Ye´celeekegÀueb Ye´cejsCe ~~nefjnefj0 ~~3~~

leecenb Ëefo mebieleeceefveMeb Ye=Meb jce³eeefce~
efkebÀ Jevesçvegmejeefce leeefcen efkebÀ Je=Lee efJeueHeeefce~~ nefjnefj0~~4~~

leefvJe efKeVecemet³e³ee Ëo³eb leJeekeÀue³eeefce~
leVe Jesef¨e kegÀlees ieleeefme ve lesve lesçvegve³eeefce ~~nefjnefj0~~5~~

¢M³emes Hegjlees ieleeielecesJe ces efJeoOeeefme~
efkebÀ HegjsJe memebYe´ceb HeefjjcYeCeb ve ooeefme ~~nefjnefj0~~6~~
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 #ec³eleeceHejb keÀoeefHe leJes¢Meb ve keÀjesefce~
osefn megvoefj oMe&veb cece cevceLesve ogveesefce ~~nefjnefj0~~7~~

JeefCe&leb pe³eosJekesÀve njsefjob ÒeJeCesve~
efkeÀvogefyeuJemecegêmecYeJejesefnCeerjceCesve ~~nefjnefj0~~8~~

-19- Ëefo efyemeueleenejes vee³eb Yegpe²cevee³ekeÀë
         kegÀJeue³eoueÞesCeer keÀCþs ve mee iejueÐegefleë~
        ceue³epejpees vesob Yemce efÒe³eejefnles ceef³e
        Òenj ve njYe´evl³eeve² ¬egÀOee efkeÀceg OeeJeefme~~19~~

-20- HeeCeew cee kegÀ© ®etlemee³ekeÀcecegb cee ®eeHeceejesHe³e
       ¬eÀer[eefveefpe&leefJeée cetefí&lepeveeIeelesve efkebÀ Heew©<eced~
       lem³ee SJe ce=ieer¢Mees ceveefmepeÒes±lkeÀìe#eeMegie-
       ÞesCeerpepe&efjleb ceveeieefHe cevees veeÐeeefHe mebOeg#eles~~20~~

ö21- Ye´t®eeHes efveefnleë keÀìe#eefJeefMeKees efvecee&leg cece&J³eLeeb
         M³eeceelcee kegÀefìueë keÀjesleg keÀyejerYeejesçefHe ceejesÐececed~
         ceesnb leeJeo³eb ®e leefvJe levegleeb efyecyeeOejes jeieJeeved
         meodJe=ÊemleveceC[uemleJe keÀLeb ÒeeCewce&ce ¬eÀer[efle ~~21~~

-22- leeefve mHeMe&megKeeefve les ®e lejueeë efmveiOee ¢MeesefJe&Yećeemed
        leÜkeÌ$eecyegpemeewjYeb me ®e megOeem³evoer efiejeb Jeef¬eÀcee~
        mee efyecyeeOejceeOegjerefle efJe<e³eeme²sçefHe ®esvceevemeb
        lem³eeb ueivemeceeefOe nvle efJejnJ³eeefOeë keÀLeb JeOe&les~~22~~

ö23- Ye´tHeuueJeb OevegjHee²lejef²leeefve
         yeeCee: iegCeë ÞeJeCeHeeefueefjefle mcejsCe~
         lem³eeceve²pe³epe²ceosJelee³eeced
         Dem$eeefCe efveefpe&lepeieefvle efkeÀceefHe&leeefve ~~23~~
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- 23 keÀ - efle³e&keÌkeÀCþefJeueesueceewefuelejueesÊebmem³e JebMees®®ej-

ÎereqHlemLeeveke=ÀleeJeOeeveueueveeue#ewve& mebueef#elee:~
mebcegiOes ceOegmetovem³e ceOegjs jeOeecegKesvoew megOee~

meejs keÀvoefueleeef½ejb ooleg Je: #esceb keÀìe#eesce&³e: ~~16~~ (jeCeekegÀcYe:)

Fefle ÞeerieerleieesefJevos cegiOeceOegmetovees veece le=leer³eë meie&ë~~
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~~ ®elegLe&ë meie&ë ~~
~ efmveiOeceOegmetoveë ~

-24-  ³ecegveeleerjJeeveerjefvekegÀ¡es cevoceeefmLeleced
          Òeen ÒesceYejesÓ^evleb ceeOeJeb jeefOekeÀemeKeer~~24~~

  ~~ Deäce: ÒeyevOe:/ieerleced  8  ~~
~~ keÀCee&ìjeiesCe ieer³eles ~~

efvevoefle ®evoveefcevogefkeÀjCeceveg efJevoefle KesoceOeerjced~
J³eeueefveue³eefceuevesve iejueefceJe keÀue³eefle ceue³emeceerjced~~
mee efJejns leJe oervee
ceeOeJe ceveefmepeefJeefMeKeYe³eeefoJe YeeJeve³ee lJeef³e ueervee ~~  Oe´gJeced ~~1~~

DeefJejueefveHeefleleceoveMejeefoJe YeJeoJevee³e efJeMeeueced~
mJeËo³ecece&efCe Jece& keÀjesefle mepeueveefueveerouepeeueced ~~ mee efJe0    ~~2~~

kegÀmegceefJeefMeKeMejleuHeceveuHeefJeueemekeÀueekeÀceveer³eced~
Je´leefceJe leJe HeefjjcYemegKee³e keÀjesefle kegÀmegceMe³eveer³eced ~~ mee efJe0   ~~3~~

Jenefle ®e ieefueleefJeuees®evepeueYejceevevekeÀceuecegoejced~
efJeOegefceJe efJekeÀìefJeOegvlegoovleoueveieefueleece=leOeejced ~~ mee efJe0 ~~4~~

efJeefueKeefle jnefme kegÀj²ceosve YeJevlecemeceMejYetleced~
ÒeCeceefle cekeÀjceOees efJeefveOee³e keÀjs ®e Mejb veJe®etleced ~~ mee efJe0 ~~5~~

ÒeefleHeoefceoceefHe efveieoefle ceeOeJe leJe ®ejCes Heefleleenced~
lJeef³e efJecegKes ceef³e meHeefo megOeeefveefOejefHe levegles levegoenced ~~ mee efJe0  ~~6~~

O³eeveue³esve Hegjë HeefjkeÀuH³e YeJevleceleerJe ogjeHeced~
efJeueHeefle nmeefle efJe<eeroefle jesefoefle ®eáeefle cegáeefle leeHeced ~~ mee efJe0~~7~~
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Þeerpe³eosJeYeefCeleefceoceefOekeÀb ³eefo cevemee veìveer³eced~
nefjefJejnekegÀueyeuueJe³egJeeflemeKeerJe®eveb Heþveer³eced ~~ mee efJe0~~8~~

ö25- DeeJeemees efJeefHevee³eles efÒe³emeKeerceeueeefHe peeuee³eles
leeHeesçefHe éeefmelesve oeJeonvepJeeueekeÀueeHee³eles~
meeefHe lJeefÜjnsCe nvle nefjCeerªHee³eles ne keÀLeb
keÀvoHeexçefHe ³ecee³eles efJej®e³e_Meeot&ueefJe¬eÀeref[leced~~25~~

~~ veJece: ÒeyevOe:/ieerleced  9~~
~~  osMeeK³ejeiewkeÀleeueerleeueeY³eeb ieer³eles ~~

mleveefJeefveefnleceefHe nejcegoejced~
mee cevegles ke=ÀMelevegjefleYeejced~~
jeefOekeÀe efJejns leJe kesÀMeJe~~  Oe´gJeced~~1~~

mejmeceme=CeceefHe ceue³epeHe¹ced~
HeM³eefle efJe<eefceJe JeHegef<e meMe¹ced~~ jeefOekeÀe0~~2~~

éeefmeleHeJevecevegHeceHeefjCeenced~
ceoveonveefceJe Jenefle meoenced~~ jeefOekeÀe0~~3~~

efoefMe efoefMe efkeÀjefle mepeuekeÀCepeeueced~
ve³eveveefueveefceJe efJeieefueleveeueced~~ jeefOekeÀe0~~4~~

ve³eveefJe<e³eceefHe efkeÀmeue³eleuHeced~
keÀue³eefle efJeefnlengleeMeefJekeÀuHeced~~ jeefOekeÀe0~~5~~

l³epeefle ve HeeefCeleuesve keÀHeesueced~
yeeueMeefMeveefceJe mee³eceueesueced~~ jeefOekeÀe0~~6~~
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nefjefjefle nefjefjefle peHeefle mekeÀececed~
efJejnefJeefnlecejCesJe efvekeÀececed ~~ jeefOekeÀe0~~7~~

Þeerpe³eosJeYeefCeleefceefle ieerleced~
megKe³eleg kesÀMeJeHeocegHeveerleced ~~ jeefOekeÀe0~~8~~

-26- mee jesceeáeefle meerlkeÀjesefle efJeueHel³eglkeÀcHeles leec³eefle
    OSleeJel³elevegpJejs JejlevegpeeaJesVe efkeÀb les jmeeled
    mJeJezÐeÒeeflece Òemeeroefme ³eefo l³ekeÌleesçv³eLee veevlekeÀë~~26~~

ö27- mcejelegjeb owJeleJewÐeËÐe lJeo²me²ece=lecee$emeeO³eeced~
     efJecegkeÌleyeeOeeb kegÀ©<es ve jeOeecegHesvê JeýeeoefHe oe©Ceesçefme~~27~~

-28- keÀvoHe&pJejmebpJejelegjleveesje½e³e&cem³eeef½ejb
     ®esle½evove®evêceëkeÀceefueveeref®evleemeg mebleec³eefle~
    efkebÀleg keÌueeefvleJeMesve Meerleuelevegb lJeeceskeÀcesJe efÒe³eb
    O³ee³evleer jnefme efmLelee keÀLeceefHe #eerCee #eCeb ÒeeefCeefle~~28~~

-29- #eCeceefHe efJejnë Hegje ve mesns
    ve³eveefveceerueveefKeVe³ee ³e³ee les~
    éeefmeefle keÀLecemeew jmeeueMeeKeeb
    ef®ejefJejnsCe efJeueeskeÌ³e Hegef<Heleeûeeced~~29~~

29-keÀ- Je=efäJ³eekegÀueieeskegÀueeJevejmeeog×=l³e ieesJeOe&veb
efJeYe´ÜuueJeJeuueYeeefcejefOekeÀevevoeef®®ejb ®egeqcyele:~

oHes&CesJe leoeefHe&leeOejleìerefmevogjcegêeef¹lees
yeengieexHeleveesmleveesleg YeJeleeb Þes³eebefme kebÀmeefÜ<e: ~~29-keÀ~~ (jeCeekegÀcYe:)

Fefle ÞeerieerleieesefJevos efmveiOeceeOeJees veece ®elegLe&ë meie&ë  ~~
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~~ Heáeceë meie&ë ~~
~ meekeÀeb#eHegC[jerkeÀe#eë ~

-30- Denefcen efveJemeeefce ³eeefn jeOeeced
Devegve³e ceÜ®evesve ®eeve³esLeeë~
Fefle ceOegefjHegCee meKeer efve³egkeÌlee
mJe³eefceocesl³e Hegvepe&ieeo jeOeeced~~30~~

~~ oMece: ÒeyevOe:/ieerleced  10  ~~
~~  osMeJeje[erjeiesCe ªHekeÀleeueeY³eeb ieer³eles ~~

Jenefle ceue³emeceerjs ceovecegHeefveOee³e~
mHegÀìefle kegÀmegceefvekeÀjs efJejefnËo³eouevee³e ~~
leJe efJejns Jeveceeueer meefKe meeroefle ~~ Oe´gJeced~~1~~

onefle efMeefMejce³etKes cejCecevegkeÀjesefle~
Heleefle ceoveefJeefMeKes efJeueHeefle efJekeÀuelejesçefle ~~ leJe efJe0~~2~~

OJeveefle ceOegHemecetns ÞeJeCeceefHeoOeeefle~
ceveefme JeefueleefJejns efveefMe efveefMe ªpecegHe³eeefle ~~ leJe efJe0~~3~~

Jemeefle efJeefHeveefJeleeves l³epeefle ueefueleOeece~
uegþefle OejefCeMe³eves yeng efJeueHeefle leJe veece ~~ leJe efJe0~~4~~

YeCeefle keÀefJepe³eosJes efJejefnefJeueefmelesve~
ceveefme jYemeefJeYeJes nefj©o³eleg megke=Àlesve ~~ leJe efJe0~~5~~
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-31- HetJe¥ ³e$e meceb lJe³ee jefleHelesjemeeefoleeë efme×³emed
       leefmceVesJe efvekegÀ¡ecevceLeceneleerLex Hegvecee&OeJeë~
       O³ee³ebmlJeeceefveMeb peHeVeefHe leJewJeeueeHecev$eeJeueerb
       Yet³emlJelkegÀ®ekegÀcYeefveYe&jHejerjcYeece=leb Jee_íefle~~31~~

  ~~ SkeÀeoMe: ÒeyevOe:/ieerleced  11  ~~
~~ iegpe&jerjeiewkeÀleeueeY³eeb ieer³eles ~~

jeflemegKemeejs ieleceefYemeejs ceoveceveesnjJesMeced~
ve kegÀ© efveleefcyeefve ieceveefJeuecyevecevegmej leb Ëo³esMeced~~
Oeerjmeceerjs ³ecegveeleerjs Jemeefle Jeves Jeveceeueer ~~ Oe´gJeced~~1~~

veecemecesleb ke=ÀlemebkesÀleb Jeeo³eles ce=ogJesCegced~
yeng cevegles veveg les levegmebieleHeJeve®eefueleceefHe jsCegced ~~ Oeerj0~~2~~

Heleefle Hele$es efJe®eueefle He$es Meef¹leYeJeogHe³eeveced~
j®e³eefle Me³eveb me®eefkeÀleve³eveb HeM³eefle leJe HevLeeveced ~~ Oeerj0~~3~~

cegKejceOeerjb l³epe ce¡eerjb efjHegefceJe kesÀefuemegueesueced~
®eue meefKe kegÀ¡e meefleefcejHeg¡eb Meerue³e veerueefve®eesueced ~~ Oeerj0~~4~~

Gjefme cegjejsjgHeefnlenejs Ieve FJe lejueyeueekesÀ~
leef[efoJe Heerles jefleefJeHejerles jepeefme megke=ÀleefJeHeekesÀ ~~ Oeerj0~~5~~

efJeieefueleJemeveb HeefjËlejmeveb Ieì³e peIeveceefHeOeeveced~
efkeÀmeue³eMe³eves He¹peve³eves efveefOeefceJe n<e&efveoeveced ~~ Oeerj0~~6~~

nefjjefYeceeveer jpeefveefjoeveerefce³eceefHe ³eeefle efJejececed~
keÀg© cece Je®eveb melJejj®eveb Hetj³e ceOegefjHegkeÀececed ~~ Oeerj0~~7~~
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Þeerpe³eosJes ke=ÀlenefjmesJes YeCeefle HejcejceCeer³eced~
ÒecegefoleËo³eb nefjceeflemeo³eb vecele megke=ÀlekeÀceveer³eced ~~ Oeerj0~~8~~

-32- efJeefkeÀjefle cegngë éeemeeveeMeeë Hegjes cegngjer#eles
      ÒeefJeMeefle cegngë kegÀ¡eb ieg¡evcegngye&ng leec³eefle~
      j®e³eefle cegngë Me³³eeb He³ee&kegÀueb cegngjer#eles
      ceovekeÀovekeÌueevleë keÀevles efÒe³emleJe Jele&les~~32~~

-33- lJeÜec³esve meceb meceûeceOegvee efleiceebMegjmleb ielees
      ieesefJevom³e ceveesjLesve ®e meceb ÒeeHleb leceë meevêleeced~
      keÀeskeÀeveeb keÀ©CemJevesve me¢Meer oerIee& ceoY³eLe&vee
      levcegiOes efJeHeÀueb efJeuecyevecemeew jc³eesçefYemeej#eCeë~~33~~

-34- DeeMues<eeoveg ®egcyeveeoveg veKeesuuesKeeoveg mJeevlepe-
      ÒeesÂesOeeoveg mebYe´ceeoveg jleejcYeeoveg Òeerle³eesë~
      Dev³eeLe& iele³eesYe´&ceeefvceefuele³eesë mebYee<eCewpee&veleesjd

        ocHel³eesefjn keÀes ve keÀes ve leceefme Je´er[eefJeefceÞees jmeë~~34~~

 -35- meYe³e®eefkeÀleb efJev³em³evleeR ¢Meb efleefcejs HeefLe
       Òeeflele© cegngë efmLelJee cevob Heoeefve efJelevJeleerced~
       keÀLeceefHe jnë ÒeeHleece²wjve²lejef²efYeë
       megcegefKe megYeieë megYeieë HeM³evme lJeecegHewleg ke=ÀleeLe&leeced~~35~~

- 35 keÀ - jeOeecegiOecegKeejefJevoceOegHeðewueeskeÌ³eceewefuemLeueer
vesHeL³eesef®eleefveuejlveceJeveerYeejeJeleejevlekeÀ:~
mJe®ívob Je´pemegvojerpevecevemlees<eÒeoes<eeso³e:

kebÀmeOJebmeveOetcekesÀlegjJeleg lJeeb osJekeÀervevove:~~35-keÀ~~ (jeCeekegÀcYe:)

Fefle ÞeerieerleieesefJevosçefYemeeefjkeÀeJeCe&ves meekeÀe*d#eHegC[jerkeÀe#ees veece Heáeceë meie&ë ~~
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~~ <eÿë meie&ë ~~
~ kegÀCþJewkegÀCþë ~

-36-DeLe leeb ievlegceMekeÌleeb ef®ejcevegjkeÌleeb ueleeie=ns ¢ädJee~
le®®eefjleb ieesefJevos ceveefmepecevos meKeer Òeen~~36~~

~~ ÜeoMe: ÒeyevOe:/ieerleced  12 ~~
~~ veìjeie/iegC[efkeÀjer jeie ªHekeÀleeueeY³eeb ieer³eles ~~

HeM³eefle efoefMe efoefMe jnefme YeJevleced~
leoOejceOegjceOetefve efHeyevleced ~~
veeLe njs meeroefle jeOee Jeemeie=ns ~~ Oe´gJeced~~1~~

lJeoefYemejCejYemesve Jeuevleer~
Heleefle Heoeefve efkeÀ³eefvle ®euevleer ~~ veeLe njs0~~2~~

efJeefnleefJeMeoefyemeefkeÀmeue³eJeue³ee~
peerJeefle Hejefcen leJe jeflekeÀue³ee ~~ veeLe njs0~~3~~

cegngjJeueesefkeÀleceC[veueeruee~
ceOegefjHegjnefceefle YeeJeveMeeruee ~~ veeLe njs0~~4~~

lJeefjlecegHewefle ve keÀLeceefYemeejced~
nefjefjefle Jeoefle meKeercevegJeejced ~~ veeLe njs0 ~~5~~

efMue<³eefle ®egcyeefle peueOejkeÀuHeced~
nefjªHeiele Fefle efleefcejceveuHeced ~~ veeLe njs0~~6~~
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YeJeefle efJeueefcyeefve efJeieefueleueppee~
efJeueHeefle jesefoefle JeemekeÀmeppee ~~ veeLe njs0~~7~~

Þeerpe³eosJekeÀJesefjocegefoleced~
jefmekeÀpeveb levegleeceeflecegefoleced ~~ veeLe njs0~~8~~

-37 - efJeHegueHeguekeÀHeeefueë mHeÀerlemeerlkeÀejcevle-
pe&efvelepeef[cekeÀekegÀJ³eekegÀueb J³eenjvleer~
leJe efkeÀleJe efJeOee³eecevokeÀvoHe&ef®evleeb
jmepeueefOeefveceivee O³eeveueivee ce=iee#eer~~37~~

-38 - De²s<JeeYejCeb keÀjesefle yengMeë He$esçefHemeb®eeefjefCe
ÒeeHleb lJeeb HeefjMe¹le efJelevegles Me³³eeb ef®ejb O³ee³eefle~
Fl³eekeÀuHeefJekeÀuHeleuHej®eveemebkeÀuHeueerueeMele-
J³eemekeÌleeefHe efJevee lJe³ee Jejlevegvez<ee efveMeeb ves<³eefle~~38~~

 38 - keÀ - efkebÀ efJeÞec³eeefme ke=À<CeYeesefieceJeves YeeC[erjYetceer©efn
Ye´ele³ee&efme ve ¢efäiees®ejefcele: meevevovevoemHesoce~

jeOee³ee Je®eveb leodOJeiecetKee$esvoeefvlekesÀ ieesHlees
ieesefJevom³e pe³eefvle mee³eceeefleefLeÒeeMeml³eieYee& efiej:~~38-keÀ~~ (jeCeekegÀcYe:)

Fefle ÞeerieerleieesefJevos JeemekeÀmeppeeJeCe&ves kegÀCþJewkegÀCþes veece <eÿë meie&ë ~~
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~~ meHleceë meie&ë ~~
~ veeiejveeje³eCeë ~

      39-keÀ - nejeJeueerlejuekeÀeáevekeÀeefáeoecee
        kesÀ³etjkeÀ*dbkeÀCeceefCeÐegefleoerefHelem³e~
        Üejs efvekegÀ¡eveue³em³e nefjb efvejer#e
        efJe´[eJeleerceLe meKeerefce³eefcel³egJee®e~~(1pe³evleer)

-39- De$eevlejs ®e kegÀueìekegÀueJelce&Heele-
mebpeeleHeelekeÀ FJe mHegÀìuee_íveÞeerë~
Je=voeJeveevlejceoerHe³eobMegpeeuewjd
efokeÌmegvojerJeove®evoveefyevogefjvogë ~~39~~

-40- Òemejefle MeMeOejefyecyes efJeefnleefJeuecyes ®e ceeOeJes efJeOegje~
         efJejef®eleefJeefJeOeefJeueeHeb mee HeefjleeHeb ®ekeÀejes®®ewë~~40~~

~~ $e³eesoMe: ÒeyevOe:/ieerleced 13 ~~
~~ ceeueJejeiesCe ieer³eles ~~

keÀefLelemece³esçefHe nefjjnn ve ³e³eew Jeveced~
cece efJeHeÀueefceoceceueªHeceefHe ³eewJeveced ~~
³eeefce ns keÀefcen MejCeb meKeerpeveJe®eveJeefáelee~~ OeǵJeced~~1~~

³eovegiecevee³e efveefMe ienveceefHe Meerefueleced~
lesve cece Ëo³eefceocemeceMejkeÀerefueleced~~ ³eeefce ns0~~2~~

cece cejCecesJe JejceefleefJeleLekesÀlevee~
efkeÀefcen efJe<eneefce efJejneveuece®eslevee~~ ³eeefce ns0~~3~~
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ceecenn efJeOegj³eefle ceOegjceOeg³eeefceveer~
keÀeefHe nefjcevegYeJeefle ke=Àlemegke=ÀlekeÀeefceveer~~ ³eeefce ns0~~4~~

Denn keÀue³eeefce Jeue³eeefoceefCeYet<eCeced~
nefjefJejnonveJenvesve yengot<eCeced~~ ³eeefce ns0~~5~~

kegÀmegcemegkegÀceejlevegcelevegMejueerue³ee~
ñeieefHe Ëefo nefvle ceeceefleefJe<eceMeerue³ee~~ ³eeefce ns0~~6~~

Denefcen efveJemeeefce veieefCeleJeveJeslemee~
mcejefle ceOegmetovees ceeceefHe ve ®eslemee~~ ³eeefce ns0~~7~~

nefj®ejCeMejCepe³eosJekeÀefJeYeejleer~
Jemeleg Ëefo ³egJeefleefjJe keÀesceuekeÀueeJeleer~~ ³eeefce ns0~~8~~

-41- leeflkeÀ keÀeceefHe keÀeefceveerceefYeme=leë efkebÀ Jee keÀueekesÀefueefYejd
        ye×es yevOegefYejvOekeÀeefjefCe JeveesHeevles efkeÀceg Ye´ec³eefle~
        keÀevleë keÌueevlecevee ceveeieefHe HeefLe ÒemLeelegcesJee#eceë
        mebkesÀleerke=Àlece¡egJe¡egueueleekegÀ¡esçefHe ³eVeeieleë~~41~~

-42- DeLeeieleeb ceeOeJecevlejsCe meKeerefce³eb Jeer#³e efJe<eeocetkeÀeced~
        efJeMe¹eceevee jefceleb keÀ³eeefHe peveeo&veb ¢äJeosleoen~~42~~

~~ ®elego&Meë ÒeyevOeë/ieerleced 14 ~~
~~ Jemevlejeie ³eefleleeueeY³eeb ieer³eles ~~

mcejmecejesef®eleefJejef®eleJesMee~
ieefuelekegÀmegceojefJeuegefuelekesÀMee~~
keÀeefHe ceOegefjHegCee efJeuemeefle ³egJeeflejefOekeÀiegCee~~ OeǵJeced~~1~~

nefjHeefjjcYeCeJeefueleefJekeÀeje~
kegÀ®ekeÀueMeesHeefj lejefueleneje~~ keÀeefHe0~~2~~
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efJe®eueouekeÀueefueleeveve®evêe~
leoOejHeevejYemeke=Àlelevêe~~ keÀeefHe0~~3~~

®eáeuekegÀC[ueoefuelekeÀHeesuee~
cegKeefjlejmevepeIeveieefleueesuee~~ keÀeefHe0~~4~~

oef³eleefJeueesefkeÀleueefppelenefmelee~
yengefJeOeketÀefpelejeflejmejefmelee~~ keÀeefHe0~~5~~

efJeHegueHeguekeÀHe=LegJesHeLegYe²e~
éeefmeleefveceerefueleefJekeÀmeove²e~~ keÀeefHe0~~6~~

ÞecepeuekeÀCeYejmegYeieMejerje~
HeefjHeefleleesjefme jeflejCeOeerje~~ keÀeefHe0~~7~~

Þeerpe³eosJeYeefCelenefjjefceleced~
keÀefuekeÀueg<eb peve³eleg HeefjMeefceleced~~ keÀeefHe0~~8~~

-43-efJejnHeeC[gYegjeefjcegKeecyegpeÐegefleefj³eb eflej³eVeefHe ®esleveeced~
        efJeOegjleerJe leveesefle ceveesYegJeë megËo³es Ëo³es ceoveJ³eLeeced~~43~~

 ~~ HeáeoMeë ÒeyevOeë/ieerleced15 ~~
~~ iegpe&jerjeie SkeÀleeueeY³eeb ieer³eles~~

mecegefoleceoves jceCeerJeoves ®egcyeveJeefueleeOejs~
ce=ieceoefleuekebÀ efueKeefle meHeguekebÀ ce=ieefceJe jpeveerkeÀjs~~
jceles ³ecegveeHegefueveJeves efJepe³eer cegjeefjjOegvee~~1~~

Ieve®e³e©ef®ejs j®e³eefle ef®ekegÀjs lejefuelele©Ceeveves~
kegÀjyekeÀkegÀmegceb ®eHeueemeg<eceb jefleHeeflece=iekeÀeveves~~ jceles0~~2~~
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Ieì³eefle megIeves kegÀ®e³egieieieves ce=ieceo©ef®eªef<eles~
ceefCemejceceueb leejkeÀHeìueb veKeHeoMeefMeYetef<eles~~ jceles0~~3~~

efpeleefyemeMekeÀues ce=ogYegpe³egieues keÀjleueveefueveeroues~
cejkeÀleJeue³eb ceOegkeÀjefve®e³eb efJelejefle efnceMeerleues~~ jceles0~~4~~

jefleie=npeIeves efJeHegueeHeIeves ceveefmepekeÀvekeÀemeves~
ceefCece³ejmeveb leesjCenmeveb efJeefkeÀjefle ke=ÀleJeemeves~~ jceles0~~5~~

®ejCeefkeÀmeue³es keÀceueeefveue³es veKeceefCeieCeHetefpeles~
yeefnjHeJejCeb ³eeJekeÀYejCeb peve³eefle Ëefo ³eesefpeles~~ jceles0~~6~~

jce³eefle meg¢Meb keÀeceefHe megYe=Meb KeuenueOejmeesojs~
efkeÀceHeÀueceJemeb ef®ejefcen efJejmeb Jeo meefKe efJeìHeesojs~~ jceles0~~7~~

Fn jmeYeCeves ke=ÀlenefjiegCeves ceOegefjHegHeomesJekesÀ~
keÀefue³egie ®eefjleb ve Jemeleg ogefjleb keÀefJeve=Hepe³eosJekesÀ~~ jceles0~~8~~

-44- vee³eeleë meefKe efveo&³ees ³eefo MeþmlJeb otefle efkebÀ ot³emes
      mJe®ívob yengJeuueYeë me jceles efkebÀ le$e les ot<eCeced~
      HeM³eeÐe efÒe³emebiecee³e oef³elem³eeke=À<³eceeCeb iegCewjd
      GlkeÀCþeefle&YejeefoJe mHegÀìefoob ®esleë mJe³eb ³eem³eefle~~44~~

  ~~ <ees[Meë ÒeyevOeë/ieer³eles 16 ~~
~~ osMeeK³ejeieªHekeÀleeueeY³eeb ieer³eles ~~

DeefveuelejuekegÀJeue³eve³evesve~
leHeefle ve mee efkeÀmeue³eMe³evesve~~
meefKe ³ee jefcelee Jeveceeefuevee~~ Oe´gJeced~~1~~

efJekeÀefmelemejefmepeueefuelecegKesve~
mHegÀìefle ve mee ceveefmepeefJeefMeKesve~~ meefKe ³ee0~~2~~
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Dece=leceOegjce=oglejJe®evesve~
pJeueefle ve mee ceue³epeHeJevesve~~ meefKe ³ee0~~3~~

mLeuepeuejn©ef®ekeÀj®ejCesve~
uegþefle ve mee efncekeÀjefkeÀjCesve~~ meefKe ³ee0~~4~~

mepeuepeueomecego³e©ef®ejsCe~
oueefle ve mee Ëefo ef®ejefJejnsCe~~ meefKe ³ee0~~5~~

keÀvekeÀefvekeÀ<e©ef®eMegef®eJemevesve~
éeefmeefle ve mee Heefjpevenmevesve~~ meefKe ³ee0~~6~~

mekeÀueYegJevepeveJejle©Cesve~
Jenefle ve mee ©peceeflekeÀ©Cesve~~ meefKe ³ee0~~7~~

Þeerpe³eosJeYeefCeleJe®evesve~
ÒeefJeMeleg nefjjefHe Ëo³ecevesve~~ meefKe ³ee0~~8~~

-45-ceveesYeJeevevove ®evoveeefveue Òemeero js oef#eCe cegáe Jeeceleeced~
        #eCeb peielÒeeCe efJeOee³e ceeOeJeb Hegjes cece ÒeeCenjes YeefJe<³eefme~~45~~

-46-efjHegefjJe meKeermebJeemeesç³eb efMeKeerJe efnceeefveuees
       efJe<eefceJe megOeejefjce³e&efmcevogveesefle ceveesieles~
       Ëo³eceo³es leefmceVesJeb HegveJe&ueles yeueeled
       kegÀJeue³e¢Meeb Jeeceë keÀecees efvekeÀeceefvej¹§Meë~~46~~

-47- yeeOeeb efJeOesefn ceue³eeefveue HeáeyeeCe
        ÒeeCeevie=neCe ve ie=nb HegvejeÞeef³e<³es~
        efkebÀ les ke=ÀleevleYeefieefve #ece³ee lej²wjd
        De²eefve efmeáe cece Meec³eleg osnoenë~~47~~

ÞeerieerleieesefJevoced-cetuecee$eced
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47-keÀ- F<evceerefueles¢efä cegiOeefJeuemelmeerlkeÀejOeeejeJeMee

oJ³ekeÌleekegÀuekeÀekegÀeefJekeÀmeodovleebMegOeewleeOejced~
MeevlewmleyOeHe³eesOejb Ye=MeHeefj<Je²elkegÀj²er¢Mees
n<eexlkeÀ<e&efJecegkeÊeefve: menleveesOe&v³ees Oe³el³eeveveced~~47-keÀ~~

47 - Ke- Òeeleveeaueeefve®eesuece®³eglecegj: mebJeerleHeerleebMegkebÀ
jeOee³eeM®eefkeÀleb efJeueeskeÌ³e nmeefle mJewjb meKeerceC[ues~

Jeér[e®eáeueceáeueb ve³eve³eesjeOee³e jeOeeveves
mJeeogmcesjcegKeesç³ecemleg peieoevevoe³e vevoelcepe: ~~ (jeCeekegÀcYe)

Fefle ÞeerieerleieesefJevos efJeÒeueyOeeJeCe&ves veeiejveeje³eCees veece meHleceë meie&ë~~
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~~ Deäceë meie&ë ~~
~ efJeue#³eue#ceerHeefleë ~

-48-DeLe keÀLeceefHe ³eeefceveeR efJeveer³e mcejMejpepe&efjleeefHe mee ÒeYeeles~
             Devegve³eJe®eveb Jeovleceûes ÒeCeleceefHe efÒe³eceen meeY³emet³eced~~48~~

~~ meHleoMe: ÒeyevOe:/ieerleced  17~~
~~ YewjJeerjeie ³eefleleeueeY³eeb ieer³eles ~~

jpeefvepeefveleieg©peeiejjeiekeÀ<eeef³eleceuemeefveJesMeced~
Jenefle ve³evecevegjeieefceJe mHegÀìcegefolejmeeefYeefveJesMeced~~
nefjnefj ³eeefn ceeOeJe ³eeefn kesÀMeJe cee Jeo kewÀleJeJeeob
leecevegmej mejmeer©nuees®eve ³ee leJe njefle efJe<eeoced~~ OeǵJeced~~1~~

keÀppeueceefueveefJeuees®eve®egcyeveefJejef®eleveerefueceªHeced~
oMeveJemevece©Ceb leJe ke=À<Ce leveesefle leveesjvegªHeced~~ nefjnefj0~~2~~

JeHegjvegnjefle leJe mcejme²jKejveKej#elejsKeced~
cejkeÀleMekeÀuekeÀefuelekeÀueOeewleefueHesefjJe jeflepe³euesKeced~~
nefjnefj0~~3~~

®ejCekeÀceueieueouekeÌlekeÀefmekeÌleefceob leJe Ëo³ecegoejced~
oMe&³eleerJe yeefnce&oveêgceveJeefkeÀmeue³eHeefjJeejced~~ nefjnefj0~~4~~

oMeveHeob YeJeoOejieleb cece peve³eefle ®esleefme Kesoced~
keÀLe³eefle keÀLeceOegveeefHe ce³ee men leJe JeHegjsleoYesoced~~ nefjnefj0~~5~~

yeefnefjJe ceefuevelejb leJe ke=À<Ce ceveesçefHe YeefJe<³eefle vetveced~
keÀLeceLe Jeáe³emes pevecevegielecemeceMejpJejotveced~~ nefjnefj0~~6~~
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Ye´ceefle YeJeeveyeueekeÀJeuee³e Jeves<eg efkeÀce$e efJeef®e$eced~
ÒeLe³eefle HetleefvekewÀJe JeOetJeOeefveo&³eyeeue®eefj$eced~~ nefjnefj0~~7~~

Þeerpe³eosJeYeefCelejefleJeefáeleKeefC[le³egJeefleefJeueeHeced~
Þe=Cegle megOeeceOegjb efJeyegOee efJeyegOeeue³eleesçefHe ogjeHeced~~ nefjnefj0~~8~~

 -49- leJesob HeM³evl³eeë Òemejovegjeieb yeefnefjJe
          efÒe³eeHeeoeuekeÌle®ígefjlece©Ce®íe³eËo³eved~
          ceceeÐe ÒeK³eeleÒeCe³eYejYe²sve efkeÀleJe
          lJeoeueeskeÀë MeeskeÀeoefHe efkeÀceefHe ueppeeb peve³eefle~~49~~

49 - keÀ - DevleceexnveceewefueIetCe&veefceuevcevoejefJeÞebmeve
mleyOeekeÀ<e&Cenefän<e&Cecenecev$e: kegÀj*ieer¢Meeced

¢H³eÎeveJeot³eceeveefoefJe<eÎgJee&jog:KeeHeoeb
Ye´bMe: kebÀmeefjHees J³e&Heesn³eleg Je: Þes³eebefme JebMeerjJe: ~~ (mebpeerJeveer)~~

Fefle ÞeerieerleieesefJevos KeefC[leeJeCe&ves efJeue#³eue#ceerHeeflevee&ce Deäceë meie&ë~~

ÞeerieerleieesefJevoced-cetuecee$eced
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~~ veJeceë meie&ë ~~
~ cevocegkegÀvoë ~

-50-leeceLe cevceLeefKeVeeb jeflejmeefYeVeeb efJe<eeomecHeVeeced~
        Devegef®eefvlelenefj®eefjleeb keÀuenevleefjleecegJee®e meKeer~~50~~

~~ DeäeoMe: ÒeyevOe:/ieerleced  18~~
~~ iegpe&jerjeie³eefleleeueeY³eeb ieer³eles ~~

nefjjefYemejefle ³enefle ceOegHeJeves~
efkeÀceHejceefOekeÀmegKeb meefKe YegJeves~~
ceeOeJes cee kegÀ© ceeefveefve ceevece³es~~ OeǵJeced ~~1~~

leeueHeÀueeoefHe ieg©ceeflemejmeced~
efkebÀ efJeHeÀueerkegÀ©<es kegÀ®ekeÀueMeced~~ ceeOe0~~2~~

keÀefle ve keÀefLeleefceocevegHeoceef®ejced~
cee Heefjnj nefjceefleMe³e©ef®ejced~~ ceeOe0~~3~~

efkeÀefceefle efJe<ee&oefme jesefoef<e efJekeÀuee~
efJenmeefle ³egJeeflemeYee leJe mekeÀuee~~ ceeOe0~~4~~

mepeueveefueveeroueMeerleueMe³eves~
nefjceJeueeskeÀ³e meHeÀue³e ve³eves~~ ceeOe0~~5~~

peve³eefme ceveefme efkeÀefceefle ieg©Kesoced~
Þe=Ceg cece Je®eveceveerefnleYesoced~~ ceeOe0~~6~~

nefj©He³eeleg Jeoleg yengceOegjced~
efkeÀefceefle keÀjesef<e Ëo³eceefleefJeOegjced~~ ceeOe0~~7~~
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Þeerpe³eosJeYeefCeleceefleueefueleced~
megKe³eleg jefmekeÀpeveb nefj®eefjleced~~ ceeOe0~~8~~

ö51-efmveiOes ³elHe©<eeefme ³elÒeCeceefle mleyOeeefme ³eêeefieefCe
     Üs<emLeeefme ³eogvcegKes efJeYegKeleeb ³eeleeefme leefmceefvÒe³es~
     ³egkeÌleb leefÜHejerlekeÀeefjefCe leJe ÞeerKeC[®e®ee& efJe<eb
     MeerleebMegmleHevees efnceb ngleJenë ¬eÀer[ecegoes ³eeleveeë ~~51~~

51-keÀ- meevêevevoHegjvojefoefoefJe<eodJe=vowjcevoeoje
oevece´w ce&kegÀìsvêefveueceefCeefYe: mevoefMe&lesefvoefvoced~

mJe®ívob cekeÀjvomegvojieuevcevoeefkeÀveercesogjb
ÞeerieesefJevoHeoejefJevoceMegYemkeÀvoe³e Jevoecens~~ 51-keÀ (HeoÐeesefvekeÀe)~~

Fefle ÞeerieerleieesefJevos keÀuenevleefjleeJeCe&ves cevocegkegÀvoes veece veJeceë meie&ë~~
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~~ oMeceë meie&ë ~~
~ ®elegj®elegYeg&peë ~

-52- De$eevlejs ceme=Cejes<eJeMeecemeerce-
   efveëéeemeefveëmencegKeeR megcegKeercegHesl³e~
   meJe´er[ceeref#elemeKeerJeoveeb efoveevles
   meevevoieÃoHeob nefjefjl³egJee®e ~~52~~

~~ GveefJebMe ÒeyevOe:/ieerleced  19~~
~~ osMeJeje[erjeieeäleeueerleeueeY³eeb ieer³eles ~~

Jeoefme ³eefo efkebÀef®eoefHe ovle©ef®ekeÀewcegoer njefle ojefleefcejceefleIeesjced~
mHegÀjoOejmeerOeJes leJe Jeove®evêcee jes®e³eleg uees®eve®ekeÀesjced~~
efÒe³es ®ee©Meerues cegáe ceef³e ceeveceefveoeveb
meHeefo ceoveeveuees onefle cece ceevemeb osefn cegKekeÀceueceOegHeeveced~~ Oe´gJeced ~~1~~

mel³ecesJeeefme ³eefo megoefle ceef³e keÀesefHeveer osefn KejveKejMejIeeleced~
Ieì³e YegpeyevOeveb peve³e joKeC[veb ³esve Jee YeJeefle megKepeeleced~~ efÒe³es0 ~~1~~

lJeceefme cece Yet<eCeb lJeceefme cece peerJeveb lJeceefme cece YeJepeueefOejlveced~
YeJeleg YeJeleern ceef³e melelecevegjesefOeveer le$e cece Ëo³eceefle³elveced~~ efÒe³es0~~3~~

veerueveefueveeYeceefHe leefvJe leJe uees®eveb Oeej³eefle keÀeskeÀveoªHeced~
kegÀmegceMejyeeCeYeeJesve ³eefo j¡e³eefme ke=À<CeefceocesleovegªHeced~~ efÒe³e0    ~~4~~

mHegÀjleg kegÀ®ekegÀcYe³ees©Heefj ceefCece¡ejer j¡e³eleg leJe Ëo³eosMeced~
jmeleg jMeveeefHe leJe IevepeIeveceC[ues Iees<e³eleg cevceLeefveosMeced~~ efÒe³e0 ~~5~~

mLeuekeÀceueie¡eveb cece Ëo³ej¡eveb peefvelejeflej²HejYeeieced~
YeCe ceme=CeJeeefCe keÀjJeeefCe HeoHe¹peb mejmeuemeouekeÌlekeÀjeieced~~ efÒe³e0 ~~6~~

mcejiejueKeC[veb cece efMejefme ceC[veb osefn HeoHeuueJecegoejced~
pJeueefle ceef³e oe©Cees ceovekeÀovee©Cees njleg leogHeeefnleefJekeÀejced~~ efÒe³e0~~7~~
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Fefle ®eìgue®eeìgHeìg®ee© cegjJewefjCees jeefOekeÀeceefOe Je®evepeeleced~
pe³eefle He¨eeJeleerjceCepe³eosJekeÀefJeYeejleerYeefCeleceefleMeeleced~~ efÒe³e0~~8~~

ö53- Heefjnj ke=Àleele¹s Me¹eb lJe³ee meleleb Ieve-
mlevepeIeve³ee¬eÀevles mJeevles HejeveJekeÀeefMeefve~
efJeMeefle efJeleveesjv³ees Oev³ees ve keÀesçefHe ceceevlejb
mleveYejHejerjcYeejcYes efJeOesefn efJeOes³eleeced~~53~~

ö54- cegiOes efJeOesefn ceef³e efveo&³eovleobMe-
oesJe&efuueyevOeefveefye[mleveHeer[veeefve~
®eefC[ lJecesJe cegocegáe ve HeáeyeeCe-
®eC[euekeÀeC[oueveeomeJeë Òe³eevleg~~54~~

54 -keÀ- MeMeercegefKe leJe Yeeefle Ye²gjYe´g
³eg&Jepeveceesn keÀjeuekeÀeuemeHeea~
leogefoleYe³eYe¡evee³e ³etveeb
lJeoOejmeerOegmegOewJe efme×cev$e: ~~4 (mebpeerJeveer)~~

ö55-J³eLe³eefle Je=Lee ceewveb leefvJe ÒeHeáe³e Heáeceb
le©efCe ceOegjeueeHewmleeHeb efJeveeso³e ¢efäefYeë~
megcegefKe efJecegKeerYeeJeb leeJeefÜcegáe ve cegáe ceeb
mJe³eceefleMe³eefmveiOees cegiOes efÒe³eesçncegHeefmLeleë ~~55~~

ö56- yevOetkeÀÐegefleyeevOeJeesç³eceOejë efmveiOees ceOetkeÀ®íefJejd
ieC[½eefC[ ®ekeÀeefmle veerueveefueveÞeercees®eveb uees®eveced~
veemeeY³esefle efleueÒemetveHeoJeeR kegÀvoeYeoefvle efÒe³es
Òee³emlJevcegKemesJe³ee efJepe³eles efJeéeb me Heg<Hee³egOeë ~~56~~

ö57- ¢Meew leJe ceoeuemes JeoveefcevogmeboerHekebÀ
ieeflepe&veceveesjcee efJeOeglejcYeceg©Ü³eced~
jeflemleJe keÀueeJeleer ©ef®ejef®e$euesKes YeǵJeeJed
Denes efJeyegOe³eewJeleb Jenefme leefvJe He=LJeerielee~~14~~
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57 -keÀ- Òeerefleb Jemlevegleeb nefjefn kegÀJeue³eeHeer[sve meeOeb&jCes

jeOeeefHeveHe³eesOejmcejCeke=ÀlkegÀcYesve mebmeie&Jeeve~
³e$e eqmJeÐeefle ceerueefle #eCeceLees ef#eHles efÜHes lel#eCeeled

keÀebmem³euecemetef#eleb efpeleefceefle J³eeceesnkeÀesueenue:~~7 (mebpeerJeveer)~~

Fefle ÞeerieerleieesefJevos ceeefveveerJeCe&ves ®elegj®elegYeg&pees veece oMeceë meie&ë~~
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~~ SkeÀeoMeë meie&ë ~~
~ meevevooeceesojë ~

ö58-megef®ejcevegve³esve ÒeerCeef³elJee ce=iee#eeR
     ieleJeefle ke=ÀleJesMes kesÀMeJes kegÀ¡eMe³³eeced~
     jef®ele©ef®ejYet<eeb ¢efäcees<es Òeoes<es
     mHegÀjefle efvejJemeeoeb keÀeefHe jeOeeb peieeo ~~58~~

 ~~ efJebMe: ÒeyevOe:/ieerleced  20~~
~~ Jemevlejeie ³eefleleeueeY³eeb ieer³eles ~~

efJejef®ele®eeìgJe®evej®eveb ®ejCes jef®eleÒeefCeHeeleced~
mebÒeefle ce¡egueJe¡eguemeerceefve kesÀefueMe³eveceveg³eeleced~~
cegiOes ceOegceLevecevegielecevegmej jeefOekesÀ~~ Oe´gJeced~~1~~

IevepeIevemleveYeejYejs ojcevLej®ejCeefJenejced~
cegKeefjleceefCece¡eerjcegHewefn efJeOesefn cejeueefJekeÀejced~~ cegiOes0~~2~~

Þe=Ceg jceCeer³elejb le©CeerpeveceesnveceOegHeefJejeJeced~
kegÀmegceMejemeveMeemeveyeefvoefve efHekeÀefvekeÀjs Yepe YeeJeced~~ cegiOes0~~3~~

DeefveuelejueefkeÀmeue³eefvekeÀjsCe keÀjsCe ueleeefvekegÀjcyeced~
ÒesjCeefceJe keÀjYees© keÀjesefle ieefleb Òeeflecegáe efJeuecyeced~~ cegiOes0~~4~~

mHegÀefjleceve²lej²JeMeeefoJe metef®elenefjHeefjjcYeced~
He=®í ceveesnjnejefJeceuepeueOeejcecegb kegÀ®ekegÀcYeced~~ cegiOes0~~5~~

DeefOeieleceefKeuemeKeerefYeefjob leJe JeHegjefHe jeflejCemeppeced~
®eefC[ jefmelejMevee-jJe-ef[efC[ceceefYemej mejmeceueppeced~~ cegiOes0~~6~~
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mcejMejmegYeieveKesve keÀjsCe meKeerceJeuecy³e meueerueced~
®eue Jeue³ekeÌJeefCelewjJeyeesOe³e nefjceefHe efvepeieefleMeerueced~~ cegiOes0~~7~~

Þeerpe³eosJeYeefCeleceOejerke=ÀlenejcegoeefmeleJeececed~
nefjefJeefveefnlecevemeeceefOeefleÿleg keÀCþleìerceefJejececed~~ cegiOes0~~8~~

ö59-mee ceeb ê#³eefle Je#³eefle mcejkeÀLeeb Òel³e²ceeefue²vewë
        Òeerefleb ³eem³eefle jbm³eles meefKe meceeiel³esefle ef®evleekegÀueë~
        me lJeeb HeM³eefle JesHeles HeguekeÀ³el³eevevoefle efmJeÐeefle
        Òel³egÃ®íefle cet®í&efle efmLejleceëHeg¡es efvekegÀ¡es efÒe³eë~~59~~

ö60- De#Ceesefve&ef#eHeo¡eveb ÞeJeCe³eesmleeefHe®íieg®íeJeueeR
cetefOve& M³eecemejespeoece kegÀ®e³eesë keÀmletefjkeÀeHe$ekeÀced~
Oetlee&veeceefYemeejmelJejËoeb efJe<Je*defvekegÀ¡es meefKe
OJeevleb veerueefve®eesue®ee©meg¢Meeb Òel³e²ceeefue²efle ~~60~~

ö61- keÀeMceerjieewjJeHeg<eeceefYemeeefjkeÀeCeeced
Deeye×jsKeceefYelees ©ef®ece¡ejerefYeë~
SleÊeceeueoueveerueleceb leefceñeb
lelÒescensceefvekeÀ<eesHeueleeb leveesefle~~61~~

ö62- nejeJeueerlejuekeÀeáevekeÀeefáeoece-
kesÀ³etjkeÀ¹CeceefCeÐegefleoerefHelem³e~
Üejs efvekegÀ¡eefveue³em³enefjb efvejer#³e
Jeér[eJeleerceLe meKeer efvepeieeo jeOeeced~~62~~

~~ SkeÀefJebMe: ÒeyevOe:/ieerleced 21~~
~~ Jeje[erjeieªHekeÀleeues ÒeefleceCþleeues SkeÀleeues Jee ieer³eles ~~

ce¡eglejkegÀ¡eleuekesÀefuemeoves~
efJeueme jeflejYemenefmeleJeoves~~
ÒeefJeMe jeOes ceeOeJemeceerHeefcen~~ Oe´gJeced~~1~~
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veJeYeJeoMeeskeÀoueMe³evemeejs~
efJeueme kegÀ®ekeÀueMelejuenejs~~ ÒeefJeMe0~~2~~

kegÀmegce®e³ejef®eleMegef®eJeemeiesns~
efJeueme kegÀmegcemegkegÀceejosns~~ ÒeefJeMe0~~3~~

®eueceue³eJeveHeJevemegjefYeMeerles~
efJeueme jmeJeefueleueefueleieerles~~ ÒeefJeMe0~~4~~

ceOegcegefoleceOegHekegÀuekeÀefuelejeJes~
efJeueme ceovejmemejmeYeeJes~~ ÒeefJeMe0~~5~~

ceOegjlejefHekeÀefvekeÀjefveveocegKejs~
efJeueme oMeve©ef®e©ef®ejefMeKejs~~ ÒeefJeMe0~~6~~

efJeleleyengJeefuueveJeHeuueJeIeves~
efJeueme ef®ejceuemeHeervepeIeves~~ ÒeefJeMe0~~7~~

efJeefnleHe¨eeJeleermegKemeceepes~
kegÀ© cegjejs ce²ueMeleeefve
YeCeefle pe³eosJekeÀefJejepes~~ ÒeefJeMe0~~8~~

ö63- lJeeb ef®eÊesve ef®ejb JenVe³eceefleÞeevlees Ye=Meb leeefHeleë
keÀvoHexCe leg Heelegefce®íefle megOeemebyeeOeefyecyeeOejced~
Dem³ee²b leouebkegÀ© #eCeefcen Yet́#esHeue#ceerueJe-
¬eÀerles oeme FJeesHemesefJeleHeoecYeespes kegÀleë mecYe´ceë~~63~~

-64- mee memeeOJememeevevob ieesefJevos ueesueuees®evee~
efme¡eevece¡egce¡eerjb ÒeefJeJesMe efveJesMeveced~~64~~
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~~ efÜefJebMe: ÒeyevOe:/ieerleced 22~~

~~ Jejeef[jeie: ³eefleleeueeY³eeb ieer³eles~~

jeOeeJeoveefJeueeskeÀveefJekeÀefmeleefJeefJeOeefJekeÀejefJeYe²ced~
peueefveefOeefceJe efJeOegceC[ueoMe&velejefueleleg²lej²ced~~
nefjceskeÀjmeb ef®ejceefYeueef<eleefJeueemeb
mee ooMe& ieg©n<e&JeMebJeoJeoveceve²efveJeemeced~~ OeǵJeced~~1~~

nejceceuelejleejcegjefme oOeleb HeefjjY³e efJeotjced~
mHegÀìlejHesÀvekeÀocyekeÀjefcyeleefceJe ³ecegveepeueHetjced~~ nefj0~~2~~

M³eeceuece=oguekeÀuesJejceC[ueceefOeieleieewjogketÀueced~
veerueveefueveefceJe HeerleHejeieHeìueYejJeueef³elecetueced~~ nefj0~~3~~

lejue¢ieáeue®eueveceveesnjJeovepeefvelejeflejeieced~
mHegÀìkeÀceueesojKesefueleKe¡eve³egieefceJe Mejefo le[eieced~~ nefj0~~4~~

JeovekeÀceueHeefjMeerueveefceefueleefceefnjmecekegÀC[ueMeesYeced~
efmcele©ef®e©ef®ejmeceguueefmeleeOejHeuueJeke=ÀlejefleueesYeced~~ nefj0~~5~~

MeefMeefkeÀjCe®ígefjleesojpeueOejmegvojmekegÀmegcekesÀMeced~
efleefcejesefoleefJeOegceC[ueefvece&ueceue³epeefleuekeÀefveJesMeced~~ nefj0~~6~~

efJeHegueHeguekeÀYejovlegefjleb jeflekesÀefuekeÀueeefYejOeerjced~
ceefCeieCeefkeÀjCemecetnmecegppJeueYet<eCemegYeieMejerjced~~ nefj0~~7~~

Þeerpe³eosJeYeefCeleefJeYeJeefÜiegCeerke=ÀleYet<eCeYeejced~
ÒeCecele Ëefo megef®ejb efJeefveOee³e nefjb megke=Àleeso³emeejced~~ nefj0~~8~~
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 65 - Deefle¬eÀc³eeHee²b ÞeJeCeHeLeHe³e&vleieceve-

Òe³eemesvesJee#Ceesmlejuelejleejb Heeflele³eesë~
FoeveeR jeOee³eeë efÒe³elecemeceeueeskeÀmece³es
HeHeele mJesoecyegÒemej FJe n<ee&ÞegefvekeÀjë~~65~~

 66-   Yepevl³eemleuHeevleb ke=ÀlekeÀHeìkeÀC[tefleefHeefnle-
efmceleb ³eeles iesneÜefnjJeefnleeueerHeefjpeves~
efÒe³eem³eb HeM³evl³eeë mcejMejmeceekeÀtlemegYeieb
meueppee ueppeeefHe J³eieceefoJe otjb ce=ie¢Meë~~66~~

       66-keÀ - pe³eÞeer efJev³emlewce&efnle FJe cevoejkegÀmegcew:
mJe³eb efmevotjsCe efÜHejCecegoe cegefêle FJe~
YetpeeHeer[¬eÀer[enlekegÀJeue³eeHeer[keÀefjCe:
ÒekeÀerCee&me=efiJevogpe&³eefle YegpeoC[es cegjefpele:~~66~~

66-Ke- meevevob vevometvegefo&Meleg efceleHejb mebceob cevocevob
       jeOeeceeOee³e yee»esefJe&Jejceveg æ¢{b Heer[³evÒeerefle³eesieeled~
       leg²ew lem³ee GjespeeJeleveg Jejleveesefve&ie&leew cee mce Yetleeb
       He=ÿb efveefYe&Ðe lemceeyoefnefjefle JeeefueleûeerJeceeueeskeÀ³evJe:~~67-Ke~~

66-ie- meewvo³ew&keÀefveOesjve²ueueveeueeJeC³eueerueepeg<ees
      jeOee³ee Ëefo HeuJeues ceveefmepe¬eÀer[wkeÀj²mLeues~
     jc³eesjespemejespeKesuevejefmelJeeoelceve: K³eeHee&-
     vO³eelegcee&vemejepenbmeefveYeleeb os³eevcegkegÀvoes cegoced~~66-ie~~

Fefle ÞeerieerleieesefJevos jeefOekeÀeefceueves meevevooeceesojes veecewkeÀeoMeë meie&ë~~
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~~ ÜeoMeë meie&ë ~~
~ megÒeerleHeerleecyejë ~

67- ieleJeefle meKeerJe=vosçcevo$eHeeYejefveYe&j-
   mcejHejJeMeeketÀlemHeÀerleefmcelemveefHeleeOejeced~
   mejmecevemeb ¢ädJee jeOeeb cegngve&JeHeuueJe-
   ÒemeJeMe³eves efveef#eHlee#eercegJee®e nefjë efÒe³eeced~~67~~

67-keÀ- Òel³etn: HeguekeÀe¹§jsCe efveefye[eMues<es efveces<esCe ®e
      ¬eÀer[eketÀleefJeueesefkeÀlesçOejmegOeeHeeves keÀLeekesÀefueefYe:~
      DeevevoeefOeiecesve cevceLekeÀuee³eg×sçefHe ³eeqmce$eYet
      ogÓtle: me le³eesye&YegJe megjleejcYe: efÒe³ebYeeJegkeÀ:~~67-keÀ~~

67-Ke -oesY³ee&b meb³eefcele: He³eesOejYejsCeeHeerefæ[le: HeeefCepew-
      jeefJe×ew oMevew: #eleeOejHegì: ÞeesCeerleìsveenle:~
      nmlesveeveefcele: keÀ®esçOejceOegm³evosve mebceesefnle:
      keÀevle: keÀeceefHe le=efHleceeHe leones keÀecem³e Jeecee ieefle:~~67-Ke~~

  ieerleced 23 ~~
~~ efJeYeemejeie SkeÀleeueerleeueeY³eeb ieer³eles ~~

efkeÀmeue³eMe³eveleues kegÀ© keÀeefceefve ®ejCeveefueveefJeefveJesMeced~
leJe HeoHeuueJeJewefjHejeYeJeefceocevegYeJeleg megJesMeced~~
#eCeceOegvee veeje³eCecevegielecevegmej jeefOekesÀ~~ Oe´gJeced~~1~~

keÀjkeÀceuesve keÀjesefce ®ejCecenceeieefceleeefme efJeotjced~
#eCecegHekegÀ© Me³eveesHeefj ceeefceJe vetHegjcevegieefleMetjced~~ #eCe0~~2~~

JeovemegOeeefveefOeieefuelecece=leefceJe j®e³e Je®evecevegketÀueced~
efJejnefceJeeHeve³eeefce He³eesOejjesOekeÀcegjefme ogketÀueced~~ #eCe0~~3~~
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efÒe³eHeefjjcYeCejYemeJeefueleefceJe HegueefkeÀleceefleogjJeeHeced~
ceogjefme kegÀ®ekeÀueMeb efJeefveJesMe³e Mees<e³e ceveefmepeleeHeced~~ #eCe0~~4~~

DeOejmegOeejmecegHeve³e YeeefJeefve peerJe³e ce=leefceJe oemeced~
lJeef³e efJeefveefnlecevemeb efJejneveueoiOeJeHeg<eceefJeueemeced~~ #eCe0~~5~~

MeefMecegefKe cegKej³e ceefCejMeveeiegCecevegiegCekeÀCþefveveeoced~
Þegefle³egieues efHekeÀ©leefJekeÀues cece Mece³e ef®ejeoJemeeoced~~#Ce0~~6~~

ceeceefleefJeHeÀue©<ee efJekeÀueerke=ÀleceJeueesefkeÀlegceOegvesoced~
ceerefueleueefppeleefceJe ve³eveb leJe efJejce efJeme=pe jefleKesoced~~ #eCe0~~7~~

Þeerpe³eosJeYeefCeleefceocevegHeo efveieefoleceOegefjHegceesoced~
peve³eleg leefmekeÀpeves<eg ceveesjcejeflejmeYeeJeefJeveesoced~~ #eCe0~~8~~

 68- ceeje²s jeflekesÀefuemebkegÀuejCeejcYes le³ee meenme-
        Òee³eb keÀevlepe³ee³e efkeÀefáeogHeefj ÒeejefcYe ³elmecYe´ceeled~
        efve<Hevoe peIevemLeueer efMeefLeefuelee oesJe&efuue©lkeÀefcHeleb
        Je#ees ceerefueleceef#e Heew©<ejmeë m$eerCeeb kegÀleë efmeO³eefle~~68~~

68-keÀ - lem³ee: HeeìueHeeefCepeeef¹lecegjes efveêekeÀ<ee³es ¢Meew
efveOeezleeOejMeesefCecee efJeuegefuelem$emlem$epees cegOe&pee:~
keÀe_®eeroece ojÍ}Lee_®eueefceefle Òeeleefve&Keelewo=&Mees-

jsefYe: keÀeceMejwmleoÓgleceYeglHel³egce&ve: keÀerefueleced~~68-keÀ~~

68-Ke- J³eekeÀesMeë kesÀMeHeeMemlejefueleceuekewÀë mJesocees#eew keÀHeesuew
efkeÌueäe efyecyeeOejÞeerë kegÀ®ekeÀueMe©®ee neefjlee nej³eefäë~
 keÀeáeerkeÀeefvlen&leeMee mlevepeIeveHeob HeeefCevee®íeÐe meÐeë

HeM³evleer meVeHee mee leoeefHe efJeuegefuelee cegiOekeÀeefvleefOe&veesleer~~68-Ke~~
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69- DeLe keÀevleb jeflekeÌueevleceefHe ceC[veJee_í³ee~
        efvepeieeo efvejeyeeOee jeOee mJeeOeerveYele&=keÀe ~~69~~

69-keÀ- DeLe menmee megÒeerleb megjleevles mee efveleevleefKeVee²er
           jeOee peieeo meeojefceoceevevosve ieesefJevoced ~~69-keÀ - jeCeekegÀcYe:~~

~~ ®eleg&efJebMe: ÒeyevOe:/ieerleced 24 ~~
~~ jecekeÀjerjeie ³eefleleeueeY³eeb ieer³eles ~~

kegÀ© ³eogvevove ®evoveefMeefMejlejsCe keÀjsCe He³eesOejs~
ce=ieceoHe$ekeÀce$e ceveesYeJece²uekeÀueMemenesojs~~
efvepeieeo mee ³eogvevoves ¬eÀer[efle Ëo³eevevoves~~ Oe´gJeced~~1~~

DeefuekegÀueie¡evece¡evekebÀ jeflevee³ekeÀmee³ekeÀcees®eves~
lJeoOej®egcyeveueefcyelekeÀppeuecegppJeue³e efÒe³e uees®eves~~ efvepe0~~2~~

ve³evekegÀj²lej²efJekeÀemeefvejemekeÀjs ÞegefleceC[ues~
ceveefmepeHeeMeefJeueemeOejs MegYeJesMe efveJesMe³e kegÀC[ues~~ efvepe0~~3~~

Ye´cej®e³eb j®e³evlecegHeefj ©ef®ejb megef®ejb cece mebcegKes~
efpelekeÀceues efJeceues HeefjkeÀce&³e vece&pevekeÀceuekebÀ cegKes~~ efvepe0 ~~4~~

ce=ieceojmeJeefueleb ueefueleb kegÀ© efleuekeÀceefuekeÀjpeveerkeÀjs~
efJeefnlekeÀue¹keÀueb keÀceueeveve efJeÞeefceleÞeceMeerkeÀjs~~ efvepe0~~5~~

cece ©ef®ejs ef®ekegÀjs kegÀ© ceeveo ceevemepeOJepe®eecejs~
jefleieefueles ueefueles kegÀmegceeefve efMeKeefC[efMeKeC[keÀ[ecejs~~ efvepe0~~6~~

mejmeIeves peIeves cece MecyejoejCeJeejCekeÀvojs~
ceefCejMeveeJemeveeYejCeeefve MegYeeMe³e Jeeme³e megvojs~~ efvepe0~~7~~
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Þeerpe³eosJeJe®eefme ©ef®ejs Ëo³eb meo³eb kegÀ© ceC[ves~
nefj®ejCemcejCeece=leke=ÀlekeÀefuekeÀueg<eYeJepJejKeC[ves~~ efvepe0~~8~~

70- j®e³e kegÀ®e³eesë He$eb ef®e$eb kegÀ©<Je keÀHeesue³ees-
       Ie&ì³e peIeves keÀeáee¥ cegiOeñepee keÀyejerYejced~
       keÀue³e Jeue³eÞesCeeR HeeCeew Heos ceefCevetHegje-
       efJeefle efveieefoleë Òeerleë HeerleecyejesçefHe leLeekeÀjesled ~~70~~

71- ³eÃevOeJe&keÀueemeg keÀewMeuecevegO³eeveb ®e ³eÜw<CeJeb
       ³e®í=²ejefJeJeskeÀleÊJej®eveekeÀeJ³es<eg ueerueeef³eleced~
       lelmeJe& pe³eosJeHeefC[lekeÀJesë ke=À<CewkeÀleeveelceveë
       meevevoeë HeefjMeesOe³evleg megefOe³eë ÞeerieerleieesefJevoleë~~71~~

71 keÀ - He³e&²erke=Àleveeievee³ekeÀHeÀCeeÞesCeerceCeerveeb ieCes
meb¬eÀevle-ÒeefleefJecyemebkeÀueve³ee efJeYe´odJeHegÒeef¬eÀ³eeced~

HeeoecYees©nOeeefjJeeefjefOemegleece#Cee efo¢#egMelewë
keÀe³eJ³etnefceJee®ejved GHeef®eleeketÀleesnefjë HeelegJeë~~71-keÀ~~ (jeCeekegÀcYe:)

71 Ke- lJeeceÒeeH³e ceef³e mJe³ebJejHejeb #eerjesoleerrjesojs
Me*dkesÀ megvojer keÀeueketÀìceefHeyevcet{es ce=[eveerHeefle:~
FlLeb Hetye& keÀLeeYeerjv³ecevemees efJeef#eH³e Je#eeçáeueb

jeOee³ee: mlevekeÀesjkeÀesHeefj efceueVess$es nefj: Heeleg Je: ~~71-Ke~~(20 mebpeerJeveer)

71 -ie - meeOJeer ceeOJeerkeÀ! ef®evlee ve YeJeefle YeJele: Meke&Àjs!keÀke&ÀMeeefme
êe#es!ê#eefvle kesÀ lJeecece=le! ce=leceefme #eerj!veerjb jmemles~

ceekeÀvo! ¬eÀvo keÀevleeOej! Oej ve legueeb ie®í ³e®íefvle YeeJeb
³eeJe®í=²ejmeejb MegYeefceJe pe³eosJem³e JewoiO³eJee®e:~~ 71 -ie ~~ (jeCeekegÀcYe:)

72- ÞeerYeespeosJeÒeYeJem³e jeceeosJeermegleÞeerpe³eosJekeÀm³e~
        HejeMejeefoefÒe³eJeie&keÀCþs ÞeerieerleieesefJevokeÀefJelJecemleg ~~ 72~~
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      73- FlLeb kesÀefueleleerefJe&Ël³e ³ecegveekegÀues meceb jeOe³ee

   leêesceeJeefueceewefkeÌÊekeÀeJeefue³egies JesefCeYe´ceb efyeYe´efle~
   le$ee¼eefokegÀ®eÒe³eeieHeÀue³eesefue&HmeeJeleesn&mle³ees-
   J³eeHeeje:Heg©<eesÊecem³e ooleg mHeÀerleeb cegoeb mebHeoced~~73~~

74 - mJeeefceved! Ye²§jJee(³ee)uekebÀ meefleuekebÀ HeÀe(Yee)ueb efJeueemeb(efmeved) kegÀ©
 ÒeeCesMe $egefìleb He³eesOej³egies nejb Hegve³eexpe³e~

Fl³egkeÌlJee megjleeJemeevemegefKelee ³ee (meb)HetCe&®evêevevee
 mHe=äe lesve leLewJe peeleHeguekeÀe ÒeeHlee Hegveceexnveced~~74~~ (jeCeekegÀcYe:)

Fefle Þeerpe³eosJeke=Àleew ÞeerieerleieesefJevos megÒeerleHeerleecyejes veece ÜeoMeë meie&ë ~~
~~ Fefle ieerleieesefJevob meceeHleced ~~
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ieerleieesefJevom³e HeeþevlejeefCe



153ieerleieesefJevom³e HeeþevlejeefCe



154 ieerleieesefJevom³e HeeþevlejeefCe



155ieerleieesefJevom³e HeeþevlejeefCe



156 ieerleieesefJevom³e HeeþevlejeefCe



157ieerleieesefJevom³e HeeþevlejeefCe



158 ieerleieesefJevom³e HeeþevlejeefCe



159ieerleieesefJevom³e HeeþevlejeefCe



160 ieerleieesefJevom³e HeeþevlejeefCe



161ieerleieesefJevom³e HeeþevlejeefCe



162 ieerleieesefJevom³e HeeþevlejeefCe



163ieerleieesefJevom³e HeeþevlejeefCe



164 ieerleieesefJevom³e HeeþevlejeefCe



165ieerleieesefJevom³e HeeþevlejeefCe



166 ieerleieesefJevom³e HeeþevlejeefCe



167ieerleieesefJevom³e HeeþevlejeefCe



168 ieerleieesefJevom³e HeeþevlejeefCe



169ieerleieesefJevom³e HeeþevlejeefCe



170 ieerleieesefJevom³e HeeþevlejeefCe



171ieerleieesefJevom³e HeeþevlejeefCe



172 ieerleieesefJevom³e HeeþevlejeefCe



173ieerleieesefJevom³e HeeþevlejeefCe



174 ieerleieesefJevom³e HeeþevlejeefCe



175ieerleieesefJevom³e HeeþevlejeefCe



176 ieerleieesefJevom³e HeeþevlejeefCe



177ieerleieesefJevom³e HeeþevlejeefCe



178 ieerleieesefJevom³e HeeþevlejeefCe



179ieerleieesefJevom³e HeeþevlejeefCe



180 ieerleieesefJevom³e HeeþevlejeefCe



181

Heeþevlej-MueeskeÀe:
Heeþevlej-MueeskeÀe:



182 Heeþevlej-MueeskeÀe:
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Manuscripts of Gitagovinda

The total number of Manuscripts available in the
website of National mission for Manuscripts
(namami.com) is 2357. Besides there are other
Manuscripts available which seems to be not be
recorded.

In this study in order to avoid prolixity it is
refrained from giving the detail list which run to more
than hundred pages. Under the circumstances the
list of Manuscript in good condition and complete
are enumerated for the use of scholars. Secondly list
to that effect along with commentaries are given
below:-

The Manuscript of Gitagovinda is worldwide
for which the scripts are many. They are  enumerated
in tabular form for detailed information.



184 ieerleieesefJevom³e HeeC[gefueHe³e:



185ieerleieesefJevom³e HeeC[gefueHe³e:



186 ieerleieesefJevom³e HeeC[gefueHe³e:



187ieerleieesefJevom³e HeeC[gefueHe³e:



188 ieerleieesefJevom³e HeeC[gefueHe³e:



189ieerleieesefJevom³e HeeC[gefueHe³e:



190 ieerleieesefJevom³e HeeC[gefueHe³e:



191ieerleieesefJevom³e HeeC[gefueHe³e:



192 ieerleieesefJevom³e HeeC[gefueHe³e:



193ieerleieesefJevom³e HeeC[gefueHe³e:



194 ieerleieesefJevom³e HeeC[gefueHe³e:



195ieerleieesefJevom³e HeeC[gefueHe³e:



196 ieerleieesefJevom³e HeeC[gefueHe³e:



197ieerleieesefJevom³e HeeC[gefueHe³e:



198 ieerleieesefJevom³e HeeC[gefueHe³e:



199ieerleieesefJevom³e HeeC[gefueHe³e:



200 ieerleieesefJevom³e HeeC[gefueHe³e:



201ieerleieesefJevom³e HeeC[gefueHe³e:



202 ieerleieesefJevom³e HeeC[gefueHe³e:



203ieerleieesefJevom³e HeeC[gefueHe³e:



204 ieerleieesefJevom³e HeeC[gefueHe³e:



205ieerleieesefJevom³e HeeC[gefueHe³e:



206 ieerleieesefJevom³e HeeC[gefueHe³e:



207ieerleieesefJevom³e HeeC[gefueHe³e:



208 ieerleieesefJevom³e HeeC[gefueHe³e:



209ieerleieesefJevom³e HeeC[gefueHe³e:



210 ieerleieesefJevom³e HeeC[gefueHe³e:



211ieerleieesefJevom³e HeeC[gefueHe³e:



212 ieerleieesefJevom³e HeeC[gefueHe³e:



213ieerleieesefJevom³e HeeC[gefueHe³e:



214 ieerleieesefJevom³e HeeC[gefueHe³e:



215ieerleieesefJevom³e HeeC[gefueHe³e:



216 ieerleieesefJevom³e HeeC[gefueHe³e:



217ieerleieesefJevom³e HeeC[gefueHe³e:



218 ieerleieesefJevom³e HeeC[gefueHe³e:



219ieerleieesefJevom³e HeeC[gefueHe³e:
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A Note of Musical Tradition of Jayadeva:
Jayadeva himself mentions the nomenclature of songs as
prabandhas. What is Prabandha?
Òeke=Àä yevOe: ÒeyevOe:
DeLe efveyevOecesJe ÒeyevOe Fl³eg®³eles~
Òeke=Àäes ³emleg yevOe:m³eeled me ÒeyevOe: efveieÐeles~ - veeìceveesjcee 2.85
®ívoesJe×: Heob ieevOeJe& Fl³eg®³eles~
Hegve: ceeieealeeue peeefle Yesosve~~ -
The musical composition on the lessons of the above four
elements with addition of beautiful notes, with contemplation
and care adhering the principles with application of instruments
is applied. To that effect
Dattila holds,

Heom³e mJejIeelemleeuesve megceeeflemleLee~
Òe³egkeÌle½eeJeOeevesve ieevOeJe&ceefYeOeer³eles~~

Abhinavagupta holds,
ieeb Jee®eb Oeej³eleerefle ieevOeJe&~
ieeb is ieeve and Jee®e is JeekeÌ³e or HeoeJeueer
The person that holds both is ievOeJe&:~
There are four types of musical instruments lev$eer, Megef<ej, Deeve×
and Ieve. When they all are synthesised in one harmony then
the symphony is called Deeleesl³e. This Deeleesl³e with mJej, leeue and Heo
is known as three types of mJej-ieevOeJe&, leeue-ieevOeJe& and Heo-ieevOeJe&~
Bharata says,

³eleg lev$eerke=Àleb ÒeeskeÌleb veeveeçlees³emeceeÞe³eced~
ieevOeJe&efceefle lep%es³eb mJejleeueHeoeÞe³eced~~28/8
Del³eLe&efceä osJeeveeb leLee ÒeereflekeÀjb Hegve:~
ievOeJee&veeb ®e ³emceeef× lemceeÃevOeJe&ceg®³eles~~ 28/9
ieevOeJe¥ ef$eefJeOeb efJeÐeelmJejleeueHeoelcekeÀced~
ef$eefJeOem³eeefHe Je#³eeefce ue#eCeb keÀce& ®ewJe efn~~ 28/11



238
Padas in different capacity are two fold efveJe×: and DeefveJe×:

J³e¡eveeefve mJeje:JeCee&: mevOe³eesçLe efJeYekeÌle³e:~
veeceeK³eeleesHemeiee&½e efveHeeleemleef×lee leLee~~ 8/16
®ívoesefJeOeeveb ®e leLee %es³e: Heoielees efJeefOe:~
Deefveye×b efveye×b ®e efÜefJeOeb leled Heob mce=leced~~8/18

So also there is mention of  ie e rl eue#eCe b  in the text of
‘Gandharvavedodhrthasāra’

megmJejb mejmeb ®ewJe mejeieb ceOegje#ejced~
meeuebkeÀejÒeceeCeáe <e[defJeOeb ieerle ue#eCeced~~
mJejsCe Heomeb³egkeÌleb ívo<ee ®e megmeb³egleced~~
megcee©leb megleeueáe megieerleb lesve YeC³eles~~

There is tradition of both singing and dancing of Gītagoviņda.
This is evident from Chakradatta’s Bhaktamāla where Jayadeva
Charita is written. This is as follows:

SkeÀoe pe³elesJemleg cevem³esJeceef®evle³eled~
mJe³eb ke=Àlesve ieerlesve lees<eef³em³eec³enb nefjced~~37
Fefle efveef½el³e efvecee&³e ieerleieesefJevoveecekeÀced~
iee³ebmleg osJeosJeeûes Helv³eemen veveÊe& n~~38

Jayadeva himself mentions in his biographical notes regarding
singing of Gītagoviņda by his intimate friend Parasara and
othes.

ÞeerYeespeosJeÒeYeJem³e jeceeosJeermegleÞeerpe³eosJekeÀm³e~
HejeMejeefoefÒe³eJeie&keÀCþs ÞeerieerleieesefJevokeÀefJelJecemleg~~12/22

Even if at present the application of Gāndharva is obsolete,
yet Jayadeva mentions his song as Gāndharva. To be more
objective in this matter one could read the inscription of
Hatīgumpa in Udayagiri  cave of King Khāravela
(Bhubaneswar).
leefle³es Hegve Jemes iebOeJe yeso JegOees oHeveieerleJeeefole meomeveeefn GmeJe meceepe keÀejHeveeefn ®e
¬eÀer[eHe³eefle veieefjb~~ [Line no. 4-5 N.K.Sahu Utkal University History
of Odisha - P – 400]
In seventh century the king of Kangoda kingdom that situated
besides Chilika Lake now in Khurdha district of Odisha,

A Note of Musical Tradition of Jayadeva:
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Madhava Verma was a gandharva. He donated a village to
the playwright Nārāyana Bhatta, the composer of
VenīsaChāranatakam. His scions were expanded to Java, Bali
of (Indonesia), Borneo and Burma. They propagated music in
those lands.
The composer of Sangita dāmodara, a musical treatise, was
composed by Sri Subhankaradeva. Subhankara is identified
as Bengali writer of 15th century. However in the eighth century
the Bhaumakaras had patronised music. During their reign
Murari Mishra a person from Puri wrote DeveOe&jeOeJeveeìkeÀced . A poet
called Kaman was very famous. During ninth century the
Somavamsi kings adored them with the title of ievOeJe&kesÀMejer,
JemevlekesÀMejer, YejlekesÀMejer, keÀefJekesÀMejer, ve=l³ekesÀMejer, YetHeeuekesÀMejer and so on.
During the 11th century, there was a  dancing hall in the
Brahmesvara temple built by the chief queen of Mahasivagupta
jajāti, Kolavati. It presupposes that dance and music was taught
in the temple. The inscription of that temple certifies this fact.
The lines are as under,

SkeÀeceś efme×leerLe&s ®elegjcejkegÀueer veeìîeMeeueemecesleced~
keÀesueeJel³ee le³ew<eef#eeflecegkegÀìeefoefYe: keÀeefjle: keÀerefÊe&jepe:~~

Sobhaneswara temple inscription of Niali of Cuttack district of
Odisha, speaks of dance and music as under,

Heer³eg<eb ceOegjeOejs ve³eve³ees: Òeevles ®e ³eemeeb mcej:
keÀcee&mlecYeveceesnveeefo meg¢Meeb JekeÌ$es efvelecyeeefo<eg~
GÐeled Yet<eCeJemlegpeeleceefKeueb Yet<³eb leo²eefÞeleced
leemleemlesve efJe[eqcJeleecyej®ejer ªHee: efMeJee³ee: Heefle:~~

Madhukesvara temple inscriptions are in Odia language. At
the time of bhoga, dance and music were performed to please
the God.
There are numerable instances of music, dance and song
performances in temples. To that effect the poet Jayadeva along
with his wife Padmāvatī were all performing in concerts and
dance festival. Nrisimha temple inscriptions of SriJagannatha
temple Puri, speaks of this particular activities.

mekeÀuekeÀeJ³ekeÀuee ceOegjeueeHe-keÀuee<eeªHe-efveHegCe-keÀHeì keÀeefueoeme:~

A Note of Musical Tradition of Jayadeva:
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Meghesvara temple built by Svapneswara deva has the
inscriptions composed by Udayana, speak of the kings
fascination for dance and music in the premises of the temples.
The Gajapati kings of Odisha were all the worshipper of act
and music. They adorn them as kavi, kavikānta etc, with their
name.
The musical Practices and their exhibition were made in the
temple courtyard of SriJagannatha temple and the Badadānda
during different festivals of the Gods. Gītagoviņda retains the
classical of Oddissi music in his Mahakāvya Prabandhas which
is evident from the references and discussions of
commentators. It is needless to mention how one could
accomplish divine experience through poetry and song.
Jayadeva to that effect mentions at the outset,

³eefo nefjmcejCes mejmeb cevees ³eefle efJeueemekeÀueemeg kegÀlegnueced~
ceOegjkeÀesceue-keÀevle-HeoeJeueeR Þe=Ceg leoe pe³eosJe mejmJeleerced~~ I.3

Poet Jayadeva certifies his poetry towards the end of the Kāvya.
³eod ieevOeJe&keÀueemeg keÀewMeuecevegO³eeleb ®e ³eled Jew<CeJeced~
³e®í=²ej efJeJeskeÀleÊJeceefHe ³eled keÀeJ³es<eg ueerueeef³eleced~~
lelmeJe¥ pe³eosJe HeefC[lekeÀJes ke=À<CewkeÀleeveelceve:~
meevevoe HeefjMeesOe³evleg megefOe³e: ÞeerieerleieesefJevole:~~12/71

Again the same is explained through one allegory.
meeOJeer ceeOJeerkeÀ! ef®evlee ve YeJeefle YeJele: Meke&Àjs! keÀke&ÀMeeefme
êe#es! ê#eefvle kesÀ lJeecece=le! ce=leceefme #eerj! veerjb jmemles~
ceekeÀvo! ¬eÀvo keÀevleeOej! Oej ve legueeb ie®í ³e®íefvle YeeJeb
³eeJe®í=²ejmeejb MegYeefceJe pe³eosJem³e JewoiO³eJee®e:~~12/71(ie)

In both the slokas Jayadeva is overwhelmed to note that only
his poetry contains high order of thought and emotions. The
poetic embellishment is better than any mundane and heavenly
rasas. The aesthetic experience of Jayadeva’s poetry is
unparalleled. The musical notes and the rhythm of instruments
would excel the ordinary poetry. The confidences of Jayadeva
is due to the manifestation of divine love of the eternal hero
SriKrishna and the divine beloved heroine SriRadha for all
times to come.

A Note of Musical Tradition of Jayadeva:
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ieeerleieesefJevo J³eJeËle jeieeveeb Heefj®e³e:

jeieeveeb Heefj®e³e
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INTRODUCTION TO TRANSLATION

There are innumerable translations of Gitagovinda in
various languages of the world. The list is long which is evident
from the exhaustive list of Bibliography of the text. Here in this
work three translations of three important western scholars of
Gitagovinda are mentioned.
1 – Sir Edwin Arnold - 1956
2 – Lee Seigal - 1978
3 – Barbara Stoller Miller - 1971

Sir Edwin Arnold a renowned poet and writer had many
poems and translations to his credit as he was at the out set of
the Principal of Deccan College Poona since 1956 and returned
to England in 1981. Who become a leader writer in Daily
Telegraph and translated Srimad Bhagavadgita and Savitri from
Mahabharata. The story of Nala and Damayanti was also
translated by him. His epic poem on Jesus Christ is known as
the Light of Asia in 1879. This work considered of sixty British
and Seventy American Editions towards the end of the 20th
century.

Of all his translations, the Gitagovinda was the first one.
His versification in translation of Gitagovinda is of an
impeccable quality. The nature of English language has an
epic style of writing in the Nineteen century. The Elizabethan
poetic language was adopted by Arnold. He admits that the
costume of Radha is  far reflected in his European colurs is
his matter of concern. In an artistic style he holds, “The theme
of the Indian poet’s musical mystery – is found in the tenth
section of the Bhagavata. The Hindu literature and daily
discussion are full if this half divine, half human Krishna, are
turning in-to a religious canticle. Jayadeva might be sure that
every native audience, present and to come, would
understand his matter of the portration of love between Radha
and Madhava. The Gita is very popular in India; because of
its melodious versification and its ardent love picture than
the profound and earnest meanings, for the sake of which it
is imperfect and for exact Sanskrit Scholars of no account at
all. Further he says,



248
“an English dress cannot – alas! – fail to destroy

something of the Asiatic grace of Radha; but in her own she is
radiant fascinating and angelic and seemed to teach a lession
so well worth repeating, that is imitation of Jayadeva has been
ventured upon.”

Sir Edwin Arnold’s volume of poetry entitled “Indian
poetry” contains many exquisite translations and adaptations
from Sanskrit literature. The first poem is rendering of
Jayadeva’s Gita Govinda. As has been well said: “Nothing could
be more graceful and delicate than the shades by which Krishna
is portrayed in the gradual process of being weaned by the
love of beautiful Radha, Jasmine – bosomed Radha, from the
allurements of the forest nymphs in whom the five senses are
typified.”

A breeze laden with flowers and spices seems to blow
through its pages. The supreme literary grace and musical
flow of diction makes the original poems unique in Sanskrit
literature, well brought out in Sir Edwin Arnold’s translation.
The very commencement strikes the key which is the very soul
of the poem.

“O Radha, Radha! Take this soul, that preambles, in life’s
deep midnight to thy golden house.”

Arnold holds a panoramic view of the Gitagovinda as
follows:

The Gita Govinda then, or the Song at Govinda is a
Sanskrit idyll, or little pastoral drama, in which under the form
of Krishna, an incarnation of the God Vishnu the human is
displayed in a relations alternately with earthly and celestial
beauty. Krishna at once human and divine is first seen attracted
by the pleasures of the senses (personified by the
shepherdesses in the wood), and wasting his affections upon
the delights of their illusory world. Radha, the spirit of
intellectual and moral beauty, comes to free him from the error
by enkindling his heart a with a desire for her own surpassing
loveliness of form and character. Under the parable of a human
passion too glowingly depicted by the Indian poet for exact
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transcription the gradual emancipation of Krishna from
sensuous distractions and his union with Radha in a high and
spiritualized happiness, portrayed. This general interpretation,
at any rate, though dispute by certain authorities, is maintained
by Jones, Lassen and others. Have been following, not without
occasional difficulty but in the subjoined version.

Lassen thus writes in his Latin prolegomena: To speak my
opinion in one word, Sri Krishna is here the divinely-given soul
manifested in humanity. The recollection of this celestial origin
abides deep in the mind, and even when it seems to slumber
drugged as it were by the fair shows of the world, the pleasures
of visible things, and the intoxication of the senses it now and
again awakes…full of yearning to recover the sweet serenity
of its pristine condition. Then the soul begins to discriminate
and to perceive that the love, which was its inmost principle,
has been lavished on empty and futile objects. It grows a-
wearied of things sensual false, and unenduring; it longs to fix
its affection on that which shall be stable, and the source of
true and eternal delight. Sri Krishna to use the imagery of this
poem thrones Radha In his heart, as the sole and only one
who can really satisfy his aspirations…..”

Seigal says, “Radha is supreme in beauty, with a loveliness
which is at once celestial and yet enshrined in earthly mould.
Her charms lift the mind to heavenly contemplations and the
God of Love, Kama borrows his best weapons from them, She
is loveliness and pitiful even towards her erring and lingering
lover; she would meet him in returning she could, she grieves
more than she blames; and once reconciled, is beyond
measure tender. The remedy for the illusions of sense samsara
is placed by all Hindu philosophers in the understanding of
true existence, and Radha, in my judgment, represents this
remedy being the personified contemplation of the divine
beauty and goodness. Such contemplation flies from and
disowns the mind possessed by sensual objects, but goes to
meet and gladly inhabits that which consecrates itself, as
Krishna’s does. ID the higher love… It bewails its separation
from the soul, as that which was its natural dwelling-place
before the changeful shows of mortal I to banished it; and this
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is the mystery of mutual attraction between the mind and mental
beauty, that the memory of the divine happiness does not die,
but is revived by the recognition of truth, and returns to the
perception of what things in love are worthless, and what are
real and worthy. The affection of Radha is jealous, and grants
no, the full sight of her charms, until the soul of its own accord
abandons its preoccupations, and becomes filled with the
desire of the true love. But upon the soul thus returning she
lavishes her utmost tenderness; whereof to be the recipient is
to have all wishes fulfilled and nothing tacking to be tripta ‘well-
contented,’ Such, in my opinion, is the recondite significance
of this poem, hidden under imagery but too luxuriant. The Indian
poet seems indeed, to have spent rather more labor in depicting
the phases of earthly passion than of that intellectual yearning
by which the mind is lifted to the contemplation of divine things:
but the fable of the loves of Govinda and Radha existing from
antiquity, and being universally accepted, philosophy had to
affix its doctrines to the story in such a way as that the vulgar
amours of those popular deities might present themselves in a
nobler aspect.

Nothing in the way of exposition needs to be added to
these words.

The great variety of measure in the original has been
indicated by frequently varying the metre of this paraphrase,
Without attempting to imitate the ornamental alliterations,
assonances, and recurring choruses. The Gita Govinda, with
these refrains and the musical accompaniments named and
prescribed by the directions embodied in the text, must have
been a species of Oriental opera. This raises the difficult and
little-studies subject of ancient Hindu music, upon which a
passing word or two may not appear impertinent Sir William
Jones says. When I first read the songs of Jayadeva who has
prefixed to each the name of the mode in which it was to be
sung, I had hopes of procuring the original music: but the
Pandits of the South referred me to those of the West. and the
Brahmans of the West would have sent me to those of the
North, while they of Nepal and Kashmir declared that they had
no ancient music, but imagined that my notes of the Gita
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Govinda must exist where the poet was born (Sir W Jones.
vol. I. p. 440).

Now the reason why this illustrious scholar could not find
the score of the “Gita”, was that music was always taught orally
by the Hindus and therefore did not pass down from the old
minstrels in any noted form. Yet there existed an elaborate
science of melody among the ancient Indians, although, like
the Greeks understood little or none about harmony. The
distinguishing feature of Hindu airs was, and still is, an
extremely fine gradation of notes: me semitone could be
accurately divided into demi-semitones by the ear and voice
of a practiced Gundharb or Goonee. This even now imparts a
delicacy to the otherwise monotonous temple-singing, which
all musicians would recognize. They might find in such treaties
as the Sungeet Durpun, Ragavibodha Rag-mala or the Chaplet
of melodies, complete the curious explanations of the Hindu
orchestra in the fantastic system of the old Aryan composers
establishing six ragas, or the divine fundamental airs having
each five wives or ragnees. Each of these producing eight
melodious children; so that the orthodox repertory contained
two hundred and forty separate songs. These songs have their
fixed occasion, subject and season; all to be reverently
observed: otherwise the deity presiding over each was not
thought likely to attend and give perfect effect to the music.
These lyric divinities are personified and described in such
works as the Ratnamala: thus Gurjjari- a melody frequently
indicated here by Jayadeva is represented as a feminine
minstrel of engaging mien, dressed in yellow bodice and red
saree, richly bedecked with jewels and enthroned in a golden
swing, as the third wife of the Raga Megh. Musical science
was divided into seven branches:- Surudhyaya or sol-fa-ing,
rag or melody, tal or time, nrit or rhythmical dancing, aurth or
poetry, bhav or expression, and hust or answering to method,
“touch” The gamut contained seven notes singularly named-
Su was suruj, the scream of the peacock; ri was rikhub, the cry
of the parrot; gu was gundhur, the bleat of the sheep; mu was
mudhun, the call of the crane; pu stood for punchum and the
note of the Koll; dhu for dhyvut, the neigh of the horse; and ni
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for nikhad, the trumpeting of the elephant. Endless subtleties
characterized their musical terms thus, tal, or “time”, is a word
made up of the first letters from tand the dance of Mahadev,
and las, the dance of Parvati, his consort. Through these are
mere etymological niceties, characteristics of the hard
language in which one single word may be written in a hundred
and eight ways. Enough has been said to show from sources
which are perhaps somewhat out of general reach, that a
special accompaniment of music was prescribed for the Gita
Govinda when composed. Which when recovered would add
immense interest of the Sanskrit Canticle: an indeed, even at
present, any competent inquirer into the existing melodies of
India quite popular and sacred, might be rewarded by many
exquisite airs worth the ear of European maestri themselves.
The Indians of today have still their dhoorpuds, or heroic
ballads; their kheals, ghuzuls and rekhtahs, the love-Songs of
Mogul derivation: their dadras and nuktas. Serenades of Hindu
origin; the luppah, hummed by Hindi and Punjabi camel driver;
the lerana, or song without words;’ the pelna, or the cradle-
song; the sohla, or marriage-strain; the stooti or eulogistic
chants; and the zikri, which are hymns of morality. Probably
among these some echoes of the antique melodies of Jayadeva
may be preserved: at any rate, such a list and it might be largely
extended to show that the Indian music well merits professional
study.
LEE SEIGAL

Lee Seigal did Gitagovinda study in Oxford University
under the guidance of Prof.  R.C. Zachner. After his sad demise
Dr. Richard Gambrich could supervise his work. The book was
published by Oxford University Press in 1978. His study of
Gitagovinda and traditions are after hundred years of Sir Edwin
Arnold. The language is quite necessary as it was a long
departure of hundred years from Arnold. Lee Seigal on the
background of love of Western paradigms developed and
shown the transition of Oriental concept of love. Basically in
the eyes of St. Augustine the most famous Arch Bishop the
concept of Christian love from the Bible is quite interesting. In
the fitness of things Jesus is the first person to propagate love

INTRODUCTION TO TRANSLATION



253
and the introducing lines of Bible of the New Testaments give
stress on love. Ever though Buddha who could not tolerate
sorrow of people propagated his dharma for the love of people.
Through these are all divine and human love, but long before
this dialogue in a love mantra of Rigveda of dvasuparna one
enjoys and the other bird ralishes the enjoyment of fruit of the
first one. This is really the love in which one is happy in other’s
enjoyment. The acting of hero and heroine give pleasure to
the connoisseur. The connoisseurs are like the birds who see
and enjoy. The theory of Bhattanayaka is l ike
DeveMvev³ejefYe®eekeÀMeerefle~ Because the theory of identity is hither to
applied as YeeJekeÀlJeYeespekeÀlJe J³eeHeej: but the love of Sri Radha and
Sri Krishna is both divine and profane. The relish is divine
ye´nceevevo/ye´ïeemJeebomenesoj: But the act of love and love sport is
profane. It is quite physical, here the physical activities are
steps or initiative to rise over to spiritual love. The love does
not have any climax to fall. It is always rising. Gita Govinda
only composes the rise of love and left unfinished. It is never
saturated or stained or withered in the lapse of time. It is an
ever blooming lotus with unending petals. Like this Seigal
irrespectively western or eastern always tries their best to open
the petals again and again. But each time it gives new aroma
and newer fragrance. That is the acid test of love for which the
aesthetic pleasure is derived by the connoisseur. There is no
question of vulgarity or nudity. which suggests the delicacy of
poetry. Jayadeva’s poetry is viewed by Lee Seigal as devotion
turned love for this divine duo. He hold, “Jayadeva expresses
not only Radha’s love and loving for Krishna, but in Juxtaposing
implies at least any analogy between the sacred and profane
dimensions as well as an analogy between the aesthetic,
dramatic dimension of love and the actual, psychological
dimensions. Such juxtaposition is less typical of the literary,
country tradition than of the tradition of the vernacular literature
which reflectes popular ideas and expresses popular
sentiments.

Lee Seigal travels from western concept of love to Indian
mood of pranaya. At the outset he impresses on love with
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classical thought. He says, the expression of love in these
terms, this two is to motif, occur throughout the literature of
secular love, Isolde speaks to Tristan: “We are one life and
flesh…. You and I, Tristan, and Isolade, shall for ever remain
one and undivided ….. I am your ….. you are mine ….. one
Tristan and Isolade:” The Tristans of gottfried non strassburg,
trans; A.T. Hatto (Hourmonds worth, 1960), P. 282. He quotes
Gerlac Peterson speaks to God:  Thou givest me thy whole
self to be mine whole and undivided …. Thou art in me and in
the thee, glued together as one and the selfsame things which
henceforth and forever cannot be divided. He says: The
distinction between the sacred and the profane of the love; in
the feeling or yearning of the lover, but only in the nature of
the beloved. It is sacred because it is directed to God,
consecrated in God and by God. God manifests himself is
different from preface. The act of manifestation is hierophancy.
God, the sacred, becomes manifested within the self, the
profane, man manifests God in himself. Therefore he says “I
by thy Grace enjoy Thee in myself and myself in Thee.” so
Seigal quotes their ideas from authors like Tristan of Gottfried,
Gerlaci Petri – Ignitum cum Deo Soliguim, Mircea Elide,
Kierkegand, Denish de Rouglment, on the love in Westorn
world. John Gower, Je Cuideque Madame

Transcending the Christian theology he shows how there
is a distinction between ‘Eros’, and Plato’s word for love and
Agape, Paul’s word for love. The protestant theologian Anders
Nygreon has argued that profane love, sensual love has
nothing to do with sacred and does not merit any place in a
discussion of religious love. The centric concept of love has
nothing to do with the love of the Kavyas, or the profane. The
love of sacred and profane are different and not analogues.

But the later authors hold that the sacred and profane
are different and yet analogues. The opinion of Origen in his
“The Song of Songs”, commentary, Homilies is quite pragmatic
and acceptable. He holds, “Human love is a smile for divine
love; the charms remain between the sacred and the profane,
a reflection of gap between spirit and flesh, eternity and
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temporality, heaven and earth, but the human is like the divine,
the dynamics of love are the same in both realms. On the
authority of Paul Orthodox, theology could be expressed in
the language of human love, the Song of Songs could be
interpreted as a sacred epithalamion, a description of the
nuptial rites between Christ and the Church, an allegory of
love. In the third century Origen interpreted the Song of Songs
not only as a marriage song of Christ and the Church. But also
as a celebration of the union of the individual soul and the
world:

Human love of the physical passion, because the perfect
analogy for divine love is spiritual passion, Lee Seigal quotes
the view of R.C. Zeahner, in his “Mysticism, sacred and profane”
(1961 pp- 151-2)

This is absolutely appropriate for just as the human body
knows its sensation compared in a sheer joyful intensity to
that which the sexual act process for a man and a woman in
love. The mystical experience of the soul in the embrace of
God be utterly beyond all other spiritual joys. The sexual image
is, moreover, particularly apt since the man both envelops and
penetrates the woman, is both within and without her, just as
God who dwells at the deepest point of the soul also envelops
it and covers it within each dimension.

Similarly; De IV Gradibus Violence caritatis [cited by N.J.
Perella, The Kiss sacred and profane, (Berkeley and Los
Angeles, 1969) p. 35.

…They are not the same in spiritual and carnal desires.
In spiritual desires, the greater the love the better it is; in carnal
desires, the greater the love the worse it is.

In the connection of love the opinion of western world is
divided as has been shown earlier. Some say that the difference
between sacred and profane, some say the physical love is a
step ahead of sacred love. If it is divine it is sacred and if it is
humanly it is profane.

Since the paradigm of love is more or less manifested in
man, the human feelings and human limitations are quite
obvious. In Indian context love is different. The pletonic theory
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of Aristotle, the libido theory of emotion of psycholo analysis
on group psychology and the analysis of ego of Sigmund Freud,
the Eros of Freud are all on the crude feeling of the emotion
and it is a manifestation through sex and sexual desires. Freud
holds, l ibido is analogues to hunger Eros is more
encompassing. It is co-hesive power; it seeks to force together
and holds together the portions of living substance. It is the
life between instinet the bond of union in existence, at work
within the organism and between organisms.

The Indian tradition of love:
As quoted by Chandidasa which is very much appropriate.
There can I describe
What is love
And when it is born
And where it is seen
And who found it
And how?
There is now reference of the word love where the hero

and heroines address each other. It is never uttered, but it is
always suggested. All the Alankara Sastra explain how to know
the attraction of nayika.

Love has no place in the Upanisads, in Gita. In the
phi losophical  system, Jnana, Bhakti  and Vairagya
predominates Indian life and literature for a pretty long period.
But there is element of love as mentioned earlier in very mystic
way in Dem³eJeecem³e megkeÌle, HegªjJee-Gye&<eer, ³ece-³eceer sukta of Rigveda.
Similarly in Brahadanyaka Upanisad there is mention of human
sexuality in microcosm and macrocosm. Sexual union is based
upon a cosmic paradigm and can be a re-enactment of sacred
history, such as; I am the life breath, you are the speech; you
are the speech, I am the life breath; I am the sama veda you
are the Rigveda; I am the heaven, you are the earth.

DeLewveceefYeHeÐeles Deceesçnceefmce mee lJeb; mee lJecem³eceesnb meeceenceefmce $eÝkedÀlJeced;
Ðeewjnb He=efLeJeer lJeced.... Brhad Aranyaka Upanisad VI.4/20

Lee Seigal has shown the evolotion of love and the
panorama of love through ages; Samhita’s Aranyakas and
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Upnisadas. In order to avoid prolixity it is refrained from details
discussion.

In Tantric text the concept of Siva and Sakti is introduced
with Ardhanariswar. Bhartrhari’s Srigara Sataka. Besides there
is love description in Ramayana, Mahabharata, innumerable
stories in classical literature of Kalidasa, Ashvaghosa, Bhasa
Bhasa, Magha, Bhatti, Sriharsa and so on. Besides there is
rich puranic tradition, where the episode of love is plentily
available. The picture of devi therefore is the ideal of human
beauty.

In the worship of Goddess the Voluptuousness of human,
which had always been a relished theme of Kavya, because
sacred – praise and adoration of Devi’s full blossomed breast
and theigh her flowing hair and lotus, face, her eyes and
sidelong glances, her ornaments and graceful limbs, became
a means to liberation. Her devotees dissolve the union of soul
and body and savors the sweetness called Supreme Brahman.

Seigal takes recourse to the charyapadas. But they are
not all Bengali. They are common to Assamese, Odiya, Maithili
and Bengali. The language is sandhya (twilight) symbolic. This
sexual experience is equated with yogic experience. Seigal
exposes these theories for western readers about the sacred
and profane love and  makes bridge thereof. Even if it is
deemed as secret for sahajiya guru, the love of Gitagovinda.
But Mahaprabhu Chaitanya tested day and night the song of
Gitagovinda (S.K. De) and received inspiration for the love.
Various traditions, religious, literary, folk, erotic, dramatic,
converge and coalesce in the Gitagovinda. It is one work of
ambiguously and ambivalently sacred profane dimension of
love.

Geothe in his letter mentions that, I can only write a short
note today [22/1/1802] to accompany the enclosed (copy of
Gitagovinda translated by Dalberg), which will be sure to give
you pleasure… what struck me as remarkable are the extremely
varied motives by which an extremely simple subject is made
endless.
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 Barbara Stoler Miller:

A scholar of Harvard University during her doctoral study
travelled widely in India. She found a temple inscription of
Gujarat as early as of thirteen century A.D. She concluded
that though the lyric poetry originated in eastern India in twelve
century yet, it become popular and spread throughout the
subcontinent. Famous commentaries and manuscripts exist in
every part of India. It’s songs are an important part of devotional
music and literature of Odisha, Bengal, Assam and South India.
The songs are introduced in Kerala in the sixteenth century
and are still sung in temples there.

Barbara reminds the contention of some of the Indian
commentary to accept the love of SriRadha and SriKrishna as
the love of human soul for love of God. In a different view
Pandita Raja Jagannatha (1715 C.E) is not acceptable for
exposition of Rasa as the character of mother and father
respectively.

He says …………. Dev³eLee mJeceele=efJe<e³ekeÀ mJeefHele=çefHe JeCe&vesçefHe
meËo³em³e jmeesoJeesOeeHeÊes:~ pe³eosJeeefoefYemleg ieerleieesefJevoeefoÒeyevOes<eg mekeÀuemeËo³e
mecceleesç³eb mece³ees ceoesvceÊecele²pewefjJe efYeVe Fefle ve leefVeoMe&vesveoeveeRlevesve leLee JeCe&ef³evegb
meecÒeleced~
Despite all these diverse views the learned and popular
audiences in India and abroad have continued to appreciate
the emotional lyricism the poem expresses in its variations on
the theme of separated lovers passion (P- IX).

The German translation of F.H. Von Dalburg on the basis
of English Translation of Sir William Jones (published by
Calcutta Asiatic Society Journal, 1972) was reprinted in London
in Asiatic Researches, 3 (1799) PP 185-` `207. Goethe
Comments on Dalbaurg’s translation and holds, “what struck
me as remarkable and the extremely varied motives by which
an extremely simple subject is made endless.” (Note to Schiller
dated January 22, 1802 quoted from correspondence between
Goethe and Schiller, translated by L.D. Schmitz, London, 1909,
Vol. 2. P. 395)
German poet Friedrich Rükert, versified translation began in
1829 and revised according to the edited Sanskrit text and

INTRODUCTION TO TRANSLATION



259
Latin translation of C. Lassen (Born, 1836). This work was
published in Zeitschrift fur Kunde des morguen lander.
(Gottinger 1837) 128ff.
The poem is translated into modern Indian languages and many
other modern European languages. Some of them are:

i) Edwin Arnolds – Indian Song of Songs. (London 1875)
ii) George keyt’s Sri Jayadev’s Gitagovinda: The Loves of

Krishna and Radha. (Bombay 1940)
Sri Laksmana Simha Sastri translated Gitagovinda

(Madras 1956) as Duncan Greenlees’ theosophical Society
rendering, the song of Divine Love (Madras 1962) and
Monika Verma’s translation, “The Gitagovinda of Jayadeva.”
published by writer’s workshop (Calcutta 1968). These are
the important translations. Barbara Stoler Miller developed
fasciation for Gitagovinda when she heard the song in
Poona in the house of Devi Prasanna Pattanaik a famous
linguist of Odisha in 1966. The songs were sung in Odishi
style. She started translating some of the astapadis. She
was convinced that the above translation could not convey
due to literary richness or the religious significance of the
Original. Miller intends to make translation of the verses
and make critical and intensive study of the text with
traditions associated with Gitagovinda at various levels and
regions of India.

Miller watched the Odissi dance of legendary dancer Sanjukta
Panigrahi and Ritha Devi. She spent a lot of time in the concert
of Kalicharan Pattnaik and Akshaya Mohanty (Odisha)
discussing and listening to the music of Gitagovinda.

She listened to the music and song in different parts of
the country with the textual references that narrates the story
of SriRadha and Srikrishna. But the view of two nights and a
day affair doesn’t hold good when the time and nomenclature
of rāgas and their time presuppose one to think of nine nights
(the table to effect would be given in the discussion).
In the work of Bhoja’s Sringara Prakasha V Raghavan suggests
that Gitagovinda is a kind of musical poem that Bhoja calls
ef®e$ejeiekeÀeJ³e, a poem meant to be sung in several melodic patterns
(DeefYeve³e) and to be interpreted in the language of gesture (jeie:).
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The classification of poems that are to be sung as ragakāvya
are known from Abhinavagupta’s Abhinavabharati on NS (GOS
Baroda vol-pp-174-84). Both Abhinava Gupta and Bhoja
recognise Gitagovinda as a variety of non-classical forms and
attempt to codify them with the classical categories. Their
recognition suggests the existence of poetic genre similar to
the form of the Gitagovinda by tenth century C.E, but no work
is available for comparative study.

A.K.Warder vividly discusses the above problem in
paragraph 392 [Indian literature Vol-I.P-164-65, paragraph –
42021 (p-178-79-MLBD-1989] precisely. Abhinavagupta’s
references of Dombika for lyrical, n[tya, bhāni, sidgaka are
also discussed by Warder. Warder accepts the view of
V.Raghavan [in his Sringara Prakasha of Bhoja, P-549].
Raghavan holds the view of jeiekeÀeJ³e which happens to be
ef®e$ejeiekeÀeJ³e with several rāgas. This view appears to be more
convincing hence Gitagovinda is the best example. As per
Gitagovinda there are several jeie: and they are used in singing
and acting. He composed with a later Kavya (1652) ke=À<Ceieerefle of
ceeveJesosJe, those songs are still performed in Guruvayur Temple
as a continuation of the tradition.

It is evident how in Kathakali of Kerala is enacted various
in ragākāvyas, In the Kavya’s one sings the sloka and makes
abhinaya. Actors only give gesture no words, the singer sings.
This prompts Warder to thing that in Gitagovinda it is known
that the development of the story is precisely given in one
sloka. Then they are narrated by the dancer in subsequent
astapadi. The singer sings and the dancer only enacts.
Translation: Barbara Stoler Miller herself accepts her inability
in the perfection of a translation; it is quite significant if she is
quoted as such:

I have tried to find diction within current English that
would be receptive to the letters, words, meanings, and texture
of Jayadeva’s Sanskrit - a medium in which the translation
could become a representation of the original. The choice has
not been between translation of words (śabdānuvāda) and
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translation of feeling (bhāvānuvāda). Words derive meaning
from the contexts in which they occur. Words in their various
levels of denotative, connotative, and suggested meanings,
as well as in their grammatical forms and structural relations,
are the stuff out of which feeling is made in poetry. To
paraphrase I.A. Richards, word and feeling are interlinked so
closely that to dissect one from the other is a perilous. 1 Word
and feeling have functioned inseparably in the translation
process. Critical analysis of Jayadeva’s language, style, and
concepts has helped to integrate this throughout.

2. Even if there are many anomalies in the translation,
Barbara admits that the HeoJeekeÌ³eevegJeeo and YeeJeevegJeeo She tried her
level best to get back the bhāvas in English and trie to translate
HeoJeekeÌ³e to best its her capacity, of course subtle poetry of different
culture 12 century A.D is difficult even Indians to translate, but
her attempt is not comparable. Both British (Lee Seigal &
Arnold) and American translators are nearer to Truth. The text
they edited is yet to be surpassed.
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EDWIN ARNOLD

Canto -1
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OM
REVERENCE TO GANESHA

The sky is clouded; and the wood resembles
The sky thick-arched with black Tamala boughs:
O Radha. Radha’ take this Soul, that trembles
In life’s deep midnight, to Thy golden house
So Nanda spoke and led by Radhas spirit.
The feet of Krishna found the road aught;

Wherefore in bliss which all high hearts inherit
Together taste they Love divine delight.

He who wrote these things thee
Of the Son of Wassoodee.
Was the poet Jayadeva;
Him Saraswati gave ever
Fancies fair his rind to throng
Like pictures palace walls along.
Ever to his notes of love
Lakshmi’s mystic dancers move.
If thy spirit seeks to brood
On Hari glorious Hari good
If it feeds on solemn numbers
Dim as dreams and soft as slumbers.
Lend thine car to Jayadev.
Lord of all the spells that save.
Umapatidhara’s strain
Glows like roses after rain
Sharans stream-like song is grand.
If its tide ye understand:
Bard more wise beneath the sun
Is not found than Govardhun;
Dhoyi holds the listener still
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With his shlokes of subtle skill
But for sweet words suited well
Jayadeva doth excel
(What follows is to the Music MALAVA and the Mode RUPAKA.)

HYMN TO VISHNU
O thou that held’st the blessed Veda dry
When all things else beneath the floods were hurled.
Strong Fish-God! Ark of Men J Hart. jai
Hail, Keshav. hail thou Master of the world

The round world rested on thy spacious nape,
Upon thy neck, like a mere mole, it stood:
O thou that took’st for us the Tortoise-shape,
Hail, Keshav, hail! Ruler of wave and wood

The world upon thy curving tusk sate sure.
Like the Moon’s dark disc in her crescent pale.
O thou who didst for us assume the Boar.
Immortal Conqueror hail, Kesha, hail

When thou thy Giant-Foe did’st seize and rend,
Fierce, fearful, long, and sharp were fang and nail,
Thou who the Lion and the Man didst blend.
Lord of the Universe had. Narsingh, hail

Wonderful Dwarf who with a threefold stride
Cheated King Bali where thy footsteps fall
Mens sins, O Wamuna! are set aside:
O Keshav, hail! thou Help and Hope of all!
The sins of this sad earth thou didst assoil,
The anguish of its creatures thou didst heal:
Freed are we from all terrors by thy toil:
Hail, Purshuram, hail Lord of the biting steel!
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To thee the fell Ten-Headed yielded life.
Thou in dread battle laid’st the monster low
Ah, Rama dear to Gods and men that strife:
We praise thee. Master of the Matchless bow!

With clouds for garments glorious thou dost fare.
Veiling thy dazzling majesty and might
As when Yamuna saw thee with the share,
A peasant yet the King of Day and Night
Merciful-hearted! when thou camest as Boodh-
Albeit ‘twas written in the Scriptures so -
Thou bad’st our altars be no more imbrued
With blood of victims: Keshav bending low-

We praise thee, Wielder of the sweeping sword.
Brilliant as curving comets in the gloom.
Whose edge shall smite tie fierce barbarian horde;
Hail to thee, Keshav had and hear and come.
And till this song of Jayadev with thee,
And make it wise to teach, strong to redeem,
And sweet to living souls. Thou Mystery
Thou Lt of Life Thou Dawn beyond the dream!

Fish that didst out swim the flood.
Tortoise whereon earth hath stood,
Boar who with flay tushheld’st high
The world, that mortals might not die;
Lion who hast giants torn:
Dwarf who laugh’s a king to scorn;
Sole Subduer of the Dreaded
Slayer of the many-headed
Mighty Ploughman’ Teacher tender
Of thine own the sure Defender
Under all thy ten disguises
Endless praise to thee arises.
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(What follows is to the Music GURJJARI and the Mode
NIHSARA.)

Endless praise arises.
O thou God that lies?
Rapt, on Kumlas breast,
Happiest, holiest, highest!
Planets are thy jewels.
Stars thy forehead gems,
Set like sapphires gleaming
In kingliest anadems:
Even the great gold Sun-god
Blazing through the sky,
Serves thee but lot crest-stone
Jai, Jai Hari jai
As that Lord of day
After night brings morrow.
Thou dost charm away
Lites long dream of sorrow.
As on Mansa’s water
Brood the swans at rest.
So thy laws set stately
On a holy breast
O Drinker of the poison
Ah. high Delight of earth
What light is to the lotus-buth.
What singing is to mirth.
Art thou art thou that slayedst
Madhou and Narakim
That ridest on the King of Birds.
Making all glories dim
With eyes like open lotus-flowers,
Bright in the morning rain
Freeing by one swift piteous glance
The spirit from life’s pain:
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Of all the three Worlds Treasure
Of sin the Putter by
O’er the Ten-Headed Victor
Jai Hari Hari jai
Thou Shaker of the Mountain
Thou Shadow of the Storm

Thou Cloud that unto Lakshm’s face
Comes welcomes, white, and warm
O thou, who to eat Lakshmi
Art like the silvery beam
Which moon sick chakors feed upon
By Jumna’s silent stream,
To thee this hymn ascendeth,
That Jayadev doth sing.
Of worship. love, and mystery.
High Lord and heavenly King
And unto whose hears it
Do thou a blessing bring
Whose neck is gilt with yellow dust
From lilies that did cling
Beneath the breasts of Lakshmi
A girdle soft and sweet.
When in divine embracing
The lips of Gods did meet:
And the beating heart above
Of thee Dread Lord of Heaven
She left that stamp of love
By such deep sign be given
Prays Jayadev, the glory
And the secret and the spells
Which close-hid in this story
Unto wise ears he tells.
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CANTO THE FIRST
THE SPORTS OF KRISHNA

BEAUTIFUL Radha. jasmine-bosomed Radha,
All in the Spring-time waited by the wood
For Krishna lair, Krishna the all forgetful
Krishna with earthly loves false two consuming
And some one of her maidens sang this song

(What follows is to the Music VASANTA and the Mode YATI.)
I know where Krishna tarries in these early days of Spring,
When every wand from warn Malay brings fragrance On its
wing;
Brings fragrance stolen far away from thickets of the clove,
In jungles where the bees hum and the Koil flutes her love;
He dances with the dancers, of a merry morrice one,
All in the budding Spnng.bme. for is sad to be alone.
I know how Krishna passes these hours of blue and gold,
When parted lovers sign to meet and greet and closely hold
Hand fast In hand; and every branch upon the Vakul tree

Droops downward with a hundred blooms, in every bloom a
bee;
He is dancing with the dancers to a laughter-moving tone.
In the soft awakening Spring-time, when ‘tis hard to live alone.

Where Kroona-fowers, that open at a lover’s lightest tread.
Break, and, for shame at what they hear, from white blush
modest red;
And all the spears on all the boughs at all the Ketuk. glades
Seem ready darts to pierce the hoarts of wandering youths
and maids
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‘TIs there thy Krishna dances lilt the merry drum is done,
All In the sunny Spring-time, when who can live alone?

Where the breaking forth of blossom on the yellow Keshra-
sprays
Dazzles like Kama’s sceptre, whom all the world obeys;
And Pátal-buds fill drowsy bees from pink delicious bowls,
As Kama’s nectared goblet steeps in languor human souls;
There he dances with the dancers, and of Radha thinketh none.
All in the warm new spring-tide, when none will live alone
Where the breath of waving Madhvi pours incense through
the grove,
And silken Moras lull the sense with essences of love.
The silken-soft pale Mogra, whose perfume fine and taint
Can melt the coldness of a maid, the sternness of a Siiflt
There dances with those dancers thine other self, thine Own.
All In the languorous Spring-time, when none will live alone,

Whereas it warm lips touched sealed eyes and waked them
all the bloon
Opens upon the mangoes to feel the sunshine come;
And Atlmuktas wind their arms of softest green about,
Clasping the stems, while calm and clear great Jumna
spreadeth out;
There dances and there laughs thy Love, with damsels many
an one,
In the rosy days of Spring-time, for he will not live alone

Mark this song of Jayadev
Deep as peail in ocean-wave
Lurketh in its lines a wonder
Which the wise alone will ponder:
Though it seemeth of the earth,
Heavenly is the music’s birth;
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Telling darkly of delights
In the wood, of wasted nights.

Of witless days and fruitless love
And false pleasures of the grove
And rash passions of the prime
And those dances of Spring-time
Time, which seems so subtle-sweet
Time, which pipes to dancing-lee:
Al,’ so softly ah’ so sweetly
That among those wood-maids featly
Krishna cannot choose but dance,
Letting pass life’s greater chance.

Yet the winds that sigh so
As they stir the rose,
Wake a sigh from Krishna
Wistfuller than those;
All their faint breaths swinging
The creepers to and fro
Pass like rustling arrows
Shot from Kama’s bow:
Thus among the dancers
What those zephyrs bring
Strikes to Krishna’s spirit
like a darted sting.

And all as if far wandered
The traveler should hear
The bird of home, the Koil,
With nest-notes rich and clear;
And there should come one moment

A blessed fleeting dream
Of the bees among the mangoes
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Reside his native stream:
So Hash those sudden yearnings.
That sense of a dearer thig.
The love and lack of Radha
Upon his soil in spring

Then she, the maid of Radha, spake again:
And pointing far away between the leaves
Guided her lovely Mistress where to look.
And no1a how Krishna wantoned in the wood
Now with this one now that his heart, her prize,
Panting with foolish passions and his eyes
Beaming with too much love for those fair girls
I nit, but not so as Radha: and she sang
(What blows is to the Music RAMAGIRI and the Mode YATI)
See. Lady! how thy Krishna passes these idle hours
Decked forth in fold of woven gold, and crowned with forest
flowers
And scented with the sandal, and gay with gems of price
Hobbies to mate his laughing lips and diamonds like his eyes,
In the company of damsels who dance and sing and play
Lies Krishna, laughing, toying, dreaming has Spring away.
One, with star-blossomed champak wreathed, woos him to rest
his head
On the dark pillow of her breast so tenderly outspread:
And o’er his brow with roses blown she tans a fragrance rare.
That tails on the enchanted sense like rain in thirsty air,
While the company of damsels wave many an odorous spray.
And Krishna, laughing, toying, sighs the soft spring away.

Another, gazing in his face sits wistfully apart
Searching it with those looks of love that leap from heal to
heal;
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Her eyes afire with shy desire, veiled by their lashes black
Speak so that Krishna cannot choose but send the message
back.
In the company of damsels whose bright eyes in a ring
Shine round him with soft meanings in the merry light of spring

The third one of that dazzling band of dwellers in the wood-
Body and bosom panting with the pulse of youthful blood-
Learn over him, as in his ear a lightsome thing to speak
And then with leaf-soft lip imprints a kiss below his cheek.
A kiss that thrills, and Krishna turns at the silken touch to give
it back – ah, Radha! Forgetting thee too much.

And one with arch smile beckons him away from Jumna’s
banks,
Where the tall bamboos bristle like spears in battle-ranks.
And plucks his cloth to make him come into the mango shade,
Where the fruit is ripe and golden, and the milk and cakes are
laid:
Oh! Golden red the mangos and glad the feasts of spring,
And fair the flowers to lie upon, and sweet the dancers sing

Sweetest of all that temptress who dances for him now
With subtle feet which part and meet in the Rasmeasure slow
To the chime of silver bangles and the beat of rose-leaf hands,
And pipe and lute and cymbal played by the woodland bands.

So that wholly passion-laden- eye, ear, sense, soul o’ercome-
Krishna is theirs in the forest; his heart forgets its home.

Krishna made for heavenly things;
‘Mid those woodland singers sings;
With those dancers dances featly,
Gives back soft embraces sweetly;
Smiles on that one, toys with this,
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Glance tar glance and kiss for kiss;
Meets the merry damsels fairly,
Plays the round of folly rarely,
Lapped in milk- warm spring-lime weather,
He and those brown girls together.

And this shadowed earthly love
In the twilight of the grove,
Dance and song and soft caresses.
Meeting looks and tangled tresses.
Jayadev the same hath writ,
That ye might have gain at it,
Sagely its deep sense conceiving
And its inner light believing;
How that Love the mighty Master,
Lord of all the starts that cluster
In the sky, swiftest and slowest,
Lord of highest, Lord at lowest
Manifests himself to mortals,
Winning them towards the portals
Of his secret House, the gates
Of that bright Paradise Which waits
The wise in love. Ah human creatures!
Even your phantasies are teachers.
Mighty Love makes sweet in seeming
Even Krishna’s wood land dreaming;
Mighty Love sways all alike
From self to selflessness. Oh! strike
From your eyes the veil. and see
What Love willeth Him to be
Who in error, but in grace.
Sitteth with that lotus-face,
And those eyes whose rays of heaven
Unto phantom-eyes are given.
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Holding feasts of foolish mirth
With these Visions of the earth.
Learning love, and love imparting,
Yet with sense of loss upstarting:-

For the cloud that veils the fountains
Underneath the Sandal mountains,
How - as if the sunshine drew
All its being to the blue -
it takes flight, and seeks to rise
High into the purer skies.
High into the snow and frost.
On the shining summits lost!
Ah! and how the Koil’s strain
Smites the traveller with pain,-
When the mango blooms in spring,
And Koohoo. Koohoo,They sing
Pam of pleasures not yet won.
Pain of journeys not yet done.
Pain of toiling without gaining
Pain, mid gladness, of still paining

But may He guide us all to glory high
Who laughed when Radha glided, hidden, by,
And all among those damsels free and bold
Touched Krishna with a soft mouth, kind and cold;
And like the others learning on his breast.
Unlike the others, left there Love’s unrest;
And like the others, joining his song,
Unlike the others, made him silent long.
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CANTO THE SECOND
THE PENITENCE OF KRISHNA

THUS lingered Krishna in the deep, green wood,
And gave himself, too prodigal, to those;
But Radha, heart-sick at his falling off
Seeing her heavenly beauty slighted so.
Withdrew; and, in a bower of Paradise -
Where nectarous blossoms wove a shrine of shade,
Haunted by birds and bees of unknown skies
She sate deep-sorrowful and sang this strain:

(What follows is to The Music GURJJARI and the ModeYATI)

Ah my Beloved’ taken with those glances.
Ah, my Beloved dancing those rash dances,
Ah, Minstrel! playing wrongful strains so well,
Ah, Krishna Krishna, with the honeyed lip!
Ah, Wanderer into foolish fellowship
My Dancer, my Delight - I love thee still.

O Dancer! strip thy peacock-crown away,
Rise thou whoso forehead is the star of day,
With beauty for its silver halo set,
Come thou whose greatness gleams beneath its shroud
Like Indra’s rainbow shining through the cloud
Come, for I love thee my Beloved yet.
Must love thee- cannot choose but love thee ever.
My best Beloved- set on this Endeavour,
To win thy tender heart and earnest eye
From lips but sadly sweet, from restless bosoms
To mine O Krishna with the mouth of blossoms!
To mine, thou soul of Krishna yet I sigh
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Half hopeless, thinking of myself forsaken
And thee, dear Loiterer, in the wood o’ertaken
With passion for those bold and wanton ones,
Who knit thine arms as poison-plants gripe trees
With twining cords- their flowers the braveries
That flash in the green gloom, sparkling stars and stones.

My Prince my Lotus faced! my woe! my love!
Whose broad brow, with the tilka-spot above.
Shames the bright moon at full with fleck of cloud:
Thou to mistake so little for so much’
Thou, Krishna, to be palm to palm with such!
O Soul made for my joys pure, perfect, and proud!

Ah, my Beloved in thy darkness dear.
Ah, Dancer with the jewels in time ear.
Swinging to music of a loveless love,
Omy Beloved in thy fall so high
That angel, sages, spirits of the sky
Linger about thee, watching in the grove.

I will be patient still and & draw thee ever,
My one Beloved sitting by the river
Under the thick kadambas with that throng:
Will there not come an end to earthly madness
Shall I not, past the sorrow, have the gladness?
Must not the love-light shine for him ere long?

Shine, thou Light by Radha given.
Shine, thou splendid star of heaven!
Be a Iamp to Krishna’s feet.
Show to all hearts secrets sweet,
Of the wonder and the love
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Jayadev hath writ above.
Be the quick Interpreter
Unto wisest ears of her
Who always sings to all, I wait,
He loveth still who loveth late,
For (sang on that high Lady in the shade)
My soul for tenderness, not blame, was made:
Mine eyes look through his evil to his good;
My heart coins pleas for him; my fervent thought
Prevents what he will say when these are naught,
And that which I am shall be understood.

Then spake she to her maiden wistfully -
(What follows is to the Music MALA VA GA LIDA and the Mode
EKATALl)

Go to him, - win him hither, -  whisper low
How he may find me if he searches well;
Say, if he will - joys past his hope to know
Await him here: go now to him, and tell
Where Radha is and that henceforth she charms
His spirit to her arms.

Yes, go! say. if he will, that he may come -
May come, my love, my longing, my desire;
May come forgiven, shriven, to me his home,
And make his happy peace: nay, and aspire
To uplift Radha’s veil, and learn at length
What love is in its strength.

Lead him; say softly I shall chide be blindness.
And vex ham with my angers; yet add this,
He shall not vainly sue for loving-kindness,
Nor miss to see me close, nor lose the bliss
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That lives upon my lip, nor be denied
The rose throne at my side.

Say that I - Radha in my bower languish
All windowed, till he find the way to me;
Say that mine eyes are dim, my breast all anguish.
Until with gentle murmured shame I see
His steps come near, has anxious pleading face
Bend for my pardoning grace,
While I- what, did he deem light loves so tender,
To tarry for them when the vow was made
To yield him up my bosoms maiden splendor,
And fold him in my fragrance, and unbraid
My shining hair for him, and clasp him close
To the gold heart of his Rose?

And sing him strains which only spirits know,
And make him captive with the silk-soft chain
Of twinned-wings brooding round him, and bestow
Kisses of paradise, as pure as rain;
My gems, my moonlight pearls, my girdle gold,
Cymbaling music bold?
While gained forever. I shall dare to grow
Life to life with him, in the realms divine:
And - love’s large cup at happy overflow
Yet ever to be filled his eyes and mine
Will meet in that glad look, when Times great gate
Closes and shuts out Fate.

Listen to the unsaid things
Of the song that Radha sings.
For the soul draws near to bliss,
As it comprehendeth this.
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I am Jayadev, who write
All this subtle-rich delight
For your teaching. Ponder, then.
What it tells to Gods and men.
Err not, watching Krishna gay.
With those brown girls all at play;
Understand how Radha charms
Her wandering lover to her arms.
Waiting with divinest love
Till his dream ends in the grove.
For even now (she sang) I see him pause.
Heart-stricken with the waste of heart he makes
Amid them; all the bows of their bent brows
Wound him no more: no more for all their sakes
Plays he one note upon his amorous lute,
But lets the strings lie mute.
Pensive as if his parted lips should say -
“My feet with the dances are weary,
The music has dropped from the song,
There is no more delight in the lute-strings,
Sweet Shadows! what thing has gone wrong?
The wings of the wind have left fanning
The palms of the glade,
They are dead, and the blossoms seem dying
In the place where we played.
We will play no more. beautiful Shadows!
A fancy came solemn and sad,
More sweet, with unspeakable longings.
Than the best of the pleasures we had
I am not now the Krishna who kissed you:
That exquisite dream,-
The Vision I saw in my dancing-
Has spoiled what you seem.
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“Ah! delicate phantoms that cheated
With eyes that looked lasting and true,
I awake, - I have seen her, - my angel -
Farewell to the wood and to you!
Oh, whisper of wonderful pity!
Oh, fair face that shone!
Though thou be a vision, Divinest!
This vision is done.”
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CANTO THE THIRD
KRISHNA TROUBLED

THEREAT, - as one who welcomes to her throne
A new-made Queen, and brings before it bound
Her enemies, - so Krshna in us heart
Throned Radha: and - all treasonous follies chained -
He played no more with those first play-fellows:
But, searching through the shadows of the grove
For loveliest Radha. when he found her not.
Faint with the quest. despairing. lonely, lorn,
And pierced with shame for wasted love and days,
He sate by Jumna. where the canes are thick.
And sang to the wood-edioes words lire these:

(What follows to fl Music GLIRJJARI and to the Mode YATI.)

Radha, Enchantress Radha, queen of all!
Gone - lost, because she found me sinning here:
And I so stricken with my foolish fall.
I could not stay her out of shame and fear.
She will not hear:
In her disdain and grief vainly I call.

And if she heard, what would she do? What say?
How could I make it good that I forgot?
What profit was it to me, night and day,
To live, love, dance, and dream, having her not?
Soul without spot!
I wronged thy patience, till he it sighed away.

Forgive! the sin is sinned, is past, is over;
No thought I think shall do thee wrong again:
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Turn thy dark eyes again ton thy lover
Bright Spirit! or I perish of this pain.
Loving again!
In dread of doom to love. but not recover.
So did Krishna sing and sigh
By the river-bank; and I,
Jayadev of Kinduvilva,
Resting as the moon of silver
Sits upon the solemn, ocean-
On full faith, in deep devotion;
Tell it that ye may perceive
How the heart must fret and grieve;
How the soul doth tire of earth,
When the love from Heav’n hath birth.

For (sang he on) I am no foe of thine.
There is no black snake, Kama! in my hair;
Blue lotus-bloom, and not the poisoned brine.
Shadows my neck: what stains my bosom bare,
Thou God unfair!
Is sandal dust, not ashes: nought of mine

Makes me like Shiva that thou, Lord of Love!
Shouldst strain thy string at me and fit thy dart;
This world is thine let be one breast thereof
Which bleeds already, wounded to the heart

With lasting smart,
Shot from those brows that did my sin reprove.

Thou gavest her those black brows for a bow
Arched like thine own, whose pointed arrows seem
Her glances, and the underlids that go-
So firm and fine- its string? Ah, I fleeting gleam!
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Beautiful dream!
Small need of Kama’s help hast thou, I trow.

To smite me to the soul with love; but set
Those arrows to their silken cord! enchain
My thoughts in that loose hair! let thy lips, wet
With dew of heaven as bimba-buds with rain,
Bloom precious pain
Of longing in my heart; and keener yet,

The heaving of thy lovely angry bosom,
Pant to my spirit things unseen, unsaid;
But if thy touch, thy tones. if the dark blossom
Of thy dear face, thy jasmine-odors shed
From feet to head,
If these be all with me, canst thou be far—be fled?

So sang he, and I pray that whoso hears
The music of his burning hopes and fears
That whoso sees this vision by the River
Of Krishna, Hari, (can we name him ever?)
And marks his ear-ring rubies swinging slow,

As he sits, still, unheedful, bending low
To play this tune upon his lute. while all
Listen to catch the sadness musical;
And Krishna wotteth nought but, with set face
Turned full toward Radha’s, sings on in that place.
May all such souls—prays Jayadev-be wise
To learn the wisdom which hereunder lies.
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CANTO THE FOURTH
KRISHNA CHEERED

THEN she whom Radha sent came to the canes-
the canes beside the river where he lay
With listless limbs and spirit weak from love;-
And she sang this to Krishna wistfuIly

(What follows is to the Music KARNATA and the Mode
EKATALl.)

Art thou sick for Radha? she is sad in turn,
Heaven foregoes its blessings if it holds not thee;
All the cooling fragrance of sandal she doth spurn,
Moonlight makes her mournful with radiance silvery;
Even the southern breeze blown fresh from pearly seas,
Seems to her but tainted by a dolorous brine;
And for thy sake discontented, with a great love overladen,
Her soul comes here beside thee, and sitteth down with
thine.

Her soul comes here beside thee, and tenderly and true
It weaves a subtle mad of proof to ward off sin and pain;
A breastplate soft as lotus-leaf with holy tears for dew.
To guard thee from the things that hurt: and then ‘its gone
again
To strew a blissful place with the richest buds that grace
Kamas sweet world a meeting-spot with rose and jasmine fair,
For the hour when, well-contented, with a love no longer
troubled.
Thou shall find the way to Radha  and finish sorrows there.

But now her lovely face is shadowed by her fears:
Her glorious eyes are veiled and dim like moonlight in eclipse
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By breaking rain-clouds. Krishna! yet she paints you in her
tears
With tender thoughts-not Krishna, but brow and breast and
lips
And form and mien a King, a great and god-like thing;
And then with bended head she asks grace from the Love
Divine.
To keep thee discontented with the phantoms thou forswearest,
Till she may win her glory and thou be raised to thine.
Softly now she sayeth,
“Krishna, Krishna, come!”
Lovingly she prayeth,
“Fair moon, light him home”
Yet it Hari helps not,
Moonlight cannot aid:
Ah! the woeful Radha’
Ah! the forest shade’

Ah! if Hari guide not,
Moonlight is as gloom;
Ah! if moonlight help not,
How shall Krishna come?
Sad for Krishna grieving
In the darkened grove:
Sad for Radha weaving
Dreams of fruitless love!
Strike soft strings to this soft measure,
If thine ear would catch ifs treasure;
Slowly dance to this deep song.
Let its meaning float along
With grave paces, since it tells
Ota love that sweetly dwells
In a tender distant glory
Past all faults of mortal story.

EDWIN ARNOLD



286
(What follows is to the Music DESHAGA and the Made
EKATALl)
Krishna, till thou come unto her, faint she lies with love and
fear;
Even the jewels at her necklet seem a load too great to bear.

Krishna, till thou come unto her, all the sandal and the flowers,
Vex her with their pure perfection though they grow in heavenly
bowers.

Krishna, till thou come unto her fair albeit those bowers may
be.
Passion bums her, and love’s fire fevers her for lack of thee.

Krishna, till thou come unto her, those divine lids, dark and
tender.
Droop like lotus-leaves in rain-storms, dashed and heavy in
their splendor.
Krishna, till thou come into her, that rose couch which she
hath spread
Saddens with its empty place, its double pillow for one head,
Krishna, till thou come unto her, from her palms she will not
lift.
The dark face hidden deep within them like the moon in cloudy
rift.

Krishna, till thou come unto her, angel though she be, thy Love
Sighs and suffers, waits and watches joyless mid those joys
above,
Krishna, till thou come unto her, with the comfort of thy kiss
Deeper than thy loss. O Krishna! must be loss of Radha’s bliss.
Krishna. while thou didst forget her, thy life, thy gentle fate-
Wonderful her waiting was, her pity sweet, her patience
great
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Krishna. come! ‘us grief untold to grieve her-shame to let her
sigh;
Come, for she is sick with love, and thou her only remedy.

So she sang. And Jayadeva
Prays for all and prays forever.
That Great Hari may bestow
Utmost bliss of loving so
On us all, that one who wore
The herdsman’s form and heretofore,
To save the shepherd’s threatened flock,
Up from the earth reared the huge rock-
Bestow it with a gracious hand,
Albeit, amid the woodland band,
Clinging close in fond caresses
Krishna gave them ardent kisses.
Taking on his lips divine
Earthly stamp and woodland sign.
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CANTO THE FIFTH
THE LONGINGS OF KRISHNA

“Say I am here! oh, if she pardons me.
Say where I am, and win her softly hither.”
So Krishna to the maid: and willingly
She came again to Radha, and she sang:

(What follows is to the Music DESHIVARADI and the Mode
RUPAKA.)

Low whispers the wind from Malaya
Overladen with love;
On the hills all the grass is burned yellow;
And the trees in the grove
Droop with tendrils that mock by their clinging
The thoughts of the parted;
And there lies, sore sighing for thee,
Thy love, altered-hearted.

To him the moons icy-chill silver
Is a sun at midday;
The fever he burns with is deeper
Than starlight can stay:
Like one who falls stricken by arrows,
With the colour departed
From all but his red wounds so lies
Thy love, bleeding-hearted.
To the music the banded bees make him

He closeth his ear
In the blossoms their small horns are blowing
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The honey-song clear;
But as if every sting to his bosom
Its smart had imparted,
Low lies by the edge of the river,
Thy love, aching-hearted.
By the edge of the river, far wandered
From his once beloved bowers.
And the haunts of his beautiful playmates,
And the beds strewn with flowers;
Now thy name is his playmate - that only!-
And the hard rock’s up started
From the sand make the couch where he lies,
Thy Krishna, sad-hearted.

Oh may Hari fill each soul,
As these gentle verses roll
Telling of the anguish borne
By kindred ones asunder torn!
Oh may Hari unto each
All the lore of loving teach,

All the pain and all The bliss;
Jayadeva prayeth this

Yea, Lady! in the self-same spot he waits
Where with thy kiss thou taught’st him utmost love,
And drew him, as none else draws, with thy look;

And all day long, and all night long, his cry
Is “Radha Radha,” like a spell said o’er:
And in his heart there lives no wish nor hope
Save only this, to slake his spirit’s thirst
For Radha’s love with Radha’s lips: and find
Peace on the immortal beauty of thy breast.
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(What blows is to the Music GURJJARI and the Mode EKA
TALI.)

Mistress, sweet and bright and holy!
Meet him in that place;
Change his cheerless melancholy
Into joy and grace;
If thou hast forgiven, vex not;
If thou lovest, go,
Watching over by the river,
Krishna listens low:
Listens low, and on his reed there
Softly sounds thy name,
Making even mute things plead there
For his hope: ‘us shame
That, while winds are welcome to him,
If from thee they blow,
Mournful ever by the river
Krishna waits thee so’
When a bird’s wing stirs the roses,
When a leaf falls dead,
Twenty times he recomposes
The flower-seat he has spread:
Twenty times, with anxious glances
Seeking thee in vain,
Sighing ever by the river.
Krishna droops again.
Loosen from thy foot the bangle.
Lest its golden bell.
With a tiny, tattling jangle,
Any false tale tell:
If thou fearest that the moonlight
Will thy glad taco know,
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Draw those dark braids lower, Lady
But to Krishna go.
Swift and still as lightning’s splendour
Let thy beauty come.
Sudden, gracious daziling, tender.
To his arms its home:
Swift as Indra’s yellow lightning,
Shining through the night,
Glide to Krishna’s lonely bosom,
Take him love and light.

Grant, at last, love’s utmost measure,
Giving, give the whole;
Keep back nothing of the treasure
Of thy priceless Soul:
Hold with both hands out unto him
Thy chalice, let him drain
The nectar of its dearest draught,
Till not a wish remain.
Only go - the stars are setting.
And thy Krishna grieves;
Doubt and anger quite forgetting,
Hasten through the leaves:
Wherefore didst thou lead him heav’nward
But for this things sake?
Comfort him with pity, Radha!
Or his heart must break.

But while Jayadeva writes
This rare tale of deep delights-
Jayadev, whose heart is given
Unto Han, Lord in Heaven-
See that ye too, as ye read,
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With a glad and humble heed.
Bend your brows before His face,
That ye may have bliss and grace.

And then the Maid, compassionate, sang on -
Lady, most sweet!
For thy coming feet
He listens in the wood, with love sore-tried,

Faintly sighing.
Like one a-dying,
He sends his thoughts afoot to meet his bride.

Ah, silent one!
Sunk is the sun,
The darkness falls as deep as Krishna’s sorrow;
The chakor’s strain
Is not more vain
Than mine, and soon gray dawn will bring while morrow

And thine own bliss
Delays by this;
The utmost of thy heaven comes only so
When, with hearts beating
And passionate greeting.
Parting is over, and the parted grow

One one for ever
And the old endeavour
To be so blended Is assuaged at last;
And the glad tears raining
Have nought remaining
Of doubt or’plaining; and the dread has passed
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Out of each face,
In the close embrace.
That by-and-by embracing will be over.
The ache that causes
Those mournful pauses
In bowers of earth between lover and lover;

To be no more felt,
To fade, to melt
In the strong certainty of joys immortals;
In the glad meeting,
And quick sweet greeting
Of lips that close beyond Times shadowy portal.

And to thee is given,
Angel of Heaven!
This glory and this joy with Krishna,
Go Let him attain,
For his long pain,
The prize it promised, - see thee coming slow,

A vision first, but then-
By glade and glen-
A lovely, loving soul, true to its home:
His Queen - his Crown - his All,
Hast’ning at last to fall
Upon he breast, and live there, Radha, come!

Come! and come thou, Lord of all,
Unto whom the Three Worlds call;
Thou, that didst in angry might,
Kansa, like a camet, smite;
Thou, that in thy passion lender.
As incarnate spell and splendour,
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Hung on Radha’s glorious face
In the garb of Krishna’s grace
As above the bloom the bee,
When the honeyed revelry
Is too subtle-sweet an one
Not to hang and daily on;
Thou that art the Three Worlds’ glory,
Of life the light, of every story
The meaning and the mark, of love
The root and flower, o’ the sky above
The blue, of bliss the heart, of those,
The lovers, that which did impose
The gentle law, that each should be
The other’s Heav’n and harmony.
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CANTO THE SIXTH
KRISHNA MADE BOLDER

But seeing that for all her loving will,
The flower-soft feet of Radha had not power
To leave their place and go, she sped again
That maiden - and to Krishna’s eager ears
Told how it fared with his sweet mistress there.
(What follows is to the Music GONDAKIRI and the Mode
RUPAKA.)
Krishna! us thou must come. (she sang)
Ever she waits thee in heavenly bower;
The lotus seeks not the wandering bee,
The bee must find the flower.
All the wood over her deep eyes roam,
Marvelling sore where tarries the bee,
Who leaves such tips of nectar unsought
As those that blossom for thee.
Her steps would fail if she tried to come,
Would falter and fail, with yearning weak;
At the first of the road they would falter and pause,
And the way is strange to seek.
Find her where she is sitting, then,
With lotus-blossom on ankle and arm
Wearing thine emblems, and musing of nought
But the meeting to be glad - warm.
To be - “but wherefore tarrieth he?”
“What can stay or delay him? go!
See if the soul of Krishna comes,”
Ten times she sayeth to me so;
Ten limes lost in a languorous swoon.
Now he cometh he cometh. she cries;
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And a love-look lightens her eyes in the gloom,
And the darkness is sweet with her sighs.
Till, watching in vain, she glideth again
Under the shade of tie whispering Leaves;
With a heart too full of its love at last
To heed how her bosom heaves.
Shall not these fair verses swell
The number of the wise who dwell
In the realm of Kamas bliss?
Jayadeva prayeth this.
Jayadev, the bard of Love,
Servant of the Gods above.
For all so strong in Heaven itself
Is Love. that Radha sits drooping there,
Her beautiful bosoms panting with thought,
And the braids draw back from her ear.

And - angel albeit - her rich lips breathe
Sighs, it sighs were ever so sweet
And - if spirits can tremble - she trembles now
From forehead to jewelled feet.
And her voice of music sinks to a sob.
And her eyes. like eyes of a mated roe.
Are tender with looks of welded love,
With dreams dreamed long ago:
Long long ago, but soon to grow truth,
To end, and be waking and certain and true;
Of which dear surety murmur her lips.
As the bps of sleepers do:
And, dreaming, she loosens her girdle-pearls,
And opens her arms to the empty air,
Then starts. if a leaf of the champak falls.
Sighing, “O leaf! is he there?”
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Why dost thou linger in this dull spot.
Haunted by serpents aid evil for thee’
Why not hasten to Nanda’s House?
It is plain, it thine eyes could see.
May these words of high endeavour
Full of grace and gentle favour
Find out those whose hearts can feel
What the message did reveal
Words that Radha’s messenger
Unto Krishna took from her.
Slowly guiding him to come
Through the torest to his home.
Guiding him to find The road
Which led Though kg to Loves abode.
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CANTO THE SEVENTH
KRISHNA SUPPOSED FALSE

MEANTIME the moon, the rolling moon. clomb high.
And over all Vrindavana shone;
The moon which on the front of gentle night
Gleams like the chundun-mark on beauty’s brow;
The conscious moon which hath its silver face
Marred with the shame of lighting earthly loves:

And while the round white lamp et earth rose higher,
And still he tamed. Radha, petulant.
Sang soft impatience and half-earnest fears:

(What follows is to the Music MALAVA and the Made YATI.)

‘Tis time! - he comes not!- will he come?
Can he leave me thus to pine?
Yami he kam sharanam!
Ah! what refuge then is mine?

For his sake I sought the wood,
Threaded dark and devious ways;
Yams he kam sharanam!
Can it be Krtstria betrays?
Let me die then, and forget
Anguish, patience, hope, and fear.
Yami he kam sharanam!
Ah, why have I held him dear?

Ah, this soft night torments me.
Thinking that his faithless arms-
Yami he kam sharanam!-
Clasp some shadow of my charms.
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Fatal shadow - foolish mock!
When the great love shone confessed;-
Yami he kam sharanam!
Krishna’s lotus loads my breast;

Tis too heavy, lacking him;
Like a broken flower I am-
Necklets, jewels, what are ye?
Yam he kam sharanam!

Yarn ho kam sharanarn!
The sky is still, the forest sleeps;
Krishna forgets- he loves no more;
He fails in faith, and Radha weeps.

But the poet Jayadev-
He who is great Hari’s slave,
He who finds asylum sweet
Only at great Hari’s leer
He who for your comfort sings
All this to the Veena’ strings-
Prays That Radha’s tender moan
In your hearts be thought upon,
And that all her holy grace
Live there like loved one’s lace.

Yet if I wrong him (sang she) -can he fail?
Could any in the wood win back his kisses?
Could any softest  lips of earth prevail
To hold him from my arms? Any love-busses
Blind him once more to mine? O Soul, my prize!
Art thou not merely hindered at this hour?
Sore-wearied, wandering, lost? How otherwise
Shouldst thou not hasten to the bridal-bower?
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But seeing tar away that Maiden come
Alone, with eyes cast down and lingering steps,
Again a little while she feared to hear
Of Krishna false: and her quick thoughts took shape
In a fine jealousy, with words like these-
Something then of earth has held him
From is home above,
Some one of those slight deceivers-
Ah, my foolish love!

Some new face, some winsome playmate,
With her hair untied,
And the blossoms tangled in it,
Woos him to her side.

On the dark orbs of her bosom-
Passionately heaved-
Sink and rise the warm, white pearl-strings,
Oh, my love deceived!

Fair? yes, yes! the rippled shadow
Of that midnight hair
Shows above her brow-as clouds do
O’er the moon-most fair:
And she knows, with wilful paces,
How to make her zone
Gleam and please him; and her ear-rings
Tinkle love; and grown

Coy as he grows fond, she meets him
With a modest show;
Shaming truth with truthful seeming,
While her laugh - fight, low-
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And her subtle mouth that murmurs,
And her silken cheek,
And her eyes. say she dissembles
Plan as speech could speak.

Till at length, a fatal victress,
Of her triumph vain,
On his neck she lies and smiles there:-
Ah, my Joy!- my Pain!
But may Radha’s fond annoy,
And may Knishna’s dawning joy,
Warm and waken love more fit-
Jayadeva prayeth it-
And the griefs and sins assuage
Of this blind and evil age.

O Moon! (she sang) that art so pure and pale,
Is Krishna wan like thee with lonely waiting?

Lamp of love! art thou the lover’s friend,
And wilt not bring him, my long pain abating?
fruitless moon! thou dost increase my pain
faithless Krishna’ I have striven in vain.

And then, lost in her fancies sad, she moaned-

(What follows is to the Music GURJJARI and the Mode
EKATALl)

In vain, in vain!
Earth will of earth! I mourn more than I blame;
If he had known, he would not sit and paint
The tilka on her smooth black brow, nor claim
Quick kisses from her yielded lips- false, faint-
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False, fragrant, fatal! Krishna’s quest is o’er
By Jumna’s shore!

Vain - it was vain!
The temptress was too near, the heav’n too far;
I can but weep because he sits and ties
Garlands of fire-flowers for her loosened hair,
And in its silken shadow veils his eyes
And buries his fond face. Yet I forgave
By Jumna’s wave!

Vainly! all vain!
Make then the most of that whereto thou’rt given.
Feign her thy Paradise- thy Love of loves;
Say that her eyes are stars, her face the heaven.
Her bosoms the two worlds, with sandal-groves
Full-scented, and the kiss-marks-ah, thy dream
By Jumnas stream!

It shall be vain’
And vain to string the emeralds on her arm,
And hang the milky pearls upon her neck.
Saying they are not jewels, but a swarm
Of crowded, glossy boos, come there to suck
The rosebuds of her breast, the sweetest flowers
Of Jumnas bowers.

That shall be vain?
Nor wilt thou so believe thine own blind wooing,
Nor slake thy heart’s thirst even with the cup
Which at the last she brims for Ihoe, undoing
Her girdle of carved gold, and yielding up,
Love’s uttermost: brief the poor gain and pride
By Jumnas tide
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Because still vain
Is love that feeds on shadow: vain, as thou dost,
To look so deep into the phantom eyes
F& that which lives not there; and vain, as thou must,
To marvel why the painted pleasure flies,
When the fair, false wings seemed folded for ever
By Jumna’s river.
And vain! yes, vain!
For me too is it, having so much striven,
To see this slight snare take thee, and thy soul
Which should have climbed to mine, and shared my heaven,
Spent on a lower loveliness, whose whole
Passion of claim were but.(a parody Of that kept here for thee.
Ahaha! vain!
For on some isle of Jumna’s silver stream
He gives all that they ask to those hard eyes.
While mine which are his angels. mine which gleam
With light that might have led him to the skies—
That almost led him-are eclipsed with tears
Wailing my fruitless prayers.

But thou, good Friend,
Hang not thy head for shame, nor come so slowly,
As one whose message is too ill to tell;
If thou must say krishna is forfeit wholly-
Wholly forsworn and lost - let the grief dwell
Where the sin doth,- except in this sad heart,
Which cannot shun its part.

O great Hari! purge from wrong
The soul of him who writes this song
Purge the souls of those that read
From every fault of thought and deed;
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With thy blessed light assuage
The darkness of this evil age!
Jayadev the bard of love,
Servant of the Gods above,
Prays it for himself and you-
Gentle hearts who listen!- too.

Then in this other strain she wailed his loss -

(What fellows is to the Music DESHAVARADI and the Mode
RUPAKA.)
She, not Radha, wins the crown
Whose false lips seemed dearest;
What was distant gain to him
When sweet loss stood nearest?
Love her, therefore, lulled to loss
On her fatal bosom;
Love her with such love as she
Can give back in the blossom.
Love her, O thou rash lost soul!
With thy thousand graces;
Coin rare thoughts into fair words
For her face of faces;

Praise it, fling away for it
Life’s purpose in a sigh.
All for those lips like flower-leaves,
And lotus-dark deep eye.

Nay, and thou shalt be happy too.
Till the fond dream is over;
And she shall taste delight to hear
The wooing of her lover;
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The breeze that brings the sandal up
From distant green Malay,
Shall seem all fragrance in the night,
All coolness in the day.

The crescent moon shall seem to swim
Only that she may see
The glad eyes of my Krishna gleam,
And her soft glances he:
It shall be as a silver lamp
Set in the sky to show
The rose - leaf palms that cling and clasp,
And the breast that beats below.
The thought of parting shall not lie
Cold on their throbbing lives,
The dread of ending shall not chill
The glow beginning gives;
She in her beauty dark shall look -
As long as clouds can be -
As gracious as the rain-time cloud
Kissing the shining sea.
And he, amid his playmates old,
Al least a little while,

Shall not breathe forth again the sigh
That spoils the song and smile;
Shall be left wholly to his choice,
Free for his pleasant sin.
With the golden-girdled damsels
Of the bowers I found him in.

For me, his Angel, only
The sorrow and the smart,
The pale grief sitting on the brow,

EDWIN ARNOLD



306
The dead hope in the heart;
For me the loss of losing,
For me the ache and dearth;
My king crowned with the wood-flowers!
My fairest upon earth!

Hari, Lord and King of love!
From thy throne of light above
Stoop to help us, Deign to take
Our spirits to thee for the sake
Of this song, which speaks the fears
Of all who weep with Radha’s tears.
But love is strong to pardon, stow to part,
And still the lady, in her fancies, sang
Wind of the Indian stream!
A little oh a little breathe once more
The fragrance like his mouths! blow from thy shore
One last word as he fades into a dream:
Bodiless Lord of love
Show him once more to me a minute’s space,
My Krishna, with the love look in his face,
And then I come to my own place above;

I will depart and give
All back to Fate and her I will submit
To thy stem will, and bow myself to it,
Enduring still though desolate, to live:

If It Indeed be life.
Even so resigning, to sit patience-mad,
To feel the zephyr burn, the sunlight sad,
The peace of holy heaven, a restless strife.

EDWIN ARNOLD



307

Haho! what words are these?
How can I live and lose him? how not go
Whither love draws me for a soul loved so?
How yet endure such sorrow? or how cease?
Wind of the Indian wave
If that thou canst. blow poison here. not nard;
God of the five shafts shoot thy sharpest hard,
And kill me, Radha, Radha who forgave
Or, bitter River.
Yamun be Yama’s sister be Death’s kin
Swell thy wave up to me and gulf me in,
Cooling this cruel, burning pain for ever.
Ah! if only visions stir
Grist so passionate in her,
What divine grief will not take,
Spirits in heaven for the sake
Of those who wise love? Oh, be wise!
Mark this story of the skies;
Meditate Govinda ever,
Sitting by the sacred river,
The mystic stream, which o’er his feet
Glides slow, with murmurs low and sweet,
Tall none can Neil whether those be
Blue lotus-blooms, seen veiledly
Under The wave, or mirrored gems
Reflected from The diadems
Bound on the brows of mighty Gods,
Who lean from out Ur pure abodes.
And leave their bright felicities
To guide great Krishna to his skies.
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CANTO THE EIGHTH
TEE REBUKING OF KRISHNA

For  when the weary night had worn away
In these vain fears, and the dear morning broke,
Lo, Krishna! lo, the longed-for her soul
Came too!- in the glad light he came, and bent
His knee, and clasped his hands; on his dumb lips
Fear, wonder, joy, passion, and reverence

Strove for the trembling words, and Radha knew
Peace won for him and her; yet none the less
A little time she chided him, and sang:
(What follows is to the Music BHAIRAVI and the Mode YATI.)

Krishna - then thou hast found me!- and thine eyes
Heavy and sad and stained, as if with keeping!
Ah! is it not that those, which were thy prize,
So radiant seemed that all night thou wert keeping
Vigils of tender wooing? - have thy Love’
Here is no place for vows broken in making:
Thou Lotus - eyed! thou soul for whom I strove
Go! ere I listen, my just mind forsaking.

Krishna! my Krishna with the woodland-wreath!
Return, or I shall soften as I blame;
The while thy very lips are dark to the teeth
With dye that from her lids and lashes came,
Left on the mouth I touched. Fair traitor! go!
Say not they darkened, lacking food and sleep
Long waiting for my face; I turn - it so -
Go! ere I halt believe thee, pleading deep;
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But wilt thou plead, when, like a love-verse printed
On the smooth polish of an emerald,
I see the marks she stamped, the kisses dinted
Large lettered, by her lips? Thy speech withheld
Speaks all too plainly; go abide thy choice!
If thou dost stay, I shall more greatly grieve thee;
Not records of her victory? - peace, dear voice!
Hence with that godlike brow, lest I believe thee.

For dar’st thou feign the saffron on thy bosom
Was not implanted in disloyal embrace?
Or that this many-colored love-tree blossom
Shone not, but yester night, above her face?
Comest thou here, so Late, to be forgiven,
O thou, en whose eyes Truth was made to live?
O thou, so worthy else of grace and heaven?
O thou, so nearly won? Ere I forgive.

Go, Krishna! go - lest I should think, unwise.
Thy heart not false, as thy long lingering seems,
Lest, seeing myself so imaged in thine eyes,
I shame the name of Pity - turn to dreams
The sacred Sound of vows; make Virtue grudge
Her praise to Mercy, calling thy sin slight;
Go therefore, dear offender! go! thy Judge
Had best not see thee to give sentence right.

But may he grant us peace at last and bliss
Who heard, - and smiled to hear, - delays like this,
Delays that dallied with a dream come true,
Fond wilful angers; for the maid laughed too
To see, as Radha ended her hand take
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His dark robe for her veil, and Krishna make
The word she spoke for parting kindliest sign
He should not go. but say O grace & divine ,
Be ours too! Jayadev, the Poet of love,
Prays it from Hari, lordliest above.
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CANTO THE NINTH
THE END OF KRISHNA’S TRIAL

YET not quite did the doubts of Radha die.
Nor her sweet brows unbend but she, the Maid -
Knowing her heart so tender, her soft arms
Aching to take him in, her rich mouth sad
For the comfort of his kiss, aid these fears false -
Spake yet a little in far words Ike these;

(What follows is to the Music GURJJARI and the Mode
YATI.)

The lesson that thy faithful l has taught him
He has heard;
The wind of spring, obeying thee, hath brought him
At thy word:
What joy in all the three worlds was so precious
To thy mind?
Ma kooroo manini manamaye
Ah, be kind!

No longer from his earnest eyes conceal
Thy delights;
Lift thy face, and let the jealous veil reveal
All his rights;
The glory of thy beauty was but given
For content
Ma kooroo manini manamaye
Oh, relent
Remember, being distant how he bore thee
In his heart;
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Look on him sadly turning from before thee
To depart
Is he not the soul thou Iovedst sitting lonely
In the wood?
Ma kooroo manini manamaye
This not good
He who grants thee high delight in bridal-bower
Pardons long;
What the gods do love may do at such an hour
Without wrong;
Why weepest thou? Why keepest thou in anger
Thy lashes down?
Ma kooroo manini manamaye,
Do not frown!
Lift thine eyes now, and look on him, bestowing,
Without speech:
Let him pluck at last the flower so sweetly growing
In his reach;
The fruit of lips, of loving tones, of glances
That forgive;
Ma kooroo manini manamaye,
Let him live!
Let him speak with thee, and pray to thee, and prove thee
All his ruth;
Let his silent loving lamentation move thee
Asking ruth;
How knowest thou? Ah, listen, dearest Lady,
He is there;
Ma kooroo manini manamaye
Thou must hear!

O rare voice, which is a spell
Unto all on earth who dwell!
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O rich voice of rapturous love.
Making melody above!
Krishna’s, Hari’s - one in two,
Sound these mortal verses through!
Sound like that soft flute which made
Such a magic in the shade -
Calling deer eyed maidens nigh.
Waking wish and stirring sigh,
Thrilling blood and melting breasts,
Whispering love’s divine unrests,
Winning blessings to descend.
Bringing earthly ills to end;-
Be thou heard in this song now
Thou, the great Enchantment, thou!
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CANTO THE TENTH
KRISHNA IN PARADISE

BUT she, abasing still her glorious eyes.
And still not yielding all her face to him,
Relented; till with softer upturned look
She smiled, while the Maid pleaded; so thereat
Came Krishna nearer, and his eager lips
Mixed sighs with words in this fond song he sang:

(What follows is to the Music DESHIVARADI and the Mode
ASHTA TALL)
O angel of my hope! O my hearts home!
My tear is lost in love, my love in fear:
This bids me trust my burning wish, and come,
That checks me with its memories, drawing near:
Lift up thy look, and let the thing it saith
End fear with grace, or darken Love to death.

Or only speak once more, for though thou slay me.
Thy heavenly mouth must move, and I shall hear
Dulcet delights of perfect music sway me
Again - again that voice so blest and dear;
Sweet Judge! the prisoner prayeth for his doom
That he may hear his late divinely come.

Speak once morel then thou canst not choose but show
Thy mouth’s unparalleled and honeyed wonder
Where, like pearls hid in red-lipped shells, the row
Of pearly teeth thy rose-red bps lie under:
Ah me! I am that bird that woos the moon,
And pipes - poor fool! to make it glitter soon.
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Yet hear me on - because I cannot stay
The passion of my soul, because my gladness
Will pour forth from my heart; - since that far day
When through the mist of all my sin and sadness
Thou didst vouchsafe - Surpassing One!- to break,
All else I slighted for thy noblest sake.

Thou, thou hast been my blood, my breath, my being:
The pearl to plunge for in the sea of life;
The sight to strain for, past the bounds of seeing;
The victory to win through longest strife:
My Queen’ my crowned Mistress! My sphere bride!
Take this for truth, that what I say beside

Of bold love - grown full-orbed at sight of thee -
May be forgiven with a quick remission;
For, thou divine fulfillment of all hope!
Thou all-undreamed completion of the vision!
I gaze upon thy beauty, and my fear
Passes as clouds do, when the moon shines clear.

So if thou’rt angry still, this shall avail,
Look straight at me. and let thy bright glance wound me;
Fetter me! gyve me! lock me in the goal
Of thy delicious arms; make fast around me
The silk-soft manacles of wrists and hands,
Then kill me! I shall never break those bands.

The starlight jewels flashing on thy breast
Have not my right to hear thy beating heart;
The happy jasmine-buds that clasp thy waist
Are soft usurpers of my place and part,
If that fair girdle only there must shine.
Give me the girdles life -0 the girdle mine!
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Thy brow like smooth Bandhuka-leaves; thy cheek
Which the dark-tinted Madhuk’s velvet shows;
Thy long-lashed Lotus eyes, lustrous and meek;
Thy nose a Tila-bud; thy teeth like rows
Of Kunda-petals? he who pierceth hearts
Points with thy lovelinesses all five darts.
But Radiant, Perfect, Sweet, Supreme, forgive!
My heart is wise-my tongue is foolish still:
I know where I am come - I know I live -
I know that thou art Radha - that this will
Last and be heaven: that I have leave to rise
Up from thy feet, and look into thine eyes
And, nearer coming. I ask tor grace
Now that the blest eyes turn to mine;
Faithful I stand in this sacred place
Since first I saw them shine:
Dearest glory that stills my voice,
Beauty unseen, unknown, unthought!
Splendour of love, in whose sweet light
Darkness is past and nought;
Ah, beyond words that sound on earth,
Golden bloom of the garden of heaven!
Radha, enchantress! Radha, the queen!
Be this trespass forgiven-
In that I dare, with courage too much
And a heart afraid, - so bold it is grown -
To hold thy hand with a bridegroom’s touch,
And lake thee for mine, mine own.

So they met and so they ended
Pat, and parting, being blended
Life with life - made one for ever
In high love; and Jayadeva
Hasteneth at to close the story
Of their bridal grace and glory,
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CANTO THE ELEVENTH
THE UNION OF RADHA AND KRISHNA

THUS followed soft and lasting peace, and griefs
Died while she listened to his tender tongue,
Her eyes of antelope alight with love;
And while he led the way to the bride-bower
The maidens of her train adorned her fair
With golden marriage cloths, and sang this song:

(What follows is so the Music VASANTA and the Mode
YATI.)
Follow, happy Radha! Follow,-
In the quiet falling twilight -
The steps of him who followed thee
So steadfastly and far;
Let us bring thee where the banjulas
Have spread a roof of crimson,
Lit up by many a marriage-lamp
of planet, sun, and star:
For the hours of doubt are over,
And thy glad and faithful lover
Hath sound the road by tears and prayers
To thy divinest side;
And thou wilt not now deny him
One delight of all thy beauty,
But yield up open-hearted
His pearl, his prize, his bride.
On, follow! while we fill the air
With songs and softest music;
Lauding thy wedded loveliness,
Dear Mistress past compare!
For there is not any splendour
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Of Apsarasas immortal -
No glory of their beauty rich -
But Radha has a share;
Oh, follow while we sing the song
That fills the worlds with longing,
The music of the Lord of love
Who melts all hearts with bliss;
For now is born the gladness
That springs from mortal sadness,
And all soft thoughts and things and hopes
Were presages of this.

Then, follow, happiest Lady
Follow him thou lovest wholly;
The hour is come to follow now
The soul thy spells have led;
His are thy breasts tike jasper-cups.
And his thine eyes like planets;
Thy fragrant hair, thy stately neck,
Thy queenly sumptuous head;
Thy soft small feet, thy perfect lips,
Thy teeth like jasmine petals,
Thy gleaming rounded shoulders,
And long caressing arms,

Being thine to give, are his; and his
The twin strings of thy girdle,
And his the priceless treasure
Of thine utter-sweetest charms,

So follow! while the flowers break forth
In white and amber clusters,
At the breath of thy pure presence.
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And the radiance on thy brow:
Oh, follow where the Asokas wave
Their sprays of gold and purple,
As if to beckon thee the way
That Krishna passed but now;
He is gone a little forward!
Though thy steps are faint for pleasure,
Let him hear the tattling ripple
Of the bangles round thy feet;
Moving slowly o’er the blossoms
On the path which he has shown thee,
That when he turns to listen
It may make his fond heart beat.
And loose thy jewelled girdle
A little, that its rubies
May tinkle softest music too,
And whisper thou art near:
Though now, if In the forest
Thou should’st bend one blade of Kusha
With silken touch of passing foot,

His heart would know and hear;
Would hear the wood-buds sang,
“It is Radha’s foot that passes;”
Would hear the wind sigh love-sick.
“It is Radha’s fragrance, this;”
Would hear thine own heart beating
Within thy panting bosom.
And know thee comng, coming.
His ever, ever his
“Mine!” - hark! we are near enough for hearing -
Soon she come - she will smile - she will say
Honey-sweet words of heavenly endearing;
O soul! listen; my Bride ‘son her way!;
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Hear’st him not, my Radha?
Lo, night bendeth o’er thee -
Darker than dark Tamala - leaves -
To list thy marriage-song;
Dark as the touchstone that tries gold,
And see now on - before thee -
Those lines of tender light that creep
The clouded sky along:
O night! that trieth gold of love.
This love is proven perfect!
O lines that streak the touchstone sky.
Flash forth true shining gold!
O rose-leaf feet, go boldly!
O night! - that lovest lovers -

Thy softest robe of silence
About these bridals told!

See’st thou not, my Radha?
Lo, the night, thy bridesmaid.
Comes!- her eyes thick painted
With soorma of the gloom-
The night that binds the planet - worlds
For jewels on her forehead.
And for emblem and for garland
Loves the blue-black lotus-bloom;
The night that scents her breath so sweet
With cool and musky odours.
That joys to spread her veil of shade
Over the limbs of love:
And when, with loving weary.
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Yet dreaming love, they slumber.
Sets the far stars for silver lamps
To light them from above.

So came she where he stood, awaiting her
Al the bows entry, like a god to see,
With marriage gladness and the race of heaven.
The great pearl set on his glorious head
Shone like a moon among the leaves, and shone
Like stars the gems that kept her gold gown dose:
But still a little while she paused - abashed
At her delight, of her deep joy afraid-
And they that tended her sang once more this:
(What follows is to The Music VARADI and the Mode RUPAKA.)

Enter, thrice-happy! enter, thrice-desired!
And let the gates of Hari shut thee in
With the soul destined to thee from of old.

Tremble not! lay thy lovely shame aside;
Lay ii aside with thine unfastened zone.
And love him with the love that knows not fear.
Because it fears not change; enter thou in,
Flower of all sweet and stainless womanhood!
For ever to grow blight, for ever new;
Enter beneath the flowers, O flower-fair
Beneath these tendrils, Loveliest! that entwine
And clasp, and wreathe and clang, with kissing stems;

Enter, with tender-blowing sirs of heaven.
Soft as loves breath and gentle as the tones
Of lover’s whisper, when tie lips come close:
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Enter the house of Love, O loveliest!
Enter tie marriage bower, most beautiful
And take and give the joy that Hari grants.

Thy heart has entered, let thy feet go too!
Lo, Krishna lo, the one that thirsts for thee!
Give him the drink of amrit from thy lips.

Then she, no more delaying entered straight;
Her step a little faltered, but her face
Shone with unutterable Quick love; and - while

The music of her bangles passed the porch-
Shame, which had lingered in her downcast eyes.
Departed shamed and like the mighty deep,
Which sees the moon and rises, all his life
Uprose to drink her beams.
Hari keep you He whose might,
On the King of Serpents seated,
Rashes forth in dazzling light
From the Great Snake’s gems repeated:
Hari keep you He whose graces.
Manifold in majesty,
Multiplied in heavenly places
Multiply on earth to see
Belier with a hundred eyes
Her bright charms who by him lies.

What skill may be in singing,
What worship sound in song,
What lore be taught in loving,
What right divined from wrong:
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Such things hath Jayadeva -
In this his Hymn of Love,
Which lauds Govinda ever, -
Displayed; may all approve!
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THE FIRST PART
Joyful Krishna

Barbara Stoler Miller

“Clouds thicken the sky.
Tamāla trees darken the forest.
The night frightens him.
Rādhā, you take him home!”
They leave at Nanda’s order,
Passing trees in thickets on the way,
Until secret passions of Rādhā and Mādhava
Triumph on the Jumna riverbank. 1

Jayadeva, wandering king of bards
who sing at Padmāvatī’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 Śrī. 2

Umāpatidhara is prodigal with speech,
Śaraņa is renowned for his subtle flowing sounds,
But only Jayadeva divines the pure design of words.
Dhoyī is famed as king of poets for his musical ear,
But no one rivals master Govardhana
For poems of erotic mood and sacred truth. 3

If remembering Hari enriches you heart,
If his arts of seduction arouse you,
Listen to Jayadeva’s speech
In these sweet soft lyrical songs. 4
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In seas that rage as the aeon 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! 5

Where the world rests on your vast back,
Thick scars show the weight of bearing earth.
You take form as the Tortoise, Krishna.
Triumph, Hari, Lord of the World! 6

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! 7

Nails on your soft lotus hand are wondrous claws
Tearing the gold-robed body of black bee Hiraņyakasipu.
You take form as the Man-lion, Krishna
Triumph, Hari, Lord of the World! 8

Wondrous dwarf, when you cheat demon Bali 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! 9

You wash evil from the world in a flood of warriors’ blood,
And the pain of existence is eased.
You take form as the axman Priest, Krishna.
Triumph, Hari, Lord of the World! 10

Incited by gods who guard the directions in battle,
You hurl Rāvaņa’s ten demon heads to the skies
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You take form as the prince Rāma, Krishna.
Triumph Hari, Lord of the World! 11

The robe on your bright body is colored with rain clouds,
And Jumna waters roiling in fear of your plow’s attack.
You take form as the plowman Balarāma, Krishna.
Triumph, Hari, Lord of the World! 12

Moved by deep compassion, you condemn the Vedic way
That ordains animal slaughter in rites of sacrifice.
You take form as the enlightened Buddha, Krishna.
Triumph, Hari, Lord of the World! 13

You raise your sword like a fiery meteor
Slashing barbarian hordes to death.
You take form as the avenger Kalki, Krishna.
Triumph, Hari, Lord of the World! 14

Listen to the perfect invocation of poet Jayadeva,
Joyously evoking the essence of existence!
You take the tenfold cosmic form, Krishna.
Triumph, Hari, Lord of the World! 15

For upholding the Vedas,
For supporting the earth,
For raising the world,
For tearing the demon asunder,
For cheating Bali,

For destroying the warrior class,
For conquering Rāvaņa,
For wielding the plow,
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For spreading compassion,
For routing the barbarians,
Homage to you, Krishna,
In your ten incarnate forms! 16

f The second song, sung with Raga ‘Gurjari’ e

You rest on the circle of Sri’s breast,
Wearing your earrings,
Fondling wanton forest garlands.
Triumph, God of Triumph, Hari! 17

The sun’s jewel light encircles you
As you break through the bond of existence
A wild Himalayan goose on lakes in minds of holy men.
Triumph, God of Triumph, Hari! 18

You defeat the venomous serpent Kaliya,
Exciting your Yadu kinsmen
Like sunlight inciting lotuses to bloom.
Triumph, God of Triumph, Hari! 19

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! 20

Watching with long omniscient lotus-petal eyes,
You free us from bonds of existence,
Preserving life in the world’s three realms.
Triumph, God of Triumph, Hari! 21
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Janaka’s daughter Sîtâ adorns you.
You conquer demon Dūsaņa.
You kill ten-headed Rāvaņa in battle.
Triumph, God of Triumph, Hari! 22

Your beauty is fresh as rain clouds.
You hold the mountain to churn elixir from the sea.
Your eyes are night birds drinking from Sri’s moon face.
Triumph, God of Triumph, Hari! 23

Poet Jayadeva joyously sings
This song of invocation
In an auspicious prayer.
Triumph, 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 too? 25

When spring came, tender-limbed Radha wandered
Like a flowering creeper in the forest wilderness,
Seeking 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. 26

f The third song, sung with ‘Vasanta raga’ e

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
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To dance with young women, friend
A cruel time for deserted lovers. 27

Lonely wives of travelers whine in love’s mad fantasies.
Bees swarm over flowers clustered to fill mimosa branches.
When spring’s mood is rich, Hari roams here
To dance with young women, friend-
A cruel time for deserted lovers. 28

Tamāla trees’ fresh leaves absorb strong scents of deer musk.
Flame-tree petals, shining nails of Love, tear at young hearts.
When spring’s mood is rich, Hari roams here
To dance with young women, friend-
A cruel time for deserted lovers. 29

Gleaming saffron flower pistils are golden scepters of Love.
Trumpet flowers like wanton bees are arrows in Love’s quiver.
When spring’s mood is rich, Hari roans here
To dance with young women, friend -
A cruel time for deserted lovers. 30

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. 31

Scents of twining creepers 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, friend -
A cruel time for deserted lovers. 32
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Budding mango trees tremble from the embrace of rising 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 time for deserted lovers. 33

Jayadeva’s song evokes the potent memory of Hari’s feet,
Coloring the forest in springtime mood heightened by Love’s
presence
When spring’s mood is rich, Hari roams here
To dance with young women, friend -
A cruel time for deserted lovers. 34

Wind perfumes the forests with fine pollen
Shaken loose from newly blossomed jasmine
As it blows Love’s cactus fragrant breath
To torture every heart it touches here. 35

Crying sounds of cuckoos, mating on mango shoots
Shaken as bees seek honey scents of opening buds,
Raise fever in the ears of lonely travelers
Somehow they survive these days

By tasting the mood of lovers’ union
In climaxing moments of meditation. 36

Pointing to Mura’s defeater nearby
Delighting in his seductive game
Of reveling in many women’s embraces,
Her friend sang to make Radha look back. 37
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f The fourth song, sung with Raga ‘Ramakari’ e

Yellow silk and wildflower garlands lie 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. 38

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 in seducing him to play. 39

Another simple girl, lured by his wanton quivering look,
Meditates intently on the lotus face of Madhu’s killer.
Hari revels here as the crowd of charming girls
Revels in seducing him to play. 40

A girl with curving hips, bending to whisper in his ear,
Cherishes her kiss on her lover’s tingling cheek.
Hari revels here as the crowd of charming girls
Revels in seducing him to play. 41

Eager for the art of his love on the Jumna riverbank, 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. 42

Hari praises a girl drunk from dancing in the rite of love,
With beating palms and ringing bangles echoing his flute’s
low tone.
Hari revels here as the crowd of charming girls
Revels in seducing him to play. 43
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He hugs one, he kisses another, he caresses another dark
beauty.
He stares at one’s suggestive smiles, he mimics a willful girl.
Hari revels here as the crowd of charming girls
Revels in seducing him to play. 44

The wondrous 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

When he quickens all things
To create bliss in the world,
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 Hari plays
Like erotic mood incarnate. 46

Winds from sandalwood mountains
Blow now toward Himalayan peaks,
Longing to plunge in the snows
After weeks of writhing
In the hot bellies of ground snakes.
Melodious voices of cuckoos
Raise their joyful sound
When they spy the buds
On tips of smooth mango branches. 47

“Joyful Krishna” is the first part in Gītagovinda.
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THE SECOND PART
Careless Krishna

While Hari roamed in the forest
Making love to all the women,
Rādhā’s hold on him loosened,
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. 1

f The Fifth Song, sung with Raga ‘Gurjari” e

Sweet notes from his alluring flute echo nectar from his lips.
His restless eyes glance, his head sways, earrings play at
his cheeks.
My heart recalls Hari here in his love dance,
Playing seductively, laughing, mocking me. 2

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 in his love dance,
Playing seductively, laughing, mocking me. 3

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. 4
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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. 5

His sandalpaste brow mark outshines the moon in a mass of
clouds.
His cruel heart is a hard door bruising circles of swelling
breasts.
My heart recalls Hari here in his love dance,
Playing seductively, laughing, mocking me. 6

Jeweled earrings in sea-serpent form adorn his sublime cheeks.
His trailing yellow cloth is a retinue of sages, gods, and spirits.
My heart recalls Hari here in his love dance,
Playing seductively, laughing, mocking me. 7

Meeting me under a flowering tree, he calms my fear of dark
time,
Delighting me deeply by quickly glancing looks at my heart.
My heart recalls Hari here in his love dance,
Playing seductively, laughing, mocking me. 8

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 here in his love dance,
Playing seductively, laughing, mocking me. 9

My heart values his vulgar ways,
Refuses to admit my rage,
Feels strangely elated,
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And keeps denying his guilt.
When he steals away without me
To indulge his craving
For more young women,
My perverse heart
Only wants Krishna back.
What can I do? 10

f The sixth Song, sung with Raga “Malava” e

I reach the lonely forest but 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 torementor to revel with me!
I’ve gone mad waiting for his fickle love to change. 11

I shy from his when we meet; he coaxes me with flattering
words.
I smile at him tenderly as he loosens the silken cloths on my
hips.
Friend, bring Kesi’ sublime tormentor to revel with me!
I’ve gone mad waiting for his fickle love to change. 12

I 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 Kesi’s sublime tormentor to revel with me!
I’ve gone mad waiting for his fickle love to change. 13

My eyes close languidly as I feel the flesh quiver on his cheek.
My body is moist with sweet; he is shaking from the wine of
lust.
Friend, bring Kesi’s sublime tormentor to revel with me!
I’ve gone mad waiting for his fickle love to change. 14
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I murmur like cuckoo; he masters love’s secret rite.
My hair is a tangle of wilted flowers; my breasts bear his
nilmarks.
Friend, bring Kesi’s sublime tormentor to revel with me!
I’ve gone mad waiting for his fickle love to change. 15

Jewel anklets ring at my feet as he reaches the height of
passion.
My belt falls noisily; he draws back my hair to kiss me.
Friend, bring Kegi’s sublime tormentor to revel with me!
I’ve gone mad waiting for his fickle love to change. 16

I savor passion’s joyful time; his lotus eyes are barely open.
My body falls like a limp vine; Madhu’s foe delights in my love.
Friend, bring Keri’s sublime tormentor to revel with me!
I’ve gone mad waiting for his fickle love to change. 17

Jayadeva sings about Radha’s fantasy of making love with
Madhu’s killer.
Let the story of a lonely cowherdess spread joy in his graceful
play.
Friend, bring Kesi’s sublime tormentor to revel with me!
I’ve gone mad waiting 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 bewildered face is smiling
When Krishna sees me watching him
Playing in the forest
In a crowd of village beauties,
I feel the joy of desire. 19
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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
Is no comfort to me now, friend. 20

“Careless Krishna” is the second part in Gītagovinda.
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THE THIRD PART
Bewildered Krishna

Krishna, demon Kamsa’s foe,
Feeling Rādhā bind his heart with chains
Of memories buried in other wordly lives,
Abandoned the beautiful cowherd girls. 1

As he searched for Rādhikā in vain,
Arrows of love pierced his weary mind
And Mādhava repented as he suffered
In a thcket on the Jumna riverbank. 2

f The Seventh Song, sung with Raga “Gurjari” e

She saw me surrounded in the crowd of women,
And went away.
I was too Ashamed,
Too Afraid to stop her.
Damn me! My wanton ways
Made her leave in anger. 3

What will she do, what will she say to me
For desorting her this long?
I have little use for wealth or people
Or my life or my home.
Damn me! my wanton ways
Made her leave in anger. 4

I brood on her brow curving
Over her anger-shadowed face,
Like a red lotus
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Shadowed by a bee hovering above.
Damn me! My wanton ways
Made her leave in anger. 5

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?
Damn me! My wanton ways
Made her leave in anger. 6

Frail Rādhā, 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 in anger. 7

You haunt me,
Appearing, disappearing again.
Why do you deny me
Winding embraces you once gavc me?
Damn me! My wanton ways
Made her leave in anger. 8

Forgive me now!
I won’t do this to you again!
Give me a vision, beautiful Rādhā!
I burn with passion of love.
Damn me My wanton ways
Made her leave in anger. 9
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Hari’s state is painted
With deep emotion by Jayadeva –
The poet from Kindubilva village
The moon rising out of the sea.

Damn me! My wanton ways
Made her leave in anger. 10

Lotus stalks 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 Siva
Why do you rush at me in rage? 11

Don’t lift your mango-blossom arrow!
Don’t aim your bow!
Our games prove your triumph, Love.
Striking weak victims is empty valor.
Rādhā’s doe eyes broke my heart
With a volley of glances
Impelled by love—
Nothing can arouse me now! 12

Glancing arrows your brow’s bow conceals
May cause pain in my soft mortal core.
Your heavy black sinuous braid
May perversely whip me to death.
Your luscious red berry lips, frail Radha,
May spread a strange delirium.
But how do breasts in perfect circles
Play havoc with my life? 13
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Her joyful responses to my touch,
Trembling liquid movements of her eyes,
Fragrance 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 does the wound of her desertion deepen?   14

Her arched brow is his bow,
Her darting glances are arrows,
Her earlobe is the bowstring—
Why are the weapons guarded
In Love’s living goddess of triumph?
The world is already vanquished 15

“Bewildered Krishna” is the third part in Gītagovinda.
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THE FOURTH PART
Tender Krishna

In a clump of reeds on the Jumna riverbank
Where Madhava waited helplessly,
Reeling under the burden of ardent love,
Rādhikā’s friend spoke to him. 1

f The Eighth song, sung with Raga “Karnata” e

She slanders sandalbalm and moonbeams-weariness confuses
her.
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, Mādhava. 2

Trying to protect you from the endless fall of Love’s arrows,
She shields her heart’i soft mortal core with moist lotus petals,
Lying dejected by your desertion, fearing Love’s arrows,
She clings to you in fantasy, Mādhava. 3

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, Mādhava. 4
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She raises her sublime lotus face, clouded and streaked with
tears,
Like the moon dripping with nectar from cuts of the eclipse’s
teeth.
Lying dejected by your desertion, fearing Love’s arrows,
She clings to you in fantasy, Mādhava. 5

She secretly draws you with deer musk to resemble the god of
love,
Riding a sea monster, aiming mango-blossom arrows—she
worships you.
Lying dejected by your desertion, fearing Love’s arrows,
She clings to you in fantasy, Mādhava. 6

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

She evokes you in deep meditation to reach your distant form.
She laments, laughs, collapses, cries, trembles, utters her pain.
Lying dejected by your desertion, fearing Love’s arrows,
She clings to you in fantasy, Mādhava. 8

If your heart hopes to dance to the haunting song of Jayadeva,
Study what her friend said about Radha suffering Hari’s
desertion.
Lying dejected by your desertion, fearing Love’s arrows,
She clings to you in fantasy, Mādhava. 9

Her house becomes a wild jungle,
Her band of loving friends a snare.
Sighs fan her burning pain
To flames that rage like forest fire.
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Suffering your desertion,
She takes form as a whining doe
And turns Love into Death
Disguised as a tiger hunting prey. 10

f The Ninth song, sung in Raga “Desakhya” e

An exquisite garland lying on her breasts
Is a burden to the frail wasted girl.
Krishna, Rādhikā suffers in your desertion. 11

Moist sandalbalm smoothed on her body
Feels like dread poison to her.
Krishna, Rādhikā suffers in your desertion. 12

The strong wind of her own sighing
Feels like the burning fire of love.
Krishna, Rādhikā suffers in your desertion. 13

Her eyes shed tears everywhere
Like dew from lotuses with broken stems.
Krishna, Rādhikā suffers in your desertion. 14

Her eyes see a couch of tender shoots,
But she imagines a ritual bed of flames.
Krishna, Rādhikā suffers in your desertion. 15

She presses her palm against her cheek,
Wan as a crescent moon in the evening.
Krishna, Rādhikā suffers in your desertion. 16

“Hari! Hari!” she chants passionately,
As if destined to die through harsh neglect.
Krishna, Rādhikā suffers in your desertion. 16
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May singing Jayadeva’s song
Give pleasure to the worshipper at Krishna’s feet!
Krishna, Rādhikā suffers in your desertion. 18

She bristles with pain, sucks in breath,
Cries, shudders, gasps,
Broods deep, reels, stammers,
Falls, raises herself, then faints.
When fevers of passion rage so high,
A frail girl may live by your charm.
If you feel sympathy, Krishna,
Play godly healer! Or Death may take her. 19

Divine physician of her heart,
The love-sick girl can only be healed
With elixir from your body.
Free Rādhā from her torment, Krishna
Or you are crueler
Than Indra’s dread thunderbolt. 20

While her body lies sick
From smoldering fever of love,
Her heart suffers strange slow suffocation
In mirages of sandalbalm, moonlight, lotus pools.
When exhaustion forces her to meditate on you,
On the cool body of her solitary lover,
She feels secretly revived—
For a moment the feeble girl breathes life. 21

She found your neglect in love unbearable before,
Despairing if you closed your eyes even for a moment.
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How will she live through this long desertion,
Watching flowers on tips of mango branches? 22

“Tender Krishna” is the fourth part in Gītagovinda.
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THE FIFTH PART
Lotus-eyed Krishna Longing for Love

“I’ll stay here, you go to Rādhā!
Appease her with my words and bring her to me!”
Commanded by Madhu’s foe, her friend
Went to repeat his words to Rādhā. 1

f The Tenth Song, sung with ‘Raga ‘Desavaradi’ e

Sandalwood mountain winds blow,
Spreading passion.
Flowers bloom in profusion,
Tearing deserted lovers’ hearts.
Wildflower-garlanded Krishna
Suffers in your desertion, friend. 2

Cool moon rays scorch him,
Threatening death.
Love’s arrow falls
And he laments his weakness.
Wildflower-garlanded Krishna
Suffers in your desertion, friend. 3

Bees swarm, buzzing sounds of love,
Making him cover his ears.
Your neglect affects his heart,
Inflicting pain night after night.
Wildflower-garlanded Krishna
Suffers in your desertion, friend. 4

BARBARA STOLER MILLER



349
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. 5

Poet Jayadeva sings
To describe Krishna’s desolation.
When your heart feels his strong desire,
Hari will rise to favor you.
Wildflower-garlanded Krishna
Suffers in your desertion, friend. 6

Mādhava 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 flows
From embracing your full breasts. 7

f The Eleventh Song, sung with ‘Raga “Gurjari” e

He ventures in secret to savor your passion, dressed for love’s
delight.
Radha, don’t let full hips idle! Follow the lord of your heart!
In woods on the wind-swept Jumna bank,
Krishna waits in wildflower garlands. 8
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He plays your name to call you on his sweet reed flute.
He cherishes breeze-blown pollen that touched your fragile
body.
In woods on the wind-swept Jumna bank,
Krishna waits in wildflower garlands. 9

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 garlands. 10

Leave your noisy anklets! They clang like traitors in love play.
Go to the darkened thicket, friend! Hide in a cloak of night!
In woods on the wind-swept Jumna bank,
Krishna waits in wildflower garlands. 11

Your garlands fall on Krishna’s chest like white cranes on a
dark cloud.
Shining lightning over him, Radha, you ‘rule in the climax of
love.
In woods on the wind-swept Jumna bank,
Krishna waits in wildflower garlands. 12

Loosen your clothes, untie your belt, open your loins!
Rādhā, your gift of delight is like treasure in a bed of vines.
In woods on the wind-swept Jumna bank,
Krishna waits in wildflower garlands. 13

Hari is proud. This night is about to end now.
Speed my promise to him! Fulfill the desire of Madhu’s foe!
In woods on the wind-swept Jumna bank,
Krishna waits in wildflower garlands. 14
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While Jayadeva sings his enticing song to worship Hari,
Bow to Hari! He loves your favor—his heart is joyful and
gentle.
In woods on the wind-swept Jumna bank,
Krishna waits in wildflower garlands. 15

Sighing incessantly, he pours out his grief.
He endlessly searches the empty directions.
Each time he enters the forest thicket,
Humming to himself, he gasps for breath.
He makes your bed of love again and again,
Staring at it in empty confusion.
Lovely Rādhā, your lover suffers
Passion’s mental pain. 16

Your spitefulness ebbed
As the hot-rayed sun set.
Krishna’s mad desire
Deepened with the darkness.
The pitiful cry of lonely cuckoos
Keeps echoing my plea,
“Delay is useless, you fool
It is time for lovers to meet!” 17

Two lovers 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. 18
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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 is watching you, Rādhā!
Let him celebrate your coming! 19

“Lotus-eyed Krishna Longing for Love” is the fifth part
in Gītagovinda.
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THE SIXTH PART
Indolent Krishna

Seeing Radha in her retreat of vines,
Powerless to leave, impassioned too long,
Her friend described her state
While Krishna lay helpless with love. 1

f The Twelfth Song, sung with Raga “Nata” e

In her loneliness she sees you everywhere
Drinking springflower honey from other lips.
Lord Hari, Rādhā suffers in her retreat. 2

Rushing in her haste to meet you,
She stumbles after a few steps and falls.
Lord Hari, Rādhā suffers in her retreat. 3

Weaving bracelets from supple lotus shoots
As symbols of your skillful love, she keeps alive.
Lord Hari, Rādhā suffers in her retreat. 4

Staring at her ornaments’ natural grace,
She fancies, “I am Krishna, Madhu’s foe.”
Lord Hari, Rādhā suffers in her retreat. 5

“Why won’t Hari come quickly to meet me?”
She incessantly asks her friend.
Lord Hari,  Rādhā suffers in her retreat. 6
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She embraces, she kisses cloud-like forms
Of the vast dark night. “Hari has come,” she says.
Lord Hari, Rādhā suffers in her retreat. 7

While you idle here, modesty abandons her,
She laments, sobs as she waits to love you.
Lord Hari, Radha suffers in her retreat. 8

May poet Jayadeva’s song
Bring joy to sensitive men!
Lord Hari, Rādhā suffers in her retreat. 9

Her body bristling with longing,
Her breath sucking in words of confusion,
Her voice cracking in deep cold fear—
Obsessed by intense thoughts of passion,
Rādhā sinks in a sea of erotic mood,
Clinging to you in her meditation, cheat! 10

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, Tonight without you. 11

“Indolent Krishna” is the sixth part in Gītagovinda.
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THE SEVENTH PART
Cunning Krishna

As night came
The mood displayed cratered stains,
Seeming to flaunt its guilt
In betraying secret paths
Of adulterous women,
Lighting depths of Brindaban forest
With moonbeam nets—
A spot of sandalwood powder
On the face of a virgin sky. 1

While the moon rose
And Mādhava idled,
Lonely Rādhā
Cried her pain aloud
In pitiful sobbing. 2

f The Thirteenth song Sung with Rāga Mālava e

Just when we promised to meet, Hari avoided the woods.
The flawless beauty of my youth is barren now.
Whom can I seek for refuge here?
My friend’s advice deceives me. 3

I followed him at night to depths of the forest.
He pierced my heart with arrows of love.
Whom can I seek for refuge here?
My friend’s advice deceives me. 4

Death is better than living in my barren body.
Why do I blankly endure love’s desolating fire?

BARBARA STOLER MILLER



356
Whom can I seek for refuge here?
My friend’s advice deceives me. 5

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. 6

Every bangle and jewel I wear pains me,
Carrying the fire of Hari’s desertion.
Whom can I seek for refuge here?
My friend’s advice deceives me. 7

Even a garland strikes at the heart of my fragile body
With hard irony, like Love’s graceful arrow.
Whom can I seek for refuge here?
My friend’s advice deceives me. 8

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 deceives me. 9

Jayadeva’s speech takes refuge at Hari’s feet.
Keep it in your heart like a tender girl skillful in love.
Whom can I see-k for refuge here?
My friend’s advice deceives me. 10

Has he waylaid some loving girl?
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 11
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When Rādhā saw her friend come back
Without Mādhava,
Downcast and tongue-tied,
Suspicion raised a Vision of some girl
Delighting Krishna,
And she told her friend. 12

f The Fourteenth Song, sung with Rāga “Vasanta” e

She is richly arrayed in ornaments for the battle of love;
Tangles of flowers lie wilted in her loosened hair.
Some young voluptuous beauty
Revels with the enemy of Madhu. 13

She is visibly excited by embracing Hari;
Her necklaces tremble on full, hard breasts.
Some young voluptuous beauty
Revels with the enemy of Madhu. 14

Curling locks caress her moon face;
She is weary from ardently drinking his lips.
Some young voluptuous beauty
Revels with the enemy of Madhu. 15

Quivering earrings graze her cheeks;
Her belt sounds with her hips’ rolling motion.
Some young voluptuous beauty
Revels with the enemy of Madhu. 16

She laughs bashfully when her lover looks at her;
The taste of passion echoes from her murmuring.
Some young Voluptuous beauty
Revels with the enemy of Madhu. 17
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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. 18

Drops of sweat wet the graceful body
Fallen limp on his chest in passionate battle.
Some young voluptuous beauty
Revels with the enemy of Madhu. 19
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. 20

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
On my heart. 21

 f The Fifteenth Song, sung with Raga “Gurjari” e

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 river,
Mura’s foe makes love in triumph now. 22

He lays an amaranth blossom in clouds of hair massed on her
soft face
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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 moon mark with his
nail.
In woods behind a sandbank on the Jumna river,
Mura’s foe makes love in triumph now. 24

The dark sapphire bangle he slips over each lotus-petal hand
Encircles her arm’s cool pale supple stalk like a swarm of bees.
In woods behind a sandbank on the Jumna river,
Mura’s foe makes love in triumph now. 25

Her broad hips are a temple of passion holding Love’s golden
throne;
He lays a girdle of gemstones there to mark the gate of triumph.
In woods behind a sandbank on the Jumna river,
Mura’s foe makes love in triumph now. 26

He applies a shining coat of lac to feet lying on his heart
Like tender shoots tipped with pearls to honor Lakmi’s place
inside.
In woods behind a sandbank on the Jumna river,
Mura’s foe makes love in triumph now. 27

While Balarāma’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,
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Mura’s foe makes love in triumph now. 28

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

Friend, if the pitiless roguewon’t come,
Why should it pain my messenger?
He wantonly delights in loving many women.
Why is this your fault?
See! His tenderness in love
Draws my heart to meet him.
It is trying to break away
From the pain of longing for him. 30

f The Sixteenth Song, sung with Rāga “Desākhya”

His eyes flirt like blue night lilies in the wind.
The bed of tender shoots won’t burn her.
Wildflower-garlanded Krishna
Caresses her, friend. 31
His soft mouth moves like an open lotus.
Arrows of love won’t wound her.
Wildflower-garlanded Krishna
Caresses her, friend. 32

His mellow speech is elixir of honey.
Sandal mountain winds won’t scorch her.
Wildflower-garlanded Krishna
Caresses her, friend. 33
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His hands and feet gleam like hibiscus blossoms.
Cold moon rays won’t make her writhe.
Wildflower-garlanded Krishna
Caresses her, friend. 34

His color deepens like rain-heavy thunderheads.
Long desertion won’t tear at her heart.
Wildflower-garlanded Krishna
Caresses her, friend. 35

His bright cloth shines gold on black touchstone.
Her servants’ teasing won’t make her sigh.
Wildflower-garlanded Krishna
Caresses her, friend. 36

His tender youth touches all creatures.
She won’t feel the pain of terrible pity.
Wildflower-garlanded Krishna
Caresses her, friend. 37

Through words that Jayadeva sings
May Hari possess your heart!
Wildflower-garlanded Krishna
Caresses her, friend. 38

Sandalwood mountain wind,
As you blow southern breezes
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!  39
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Friends are hostile,
Cool wind is like fire,
Moon nectar is poison,
Krishna torments me in my heart.
But even when he is cruel
I am forced to take him back.
Women with night-lily eyes feel love
In a paradox of passion-bound infinity. 40

Command my torment, sandal mountain wind!
Take my lifebreath with arrows, Love!
I 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 Gītagovinda.
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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. 1

f The Seventeenth Song, sung with Raga “Bhairavi” e

Bloodshot from a sleepless night of passion, listless now,
Your eyes express the mood of awakened love.
Damn you, Mādhava! Go! Kesava, leave me!
Don’t plead your lies with me!
Go after her, Krishna!
She will ease your despair. 2

Dark from kissing her kohl-blackened eyes,
At dawn your lips match your body’s color, Krishna.
Damn you, Mādhava! Go! Kesava, leave me!
Don’t plead your lies with me!
Go after her, Krishna!
She will ease your despair. 3

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, Mādhava! Go! Keava, leave me!
Don’t plead your lies with me!

BARBARA STOLER MILLER



364
Go after her, Krishna!
She will ease your despair. 4

Drops of red lac from her lotus feet wet your sublime breast.
They force buds from the tree of love to bloom on your skin.
Damn you, Madhava! Go! Kesava, leave me!
Don’t plead your lies with me!
Go after her, Krishna!
She will ease your despair. 5

The teeth marl she left on your lip creates anguish in my heart.
Why does it evoke the union of your body with mine now?
Damn you, Mādhava! Go! Kesava, leave me!
Don’t plead your lies with me!

Go after her, Krishna!
She will ease your despair. 6

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, Mādhava! Go! Kesava, leave me!
Don’t plead your lies with me!
Go after her, Krishna!
She will ease your despair. 7

Why am I shocked that you roam in the woods to consume
weak girls?
The fate of Pütana shows your cruel childhood bent for killing
women.
Damn you, Mādhava! Go! Kesava, leave me!
Don’t plead your lies with me!
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Go after her, Krishna!
She will ease your despair. 8

Jayadeva sings the lament of a jealous girl deceived by
passion.
Listen, sages! Heaven rarely yields such sweet elixir.
Damn you, Mādhava! Go! Kesava, leave me!
Don’t plead your lies with me!
Go after her, Krishna!
She will ease your despair. 9

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 sorrow. 10

“Abashed Krishna” is the eighth part in Gītagovinda.
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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. 1

f The eighteenth Song, sung with ‘Rāga “Gurjari”  e

comes when spring winds, bearing honey, blow.
What greater pleasure exists in the world, friend?
Don’t turn wounded pride on Mādhava!
He is proud too, sullen Rādhā. 2

Your swollen breasts are riper than palm fruits.
Why do you waste their rich flavor?
Don’t turn wounded pride on Mādhava!
He is proud too, sullen Rādhā. 3

How often must I repeat the refrain?
Don’t recoil when Hari longs to charm you!
Don’t turn wounded pride on Mādhava!
He is proud too, sullen Rādhā. 4

Why do you cry in hollow despair?
Your girlfriends are laughing at you.
Don’t turn wounded pride on Mādhava!
He is proud too, sullen Rādhā . 5

See Hari on his cool couch moist lotuses!
Reward your eyes with this fruit!
Don’t turn wounded pride on Mādhava!
He is proud too, sullen Rādhā. 6
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Why conjure heavy despair in your heart?
Listen to me tell how he regrets betraying you.
Don’t turn wounded pride on Mādhava!
He is proud too, sullen Rādhā. 7

Let Hari come! Let him speak sweet words!
Why condemn your heart to loneliness?
Don’t turn wounded pride on Mādhava! 8

May Jayadeva’s lilting song
Please sensitive men who hear Hari’s story!
Don’t turn wounded pride on Mādhava!
He is proud too, sullen Rādhā. 9

When he is 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 is loving.
Your perverseness justly
Turns your sandalbaim to poison,
Cool moon rays to heat, ice to fire,
Joys of loveplay to torments of hell. 10

“Languishing Krishna” is the ninth part in Gītagovinda.
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THE TENTH PART
Four Quickening Arms

As night came, he approached Radha,
Finding the force of her anger softened,
Her face weak from endless sighing.
At dusk she stared in shame at her friend’s face
As Hari stammered his blissful words. 1

f The Nineiteenth Song, sung with ‘Rāga “Desavarādi”
e

If you speak, moonlight gleaming on your teeth
Dispels the dread darkness of fear.
Let your moon face lure my nightbird eyes
To taste nectar from your quivering lips!
Rādhā, cherished love,
Abandon your baseless pride!
Love’s fire burns my heart—
Bring wine in your lotus mouth! 2

If you feel enraged at me, Rādhā,
Inflict arrow-wounds with your sharp nails!
Bind me in your arms! Bite me with your teeth!
Or do whatever excites your pleasure!
Rādhā, cherished love,
Abandon your baseless pride!
Love’s fire burns my heart—
Bring wine in your lotus mouth! 3
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You are my ornaments, my life;
My jewel in the sea of existence.
Be yielding to me forever,
My heart fervently pleads!
Rādhā, cherished love,
Abandon your baseless pride!
Love’s fire burns my heart-
Bring wine in you lotus mouth! 4

Frail Rādhā, even with dark lotus pupils,
Your angry eyes are like scarlet lilies.
As your arrows of love arouse emotion,
My black form responds with red passion.
Radha, cherished love,
Abandon your baseless pride!
Love’s fire burns my heart -
Bring wine in your lotus mouth! 5

Let pearl quivering on full breasts
Move the depths of your heart!
Let a gridle ringing on round hips
Proclaim the command of love!
Rādhā, cherished love,
Abandon your baseless pride!
Love’s fire burns my heart -
Bring wine in your lotus mouth! 6

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 liquid of gleaming red lac!
Rādhā, cherished love,
Abandon your baseless pride!
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Love’s fire burns my heart-
Bring wine in your lotus mouth! 7

Place your foot on my head
A sublime flower destroying poison of love
Let your foot quell the harsh sun
Burning its fiery form in me to torment Love.
Rādhā, cherished love,
Abandon your baseless pride
Love’s fire burns my heart-
Bring wine in your lotus mouth! 8

This graceful loving coaxing
Mura’s foe spoke to Radhika
Triumphs in the joy Jayadeva sings
To delight his muse Padmāvatī.
Rādhā, cherished love,
Abandon your baseless pride
Love’s fire burns my heart-
Bring wine in your lotus mouth! 9

Fretful Rādhā, don’t suspect me!
A rival has no place
When your voluptuous breasts and hips
Always occupy my heart.
Only the ghost of Love is potent enough
To penetrate my subtle core.
When I start to press your heavy breasts,
Fulfill our destined rite! 10

Punish me, lovely fool!
Bite me with your cruel teeth!
Chain me with your creeper arms!
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Crush me with your hard breasts!
Angry goddess, don’t weaken with joy!
Let Love’s despised arrows
Pierce me to sap my life’s power! 11

Your useless silence tortures me, frail Rādhā.
Sing sweet lyrics in the mode oif love!
Tender girl, destroy my pain with your eyes!
Beautiful Rādhā, don’t be indifferent!
Don’t eludeme! I 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.
Fierce Rādhā, your eyes glower
Like gleaming dark lotused;
Your nose i a sesame flower;
Your teeth are white jasmine;
Love’s flower arms conquer worlds
By worshipping your face. 13

Your eyes are lazy with wine, like Madālasā.
Your face glows like the moonlight nymph Indumatī.
Your gait pleases every creature, like Manoramā.
Your thighs are plantains in motion, like Rambhā.
Your passion is the mystic rite of Kalāvatī.
Your brows from the sensual line of Chitralekhā.
Frail Rādhā, as you walk on earth,
You bear the young  beauty of heavenly nymphs. 14

“Four Quickening Arms” is the tenth part in Gītagovinda.
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THE ELEVENTH PART
Blissful Krishna

Soothing Rādhā with his pleas,
Kesava dressed elaborately
And went to lie on his thicket bed.
As night fell to blind prying eyes,
Rādhā dressed in gleaming ornaments
And one woman urged her to move quickly. 1

f The Twentieth Song, sung with Raga “Vasanta” e

He made himself soothe you with flattery.
He made himself fall limp at your feet.
Now he waits for sensual play in his bed
On a bank of sweet swamp reeds.
Madhu’s tormentor
Is faithful to you, fool.
Follow him, Rādhikā! 2

Your full hips and breasts are heavy to bear.
Approach with anklets ringing!
‘Their sound inspires lingering feet.
Run with the gait of a wild goose
Madhu’s tormentor
Is faithful to you, fool.
Follow him, Rādhikā! 3

Listen to enticing sounds of honey bees
Buzzing to bewilder tender women!
Sympathize when a flock of cuckoos
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Sing Love’s commands like bards.
Madhu’s tormentor
Is faithful to you, fool.
Follow him, Rādhikā! 4

A mass of vines with thickly clustered shoots
Quivering in the wind like a hand
Seems to be gesturing to your tapering thighs
To quicken your pace. Stop loitering here!
Madhu’s tormentor
Is faithful to you, fool.
Follow him, Rādhikā! 5

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, Rādhikā! 6

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
Is faithful to you, fool. 7

Follow him, Rādhikā!

As you cling to your friend in graceful play,
Nails on your hand are arrows of love
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Let your ringing bangles go to him!
Wake Hari! Claim his intimacy!
Madhu’s tormentor
Is faithful to you, fool.
Follow him, Rādhikā! 8

Jayadeva’s singing devalues necklaces;
It solves the paradox of beauty.
May it always adorn the throats
Of men who devote their hearts to Hari!
Madhu’s tormentor
Is faithful to you, fool.
Follow him, Rādhikā! 9

“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, bristles,
Rejoices, sweats, advances, falls faint
In the thicket buried in darkness. 10

Night is putting black kohl on their eyes,
Tamāla-flower clusters on their ears,
Dark lotus wreaths on their heads,
Leaf designs of musk on their breasts.
Tn every thicket, friend,
The night’s dark cherished cloak
Embraces limbs of beautiful adulteresses
Whose hearts rush to meet their lovers. 11
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As saffron-bright bodies
Of women rushing to meet lovers
Streak the night
With clusters of light,
Night spreads darkness as dense
As tamala leaves,
Making a touchstone
To test the gold of love. 12

Seeing Hari light the deep thicket
With brilliant jewel necklaces, a pendant,
A golden rope belt, armlets, and wrist bands,
Rādhā modestly stopped at the entrance,
But her friend urged her on. 13

f The Twenty-first Song, sung with Rāga “Varādi”  e

Revel in wild luxury on the sweet thicket floor!
Your laughing face begs ardently for his love.
Rādhā, enter Mādhava’s intimate world! 14

Revel in a thick bed of red petals plucked as offerings!
Strings of pearls are quivering on your rounded breasts.
Rādhā, enter Madhava’s intimate world! 15

Revel in a bright retreat heaped with flowers!
Your tender body is flowering.
Rādhā, enter Mādhava’s intimate world! 16

Revel in the fragrant chill of gusting sandal-forest winds!
Your sensual singing captures the mood.
Rādhā, enter Mādhava’s intimate world! 17
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Revel where swarming bees drunk on honey buzz soft tones!
Your emotion is rich in the mood of love.
Rādhā, enter Mādhava’s intimate world! 18

Revel where cries of flocking cuckoos sweetly sound!
Your teeth glcw like seeds of ripe pomegranate.
Rādhā, enter Mādhava’s intimate world! 19

Revel in tangles of new shoots growing on creeping vines!
Your voluptuous hips have languished too long.
Rādhā, enter Mādhava’s intimate world! 20

Consecrate your joyful union with Padmāvatī!
Enemy of Mura, grant a hundred holy blessings
While poet-king Jayadeva is singing!
Rādhā, enter Mādhava’s intimate world! 21

Bearing you in his mind so long
Has wearied him, inflamed him with love.
He longs to drink your sweet berry lips’ tect.
Ornament his body with yours now!
He worships your lotus feet—a slave bought
Withsri’s flashing glance. Why are you afraid? 22

Her restless eyes were on Govinda
With mixed alarm and bliss
As she entered his place
To the sweet sound of ringing anklets. 23

f The Twenty-second Song, sung with Rāga “Varādi” e

All his deep-locked emotions broke when he saw Rādhā’s face,
Like sea waves cresting when the full moon appears.
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She saw her passion reach the soul of Hari’s mood—
The weight of joy strained his face;
Love’s ghost haunted him. 24

He toyed with ropes of clear pearls lying 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. 25

The soft black curve of his body was wrapped in fine silk cloth,
Like a dark lotus root wrapped in veils of yellow pollen.
She saw her passion reach the soul of Hari’s mood
The weight of joy strained his face;
Love’s ghost haunted him. 26

Her passion rose when glances played on his seductive ‘face,
Like an autumn pond when wagtails mate in 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. 27

Earrings caressing his lotus face caught the brilliant sunlight.
Flushed lips flashing a smile aroused the lust of passion.
She saw her passion reach the soul of Hari’s mood—
The weight of joy strained his face;
Love’s ghost haunted him. 28

Flowers tangled his hair l ike moonbeams caught in
cloudbreaks.
His sandal browmark was the moon’s circle rising in darkness.
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She saw her passion reach the soul of Hari’s mood—
The weight of joy strained his face;
Love’s ghost haunted him. 29

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. 30

Jayadeva’s singing doubles the power of Krishna’s adornments.
Worship Hari in your heart and consummate his favor I
She saw her passion reach the soul of Hari’s mood—
The weight of joy strained his face;
Love’s ghost haunted him. 31

Her eyes transgressed their bounds
Straining to reach beyond her ears,
They fell on him with trembling pupils.
When Rādhā’s eyes met her lover,
Heavy tears of joy
Fell like streaming sweat. 32

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
Gracedby arrows of Love,
Even Rādhā’s modesty left in shame. 33

“Blissful Krishna” is the eleventh part is Gītagovinda.
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THE TWELFTH PART
Ecstatic Krishna

When her friends had gone,
Smiles spread on Rādhā’s lips
Whilelove’s deep fantasies
Struggled with her modesty.
Seeing the mood in Rādhā’s heart,
Hari spoke to his love;
Her eyes were fixed
On his bed of buds and tender shoots. 1

f The Twenty-third song, sung with Rāga “Vibhāsa” e

Leave lotus footprints on my bed of tender shoots,loving Rādhā!
Let my place be ravaged by your tender feet!
Nārāyaņa is faithful now. Love me, Rādhikā! 2

I stroke your foot with my lotus hand—You have come far.
Set your golden anklet on my bed like the sun.
Nārāyaņa is faithful now. Love me, Rādhikā! 3

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.
Nārāyaņa is faithful now. Love me, Rādhikā! 4

Throbbing breasts aching for loving embrace are hard to touch.
Rest these vessels on my chest! Quench love’s me, Rādhikā!
Nārāyaņa is faithful now. Love me, Rādhikā! 5
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Offer your lips’ nectar to revive a dying slave, Rādhā!
His obsessed mind and listless body burn in love’s desolation.
Nārāyaņa is faithful now. Love me, Rādhikā! 6

Radha, make your jeweled girdle cords echo the tone of your
voice!
Soothe the long torture my ears have suffered from cuckoo’s
shrill cries!
Nārāyaņa is faithful now. Love me, Rādhikā! 7

Your eyes are ashamed now to see me tortured by baseless
anger;
Glance at me and end my passion’s despair!
Nārāyaņa is faithful now. Love me, Rādhikā! 8

Each verse of Jayadeva’s song echoes the delight of Macthu’s
foe.
Let emotion rise to a joyful mood of love in sensitive men!
Nārāyaņa is faithful now. Love me, Rādhikā! 9

Displaying her passion
In love play as the battle began,
She launched a bold offensive
Above him
And triumphed over her lover.
Her hips were still,
Her vine-like 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,
Rādhā, wanting him to ornament her,
Freely told her lover,
Secure in her power over him. 11

f The Twenty-fourth song, sung with Rāga “Rāmakarī”
e

Yādava hero, your hand is a cooler than sandalbaim on my
breast;
Paint a leaf design with deer musk here on Love’s ritual vessel!
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 earrings on their magic 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.15

Make a mark with liquid deer musk on my moonlit brow!
Make a moon shadow, Krishna! 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, Krishna!
Make a flywhisk outshining peacock plumage to be the banner of
Love.
She told the joyful Yadu hero, playing to delight her heart.17
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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. 18

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.19

“Paint a leaf on my breasts!
Put color 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
Did what Rādhā said. 20

His musical skill, his meditation on Vishnu,
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 Krishna—
Let blissful men of wisdom purify the world
By singing his Gītagovinda. 21

Bhojadeva’s heir, Ramadevi’s son, Jayadeva,
Expresses the power of poetry
In the Gitagovinda.
Let his poem be in the voice
Of devotees like sage Parāsara.

“Ecstatic Krishna” is the twelfth part in Gītagovinda.

BARBARA STOLER MILLER
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THE FIRST CANTO
JOYFUL DAMODARA1

Lee Seigal
1. ‘The sky is densely clouded, the forest grounds are dark

with tamala2 trees; at night he [Krsna] is afraid. Radha, you
alone must take him home.’ This is Nanda’s3 command.
[But] Radha and Madhava4 stray to a tree in the grove by
the path and on the bank of the Yamuna5 their secret love-
games prevail.6

2. [He is] an abode of thoughts elaborated by the deeds of
the Word Goddess7 an emperor of wandering-singers at
Padmavati’s8 feet-the poet Jayadeva composes this work
comprised of tales about the love-play of Sri and Vasudeva.9

3. If your mind is passionate10 in remembrance of Hari, if it is
curious about the amatory arts, then listen to Jayadeva’s
eloquence: a sweet, tender, lovely string of verses.11

4. Umapatidhara causes words to blossom; only Jayadeva
knows the regular coherence12 of words; Sarana is
praiseworthy for the complex, quick [verse];13 no one rivals
Acarya Govardhana for compositions which are
predominantly of the erotic mood; Srutidhara14 is famous;
Dhoyi  is a king of poets.15

The  First Song (malava-gauda raga, rupaka tala):
-------------------------------------
1 Damodara: ‘he who has a rope around his waist’-in an attempt to keep the infant

Krsna from mischief, yasoda, his foster-mother, the wife of Nanda, put a rope
around Krsna waist and tied him to a large mortar.

2 tamala: the tree has a straight trunk, fragrant leaves, white; blossoms, a very
‘dark bark and it grows near rivers; it is associated with night and darkness generally
but particularly with nocturnal or autumnal trysts, with the erotic sentiment and
Krsna

3 Nanda: chief of the cowherds at Gokula and foster-father of Krsna.
4 Madhava: the epithet of Krsna also means ‘honey-like’ and Krsna’.
5 Yamuna: the Jumna river-associated with Krsna in both his heroic (e.g., the quelling

of the serpent Kaliya) and his erotic (e.g., sporting with the bathing cow-herdesses)
aspects.

6 ‘prevail’ [jayanti]: or ‘are victorious’-used in the sense of ‘long-live’ or ‘hail’ the
love-games.
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7 An abode… or ‘Jayadeva’s mind [i.e., the abode of his thought) is adorned by the

deeds of the Word Goddess. ...‘The Word Goddess is Vac-speech personified,
deified, identified with Sarasvati or Bharati.

8 Padmavati: Visnu’s consort (Laksmi, Padma, Kamala, sri etc.) but traditionally
taken to be the name of a dancer to whom Jayadeva was married.

9 Sri and Vasudeva: or as the honorific prefix; the epithet of Krsna designates him
as the son of Vasudeva of the Yadu family.

10 ‘passionate’ [sa-rasa]: ‘if your mind has (or experiences) rasa (relish, bliss, the
(erotic) sentiment) ..

11 ‘a sweet…’ or ‘a string of verses about the sweet and tender lover [kanta]’.
12- ‘regular coherence’ [samdarbha-suddhi: following M.W.; there is purity,

correctness, clarity [suddhi] in his literary-compositions [samdarbha].
13- ‘complex’ [duruha] or ‘difficult to be inferred or understood’ (M.W.) and ‘quick’

(following S.M.’s gloss of druti as sighra-vacana)-he can compose difficult
verses quickly.

14- Taking Srutidhara as the name of a poet (following R.K.) but other
commentators gloss the word as an adjective qualifying Dhoyi  as ‘well-
remembering’ or ‘observing the Veda’.

15- The poets were members of literary courts of the Sena dynasty. M.
Chakravarty (op. cit., p. 161), following various- commentators, has noted
criticism inherent in each flattery: ‘Umapatidhara sprouts words.. . i.e.,
lengthens verses by the addition of adjectives, etc.’ and Dhoyi’s ‘good memory’
implies ‘that he was not original, probably alluding to his fondness for imitation’.
Along the same line of interpretation Sarana would be described as overly
hasty and obscure.

5. In the oceanic waters of destruction you supported the Veda
without fatigue, performing the function of a boat [for it]; O
Kesava who bore the form of the Fish! O Lord of the World!
Victory! O Hari !16

6. The earth stands on your expansive back which is [most
venerable for/very thickened with] the rings of callus
[caused by] supporting the world; O Kesava who bore the
form of the Tortoise! O Lord of the World! Victory! O Hari!

7. The earth abides on the point of your tusk, fixed like the
dark-spot upon the hare-marked-moon;17 O Kesava who
bore ‘the form of the Boar! O Lord of the World! Victory! O
Hari!18

8. The nail on your fair lotus-hand has a marvellous point
which tore-open the bee-like body of Hiranyakasipu; O
Kesava who bore the form of the Man-lion! O Lord of the
World! Victory! O Hari!19

9. You outwit Bali in your striding, O marvelous Dwarf you
purify men with the water [which flows down] from your
toe-nails; O Kesava who bore the form of the Dwarf! O
Lord of the World! Victory! O Hari!20
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10. In fluid consisting of the ksatriyas blood you cleanse the

world so that evil is expelled, the burning-pain of existence
is calmed; O Kesava who bore the form of the Bhrgu
Chieftain! O Lord of the World! Victory! O Hari!  21

11. In combat you bestow an agreeable offering, the crowns from
the ten heads [of Ravan] in every direction, [an offering which
is] desirable to the Lords of the Quarters; O Kesava who bore
the form of Rama! O Lord of the World! Victory! O Hari! 22

12. On your spotless body you wear a garment resembling a
rain-cloud, resembling the Yamuna which came [to you]
for fear of the blow of your plough; O Kesava who bore the
form of the Plough-holder! O Lord of the World! Victory! O
Hari!23

-------------------------------------

16- At the end of the past cosmic era [kalpa), in the dissolution of the universe,
the demon, Hayagriva, stole the Vedas whereupon Visnu took the form of a
fish to slay the demon and recover the sacred text from the depths of the
cosmic sea.

17- ‘fixed like…’ or possibly his tusk is the bright crescent of the moon and the
earth is the dark phase of the moon fixed upon that crescent.

18- Visnu took on the form of a boar to rescue the earth from the sea where it
had been thrown by the demon Hiranyaksa.

19- Hiranayakasipu, enraged over the death of Hiranyaksa, his brother, was deter-
mined to kill his son, Prahlada, for worshipping Visnu Prahlada sought Visnus
aid. Hirasryakasipu had obtained a boon ensuring that he could not be harmed
by either man or beast, either at night or during the day Visnu took on a form,
half lion and half man, and killed the demon at sunset.

20- Bali had taken control of the three worlds (Earth, Sky, Heaven) Visnu,
appearing in the form of a dwarf before the demon, asked him if he could
have as much land as he could cover in three steps. Bali agreed to the
dwarf’s proposal where upon Visnu assumed cosmic proportions and in three
steps regained the universe. The purificatory water of the Ganges flowed
down from his foot, from the place where his toe-nails broke through the
world-egg, at the end of his third stride.

21- The Bhrgu Chieftain or Parasu-Rama (Rama with an Axe): the Kastriyas,
the military caste, had taken the power from the Brahmins, the priestly
caste; Visnu as the Bhrgu Chieftain reinstated the priests and thereby re-
affirmed and re-established the social order.

22-  Rama killed Ravana to rescue his wife, Sita, from the demon. There are ten
heavenly quarters, ten directions (viz., the four cardinul and four intermediary
directions plus up and down).

23- The Plough. holder or Balarama-traditionally the brother of Krsna noted for
his exuberant, excessive drinking; his fair body is clothed with a garment that
is dark (like a rain-cloud and like the Yamuna) in contrast to Krsna’s dark,
yellow- clad, and body. The plough-holder ordered the Yamuna to come to
him and when it refused he dug a furrow with his plough to divert it to himself.

13. You censure because of the precept of sacrifice, ah, ah,
the collection of Vedas [the texts in which] the slaughter
of tethered-animals [cattle} is taught; O you who are
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compassionate at heart! O Kesava who bore the form of
the Buddha! O Lord of the World! Victory! O Hari!24

14. In the destruction of the barbarian hordes you carry a sword
like a. comet [but] even more terrible; O Kesava who bore
the form of Kalki! O Lord of the World! Victory! O Hari !25

15. Hear this noble proclamation of the poet, Sri Jayadeva,
which gives happiness gives prosperity, which is the
epitome of existence; O Kasava who bore ten forms! O
Lord of the World! Victory! O Hari

16. Lifting up the Vedas, supporting the world, raising-up the
globe, tearing the demon [Hiranyakasipu] to pieces,
outwitting Bali, Destroying the Ksatriyas, conquering
Paulastya [Ravana], bearing a plough, extending
compassion, deranging the barbarians, creator of ten
forms, homage to you Krsna !
The Second Song (gurajari raga, nihsara tala):

17. You lay upon. the roundness of Kamala’s breasts, wore
ear-rings, wore a fair forest-garland! Victory! Victory! O
God! Hari!26

18. You whose ornament is the day-jewel’s disk [the sun], you
break-up the world, O [Lake] Manasa gander (mental
supreme-spirit)27 of the sages! Victory! Victory! O God!
Hari!

19. O queller of the venom-bearing serpent Kaliya28 O delighter
of men, O Lord-of-day [sun] to the lotus which is the Yadu29

family! Victory! Victory! O God! Hari!
-------------------------------------
24 -The notion of the Buddha as an incarnation of Visnu reflects a conception of

Hinduism incorporating and absorbing Buddhism. Mananka, however, reads
the verse without the caesura between sadaya-hrdaya and darsita (as it
would be written in manuscript) and he takes the former, ‘compassionate at
heart’, to refer not to the Buddha but to the Brahmin priests, emphasizing the
heretical rather than the compassionate aspect of the Buddha; this -notion
reflects a Hindu conception that Buddhists, those lured away from the authority
of the Vedas, are being tricked and punished for their sins by Visnu,

25 - ‘Kalki-the avatara (‘descent’) who is to come at the end of the present age,
the Kali Era, the age of strife, to destroy the world for the creation of a new
age. The comet [dhuma-ketu] (lit.,‘smoke-bannered’) is an omen of
destruction. Here, given the historical context in which the song was written,
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the reference seems to be to a belief or hope that Kalki would save India
from the invading Moslems.

26 - The refrain, jaya jaja deva hare, when read without caesuras plays on the
poet’s name: ‘Victory! Jayadeva and Hari’17

27 - manasa: mental or spiritual (as opposed to carnal) or Lake Manasa, a sacred
pilgrimage place on Mount Kailasa to which hamsa birds migrate; hamsa the
Indian goose but also used to refer to the soul or spirit which is migratory like
the goose and white (or pure) like the goose-it may indicate either the individual
or universal spirit.

28 - Kaliya: living in a tide-pool of the Yamuna, the serpent-demon defiled its
waters with his poison; Krsna subdued the serpent, made Kaliya worship
him.

29 -Krsna is a descendant of Yadu and is known as Yadunandana (Son of the
Yadus), also Best-of-the-Yadus, Support-of-the-Yadus, etc.

20. O annihilator of Madhu, Mura and Naraka,30 O rider of
Garuda,31 primary-cause of games in the community of
the gods! Victory! Victory! O God! Hari!

21. Your eye is a spotless lotus-petal, O liberator from
phenomenal-existence, O support of the mansions of the
three worlds! Victory! Victory! O God! Hari!

22. You made ornaments32 for Janaka’s daughter (Sita] you
slew Dusana [one of Ravana’s generals], you destroyed
the ten-necked-one [Ravana] in battle! Victory! Victory! O
God! Hari!

23. You are beautiful like a young rain-cloud, you supported
[Mount] Mandara,33 O cakora [bird]34 to the moon which is
the face of Sri Victory! Victory! O God! Hari!

24. We bow down to your foot-for this reason cherish us!
Cause prosperity among us who are bent down [in
obeisance Victory! Victory! O God! Hari!

25. This splendid song of the poet Sri Jayadeva causes
happiness and joy! Victory! Victory! O God! Hari!

26. The chest of the Killer-of-Madhu is marked with saffron,
fixed [there] by embraces on the surface of Padma’s
breasts35 [his chest] is flooded with the sweat of sexual-
fatigue from [making] agitated love36 [a flood] like passion
made ‘visible; May his chest] fulfill your pleasure!
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27. In spring, with limbs delicate like vasanti37 blossoms,

[Radha] wanders in the forest, searching hard38 for Krsna;
in-tensely her distress increases with the mental confusion
which is produced by the fever of love; passionately a
companion said this to Radha:

-------------------------------------
30 - Demon killed by Visnu\ Krsna; Madhu stole the Vedas; Naraka kidnapped

the celestial maidens, stole the umbrella of Varuna, and the ear-rings of Aditi
and took these to Pragjyotisa, a city of demons guarded by Mura. Krsna is
known as the Enemy or Destroyer-of-Madhu and of Mura (Madhusudana,
Madhuripu., murari etc.).

31 -Garuda: ‘the devourer’-the sun-bird, the vehicle of Visnu; Krsna attacked
Pragjyotisa riding upon Garuda.

32 -You made ornaments’: i.e., he drew designs on Sita’s cheeks and breasts
etc., or ‘You are an ornament made for Sita’, i.e., he is her beloved lover-.

33 -Mount Mandara: In his incarnation as the Tortoise, Visnu dived to the bottom
of the sea that his back might be the support for Mount Mandara which was
used as a churning stick to churn the nectar of immortality from the ocean.

34 - cakora: a kind of nocturnal partridge which, according to poetic convention is
supposed to subsist solely by drinking the rays of light from the moon

35 - ‘breast’ [payo-dhara): lit., ‘milk-carrier’.
36 - ‘love’ [ananga] lit., ‘the bodiless’-Kama-deva, the love-god, fired one of his

flower-tipped arrows at Siva to arouse the great ascetic from his meditation
and to overwhelm him with desire for Parvati; awakened in anger, Siva
consumed  the body of Kamadeva with the fire from his third eye. The various
epithets of Kamadeva (e.g., Remembrance [smara), Intoxicator [madana],
Mind-born [manasi-ja] Five-arrowed-one [panca-bana], Mind-churner
[manmatha], etc. are used ambiguously as either proper or common nouns.

37 - vasanti: a type of spring jasmine.
38 - searching hard’: lit., ‘her search was much-done [bahu-vihita.]

The Third Song (vasanta raga, yati tala):
28. When the tender Malayan wind39 touches the lovely clove

creeper, when the hut of the grove is filled with the sounds
of the cuckoo40 intermingled with [the sounds of] swarms
of honey-making-bees, Hari plays, now, in the amorous
spring-time, endless for separated-lovers, he dances with
the young- girls, O friend!

29. When travelers’ brides moan from being out of their minds
with love, when the cluster of bakula41[trees] is constantly
covered42 with blossoms which are full of swarms of sting-
possessing-bees, Hari plays, now, in the amorous
springtime....
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30. When the tamala [tree], garlanded with fresh leaves, is

overcome by the violent-passion of the fragrance of musk,
when a mass of kimsuka43 [blossoms] has the appearance
of the nails of the love-god who lacerates the hearts of the
young, Hari plays, now, in the amorous springtime....

31. When the opening-up of the kesara44 flower has the
appearance of the golden parasol45 of the emperor of
passion, when [the god of] love’s quiver makes its
appearance patala46 clusters full of [bees/arrows], Hari
plays, now, in the amorous springtime...

32. When young karuna [trees] laugh at the sight of people
whose modesty has disappeared47 when the quarters are
bristled with ketaka48 [leaves] shaped like the spear-heads
which pierce separated-lovers, Hari plays, now, in the
amorous spring time....

-------------------------------------
39 -Malayan wind: the wind from the Western Ghats, a low mountain range in

western India, along the western margin of the Deccan plateau and bordering
on the Arabian Sea; the mountains are said to abound in sandal-wood trees
and the wind from those mountains is heavily scented with sandal fragrance.

40 - ‘cuckoo’ [kokila]: Koil bird or Indian cuckoo-a dark bird frequenting the mango
groves and crying out in spring. Its song resounds with the ‘fifth note’ ‘which
by convention is the amorous note of the Indian scale.

41 - Bakula: a fragrant tree said to blossom only when sprinkled with nectar
from a young woman’s mouth.

42 - constantly covered with’ (nirakula): or ‘pervaded with’ following M.’s gloss
(nirantaram akula vyaptah) (contray to M.W.)

43 - Kimsuka or ‘flame-tree’ has’ brilliant crimson flowers.
44 - kesara: the safflower or crocus or bakula.
45 - ‘golden parasol’ [kanaka-danda]: lit., ‘golden stick’ love’s sceptre, the symbol

of his sovereignty. The stick and quiver of love are possibly euphemisms for
the male and female genitals respectively.

46 - Patala: a begonia with large, deep-red or purple, trumpet-shaped flowers.
47 - When young karuna… the karuna is a kind of citrus tree with small, white

blossoms; ‘to show the whiteness [of one’s teeth)’ is an expression meaning
‘to laugh’-hence when the karuna tree shows the whiteness of its blossoms,
i.e., when it blooms, it may be said to laugh. Furthermore karuna, meaning
pitiful, sad, mournful, is a technical term for the ‘tragic’ sentiment in Sanskrit
poetics and hasya is the name of the ‘comic’ sentiment [rasa]-the line, then,
might also be rendered: ‘comedy becomes tragedy for the young at the sight
of people whose modesty has disappeared’, i.e., young separated-lovers,
seeing lovers enjoying themselves in spring, cease to laugh and begin to feel
sad.

48 - Ketaka (or ketaki): the screw-pine, a highly fragrant evergreen with large,
spinous leaves. The flowers are worn in a woman’s hair to attract a lover.
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33. [Spring is] lovely on account of the fragrance of, madhavika

[flowers], fragrant on account of the groups of fresh
jasmine,49 [spring] produces infatuation even in the, minds
of sages, [spring is] spontaneously favourable to the
young; Hari plays, now, in the amorous spring time…..

34. When the mango is bristled-with-delight and [made to]
close-its-buds50 in the embraces of the trembling atimukta51

creeper, when the Vrndavana52 forest is purified by the
waters of the Yamuna which flow around its edge, Hari
plays, now, in the amorous springtime.

35. This song of Sri Jayadeva shines53 [it is] the essence of
remembrance of the feet of Hari, [it is] a description of the
forest during of the amorous spring season, imitating the
symptoms of love; Hari plays, now, in the amorous
springtime.

36. [The wind] perfumes the woods with fragrant powders of
pollen shaken [loose] from the slightly opened [flowers of
the] jasmine creepers here the wind which is like the breath
of [the god of] Iove54 advancing which is favourable to ketaki
[flower] fragrances inflames the mind.

37. Fevers in the ears [of travelers] are caused by the soft-
sweet-toned murmurs of the cuckoos playing in the mango
shoots which are shaken by honey. drinking-bees greedy
for the fragrance of the emerging honey; with great difficulty
these days are passed by travelers who-delight in the relish
of the union with their lovers which is- obtained [only] in
moments of meditational attentiveness.55

38. [The Enemy-of-Mura was] mind-stealing and trembling,
eager for love-play in the excitement of the embraces of
many women; that friend, being present, causing Radhika
to see the Enemy-of-Mura from a distance, spoke again:

The Fourth Song (ramakari raga, yati tala):
39. [He has] a forest garland and a yellow garment on his

sandal-smeared, blue body and laughter on his cheeks
which are adorned with jewelled ear-rings shaking in play;
here Hari plays in the coquettish and playful flock of
artless56 women.
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-------------------------------------
49 -  Madhavika. Jasmine [malati)’: spring creepers with white, heavily perfumed

flowers. The juxtaposition of the two plants plays on the names of the lovers
in Bhavabhulti’s drama, Malati-Madhava.

50 - ‘bristled... [pulakita] and closed… [mukulita)’ pulakita, i.e., horripilated
conventionally describes the person rapt with love and mukulita describes
the closing of the eyes with that rapture.

51 - Atimukta: a type of jasmine; lit., ‘beyond the pearl [in whiteness)’, but also
‘entirely liberated, free from sensual desire’ (ironically here).

52 - Vrndavana the wood near Gokula where Krsna spent his youth. In later
Vaisnava theology the conception arose of the earthly Vrndavana as the
mere reflection of the Eternal Vrndavana, the site of the eternal love-play of
Radha and Krsna.

53 - ‘shines’ [udayati]: following M.’s gloss (rajate).
54 - ‘love’ [asama-bana): lit., ‘he who has an unequal [number, i.e., five] of arrows’.
55 - ‘travellers… ‘men separated from their beloveds find the joy of union only in

their imaginations-the vocabulary used is ambivalently sexual and ascetical:
rasollasa, the delight of the relish, might also refer to the yogic practice of
raising the semen up the spinal column; an agama is a Tantric text which
might describe such a process; prana-samasamagama might be a phrase
describing yogic breath control, ‘the equal and unequal coming of the breath’;
dhyanavadhhna might refer either to intentness in thinking about the beloved,
or attention in yogic meditation.

40. Passionately embracing Hari with the massive weight of her
swollen breasts a certain herdsman’s wife sings a resounded
fifth note;57 here Hari plays....

41. Another artless woman continually contemplates the lotus-
face58 of the Killer-of-Madhu, [the face-lotus] produced love59

on account of the quivering of his eyes rolling about
seductively60 here Hari plays.

42. Another [woman] with beautiful buttocks, came-up to say
something into his ear and sweetly kissed the beloved on the
surface of his cheek which was obliging61 with bristlinghairs;
here Hari plays... .

43. And another, with eagerness for the arts of love-play, on the
bank of the Yamuna’s waters, with her hand on his robe, pulled
him who was in the beautiful cane62 grove; here Hari plays....

44. While his sweet-toned flute is sounded, rows of bracelets shake
on their clapping hands; in the enjoyment of the rasa63 [dance]
a deer-like young-girl, intent on dancing with him, praised him;
here Hari plays.

45. He embraces one, kisses one, sexually-pleases some sexually-
pleasing one, he sees yet another beauty more charming still
on account of her smiles and he chases her; here Hari plays...

LEE SEIGAL



393
46. May this song of Sri Jayadeva, the secret of marvelous

Kesava’s love-play, lovely and famous in the vrndavana forest,
spread-abroad prosperities! here Hari plays.

47. Producing the joy of all-creatures by his love, initialing the
festival of love64 by his limbs which are dark and tender like
bunches of [blue] lotuses, embraced by the beauties of Vraja65

of their own free-will, entirely allover-his-body, he is like the
erotic [sentiment] incarnate, O friend, Hari plays in spring.

48. [In spring:] as if from discomfort on account of the bites of the
serpents which dwell permanently in the hollows [of
sandalwood trees], with a desire to bathe in the snow, the
sandal-mountain wind seeks the Mountain of the Lord66

moreover, because of a rising of their joy at seeing the buds
on the top of the {oily/lovely} mango [trees] the voices of the
cuckoos come-forth loud and sweet: kuhu-kuhu

49. In the presence of the cowherds’ beautiful-browed who were
carried-away67 by whirling-about with a great amount of {joy/
jumping} in the rasa [dance], [Hari] was passionately kissed
by Radha who was blind with love, having ardently embraced
his breast, having said, ‘Wonderful! Your {mouth/voice} consists
of nectar!, under the pretext of praising his song; may Hari,
ravishing with his smile, protect you!

-------------------------------------
56 - ‘artless’ [mugdha: or lovely, beautiful , innocent; one type of woman as

classified in the rhetorical texts.
57 -  ‘fifth note’ [pancoma-raga]: a love-cry made during or before coition to signify

pleasure.
58 - ‘lotus’[saro-ja]: lit., ‘water-born’.
59 - ‘love’ [mano-ja): lit., ‘mind-born’.
60 -  ‘seductively’ [vilasa]: i.e., in love-play or with an amorous gesture.
61 - ‘obl iging’ [anukula]: obl iging by showing his pleasure; this term, as a

classification of the hero in the rhetorical texts, signifying the faithful lover, is
ironic here.

62 - ‘cane’ [vanjula]: following R.K. and S.M grove of reeds or ratan or cane [vetasa].
63 - rasa: a sportive, pastoral, circular dance which became a prominent feature

of the Krsna mythology and theology.
64  - ‘initiating... ‘[upanayann… anangostsavan) or ‘bringing the merriment of love.
65 - “Vraja: or Braj, the district around Agra and Mathura where Krsna spent his

youth.
66 - Mountain Of the Lord: Mount Kailasa, the abode of Siva in the Himalayas.
67 - ‘who were carried. away’: or ‘who had lovely gestures on account of….
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THE SECOND CANTO
CAREFREE68 KESAVA

1. While Hari loving them all-equally, roams-for-pleasure in
the forest, Radha, on account of jealousy because she
was no longer his favourite-beloved,69 went in another
direction; hiding somewhere in a grove of creepers which
had crests that were noisy with circles of humming honey-
bees, she was sad -she spoke privately to her friend:
The fight Song (gurjari raga, yati tala):

2. His infatuating flute resounded with honied tones like the
nectar from his quavering lower-lip; an ear-ornament was
tremulous on his cheek as his head moved, [tremulous] at
the corner of his quivering eye; my mind remembers Hari
- he joked and played love-games here during the rasa
[dance].

3. His hair was surrounded with a ring of lovely peacock-
tail-feathers with moon eyes70 [in] his lovely robe [he] was
like a dark cloud coloured with many rainbows71 my mind
remembers Hari.....

4. He had an eager desire for kisses from the mouths of the
cowherds’ fair-hipped-women72 the blossom of his honied
lower-lip is like the bandhujiva73 [flower], [he was] beautiful
on account of his radiant smile; my mind remembers Hari...

5. A thousand cowherd girls were encircled by the shoots
which are his very bristled arms; upon his chest and hands
and feet, the darkness was dispelled by the rays of his
pearl ornaments; my mind remembers Hari....

6. His forehead had a mark of sandal on it which surpassed
- the moon. moving in a cluster of clouds; his broad chest74

was cruel in crushing the regions of the swollen breasts
[of the cowherdesses]; my mind remembers Hari....

7. His cheeks were adorned with enchanting ear-rings of
rnakaras75 made of jewels; he was noble; he had a yellow
robe; he was followed by a great retinue of sages, men,
spirits and gods; my mind remembers Hari....
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-------------------------------------
68 - ‘carefree’ [a-klesa]: or ‘without pain or affliction’; in the Yogasutra a technical

term for the five ‘hindrances’, viz., ignorance [avidya], egotism [asmita],
passion [raga], aversion [dveas], tenacity [abhinivesa].

69 - ‘because she was no longer...‘: following S.M. et al.; lit., ‘because her own
excellence [over the others] was melted-away’ [vigalita-nijotkarsad]

70 - ‘moon-eyes’ [candraka]: i.e., the ocellated markings on the ends of peacock
feathers.

71 - ‘rainbow’ [puramdara-dhanur]: lit., ‘the bow of the Destroyer-of-Strongholds
[Indra]’.

72 - ‘He had an eager desire for…‘: or following M.-‘his desire was aroused by the
kisses..

73 - bandhujiva lit., ‘living in groups’-deep-red flowers that open at midday in
autumn only to wither by the next morning.

74 - ‘his broad chest’ [hrdaya-kapatam]: lit., ‘the door to his heart’.
75 - makara: a crocodile or sea-monster; painted on the woman’s breasts or cheeks

or worn as jewellery by the man; the insignia of the love-god, Kama-deva
and his vehicle.

8. He was met beneath the splendid kadamba [tree]76 allaying
fear of the evil of the Kali [Era],77 exciting me too somehow,
in my imagination, with his gaze which is like the tremulous,
restless love-god; my mind remembers Hari.

9. The song of Sri Jayadeva has the beauty of the Enemy of-
Madhu, infatuating so beautiful; it is exactly suitable for the
virtuous for remembrance of the feet of Hari.78

10. [My mind] counts the multitude of his virtues, it does not
think of his roaming-about- even by mistake.,79 and it
possesses delight, it pardons [him of his] transgressions
from afar; even while fickle80 Krsna delights among the
girls without me, yet again my perverse81 mind’ loves him!
What am I to do?
The Sixth Song (malava-gauda rãga, eka-tãli tala):

11. I went to his hut in the secret thicket; secretly at night he
remained hiding; I looked fearfully in all directions; he
laughed with an abundance of passion for the pleasure-
of-love; O friend! Make the noble Slayer-of-Kesin82 make-
love to me passionately83 I am engrossed with desire for
love!

12. I was shy at our first union; he was obliging with hundreds
of skilful flatteries; I spoke with sweet and gentle smiles;
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he loosened the silk-garment on my hips; O friend! Make
him make-love to me....

13. I was laid-down on a bed of fresh-shoots; for a long time
he lay on my breast; I caressed him and kissed him;
embracing me, he drank from my lower-lip; O friend! Make
him make- love to me....

14. My eyes were closed from sleepiness; his cheek was
beautiful and bristling; my whole body was sweating;84 he
was very restless on account of the drunkenness of his
great passion; O friend! Make him make-love to me...

-------------------------------------

76 - kadamba tree: bears orange, fragrant, spherical blossoms; blooms during
the first rains; its flowers said to exude liquor; associated with Krsna in his
amorous aspect (e.g., he stole the clothes of the cowherdesses while they
were bathing and climbed to hide from them in the kadamba tree) and in.
his heroic aspect (e.g., he dove from the branches of the kadamba tree into
the Yamuna to fight Kaliya).

77 - Kali Era: the present age [yuga), the age of vice and degeneration; the last
of the four ages.

78 - ‘suitable for...‘: or it is ‘remembrance of the feet of Hari in accordance with
the practice of the virtuous’.

79 - ‘his roaming about. : M. glosses it as, ‘my mind does not roam from con
centration on him even by mistake’.

80 - ‘fickle’ [valat-trsna]: lit., he has ‘an increasing [or turning) thirst’.
81 - ‘perverse’ [vãma]: i.e., she loves him despite herself; or she loves him and

love [kama] is cruel or sinister vama].
82 - Kesin: an evil-spirit [asura].
83 - ‘passionately’ [sa-vikarm]: lit., ‘with true feeling’; or ‘make him savikaram’ -

‘make him change his feelings for me so that he loves me’.
84- ‘sweat’ [srama-jala]: lit., ‘exertion-water’.
15. I cooed with the soft sound of the cuckoo; he mastered

the procedures of the science of love; my tresses were
strewn with loose flowers; the mass of my firm breast was
scratched by his nails; O friend! Make him make-love to
me...

16. The jeweled anklets rang-out on my feet; he made-love to
me in various ways85 my unfastened girdle jingled; he gave
me kisses and pulled my hair; O friend! Make him make-
love to me...
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17. I was languid with the taste of our happy union in love-

pleasure, the lotuses which are his eyes were slightly
closed; the creeper which is my body fell-down, limp; he
declared his love,86 he is the Killer-of-Madhu; O friend!
Make him make- love to me....

18. The speech of the longing cowherd’s woman is this song
of Sri Jayadeva [about] the abounding erotic disposition
of the Enemy-of-Madhu-may this [song] spread happiness
with ease.

19. The sportive flute has fallen from his hand, the glance
from the corner of his eye drives-on a flock of
cowherdesses with curving creeper-like brows, the surface
of his cheek is very sweaty; looking at me he is
embarrassed, his face is charming with the nector of his
smile, in the forest, surrounded by a flock of the beauties
of Vraja, I see Govinda and I rejoice!

20. The burgeoning of fresh asoka87’ tendrils with small
blossom-clusters, difficult to look at, and also the breeze
from the grove by the pond distresses me; not even this
pointed88 blossoming of the mango [trees], charming on
account of the humming of the swarming bees, makes me
happy, O friends!

21. A meaningful smile, an ornamental bread fallen loose and
dishevelled, the creeper which is a splendid brow, a breast
exposed by a hand raised over the shoulder in a pretence89

– having looked secretly [at this sight] of the cowherdesses,
[this sight which] captured the minds of fools90 for a long
time thinking within- himself, his desire for them was
dispelled; may young Kesava take away your distress!

-------------------------------------
85- ‘various ways’: i.e., in various coital postures - conventionally the ringing of her

anklets indicates that they have adopted a posture in which she is beneath
him; the jingling girdle indicates the woman positioned on top of the man.

86-or: ‘his love arose’
87-asoka: has a bright red flower said to bloom only when touched by the foot of

a young woman.
88- ‘pointed [sikharini] : a pun- this verse is written in the Sikharini metre (four

times) thus uperimposed upon Radha’s statement in the poets statement:
this Sikharini [metre] causes happiness.

89-a pretence’: they pretend to have to fix their hair in order to expose their
breasts to him.
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90- ‘fools [mugdha]; following R.K. et al.
91- ‘perplexed [mugdha]: or ‘bewildered’- the use of the adjective seems peculiar

so close to its usage in the previous verse; when applied to a woman mugdha
usually means artlessly beautiful, innocently charming, but when applied to
a man it usually means foolish or inexperienced.

92-Kamsa: a king of Mathura; Krsna’s cousin; it was prophesied that he would
be killed by a child of Devaki (Krasna was the son of Devaki and Vasudeva;
his parents took him to Nanda and Yasoda. to prevent Kamsa from killing
him). Kamsa tried to destroy Krsna in a futile attempt to prevent the prophecy
from being realized.
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THE THIRD CANTO
THE PERPLEXED91 KILLER-OF-MADHU

1. Moreover, the Enemy-of-Kamsa,92 having placed Radha
in his heart as the chain binding him with desire for the
world93, abandoned the beauties of Vraja.

2. Having pursued Rãdhikã here and there, his mind suffering
from the wounds of love’s arrows, repentant in the grove
on the bank of the Kalinda-Nandini,94 Mãdhava was
despondent.
The Seventh Song (gurjari raga, yati tala)

3. She left having seen me surrounded by the group of
women, she was not stopped by me [for I was] truly guilty
and very frightened; Hari! Hari!95 Because her respect [for
me] is destroyed, she is gone, apparently angry.

4. What will she do? What will she say [after] separation [from
me for such] a long-time? What use have I for relatives96

[or] wealth? for life [or] home? Hari! Hari!.. . she is gone....
5. I think of her face, her brow bent with an excess of anger,

[her face] like a red lotus agitated by a bee flying-about
above it; Hari! Hari!... she is gone.

6. She is united [with me] in [my] heart, incessantly and
vehemently I make-love to her [there]; why do I search-for
her here in the forest? Why do I lament in vain? Hari! Hari!...
she is gone.

7. O slender-woman! I suppose your heart is distresses with
jealousy - I cannot calm you for I do not know where you
have gone; Hari! Hari!.. She is gone...

8. You appear before me; you really do make me run around;
why don’t you give an eager embrace as before? Hari!
Hari! She is gone....

9. Forgive me-in the future I shall not do such things to you
at any time; give me a vision [of you], O beautiful-woman!
I am burning with passion; Hari! Hari!.. She is gone...

10. This [song] is depicted by Jayadeva with devotion to Hari97

[Jayadeva is like] the moon98 born from the ocean of
Tindubiiva99
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-------------------------------------
92- Kamsa: a king of Mathura; Krsna’s cousin; it was prophesied that he would

be killed by a child of Devaki (Krasna was the son of Devaki and Vasudeva;
his parents took him to Nanda and Yasoda. to prevent Kamsa from killing
him). Kamsa tried to destroy Krsna in a futile attempt to prevent the prophecy
from being realized.

93 - ‘the world’ [samsara]: empirical.existence, mundane illusion, the course of
rebirth.

94 - Kalinda-Nandini ‘the daughter of Mount Kalinda’, i.e., the Yamuna river.
95 - Hari: an indeclinable exclamation, ‘alas!’
96 - ‘relatives’ [jana] or ‘people’.
97 - ‘This song is ...‘: or ‘This song of Hari...’ or ‘...by Jayadeva who is devoted to

Hari’
98 - Moon’ [rohini-ramana] lit., ‘the lover of Rohani.
99 - Tindubilva (or Kindubilva or Kendubilva): traditionally designated as the birthplace

of Jayadeva; located in the Birbhum district of West Bengal according to the
Bengali tradition, or in the Purl district of Orissa according to the Orissan tradition.

11.  This is a lotus-tendril necklace on my chest, not the Lord of-
serpents; this is a row of lotus petals on my neck, not the
radiance of poison; this is sandal dust, not ashes, on me [for
I am] deprived of my beloved; do not100 attack me, mistaking
me for Hara; 101 O Bodiless-love-good! Why do you chase
me angrily?

12. Do not hold that mango-arrow in your hand, do not string that
bow! O you who conquer all [the world] for sport102 What kind
of bravery is it to strike people who are stupefied? O Mind-
born-love-good! Torn apart by the rows of arrows which are
the trembling, side-long glances of the deer-eyed- woman, of
her alone, not even now does my mind even slightly recover.

13. The bow is the sprig of her brow, the arrows are her side-
long- glances, the bow-string is the tip of her ear: have [love’s]
weapons, which conquer the world, been transferred by love
onto her, the living goddess who is the triumph of the Bodiless-
love-god?

14. May the arrow of your side-long glance, placed on the bow of
your brow, cause pain where I am vulnerable, also may the
mass of your braids, dark natured and curly, make the
strenuous-effort [to perform the function] of Mãra; 103 mean‘
while may this impassioned / reddened lower-lip, which is like
the bimba104 fruit, spread infatuation! O slender-woman! How
does the well-rounded circle of your breast play with my life?
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 15. The pleasures of her touch and the tremulous, tender

wandering of her eyes, the fragrance of the lotus which is her
mouth, the cunning105 flow of the nectar of her words, the
mead from her bimba-like lower-lip- if thus, even in attachment
to sense-objects, my mind is fixed in the highest-meditation’106

upon her, alas, how then can the sickness of love-in-
separation increase?

16. [The waves of glances of him whose] ear-rings were shaking
upon his tremulous head as his neck turned-to-the-side, were
not noticed by the multitudes of loving-women whose attention
was fixed on the place where the song was issuing from his
flute; [the glance-waves] of the Enemy-of-Madhu were
emitted-in-abundance upon the moon which is Rãdhã’s
artless face, which is sweet and has the essence of nectar;
may the waves of his side-long glances give you tranquility
for a long time.

-------------------------------------
100 - ‘not’ [na]; grammatically incorrect - (ma should be used with the imperative

tense) used here and elsewhere presumably for metrical considerations and
sound- effect.

101 - Hara: Siva-The Lord-of-serpants, Vãsuki or is represented binding up Siva’s
hair, wrapped around his arm or curling around his neck; Siva’s throat is blue,
stained by the kãlakuta poison which he drank at the time of ‘churning the
ocean for nectar’ to spare the gods and demons; his body is smeared with
ashea from the cremation grounds.

102 - ‘sport’ [krida): or ‘with love-play’.
103  - Mãra: identified with Kama, the love-god, but also ‘with death, the Destroyer,

the command is then ‘may your hair kill me by making me love you, by
making me attached to you.

104 - bimba: a bright red, round fruit to which a woman’s lower-lip is
conventionally compared.

105 - ‘cunning’ [vakriman]: ‘crooked’—refers to a kind of evasive speech
conventionally used by lovers to say endearing things to each other in
puns and ambiguities and to convey secret love-messages in the presence
of others (see i. 49 above and vi.12 below).

106 - ‘highest-meditation’ [samãdhi]: complete concentration, ecstasy, integration,
absorption, the unification of subject and object, the final stage of Toga.
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THE FOURTH CANTO
THE AFFECTIONATE KILLER-OF-MADHU

1. Rãdhikã’s friend spoke to Mãdhava, who was distracted
by the burden of his love, who was dwelling languidly in a
grove of reeds on the bank of the Yamunã:
The Eighth Song (karnata raga, eka-tali tala):

2. She reviles sandal, thereafter she capriciously feels the
moon-beam [to be] a fatigue; she considers the Malayan
wind to be like poison because of its contact with serpents’
lairs. O Madhava! as if from a fear of love’s arrows she is
merged107 with you in her imagination, she is distressed in
your absence.

3. She makes an armour out of a large mass of wet lotus
leaves upon the vulnerable spot which is her own heart as
if to be a protection for you [who dwell in her heart] from
the incessantly falling arrow[s] of love; O Mãdhava!... she
is distressed in your absence.

4. She makes a bed of arrows108 with the flower-shafts, (a
bed] to be desired for [practicing] the many amatory arts,
[she makes] a bed of flowers as if [fulfilling] a religious-
vow’109 for the happiness of your embrace; O Mãdhava!...
she is distressed in your absence.

 5. And she has a noble lotus of a face which has a multitude
of tears caused-to-flow from her eyes, [a face-lotus] like
the moon which has a stream of nectar trickling from it on
account of its being torn by the teeth of the monstrous
moon-troubler;110 O Madhava!. She is distressed in your
absence.

6. Secretly she draws you with musk as the love-god—she
bows down [to you] placing the makara beneath you and
the fresh mango arrow in your hand; O Mãdhava!. . . she is
distressed in your absence.
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 7. By her absorption in meditation you, who are so very

difficult to be attained, are placed before her, she moans,
laughs, grieves, weeps, wanders-about, lets-go of her grief;
O Madhava!. . . she is distressed in your absence.

------------------------------------
107- ‘merged’ [lina]: she clings to, is devoted to, absorbed in, concealed in

Krsna.
108- ‘bed of arrows’ [sara-talpa]: following M.W.’a bed of arrows for a dead or

wounded soldier’.
109 - ‘religious-vow’ [vrata]: i.e., making and lying upon the bed of arrows;

ironically chastity is implicit in the word.
110 - ‘moon-troubler’ [vidhum-tuda]: Rahu who took the first sip of the nectar of

immortality, after the churning of the ocean, for which visnu beheaded
him; but having tasted the nectar he did not die; his head continued to
chase after the moon for another taste; eclipses are described as Rahu
devouring the moon

. 8. At every step she proclaims this also: ‘O Mädhava, I am
fallen [in obeisance] at your foot-when you are turned-
away [from me] immediately even the nectar-storing-moon
spreads fire in my body.’ O Mãdhava!... she is distressed
in your absence.

9. If this song of Sri Jayadeva is to be performed repeatedly
by the mind, the speech of the friend of the young
cowherdess agitated by separation from Hari should be
recited.

10. Her dwelling is like the forest and the garland of her dear
friends is like the snare and her heated-sorrow with her
sighing-breath is like the sheet of flames in the burning forest;
and, alas, through your absence, she is like the doe [caught
in the snare, in the burning forest]; Ah! How, moreover, is
[the god of] love like [the god of] death [Yama] performing
tiger’s play?111

The Ninth Song (desakha raga, eka-tali tala):
11. O Kesava ! In your absence Rãdhikã, the slender-bodied

one, considers even the exalted necklace placed upon her
breasts to be like a burden.

12. O kasava! In your absence Rãdhikã fearfully regards the
sandal unguent, truly passionate and smooth, to be like
poison on her body.
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13. O Kesava! In your absence Rãdhikã bears her sighing

breath, incomparably long, burning like the scorching of
love.

14. O Kesava In your absence Rãdhikã casts the lotus of her
eye, which has a multitude of watery drops, in every
direction, as if its stalk had fallen off?112

15. O Kesva! In your absence Rãdhikã does not let her cheek
go from the palm-of-her-hand-it is steady like the new moon
in the evening.

16. O Kesava! In your absence Rãdhikã considers the bed of
sprouts which is right before her eyes to be made of its
antithesis—fire.113

17. O Kesava! In your absence Rãdhikã mutters114 ‘Hari,Hari’
passionately, according to her desire, as if ordained to die
of separation.

18.  May this song, sung by Sri Jayadeva, brought near the
foot of Kesava cause joy!

------------------------------------
111 - ‘tiger’s play’ (sardula-vikridita): i.e., she is like a deer caught in the snare,

easy prey for the tiger-like love-god. Again a pun on the name of the
metre of the verse-performing the sardula-vikridita [metre]’ (four times:)

112 - ‘casts the lotus... i.e., her eye, looking all about for Krsna is like a lotus
moving all about (because its stalk no longer holds it still).

113 - ‘fire’ [hutasa]: lit., ‘oblation-eater’.
114 - ‘mutters’ [japati]: ‘whispers’ or as a devotional term, ‘prays’, invokes the

name of Hari
115 - ‘elixir’ [rasa): the ‘savouring’ of the bliss of his love—i.e., only the ‘relish’

of his love can keep her alive for it is like the divine medicine of the Heavenly
Physicians cians, the Asvins, who avert disease and bring fortune.

19.  She bristles, makes love-cries, laments, trembles, gasps-
for-breath, ponders, jumps-up, closes-her-eyes, falls, rises,
and even faints; in such a great love-fever why should her
beautiful body not live through your elixir115 if you are pleased
[to go to her], O you who are like a Heavenly Physician?
Otherwise the suppliant is abandoned.116

20. O Beloved of the Heavenly Physicians! You don’t help Radhã
[to be] rid of afflictions, [Rãdhã] is sick with love and cured
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only by the nectar of contact with your body; O Upendra!
You are more cruel-than even the thunder-bolt.117

21. Her body long suffers from the fire of love’s fever; O wonder!
Her mind, suffers in thoughts of sandal, the moon and
lotuses; but, because o fatigue, thinking of you who are the
only one dear to her, [You who have] a cool body, waiting in
private, she who is wasted somehow lives for a moment.

22. Formerly your separation was not endured even for a moment
by her, suffering the closing of her eyes; how can she live
through long separation, having seen the mango branch, its
tip in flower?

23. Having lifted up Govardhana and bearing it from a desire to
shelter GokuIa118 which was disturbed by rain, long kissed
by the loving-women of the cowherds on account of their
supreme joy, as if with pride, marked with vermilion imprints
from the surfaces of their lower, lips which had been applied
to it, may the arm of the Enemy-of Kamsa, who has a
cowherd’s body, spread your prosperity!

-------------------------------------
116 - ‘the suppliant’ [hastaka]: lit., ‘the hand’, but taking hastaka as ‘the one

whose hand is out-stretched in supplication’ following R.K.’s explanation
of the general purport of the phrase: ‘Unless you go to her you’ll incur the
fault [dusana) of abandoning a suppliant [asrita] ‘i.e., it would be
dishonourable for a god not to serve a needy devotee.

117 - ‘O Upendra...‘: Upendra is an epithet of Krsna qualifying him as the ‘younger
brother of India’; the thunder-bolt [vajra] is the weapon of Indra. Pun on
the name of the metre of the verse, the Upendravajrã metre (four times)

118 - ‘Govardhana… Gokula’: Krsna stole the food that had been offered to
Indra; Indra, retaliating in anger, cast his thunder-bolt causing it to rain on
Gokula, the village of the cowherds; Krsna then lifted up Mount Govardhana
and held it as an umbrella over Gokula.
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THE FIFTH CANTO
THE LOTUS-EYED-ONE IN A STATE-OF-LONGING

1. ‘I’ll stay here; you go to Radha; pacify her with my speech;
bring her here!’ said the Enemy-of-Madhu; the friend, so
directed, went again to Rãdhã herself and said this:

The Tenth Song (desivaradi raga, rupaka tala):

2. While the Malayan wind blows, bringing love near, while
myriads of blossoms open to split the hearts of separated-
lovers, he, the one who wears a forest garland, sadly-waits
in your absence, O friend!

3. While the cool-rayed-moon burns him he seems to die; while
the arrow of love falls he moans all the more distraught;
he… sadly-waits..

4. While the swarm of honey-drinkers hums he covers his ears;
while his mind experiences separation night after night he
falls ill; he… sadly-waits.

5. He lives in the forest expanse, abandons his lovely house;119

he tosses on his bed which is the ground; he often moans
your name; he... sadly-waits.

6. While the poet Jayadeva sings, may Hari appear, by [your]
good deeds, in your mind which has an abundance of zeal
because of- the charm of love-in-separation; he... sadly-
waits.

7. Where he was together with you before the perfections of
love’120 were attained; truly there in love’s great-pilgrimage-
place in the grove again Madhava, meditating on you,
constantly chanting also a string of sacred-sounds as an
invocation to you alone, desires again the nectar of the
ardent embraces of the pitchers of your breasts.

The eleventh Song (gurjari raga, eka-tali tala)
8. He has gone to the tryst which is the essence of sexual

delight; he has the beautiful appearance of [the god of]
love; O fair-hipped-girl! don’t delay going to him! follow him,
the lord of your heart! Where the wind is gentle, on the
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bank of the Yamunã, he, the one who wears a forest garland,
dwells in the forest, his hands are ever-moving in squeezing
the cowherdesses’ swollen breasts.

9. He sounds his tender flute which makes the given signal
together with your name: he very-much esteems even the
pollen which is moved [to him] by the wind that touches
your slender-body; where the wind is gentle he dwells.

10. When a feather falls [or] a leaf stirs, his trembling eye
looks to the path [by which] your arrival is anxiously-
expected and he prepares the bed; where the wind is gentle
he dwells....

-------------------------------------
119 - ‘lovely house’ [lalita.dhaman]: or ‘pleasure house’, a hut reserved for

trysting.
120 - ‘love’ [rati-pati]: Kama-deva as the ‘husband of Rati’ (sexual-pleasure

personified).
11. Abandon the noisy, capricious anklet which shakes-well

during love-play, it is like an enemy121 Go, O friend, to the
dense, dark grove; wear a dark-blue cloak; where the wind
is gentle. he dwells....

12. [You’ll be] a necklace placed upon the chest of the Enemy-
of-Mura, like a fluttering crane, like lightning, upon a [dark]
cloud, O golden [woman]-you’ll shine while making- love
on-top-of-him as a reward for your good-deeds122 where
the wind is gentle. . . he dwells.

13. Place your hips, unclothed, the girdle unbound,
uncovered123 upon bed of sprouts, O lotus-eyed [woman] -
[Your hips are] like a treasure, a store-house of joy; where
the wind is gentle… he dwells....

14. Hari is full-of-pride; this night also is coming to an end
now; heed my words at once- fulfill the desire of the
Enemy- of-Madhu; where the wind is gentle... he dwells....

15. While Jayadeva sings in service to Hari most delightfully,
bow, delighted in heart, to Hari who is very compassionate,
who is to be desired for his virtues; where the wind is
gentle … he dwells...
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16. At one moment he scatters sighs, then looks in [all]

directions, then resorts to the grove humming, then gasps-
for- breath, then prepares the bed, then looks around
bewilderedly- O lovely-woman, your beloved is wearied
by the suffering of love....

17. Entirely along with your perversity the hot-rayed-sun has
now set, along with the desire of Govinda the darkness
has gained intensity; my long plea resembles the doleful
cry of koka [birds]124  so, O artless-woman, delay is fruitless,
the moment of the tryst is delightful.

18. From an embrace, then from a kiss, then from scratching
with their nails, then from love’s rousing, then from
shaking- about [in coition], then from sexual exertion, both
are pleased - when a husband and wife who have gone
to an affair with another [lover] come-together by mistake
and [then] recognize [each other] by their speech here in
the darkness, their pleasure is mixed with embarrassment,
isn’t it? isn’t it?

-------------------------------------

121 - ‘Abandon.... because of its jangling the anklet is desirable during
love- making but it is taken off to go to the tryst clandestinely. The
dark cloak is worn also to maintain that secrecy.

122 - ‘fluttering crane’ clouds are said to wear garlands of lightning; cranes
are said to nest in clouds and the word ‘crane’ [balaka] can refer to a
loving woman. [balaka]

123 - ‘uncovered’ [apidhana]: following M. [anavrta] (contrary to M.W.).
124 - koka birds: following S.M.- the cakravãka bird, a kind of shelldrake

said to mourn aloud each night when it must be separated from its
mate.

19. Fixing your vision, trembling in fear, upon the dark road,
having stood at each tree for a moment, slowly stepping,
somehow the secret-place was reached by your limbs
which have a restless-motion on account of love-O lovely-
faced- woman, seeing you, may the fortunate-and-
charming-one at tain his purpose!
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20. [He is] the bee on the lotus which is Rãdhã’s artless face,

the appropriate blue jewel for the adornment of the region
which crowns the three worlds, the death of those
[demons] whose descent is a burden to the world,
spontaneously the beginning of a night of pleasure for
the minds of the beauties of Vraja, the comet for the
destruction of Kamsa-may he, the Son-of-Devaki, protect
you!
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THE SIXTH CANTO
ARDENTLY-LONGING VAIKUNTHA

1. Then having-seen her in the hut of creepers unable to go
[to him and passionate for a long time the friend related
her behaviour  to Govinda who was sluggish from love:

The twelfth song (gunakari raga, ripaka tala)
2. Secretly she sees you everywhere, drinking the sweet

honey of her lower lip O Lord Hari! Rãdhã sadly-waits in
her bed-chamber.

3. Rushing with eagerness for the tryst with you, [but] she
falls down moving just -few steps; O Lord Hari!...

4. She has a bracelet made of spotless lotus fibres and she
lives henceforth [solely] by your skill in love-making;125 O
Lord Hari!...

5. Constantly seeing the play of her ornaments she is
disposed to imagining ‘I am the Enemy-of-Madhu’; O Lord
Hari!...

6. ‘Why doesn’t Hari come quickly to our tryst?’ she asks her
friend time-after-time; O Lord Hari!...

7. She embraces and kisses the great darkness which re-
sembles a rain-cloud [saying] ‘Hari has arrived’; O Lord
Hari!...

8. While you delay her modesty is melted-away; she moans
and weeps, ready in her chamber [for you, her beloved];
O Lord Hari!...

9. May this song of the poet Sri Jayadeva spread great-joy
to people of taste!

10. She has many rows of bristling-hairs, she utters loud love-
cries126 confused with emotional-tones127 and
senselessness is aroused within her; Cheat! having
thoughts of intense passion about you, the deer-eyed-
woman is immersed in an ocean of passionate-bliss, fixed
in meditation.
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11. She puts jewellery on her limbs; again-and-again also

when a leaf stirs she believes that you have come; she
spreads- out a bed; for a long time she meditates: Thus
although engaged in hundreds of games of imagining the
preparation of the bed and the choosing of finery, without
you this beautiful body will not pass the night.

12. ‘Why do you rest beneath the banyan128 tree which is the
abode of [black-snakes/Krsna-the-enjoyer]129 O Brother!
Why don’t you go to the joyful house of Nanda which is
within sight’s range from here?’ Concealing a message
for Rãdhã, in the presence of Nanda, from the mouth of a
traveler, Govinda’s words filled with excellence for evening
guests, prevail!

-------------------------------------
125 - ‘skill in love-making’ [rati kala]: or ‘with a desire for love-pleasure’

following S.M.’s gloss of kala as ãkalana.
126 - ‘love-cries’ [sit-kara): lit., ‘she makes the sound “sit”...‘, a sound

made by drawing in the breath with the mouth almost closed to
express intense delight in love-making.

 127 - ‘emotional-tones’ [kuku]: M.W. gives ‘a peculiar tone or change of
voice resulting from distress or fear or anger.

128 - banyan’ [bhandire): nyag-rodha or Indian fig tree; according to M.W.
the name of a particular tree on Mount Govardhana in Vrndãvana.

129 - black-snakes and/or Krsna-the-enjoyer [or: the enjoyer(s) of Krsna]’
[krsna-bhogan]: the black-snake is the deadliest of Indian cobras.
The ‘enjoyer’ in the sense of the ‘lover’. By the pun Krsna both
frightens the traveller away from the place where he wants to meet
Radha and conveys to Radha the message of assignation.
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THE SEVENTH CANTO
CUNNING130 NARAYANA

1. And at that time [the moon], beautiful with its distinct spot
like a stain incurred by obstiuction131 of the path [by, which]
wanton-women [go to their lovers], i lluminated the
Vrndavana area with its rays; the moon was the sandal-
spot on the face of a beautiful-woman of the Quarters.132

2. While the sphere which bears a hare [the moon] was rising
and Mãdhava was making a delay, the destitute-woman
sorrowfully uttered aloud various lamentations:

3. Even at the time [which he] appointed, Hari, ah, ah, did not
go to the forest; this youth of mine is fruitless even though
it has a spotless body; to whom shall I, deceived by the
words of my friends, go for refuge here?

4. For whose pursuit at night even this dark-thicket is
frequented, because of him, this, my heart, is impaled by
the five arrows [of love]; to whom shall I go for refuge….?

5. My very death would be preferable-how can I, whose (tryst/
body) is thus futile who am senseless here, endure the flame
of separation? To whom shall I go for refuge...?

6. The sweet spring night depresses me, ah, ah; some
fortunte133 loving-woman enjoys Hari; to whom shall I go for
refuge. ..?

7. Ah, ah! I consider the jewelled ornaments, bracelets and
so forth, very offensive because they carry the flame of
separation from Hari; to whom shall I go for refuge...?

8. Also the flower-garland upon my heart kills me, whose body
is very delicate like a flower, by the play of love’s arrows
which has a very terrible134 nature; to whom shall I go for
refuge.. .?

9. Here I stay, [I who have] not taken-account of the forest-
tangles; the Enemy-of-Madhu does not even remember me
with his mind; to whom shall I go for refuge...?

LEE SEIGAL



413
10. May the (muse/speech) of the poet Jayadeva, [who goes

for] refuge at the feet of Hari, dwell in your heart like a
young girl who is skilled in the charming arts [of love].

-------------------------------------
130 - ‘cunning’ [nagaraj: lit., ‘town-bred’, i.e., sophisticated, clever.
131 - ‘obstruction.. ‘by shedding light the moon makes it difficult for women

to go secretly to their lovers.
132 - ‘beautiful woman of the Quarters’: M.W.,‘a quarter of the sky deified

as a young virgin’.
133 - ‘fortunate’ [krta-sukrta]: lit., ‘done-good-deeds’, i.e., she is fortunate

in this life because she has done good deeds in a past life.
134 - ‘ terrible’ [visama]: or ‘unequal’, punning on the unequal number of

Kama’s arrows.
12. Then, having seen that friend, silent with depression, return

without Mãdhava, apprehending that Janardana’136 was
sexually-pleased by some woman, she said this as if she
had seen it:
The Fourteenth Song (vasanta raga, yati tãla)

13. Her dwelling is appropriately arranged for the battle of
love; her hair is slightly disheveled with strewn flowers;
some young-girl, who has so many qualities137 plays-in-
love with the Enemy-of-Madhu.

14. The emotions [of love] are stirred in the embraces of Hari;
upon her pitcher-like  breasts a necklace shimmers; some
young-girl plays-in-love’

15. The moon of her lovely ’are has curls shaking [over it)138

she is made languid by the violent..passion of his lip-
drinking- kisses; some young-girl plays-in-love...

16. Her cheeks are scratched by jangling ear-rings; she shakes
with the motions of her hips which have a jingling girdle;
some young-girl plays-in-love....

17. She laughs with embarrassment at the gaze of her lover;
she cries out with the relish of love-pleasure in many varied
moans; some young-girl play-in-love...
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18. She undulates, trembles much and her hair is very bristled;

her love blossoms as her eyes are closed in sighs; some
young-girl plays-in-love

19. Her fortunate body bears drops of sweat; steadfast in the
battle of love she falls upon his chest; some young-girl
plays-in-love....

20. May the delight of Hari as sung by Sri Jayadeva cause
the evil of the Kali [Era) to be destroyed!

21. Although by having the: appearance of the lotus which is
the face of the Enemy of Mura, pale from separation, it
stops my pain, as. the friend of love alas, the moon greatly
spreads the anguish of love in my heart.

The Fifteenth song (gurjari raga, eka-tali tala):

22. Upon a delightful - woman’s face, where love has arisen
where a lower-lip is turned for a kiss, bristling-excitedly
he draws a foreheadmark. with musk, [a mark] like the
animal upon the moon; in the forest on the bank of the
Yamunã the triumphant Enemy-of-Mura delights now.

23. in her hair which resemble- a mass of clouds, which sets-
shaking the faces of young-men, he places a kurubaka139

flower, splendid as lighting, in the forest of the deer who is
love; the Enemy-of-Mura delights now.

-------------------------------------
135 - ‘by friends...‘or ‘by licentious friends’.
136 - Janardana: the epithet of Krsna means ‘tormenting people’.
137 - ‘so many qualities’: suggests who is luckier than I am’.
138 - ‘The moon….‘: the suggested simile is that her dark curls are like a

cloud over her moon like face.
139 - kurubaka: a red amaranth which is said to bloom only when touched

by a young woman’s foot or by her gaze.
24. He places a string of jewels, a spotless multitude of stars,

very firm upon the (very firm/beautifully clouded) firmament
which is her pair of breasts smeared with musk adorned
with a moon in nail- marks140 the Enemy of Mura delights
now.

25. He puts an emerald bracelet, a swarm of honey-makers,
upon the delicate pair of arms which surpass pieces of
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lotus fibre having lotus leaves as the palms of her hands,
cool as snow141. the Enemy-of-Mura delights now.

26. He spreads a girdle made- of jewels that mocks a festal-
arch upon her hips which possess the abode of pleasure,
upon the voluptuous portion [of her body] which is the
golden seat of love, which is perfumed142 the Enemy-of-
Mura delights now.

27. He puts lac as an outer-covering upon the sprout which is
her foot which is made to rest upon his chest143 the dwelling
place of Kamalã, adorned by the jewels which are her nails;
the Enemy-of-Mura delights now.

28. While the brother of the mischievous Plough-holder very-
much delights some-woman who has beautiful eyes, tell
me, O friend, why have I stayed here in this thicket,
fruitlessly, for so long, unpleasantly?144… the Enemy-of
Mura delights now.

29. Let not the evil, which is produced by the Kali Age, remain
here, in Jayadevaka, the king of poets-he has a song of
taste145 he recounts Hari’s qualities, he is a servant of the
feet of the Enemy of Madhu;... the Enemy-of-Mura delights
now.

30. O friend, if my pitiless false-lover’146 has not come, O
messenger, why should you burn-with-sorrow? He who
has many lovers sports there of his-own-free-will is that
your fault? Look now, drawn to the tryst with the dear-one
by the beloved’s qualities, bursting as if from an excess of
longing’s pain, this soul will go itself.
The Sixteenth Song (desavaradi raga, rupaka tala):

-------------------------------------
140 - Her breast with the jewels, musk and nailmark is like the sky with its

stars, clouds and the moon [lit., night-maker]; ‘the moon’ is a technical
term in the erotic texts for a particular kind of nailmark; musk powder
was used like talcum powder particularly by women after love-making.

141 - Her arm with the bracelet is like a lotus tendril with bees upon it.
142 - The girdle over her vulva (euphemistically described as the ‘abode

of pleasure’ or ‘throne of love’) is like the decorative arch over a
doorway.
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143 - ‘upon his chest’ [hrdi]: or ‘in his heart’.
144 - ‘unpleasantly’ [virasa]: ‘without rasa’, without enjoying the erotic

sentiment particularly.
145 - a song of taste’: ‘a song of rasa’, a song which has the erotic

sentiment particularly.
146 - false-lover’ [satha): a type of hero as classified in the rhetorical

texts.
31. O friend, she who is being sexually-pleased by the one

who wears a forest-garland, by the one whose eyes are
like lotuses’147 moving in the breeze-she does not burn on
account of the bed of blossoms’

32. O friend, she who is being sexually-pleased by the one
who wears a forest-garland, by the one whose lovely mouth
is an opened lotus-she does not break-apart on account
of love’s arrows.

33. O friend, she who is being sexually-pleased by the one
who wears a forest-garland, by the one whose sweet
speech is more gentle than the nectar-of-immortality-she
does not blaze in the Malaya-born breeze.

34. O friend, she who is being sexually-pleased by the one
who wears a forest-garland, by the one whose feet and
hands resemble lotuses on the bank148 she does not toss
on acct of the cool-rayed [moon.]

35. O friend, she who is being sexually-pleased by the one
who wears a forest-garland, by the one who is beautiful
like a mass of rain-clouds-she does not break in her heart
on account of long separation.

36. O friend, she who is being sexually-pleased by the one
who wears a forest-garland, by the one who in his shining
robe resembles a touchstone of gold’149 - she does not
sigh on account of the mocking-laughter of her
companions.

37. O friend, she who is being sexually-pleased by the on
who wears a forest-garland, by the youth who is better all
the people of the world-she does not bear splitting’ with
great sorrow.150

38. Through this speech as sung by Sri Jayadeva, may Hari
too enter [your] heart!
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39. O joy of [the god of] love! Sandal breeze! be calm, oh, O

southern [wind] stop [your] perversity! For a moment’ O
life-breath of the world, having put Mädhava [in my thought
formerly, you will be the taking of my life-breath.151

40. This house of my friend hurts like an enemy, the cool
breeze [hurts] like fire, the nectar-rayed [moon hurts]
‘poison, while he is on my mind; even when he is cruel
again my heart is attached to him by force-perverse and
totally - unfettered152 is lotus-eyed-women’s love!

-------------------------------------
147 - ‘lotus’ [kuvalaya]: specifically a dark lotus or water-lily that opens at

night and closes during the day.
148 - ‘lotuses on the bank’ [sthala-jala-ruha] :lit., ‘land-water-born’; perhaps

a kind of hibiscus sometimes known as a ‘land-lotus’ [sthala-kamala].
‘ice a

149 - ‘who in his shining robe...’ : his dark body with his yellow robe is like
a black touch-stone streaked with gold.

150 - sorrow’ [karuna]: suggests that Rädha suffers the tragic sentimate karuna
[karunarasa] while the cowherdess with Krsna enjoys the erotic sentiment
[sringararasa].

151 - ‘O southern…‘: playing on the several meanings of daksina (southern,
right, good) and vama (perverse, left, cruel); the wind is being perverse
or paradoxical that, although it is the life-breath [prana] of the world, it is
taking away her individual life-breath.

41. Make torment O Malayan breeze! O Love! Take my life! I
shall not seek refuge at home again! Why should you have
mercy on me? O Sister-of-Death !153 Moisten my limbs with
waves! Let the fire in my body cease!

42. At dawn, while the circle of friends was laughing freely
having timidly looked at Rãdhã’s breast, clad in the yellow
garment at Acyuta154 in the blue garment, may he, having
held the edge-of-the-garment,155 shaking with
embarrassment, to the eyes of Rãdhã’s face, the Son-of-
Nanda, this one whose mouth has a sweet smile, be for
the joy of the world!156

-----------------------------------

152 - ‘totally-unfettered’ [nikama-nirañkusa]:or, following M.W., perverse love
‘freely rules over’ the deer-eyed-women.
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153 - ‘Sister-of-Death’: the Yamuna river.
154 - Acyuta: the epithet of Krsna means ‘firm’ or ‘imperishable’.
155 - or: ‘having directed a side-long glance at Rãdha’s face.
156 - Radha is wearing Krsna’s yellow garment and he is wearing her blue

garment. The implication is that, dressing together in the dark after love-
making, they mistakely discover Krsna put on each other’s clothes. The
friends laugh at dawn when they discover the mistake, when they see this
evidence of the love-making. In later poetry about the love-play of Radhã
and Krsna the exchange of clothes became a conventional theme and the
lovers do so consciously. This verse refers back to their previous union.
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THE EIGHTH CANTO
LAKSMI’S MASTER VEXED

1. Then, somehow having passed the night, although truly
torn apart by the arrows of love, at dawn, she spoke
indignantly to her lover although he was bent-down [in
obeisance] before her, uttering a speech of conciliation:
The Seventeenth Song (bhairavi raga, yati tala):

2. Red with the passion of long wakefulness produced during
the night, sluggishly settling, your eye displays, as if your
passon were made visible157 your attachment to the savour-
of-love Which has arisen; Hari! Hari! Go Mãdhava! go
Kesava! Don’t speak your deceitful speech [to me)! Follow
her, O lotus eyed one, her who dispels your depression!

3. Having an appearance of darkness caused by kissing
eyes dark with mascara, your red lip, O Krsna, conforms
[in colour now) to your [dark] body; O Hari! Hari! Go....

4. Your body which has lines of wounds from hard curved-
nails [inflicted] the battle of love, resembles a record158 of
[her] victory in love from an inscribing on gold done with
an emerald chip; Hari ! Hari ! Go….

5. Streaked with lac159 dissolved from the lotus of [her] foot;
this, your noble chest seems to show outwardly a covering-
hedge of the young shoots of the tree of love; Hari ! Hari!
Go....

6. The mark of teeth on your lower-lip produces pain in my
mind it says, ‘how can this body of yours still be one-and-
the- same as mine?’ Hari! Hari! Go.

7. Like your outer [self] O Krsna, your inner-self will become
very dark indeed-how then can you cheat the person who
follows you, [people] afflicted with the fever of love? Hari!
Hari! Go....

8. You wander in the forest devour young-women-what’s
wonderful in that? Putanika160 indeed reveals your
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character as the cruel infant who is a lady killer!:Hari Hari!
Go....

-------------------------------------
157- ‘passion made visible…‘: raga can mean both ‘red’ and ‘passion’ and the

double meaning is frequently used. The word for ‘red’ used here [kasaya]
suggests staim, impurity’.

158 - ‘lines... record’ [rekha... lekha]: the two words can indicate either a line, as
of writing, or a scratch, as of nails.

159 - ‘streaked with lac… following S.M., the lac on his chest indicates that they
have adopted a particular coital posture in which the woman’s feet are
placed against the man’s chest (the ‘position of anger’ [krodha-bandha]).

160 - Pütanika: in an attempt to kill the infant Krsna Putanika offered him her
poisonous breast to suckle; but Krsna, immune to the venom, killed her,
sucked her life from her.

9. Listen to the Lamentation of a young-woman abandoned
and deceived in love-pleasure as sung by Sri Jayadeva,
O learned-men! It is sweet like nectar; unobtainable even
from the abode of the gods.

10. Seeing this, your chest with its red colour, sprinkled with
lac from the foot of your beloved, as if your spreading
passion were on the outside, with the humiliation of great
affection [being] made-public now, O Cheat, looking at you
causes me even more shame than anguish.

11. Of the gazelle-eyed women [the sound of the flute] is a
great spell for delight, [for making them] rave, for
stupefaction, [for making] fall mandara161 [flowers]
quivering on account of the shaking of their heads with
inner infatuation; it is the ruin of the irrepressible sorrow
and distress of the gods when they are afflicted by haughty
demons; may the sound of the flute of the Enemy-of-Kamsa
remove your misfortunes!

-----------------------------------
160 - Pütanika: in an attempt to kill the infant Krsna Putanika offered him her

poisonous breast to suckle; but Krsna, immune to the venom, killed her,
sucked her life from her.

161 - mandara: the coral tree; one of the five trees said to grow in heaven. Krsna
stole the mandara tree from Indra’s pleasure garden.
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THE NINTH CANTO
ARTLESS MUKUNDA

1. To her [who was], then, exhausted with passion, hurt by
her violent-desire for love-pleasure, possessed of despair,
[who] had pondered Hari’s behaviour, [to the one]
separated [from her lover] on account of a quarrel, the
friend spoke privately:

The Eighteenth Song (gurjari raga, yati tala):
2. Hari goes-to-the tryst while the sweet [spring] wind blows;

what other great joy is there, O friend, in the world? O
piqued- woman! don’t direct your pique against Mãdhava,
oh!

3. The pitcher of your breast is more heavy and (passionate
/ full-of-juice) than coconuts-why make it fruitless? O
piqued-woman!....

4. How many times has this not been said, word for word,
recently: ‘Don’t despise Hari who is so very splendid’? O
piqued-woman!....

5. Why do you sink-down in weeping, helpless? The whole
assembly of your young-women [friends] laughs [at you];
O piqued-woman!....

6. Upon a cool bed of wet lotus sprouts behold Hari, make
your eyes fruitful; O piqued-woman!....

7. Why do you produce this heavy sorrow in your mind?
Listen to my speech about displeasing separation; O
piqued woman!....

8. May Hari come! May he speak very sweetly! Why make
your heart so very lonely? O piqued-woman!....

9. Sung by Sri Jaydeva very delightfully, may the story-of
the-deeds of Hari cause happiness for people of taste!

10. When the beloved is tender you are rough, when he bends-
down [in obeisance] you are unbending, when he is
passionate you are hostile, when he has his face-raised [in
expectation] you have your face-turned-away [in aversion];
it is appropriate then, O perverse-woman, that your sandal
unguent is poison, the cool-rayed-moon is the burning-sun,
frost is fire, the pleasures of play’162 are tortures.
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11. By the intensely joyous hosts of gods, Puramdara and the

others, who bow down [to the lotus-foot] on account of
their great reverence, having the blue jewels of Indra
[sapphires] in their crowns, [the foot-lotus] has the
appearance of having bumble-bees [upon it]; [the foot-
lotus is] viscid with the Mandãkini which freely flows [from
it] beautifully like nectar; we venerate, for the destruction
of evil, the lotus of Sri Govinda’s foot !163

-------------------------------------
162- ‘the pleasures of play’ [krida-mudah]: .S.M. explains it as the games

of her female friends.

163- ‘By the intensely…‘:i.e., his foot is like a lotus and as nectar flows
from a lotus so the Heavenly Ganges [the Mandakini] flows from his
foot and as bees appear on a lotus, so the emeralds in the crowns of
the gods appear on his foot as the gods make obeisance to him.
(This reading following R.K.)
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THE TENTH CANTO
THE CLEVER FOUR-ARMED-ONE

1. On that occasion, having approached her who was
governed by harsh anger, her whose mouth was weak from
bound less sighs, the fair-mouthed-woman, to her who had
seen the face of her friend bashfully, stammering his words
on account of his joy, in the evening Hari spoke thus:
The Nineteenth Song (desavarãdi raga, asta-tãla tãla):

2. If you speak, even a little-bit, the splendid moonlight of
your teeth rips-apart the very dreadful darkness of fear;
may the moon which is your face cause the cakora [bird]
which is my eye to long for the intoxicating-nectar from
your quavering lower-lip; beloved! sweet-natured-woman!
stop being piqued with me-it is unjustified! Suddenly the
fire of love burns my mind-give me a drink of the mead
from the lotus of your mouth!

3. If you are truly angry, O lovely- toothed-woman, give me a
wound with the arrows that are your sharp nails, bind me
with the fetters which are Your arms or bite me, by which
all-the-conditions of pleasure come to be; beloved! sweet-
natured-woman! stop being piqued with me...!

4. You are my adornment, you are my line, you are jewel in
the ocean of existence, May you be here, constantly
compliant to me-for that my heart is making great-efforts!
Beloved! Sweet-natured-woman! stop being piqued with
me...!

5. Your eye, although it like a blue lotus, O slender- woman,
bears the appearance of a red lotus; if you (ridden /
impassion) me who am (Krsna / blue-black) with the
emotion which is the arrow of love, then this [condition]
matches that [your eye]; beloved! Sweet natured woman
stop being piqued with me...!

6. May the garland of jewels glitter open the pictures of your
breasts-may it (redden / impassion) the region of your heart,
also may the girdle upon the circle of your firm hips ring
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out-may it proclaim the Command of love! beloved! sweet-
natured-woman! stop being piqued with me...!

7. Speak, O soft-voiced -woman, and I’ll make your feet red
with passionate, shining lác, (your feet which) excel the
land- lotus [hibiscus], delighting my heart, having produced
excellence on the stage of love-pleasure. beloved! sweet-
natured woman! stop being piqued with me...!

8. Place the noble sprout .of your foot as an ornament upon
my head, it dispels the poison of love [in separation]; the
pitiless sun which is the destruction by love burns in me-
may [your foot] take away the symptom produced; beloved!
sweet- natured-woman! stop being piqued with me...!

 9. Pleasing and clever in sweet flatteries, the words of the
Enemy-of-Mura to Rädhikã, embellished with the
eloquence of the poet Jayadeva, which, has caused joy in
piqued-women - may [that speech] prevail!

10. O afflicted-women! Put aside doubt about my heart which
is overcome by you always, by you whose breasts and
hips are firm: there is no-room for another, not any lucky-
person other than the bodiless [god of love] enters my
heart; o beloved-lady, be disposed to undertaking
embraces !164

11. O artless-woman! give me squeezes against your ample165

breasts and bind me with the creepers of your arms and
bite me with cruel teeth! O fierce passionate-woman,
rejoice! my life- breaths leave me because of the splitting
wound from the arrow of that outcast, love!

12. O moon-faced-woman! your curved brow [your frown] looks
like- a terrible black-snake, [the cause of] infatuation; for
young men only the liquorus nectar from your lower-lip is
an effective charm for dispelling the danger which arises
from it [your serpent-brow].

13. Your silence unnecessarily disquiets me,166 O slender-
woman, dwell upon the fifth [note], O young-woman, with
sweet conversations, with your glances dispel my fever,
O lovely faced-woman, give-up so much aversion [to me],
don’t let me go! Your beloved, so very tender, O artless-
woman is near-and-ready!
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14. This lower-lip is akin in splendor to the bandhuka167 [flower];

your shiny- cheek has the complexion of the madhuka’168

[flower], O fierce passionate woman! Your eye, which emits
the luster of a blue-lotus, shines; your nose resembles
the sesame flower169 your teeth are like jasmine; O beloved,
above all, by employment of [the features of your face the
flower weaponed [god of love] conquers all.170

15. Your eyes are languid with [passion’s] drunkenness, your
face shines like the moon, your gait delights people’s
minds, your two thighs surpass the plantain; your love-
making is skilful, your brows are beautiful shining lines,
oh, you, on Earth, lead the gods’ young-women, O
slenderwoman.171

16. May Hari grant delight! In battle he came into conflict with
Kuvalayãpida [the war-elephant of Kamas] whose fore
head reminded him of Rãdhã’s swollen breasts; wherein,
while he was perspiring and closing his eyes for but a
moment, quickly, in confusion at seeing him [like that],
‘Victory! Victory! Victory!’ was the uproarious cry of Kamsa.

-------------------------------------
164- ‘be disposed...’ [parirambharambhe vidhehi vidheyatam]: lit., ‘make the state

of disposability in the beginning of embraces’.
165- ‘ample’ [nibida]: lit., her breasts are so large there is ‘no space’ between

them.
166- ‘your silence’: i.e., your silence is unjust.
167- bandhuka - bandhujiva.
168- madhuka: a velvety, pale spring flower; its blossoms and leaves were distilled

to produce a sweet intoxicant.
169- ‘resembles’: lit., ‘Your nose follows the path of the sesame flower.
170- R.K. explains that these five features of her face, each like a flower, act as

the five flower-tipped arrows of the love-god.
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THE ELEVENTH CANTO
BLISSFUL DAMODARA

1. While Kesava, for a long time having pleased the deer-
eyed woman with supplication, adorned, was going to the
bed in the grove, while the twilight, the robber of sight,
was glimmering, [to her whose] splendid ornaments were
arranged, to Rãdhã who was not sunken-down [in the
sadness of separation any longer] some woman said:

The twentieth Song (vasanta raga, yati tala)
2. He has composed flattering speeches bowed-down-in

reverence at your foot; now he has gone to the bed of
love-play on the edge of the beautiful cane grove, O artless
woman! The killer of Madhu has pursued. [you]! Follow
him, O Rãdhikä!

 3. O you who bear the burden of firm breasts and thighs,
approach [him], wandering-pleasurably with slightly slow
steps, ‘with jeweled anklets jingled, act like a marala172

[bird]; O artless-woman!...
 4. Listen to the most pleasing song of the honey drinking

bees which is the infatuation of young girls; while a throng
of cuckoos is herald for the behest of [love] the flower-
bowed-one, enjoy the emotion love; O artless-woman”...

 5. With a hand which is a mass of shoots shaking in the wind,
a mass of creepers seems to be urging [you], O you-whose-
thighs are-like-elephant-trunks! stop your delay in going;
O artless Woman!...

6. Consult that pitcher which is your breast, throbbing as if
because of the waves of love, indicating the embrace of
Hari, having a pure stream of water which is your beautiful
necklace; O artless woman!...173

 7. This is understood by all your friends-that your body too is
ready for the battle of love pleasure; O fierce passionate
woman go to him noisily with the battle drum uproar of
your jangling girdle, passionately, rot-bashfully! O artless
woman
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8. Go playfully to Hari, clinging to a friend, with your hand,

its nails beautiful as the arrows of love; with the jingling of
your bracelets inform him also of your approach,174 O
artless- woman!..

9. May this song of Sri Jayadeva eternally abide in the throats
of those whose minds are fixed-upon Hari-[this song on
the necks of devotees] puts to shame a necklace [or] a
beautiful woman !175

-------------------------------------
171- ’on earth’: i.e., she’s a living goddess. Prithivi also plays on the name of the

meter of this verse (four times)
172 - marala: a kind of goose or flamingo; supposed to have a lovely gait and a

voice appropriate for trysting.
173 - ‘indicating... ‘the waves in the pitcher are an omen of love; the stream of

water, indicating that the pitcher is overflowing, suggests the fullness of her
breast (following R.K).

174 - inform….the suggestion (following S.M.) is ‘be a firefighter’, i.e., give your
enemy (lover) warning of your approach for battle (love making).

175 - Following S.M. 176 - “tapiccha - tamâla”

10. ‘She will look at me, she will speak love-talk, by embraces
of my entire body she will attain delight, she’ll be pleased,
O friend, in uniting with me’, with these thoughts he is
disturbed; in the grove, of which the mass of darkness is
steady, the beloved sees you, trembles, bristles, rejoices,
sweats, advances- to –meet-you, faints

11. Putting mascara on the eyes, clusters of tãpiccha176 flowers
on the ears, a wreath of dark lotuses on the head, a musk-
design on the breasts of the crafty women enjoying the
excitement of the tryst, everywhere in the grove, O friend,
the darkness, beautiful as a black cloak, embraces every
limb of the lovely-eyed-woman.

12. Streaked all-over with the clusters of the light of the women-
going-to their-lovers whose bodies are yellow with staff
ron,177 this night, most black like tamãla leaves, manifests
[itself] as a touchstone for the gold which is love for him.

13. Having seen Hari in the door-way of his grove-retreat which
was shining with the splendor of the jewels in his bracelets,
his arm-bands, the golden cord of his girdle, the central
gem of his pearl-necklace, she [the messenger] then said
to her bashful friend [Rãdhã]:
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The Twenty-first Song (varadi raga, rupaka tãla):

14. In the hut of love-play within the loveliest grove, play- in-
love, O you whose face laughs from your violent-desire
for love-pleasure; enter here, O Rãdhã, into Mãdhava’s
presence!

15. [In the place which is] excellent on account of the bed of
fresh and shimmering asoke leaves, play-in-love, O you
whose necklace quivers on the pitchers of your breasts;
enter here, O Rãdhã, into Madhava’s presence!

16. In the radiant bed-chamber which is arranged with floral
bouquets, play-in-love, O you whose body is as delicate
as a flower; enter here, O Rãdhã, into Mãdhava’s presence!

17. [In the place which is] cool and fragrant on account of the
gentle, wafting Malayan wind, play-in-love, O you who are
fearful of love’s arrows; enter here, O Rãdhä, into
Mãdhava’s presence!

18. [In the place which is] thick with fresh sprouts and many
outspread creepers, play-in-love for long while, O you
whose swollen hips are languorous; enter here, O Rãdhä,
into Madhava’s presence!

19. [In the place where] humming is made by swarms of bees
delighted by the honey, play-in-love, O you who have the
passionate emotions of the sentiment of love; enter here,
O Rãdhã, into Mãdhava’s presence!

_________________________

177 - ‘saffron’ [kasmira]: specifically that which comes from Kashmir.
20. [In the place which is] noisy with the cries of flocks of very sweet cuckoos,

play-in-love, O you who have splendid rubies as your shining teeth178 enter
here, O Rädhã, into Mädhava’s presence!

21. While the king of poet-kings sings [this song which] makes
an abundance of happiness for Padmävati, bestow, O
Enemy-of-Mura, hundreds of blessings!

22. This one, having you on his mind, for a very long time,
very weary and greatly inflamed by love, wishes to drink
[from) your lower lip. which is like a bimba [fruit] abounding
in nectar; so adorn his lap for a moment, here: why this
agitation about one who worships the lotus of your feet
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like a slave purchased with a fraction of the (wealth /
beauty) of your frown?

23. She, joyfully and [yet] fearfully, her eyes longing for
Govinda, with lovely anklets jingling, entered the pleasure-
hut.

The Twenty second Song (varadi raga, yati tala):
24. She saw Hari: he had manifestations of the various

symptoms [of love] blossomed on account of the sight of
Radhã’s face like the ocean which has its high waves set-
in-motion at the sight of the lunar disk; [he had her as his]
only love, he had long desired love-play, his face was
overcome with his great joy, he was. love’s dwelling-place.

 25. She saw Hari he, having tarried far-off, bore a necklace of
very pure pearls upon his chest—[he was] like the flow of
the Yamuna’s waters mixed with masses of very clear foam.
179

26. She saw Hari: the curve of his body, dark and tender, had
a yellow robe put-upon it-[he was] like the blue lotus which
has a root encircled with a mass of yellow pollen-veils.

27. She saw Hari.: the passion of love’s pleasure was prodused
by his beautiful face on account of the quivering of his
tremulous side-long-glances-[he was] like a pool in autumn
which has a pair of wagtails’180 playfully-shaking in an open
lotus [upon it]..

28. She saw Hari: the radiant-beauty of his ear-rings equal to
[that of] the sun brought into touch with the lotus of his
face, and a longing for love-pleasure was caused by the
sprout of his lower-lip splendidly gleaming with the splendor
of her smile.

29. She saw Hari: his hair, with flowers in it, was like a rain-
cloud the inside of which is strewn with moon-beams and
the form of his spotless sandal forehead-mark was the lunar
disk risen in the darkness.

-------------------------------------
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178 - ‘splendid rubies...‘ an inverted simile following S.M.; perhaps the redness

of her teeth refers to having chewed betel.
179 - The waters of the Yamuna are conventionally depicted as dark, as Krsna

colored’.
180 - ‘wagtails’ [kharjana]: a small bird with a white breast and black wings

which mates in rivers and ponds in autumn.
 30. She saw Hari: prickly with a mass of much bristled hair,

excited on account of the art of play in love-pleasure, his
body was beautiful on account of his ornaments radiant
with a mass of light-beams from the multitude of his jewels.

31. She saw Hari: the mass of his adornments is doubled by
the greatness of Sri Jayadeva’s song; placing him in your
heart, bow to Hari who is the essence of virtue’s arising.

32. Then, in the moment of beholding the most beloved-one,
the multitude of Rãdhã’s joyful tears fell like the flood of
sweat of her eyes made-to-go-beyond their corners, as if
with an effort to go as-far-as the region of her ears, with
their pupils made-to-quiver181

33. While the entourage of watchful friends went outside the
dwelling with their smiles concealed by the contrivance of
[having to] scratch [their mouths], the embarrassment of
the deer-eyed woman, of her who was going near his bed,
of her who was looking at her beloved’s face which was
beautiful with the intention which is under-the-sway of love,
[her embarrassment) as if also embarrassed, went far-
away.

34. Joyfully may the Son-of-Nanda bestow upon you
exhilaration beyond measure! Slowly-slowly having taken
Rãdhã in the space between his arms and then squeezing
her tightly on account of his delight: ‘May the lofty breasts
of the excellent- bodied-woman not break my back and
quickly come out of it!’182 [he said], looking-around with
his neck bent

35. As if honored with mandara flowers placed there by the
Goddess of Victory, as if marked by himself with vermilion
because of the delight of battle with the elephant, scattered
with the blood-drops of the elephant, Kuvalayapidi, which
was killed by play with the crushing with his arms, the staff-
like arm of the Conqueror-of-Mura prevails!
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36. In the heart of Rãdhã, [she who is] the one store of beauty,

who enjoys the lovely love-games which are the delight of
love,183 in that pool which is the one stage for the play of
love, because he relishes the playful-shaking of the lotuses
which are her delightful breasts he is proclaiming his
similarity to the royal gander of [lake] Manasa of the
contemplative may Mukunda give joy 184

_________________________

181 - Tears are like perspiration from her eyes, caused by the great effort
which her eyes are making and (following R.K.) her eyes seem to be
failing out with weariness.

182 - Alternately (following R.K.) the bodiless-love-god [atanu] takes on
Râdha’s body to conquer the world.

183 - ‘delight of love’ [ananga-lalanã] or ‘delight of Love’ comparing her to Rati,
delight personified as the consort of Kama-deva.

184 - Krsna delighting upon Radhä’s breasts is like the royal gander delighting
amidst the lotuses on Lake Manias and Krsna is in Radha’s heart as that
gander is in the heart or mind of the contemplative, the devotee.
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THE TWELFTH CANTO
THE VERY-DELIGHTED YELLOW-ROBED ONE

1. When the flock of her friends were gone, having seen
Rãdhã whose mind was passionate, whose lower-lip was
bathed in smiles bursting-forth with the overpowering
intentions of love which was full of the burden of her sharp
shame, whose eyes were cast-down constantly upon the
bed of flowers and fresh sprouts, Hari spoke to his beloved:
The Twenty-third Song (vibhãsa raga, eka-tali tala)

2. Upon the surface of the bed of sprouts put the lotus of
your foot, O loving woman -May this well-adorned [bed of
sprouts] be defeated by its rival, the sprout which is your
foot! For a moment now, follow Narayana, [me, as I have]
followed [you], O Rãdhikã!

3. I’ll do honor to your foot with the lotus of my hand for you
have been made to come a long way-upon the bed, for a
moment, help the anklet which like me has been heroic in
following [you] ... Follow Narayana.

4. Compose an obliging speech like nectar trickling from the
nectar-storing-moon which is your face; I’ll remove the fine-
garment on your chest which is the obstruction to your
breasts as if [removing our] separation… follow Narãyana.

5. Bristled as if full of a violent-passion for the embraces of
the beloved, very -difficult-to-attain, the pitcher of your
breast place it upon my chest, extinguish the heated-pain
of love... follow Narãyana.

6. Bring the elixir of nectar from your lower-lip, O passionate-
angry-woman! Vivify me, your slave, as if I were dead; my
mind is fixed upon you, my body is consumed by the fire of
love- in-separation; I am without the pleasure-of-play…
follow Narayana.

7. O moon-faced-woman! sound the cord of your jeweled
girdle, which is harmonious with the sound of your voice,
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in my ears which have been disturbed by the cries of the
cuckoo calm my depression at last... follow Narayana.

8. This, your eye, as if embarrassed, now ceases to look at
me who was maimed by your very futile anger-give up your
very vain sexual frustration... follow Narayana.

 9. May this song of Sri Jayadeva, having the Enemy-of
Madhu’s delight recited in its refrain, produce in people of
taste an appreciation of the emotion of the sentiment of
lovely love-pleasure! ... follow Nãrãyana....

10. A close embrace in which an obstacle arose on account of
the rising bristling-hair, and the glances which inspire love-
play in which [an obstacle arose]: on account of blinking,
the drinking of the nectar from lower-lips in which [an
obstacle arose] on account of their playful talk also the
battle which is the art of love in which [an obstacle arose]
on account of the attainment of bliss-that, their undertaking
of love-making was about to be enjoyed.

11. Held-captive by her arms, pressed by the weight of her
breasts, pierced by her finger-nails, the cup of his lower-
lip. bitten by her teeth, crushed by the slope of her hips,
bent-down by her hand on his hair, crazed by the trickling-
flow of honey from her lower-lip, the lovely-beloved
somehow obtained delight-so, oh! the way of love is
paradoxical!

12. In the undertaking of the battle mixed with the play of love-
pleasure, [an undertaking] having the mark of (love/death185

something full of impetuosity was undertaken by her on-
top [of him] for victory over her lover, from the flurry of
which the surface of her hips was motionless, the creepers
of her arms were loosened, her breast was shaken, her
eyes were closed-how is the heroic sentiment of women
demonstrated?186

13. Her bosom was- branded by pink finger-nails, her eyes
were reddish from [lack of] sleep, the redness from her
lower-lip was washed-off, her hair had its garland fallen
and disarranged, the cord of her girdle [allowed] the border
of her shawl [to be] slightly loose-the next morning by these
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arrows of love fixed in his eyes, the mind of her lord was
impaled—it was amazinging!’187

14. The braided-mass of her hair was disheveled, her curls
had been shaken, her cheeks, had, an effusion of sweat,
the radiant-beauty of her lower-lip like a bimba [fruit] was
worn- off; the string of pearls, radiant on the pitchers of
her breasts, was lost, the beauty of her girdle was
hopelessly-destroyed-covering her foot, hips, breasts with
her hand in the moment when she noticed that, she was
ashamed; so, also when disheveled, artless-charm please.

15. [Of her whose face had its] eyes slightly closed by force of
the stream of artlessly echoing. love-cries, [whose face
had its] lower-lip bathed by the rays of her teeth from
opening [her mouth] with indistinct, warbled cries of love-
play [so that her] breast was still and tranquil on account
of so much embracing, [whose] body was weak from the
release of the excess of joy-fortunate is he to kiss the face
of the deer-eyed-woman!

16. Then suddenly, very delightedly, after the love-making, she,
her body so very wearied, Rãdhã with respectful-affection
said this with joy to Govinda:

The Twenty fourth song (ramakari rage, yati tala)
17. ‘Put, O Yadu-nandana, with your hand, which is cool with

sandal, a design of musk, here upon my breast which is
akin to a pitcher for the festival, of love’, she said to him
while Yadu-nandana, the joy of her heart was playing.

-------------------------------------
185 - Following M. the battle is marked by Mara as death and the play is

marked by Màra as Love.
186 - That is, how can women succeed in the sentiment [rasa] of heroism,

the natural sentiment of men, except in the battle of love, in trying
to conquer their lovers?

187 -  ‘amazing’ [adbhuta]: the marvellous or wondrous sentiment [rasa];
each of her features is one of the five arrows of love.
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18. ‘Make the mascara which puts-to-shame the bees, shine,

O beloved, upon my eye, which has [had] its collieries
removed by the kisses of your lower-lip, [my eye] which
releases the arrows of love’, she said to him.

19. ‘Fasten, O beautifully-adorned-one, both ear-rings on my
ears’ circle which, possessing the appearance of love’s
snare, prevents the expansion of the bounding of the deer
which are [my] eyes’, she said to him.

20. ‘In my presence for a long while arrange a glossy curl
which causes pleasure, creating a swarm of bees above
my spotless face which surpasses a lotus’, she said to him

21. ‘Put a lovely mark drawn with musk essence, placed as a
lunar spot, O lotus-faced-ones, upon the moon which is
my forehead which has ceased sweating’, she said to him.

22. ‘Put flowers in my radiant hair, O giver-of-honor, fumy hair]
which is the fly-whisk and banner of love, fallen-loose from
love-pleasure, lovely, extraordinary as a peacock’s tail’,
she said to him.

23. ‘Put ornaments, clothes and the jeweled girdle, O good-
hearted-ones, upon my passionate hips which are firm and
beautiful, which are the cave-dwelling of the elephant who
is Love188 she said to him....

24. Put your compassionate heart in this splendid speech of
Sri Jayadeva, which is an adornment, which dispels the
fever and impurity of the Kali [Era] for it is formed with the
nectar which is remembrance of the feet of Hari.

25. ‘Put a pattern on my breasts, make a design on my cheeks,
fasten a girdle on my hips, fix the mass of my braids with
artless garlands, put rows of bracelets on my arms and
jeweled anklets on my feet’-thus directed the yellow-robed-
one was pleased and he did so.

26. By the mingling of reflected-images joined in the multitude
due of jewels lining the hoods of the Serpent Lord who
was made [Hari] couch, [Hari] wishes to see with hundreds
of eyes the lotus-footed daughter of the ocean [Sri] who is
the production of the sustaining Lord, performing
emanations of his body as if in her houour; may Hari protect
you very much189

27. ‘Not having obtained you who were intent upon your own-
choice-of-a-husband, [who were intent] upon me, it seems
to me, O beautiful-woman, that the infatuated Husband-
of-Mrdani [Siva] drank the poison [which was] in the depths
of the ocean of milk.’ Thus with these prefatory,
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distracting,190 words, throwing-aside Radha’s upper-
garment, may Hari, whose eyes were encountering the
buds of her breasts, protect you!

_________________________
188 - ‘the cave-dwelling of the elephant who is love’ Sambara-darana-varana.

kandare]: following S.M. who explains that Love (the Killer-of-sambara) is
like an elephant in fierceness and strength; her hips possess that cleft in
which the powerful elephant of Love resides; alternately, her hips are the
‘goad’ of love.

189- The Serpent Lord is Sesa, a serpent with hundreds of heads upon which
Visnu sleeps in the intervals between creations; there is a jewel in each of
Sesa’s hoods. Hari looks into them to see himself multiplied, i.e., reflected
in each jewel, and thereby each reflected Hari can look at Sri. This verse
as well as the ones which follow may be late interpolations – there is little
consensus among various editions and manuscripts as to the arrangement
or inclusion of these final verses. Xii. 26,27,29 are given only in the
footnotes of the Nirnaya Sagar Press edition and they are without
commentary or gloss.

28. Skill in the arts of the Gandharvas,191 meditation
consecrated-to-Visnu, playful-creation in poems which are
literary works in the truth of the discrimination in erotics –
may wise-people joyfully purely understand all that
according to the Sri-Gitagovinda of the poet and scholar
Jayadeva whose soul is solely directed192 to Krsna.

29. May holy-men approve in this case of the devotion of
aspirants [like me] truly of their own accord and having
considered my labour in composition may wise-men
respect it; I ask those who are occupied with listening to
the literary work of some other [author], having examined
the one made thoroughly by me, let them announce the
imperfection if [there is any] here – that idea will remain.

30. May the poetic-skill of the Sri-Gitagovinda of Sri Jayadeva,
son Ramadevi, son of Sri Bhojadeva, be in the throats of
friends, Parasara and others.193

31. O sweet-liquor! The thought of you is not good! O sugar!
You are hard! O grape! Who will see you? O nectar [of
immortality]! You are dead! O milk! You taste like water! O

-------------------------------------

190- ‘distracting for anya-manasa?
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191- ‘arts of the Gandharva’s, the heavenly musicians, i.e., the musical

arts.
192- ‘solely directed’ [eka-tana]: his soul or self [atman] has Krsna as its

one object or only tone.
193- Parasara – not identifiable but in the biographical legends about

Jayadeva said to be a friend of the poet who accompanied him on
various pilgrimages.
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