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ABSTRACT

Kavi Dayarambhat or Dayaram (1777-1852), considered to be one of
the three greatest poets of Gujarati, brought to an end not only the age of the
great bhakta-poets, but also the age of Gujarati medieval literature. After
Dayéram, a new age of Gujarati literature and language began, influenced by
Western education and thinking.

The three chapters of Part I of the thesis look at the ways of approaching
North Indian devotional literature which have informed all subsequent readings
of Dayaram in the hundred and fifty years since his death. Chapter 1 is
concerned with the treatment by Indologists of the Krsnaite literature in Braj
Bhasa, which forms a significant part of Dayaram's literary antecedents.
Chapter 2 then considers studies of Dayardm by Gujarati scholars which tend to
focus on him as a devotee of Krsna and a member of the Pustimarga. It also
looks at literary criticism of his writings in the context of the Gujarati literary
world. Chapter 3 discusses Dayaram's lyrics from an Indological perspective,
concentrating on form and language.

Part II puts forward a new approach to a study of Dayaram's lyrics.
Chapter 4 argues that these texts deserve treatment as literary texts in their own
right and suggests a reading informed by the thought of Mikhail Bakhtin (1895-
1975). Chapter 5 discusses Dayaram's lyrics in the light of Bakhtin's concept of
the carnivalesque, Chapter 6 looks at the functions of chronotopic features in the
lyrics.

Part III is a selection of Dayaram's lyrics. The Gujarati texts are given
in Roman transliteration, followed by literal translations into English. A full

bibliography of primary and secondary sources consulted is included.




The thesis introduces a poet scarcely known to western scﬁolars and
makes a selection of his work available to those who do not know Gujarati. It
examines a number of approaches which have conventionally been brought to
bear on literature of this kind. It finds much which is valuable in them but
highlights some of their limitations for a study of this poet; a new critical
approach from literary theory, using the ideas of Bakhtin (in particular those of
the carnivalesque and the chronotope) allows the thesis to re-examine the

position of Dayardm in the history of Gujarati literature,
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STYLE NOTES

Transliteration

Italicised words in strict transcription as Sanskrit with inherent -a
throughout:

All texts and quotes from Dayaram's lyrics;

Terminology of sect with translation in inverted commas in brackets:

e.g.  anugraha (‘favour’);

Technical terms:

e.g.  chapa, garabi, garabo, pada, teka.

Personal names in roman:

Gods' names as Sanskrit (i.e. as 1 above):

e.g.  Krsna, Rama;

From the time of Vallabhacarya onwards as Hindi (i.e. without inherent -a
except after conjuncts):

e.g.  Dayaram, Stirdds, Vitthalnath, also Srindthji (<ji otherwise omitted);
Muslim names with macrons but otherwise as roman:

e.g.  Shidh Jahan;

When authors have used roman spellings of their own names these are used:
e.g.  Kavi Narmad, K.M. Munshi, Narasinhrao;

_This may result in some initial confusion when an author may appear with

two different spellings of his name according to whether the book was
written in Gujarati or in English:

e.g.  Tripathi 1957, Tripathi 1958;

English spellings elsewhere:

e.2.  Shivaji, Gackwad.

Place names:

Conventional English spellings without diacritics, using spellings of

Muthiah 1991:

e.g. Bombay, Dabhoi, Gokul, Gujarat, Hanuman Ghat, Mathura,
Mewar, Mount Govardhan, Nathdwara, Rajasthan, Vadodara,
Varanasi, Vrindavan, Yamuna;

The Hindified spelling is used if more usual:

e.g.  Braj.




4 Other names:

i Names of texts with capitals and italics, with transliteration appropriate to
the language (i.e. inherent -a for Sanskrit etc.):
e.g.  Bbhagavata Purana, Caurasi vaisnavan ki varta, Brhat kavyadohan,

il Names of sects with a capital:

e.g.  Pustimarga (with inherent -a by 1 above), Svaminarayan;

il Names of the /ilas, in italics in Braj spelling:
e.g.  ballila, danlila, makhancorilila. Brajlila,
iv Others:

e.g.  astachap, Haveli samgit, Holl.

5 English words are used elsewhere:
e.g.  Bania, Brahmin, Maharana, Maharaja, Rajput.

6 Perso-Arabic words:
The transcription of words from Urdu, Persian and Arabic follows the

conventions given by Shackle 1989a:v:
e.g.  ghulam, be-hal, maslahat, ma'shiiq.

These conventions do not apply to the transliterations in Chapter 7 where
strict transcription as Sanskrit with inherent -a is used throughout. The translations
use the transliterated form of names etc. as given in the text. Krsna's epithets are
translated only in the chapa.

B References to Dayaram's lyrics

These are according to the numbers and titles in Raval 1953, When
referring to the whole lyric the title is given in transliteration beginning with a
capital. The titles are given without capitals in Chapter 7.

C Metrical conventions

1 In 'strict’ songs!:

~

looks metrically short but scans long;

1See 3.3 below.




v/ looks metrically long but scans short;
/A scans for four matras or more.

2 In 'free' songs numbers are used to count beats.

D Dates

Dates refer to the Christian era unless otherwise specified.
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INTRODUCTION

Kavi Daydrambhai (1777-1852) lived during a time of great change
throughout India. Gujarat,! which had been ruled as a siiba of the Mughal empire
from 1573-1707, began to suffer Maratha raids from the mid-seventeenth century
when Shivaji invaded Surat in 1664, The Maratha Gaekwad of Vadodara came to
be the greatest power in Gujarat and Saurashtra, and the Marathas and Mughals
ruled Ahmadabad jointly from 1738 to 1753, when the Mughals relinquished any
claim to Gujarat.

The British East India Company had been active in southern Gujarat since
establishing their factory in Surat in 1612, gaining political power there in 1759,
As the Maratha confederacy declined rapidly after the battle of Panipat (1761), the
Maratha rulers began to ally themselves to the British. In Gujarat, the Gaekwad of
Vadodara accepted British protection after declaring his independence in 1782. The
British later annexed Bharuch (1803) and Ahmadabad (1817). After the defeat of
the last Peshwa at the battle of Kirkee (1818), the British established the Bombay
Presidéncy in order to administer much of western India. British power in the
region was consolidated in 1858 when the crown took over the East India
Company. Only five Gujarati districts were British: Surat, Bharuch, Panch Mahals,
Kheda and Ahmadabad. The rest of Gujarat was mostly ruled as princely states, the
only significant power belonging to the Gaekwad of Vadodara who also ruled
Amreli and Dwarka in the Kathiawar peninsula.

This period sees the rise in significance of the city of Bombay, as a
commercial and cultural centre for Gujaratis. In 1687, the East India Company had
transferred its Western headquarters from Surat to Bombay and the shipping and
trade moved there as a consequence. There was large-scale migration from Gujarat:

shippers, merchants and middlemen from Surat, Bharuch and Khambhat, bankers

1 Gujarat is used to refer to the arca covered by the modern state of Gujarat established in 1960.
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Introduction

and commission agents from Ahmadabad; traders from Saurashtra and Kachchh.
The opening of the Suez Canal, steam navigation and the cotton trade of the
nineteenth century helped to boost Bombay's fortunes. It became the capital of the

Bombay Presidency from 1818.

The extension of British influence led to changes in the formations of states
and social groups during the eighteenth century, marking the beginning of the social
order of modern India. In the cultural sphere, there was a creative period in
Hinduism and Islam at popular and at formal levels.2 One of the greatest cultural
changes was in the sphere of education. Bentinck's English Education Act (1835)
marked the victory of Anglicism over Orientalism? in the separation of the study of
English and indigenous languages. Western-style education in English was given
in Bombay's Elphinstone Institution (founded 1834) which became Elphinstone
College on the founding of Bombay University (1857). A new indigenous
intellectual elite was created, whose influence was felt through the learned societies
they formed and through the new print culture in newspapers, magazines,
pamphlets and, of course, literary publications. Many of the creative and critical
writers .in Gujarati in the second half of the nineteenth century were graduates of
Elphinstone and it was through them that English literature was to have its far-
reaching impact on Gujarati literature and literary studies.

These writers introduced new literary forms into Gujarati, including the
novel and the short story, and western poetical forms such as the sonnet. They
wrote on topics which had not been considered appropriate to literature, such as
social reform and nationalism. Instructed in the values of English literature, they
brought these to their new critical studies of Gujarati literature. The sphere of

production also changed as they no longer sought patrons but printed and sold their

2Bayly 1988:39-44.
3Viswanathan 1989:22-44,
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Introduction

work, often while pursuing professional careers in the British adnﬁnistration for
which their education had prepared them.

While these writers and critics were actively developing new literary forms
and criticism, they also began to reinterpret Gujarat's past. The two first poets of
modern Gujarati literature, Kavi Dalpat and Kavi Narmad?* were active collectors of
pre-modern Gujarati poetry and they edited the earliest printed volumes of Gujarati
poetry. Dalpat's was a selection of Gujarati verse published at the request of the
Director of Public Education® while Narmad's was the first edition of the lyrics of
Dayaram.® Undoubtedly this early publication contributed to Daydrdm's canonical

status as one of the greatest poets of Gujarat.

Nearly every article on Dayaram mentions his canonical status as the last
poet of medieval Gujarat. In many respects this status is unquestionable. Although
he travelled widely in India, his work contains no references to the changes that
were occurring as British power spread in Gujarat and 1ts administrative systems
and personnel were established.? Unlike his somewhat junior contemporaries,
mentioned above, Dayaram belongs to the pre-British world of Gujarat, and indeed
of Indiz;. Everything about his life, his activities, his work, fixes him in this world,
and his death brings to an end the creative period of a whole tradition of devotional
poetry, with roots in the whole of North India and in the Gujarati folk tradition.

This status raises a number of questions. Firstly, 1852 seems a very late
date indeed for the term ‘medieval’, by any definition. In Eurcpe the medieval
period is usually taken as ending with the Renaissance, that is several centuries

earlier. This terminology, used also for other Indian literatures in the pre-British

4See below Chapter 2.2,
5Dayabhai 1865.
6Lalagamkara 1909 (4th cd.).

7Dabhoi ,where Dayaram spent most of his adult life, had been the headquarters of the Bombay
army until 1783 when it was ceded to the Marathas as a condition of a peace treaty between the
Government of Bengal and the Peshwa. Along with the rest of the Peshwa's territories, Dabhoi
became a Brilish Dependency after 1818.
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Introduction

period,8 has been questioned by Das? who argues that the term 'medieval' is an
imposition because it suggests a 'dark age' of literature for a period which was one
of India's most creative. There may be two justifications for the use of this term.
The first is that if the Indian renaissance of the nineteenth century is equated with
the European renaissance, by analogy the preceding period may be termed medieval.
The second, which follows from this, is that the pre-renaissance period was obscure
and 'dark."

Secondly, in the opening line of the first biography of Dayaram,!9 Narmad
calls him the last poet of the four hundred year old tradition of sung poetry.
However, the sharpness of this division between the pre- and the post-British eras
in Gujarati literature must be examined. The differences between the two in form,
subject matter, production and consumption suggest that this boundary was wide.
However, the fact that Day&ram remained an important figure in Gujarati literature
and that he was the topic of the new literary criticism, makes this break seem less
sharp. Furthermore, it is likely that elements of future literary developments may be
found in Dayaram's own work. Does Dayardm's oeuvre contain elements which
could be reinterpreted by the modern tradition or was it a dead end? Might there be
connec'éions with the emotionalism of bhakti and that of the Romantics? While
changes in form may be clear, what other features in the text mark a break between
Dayaram and the new poets?

Lastly, on what grounds was Dayaram considered to be a great writer by
critics who had been trained in western literary criticism? Was he evaluated in the
terms of his own age or those of the age which followed him? How much does the
biography of Dayaram the bhakta have in common with the Byronic hero? And are
the qualities of sweetness and love identified by the critics qualities of bhakti

emotionalism or Romanticism?

81slam and Russell 1991:1-4 discuss the sense of 'medieval' in the context of three eighteenth-century
Urdu poets.

9Das 1991:333.
10Narmadagamkar Laléamkar 1912: 476,
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Introduction

It is important to remember that most cultures, and those of India in
particular, are not monocultural and most people move between several cultures.
For example, one could be a scientist with a Hawkinian view of time while also
believing in divine time. The implication for this thesis is that the traditional or
devotional views of Dayaram's lyrics are not incompatible with other literary critical
views but may indeed be held simultaneously.

Given that Dayaram's lyrics have already raised a wide number of issues, it
became necessary to search for approaches towards an understanding of them. Itis
clear that this requires not only a survey of existing studies of Dayaram but also an
examination of intellectual approaches to literature which may be appropriate in the
context of this thesis. Thus the first possible approach to Dayaram to be considered
had to be that of the western academic tradition of textual analysis known as
Indology.

The study of India (i.e. British India, the area now called South Asia) was
known as 'Indology’, an intellectual discipline which has concentrated on the texts
and artefacts of a past, glorious civilisation, rather than the study of a living culture.
The term has come to acquire a pejorative meaning,!! namely the approach of
westerﬁers who pursue an Orientalist!? study of India. These senses are not
intended here, where the word 'Indologist' is used simply to refer to those who
make India and res indica the objects of their academic study. It is not restricted to
westerners, although the majority of such studies are written in European languages
by westerners. The definition used here of an Indological approach to Indian
literatures is primarily the study of these literatures as objects of scholastic study
rather than as literary texts.

The distinction between literary scholarship and literary criticism must also

be clarified. Literary criticism normally includes aspects of scholarship, and will be

HFor example, in Devy 1992.
1271y all three senses of Said's definition: Said 1978:2-3.
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Introduction

taken to do so, except where it seems important (as here) to make a distinction
between the two, as do Jefferson and Robey:

..In common usage criticism generally stands for discussions of literary

works that focus on the experience of reading.l3 It is concerned with
describing, interpreting and evaluating the meaning and effect that literary
works have for competent but not necessarily academic readers. Scholarship,
on the other hand, stops short of], or goes beyond the experience of reading, in
that its concern is with factors in one way or another external to this
experience: the genesis of the work, its textual transmission, or elements
within it that the non-specialist reader need not necessarily take an interest in.
Criticism is not exclusively academic, and often may be personal and
subjective, though it is of course capable of a detachment and rdgour of its
own: scholarship is a specialist activity which aims for the same detachment

and rigour that characterize other academic disciplines.14

Most Indological studies are works of scholarship, rather than of literary
criticism, in that the authors are concerned with historical background, with
establishing a text by editing manuscripts, with studying its textual transmission and
authorship or with non-literary facts contained within it, notably of a religious
nature. Several of the studies include literary statements about the texts, usually
concerning themes and motifs, forms of literature, performance aépects, historical
origins of a genre and so on. McGregor,!$ in particular, makes a number of
Jjudgements about the literary nature of the works he is concerned about, but these
are usually confined to brief summaries in which he has presented extra-textual

information.

Since Gujarati is barely studied in universities outside Gujarat and Bombay,
it is not surprising that there has been very little Indological research on Dayaram or
on Gujarati Vaisnava literature in general. However, over the last few decades there
has been a considerable amount of Indological research in western academia on Braj

Krsnaite literature. Dayaram is connected to this tradition, not so much for his Braj

13 Although 'and listening' is not written, it is understood that oral literature is included here also.
While it is obvious that it i$ not possible to have a 'close listening' as one may have a 'close reading’,
where the reader has sole contral over the expericnce, this problem is not discussed here, There has
been much work on the scholarship of oral performance, but little on the criticism of it. The Braj
Krsnaite verse is mostly sung and a critical discussion would have to include the use of repetition in
performance, the fact that the verses arc heard repeatedly and are lcarnt and performed in other
contexts by the audience etc.

14Jefferson and Robey 1986:8.

15E.g. McGregor 1984 in his survey of carly Hindi literaturc.
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Introduction

poetry (for he is not well known in this tradition, his fame deriving aimost entirely
from his Gujarati lyrics) but more because he was a member of the Pustimarga, a
Vaisnava sect which practises Braj bhakti. A survey of these studies would
provide methodological examples of approaches to such literature as well as
furnishing a large of amount of necessary background information, but this is not
the aim of this thess.

In order to examine Indological strategies for an approach to the lyrics of
Dayaram, this thesis begins by looking at specific works of Indologists on Gujarati
literature, the majority of these being the work of Frangoise Mallison, before going
on to examine in some detail the considerable corpus of Indologist writings on
Krsnaite Braj literature.

The survey is limited to a study of those texts written in European languages
and so does not deal with Indological approaches made by Indian scholars. It finds
here the scholastic apparatus necessary for the initial study of the texts as literature,

but a lack of engagement with literary criticism.

The second source of possible approaches to be considered is that used in
the exis'ting studies of Dayaram, mentioned above. Although there is a tradition of
Indological scholarship in Gujarati (practised notably by H.C. Bhayani), the studies
considered here belong to a different intellectual tradition. They do not engage with
the rigorous textual study typical of the Indological tradition but are mostly non-
scholastic, being concerned with matters of religious tradition or literary criticism.

Since these studies of Dayardm are nearly all written by Gujaratis, mostly in
Gujarati (any discussion of his work in English being mostly restricted to
inclusions in histories of religion or literature dating from over fifty years ago) they
have been labelled 'Gujarati’, but it must be emphasised that this is not intended as
an essentialist term. A non-Gujarati could write a 'Gujarati study' of Dayaram while

a Gujarati could make an Indological study of Dayaram.
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Introduction

It is important to remember that the changes in literary studiés which were
emanating from Bombay did not replace all pre-existing literary traditions.
Dayaram's aksaradeha (‘immortal body', i.e. his corpus), has survived to the present
through two traditions, that of his own world and that of the modern world. On the
one hand, Dayaram's pupils, their descendants and his followers in Dabhoi have
kept his poetry alive, and on the other, his works were among the earliest Gujarati
literature to be published and have been the object of literary criticism.

These two traditions, while overlapping in many respects, have significant
differences. While both groups praise his lyrics for their sweetness and prema
('love, affection”) for Krsna and describe the poet's life at length, his followers
concentrate on the religious aspects of his work, while the readers of his work as
literature try to find value in his work drawing on the modern tradition of literary
criticism which began after his death. An exploration of these various receptions of
his work seemed likely to illuminate attitudes to literature and to the world in
general. Dayaram's lyrics are also used in daily worship in people's homes, but

such matters lie beyond the scope of this thesis.

'Although a distinction is made here between the two disciplines of
scholarship and literary criticism, this does not imply any desire to elevate one at the
expense of another. It should be clear that the scholastic approach is not being
denigrated. For example, in this thesis, although its central portion in Part Il is a
study of the lyrics of Dayardam as 'literature’, it has been found necessary first to
include a large amount of information which would count as 'scholarship' (see in
particular Chapters 2 and 3). In fact, the situation is quite complicated. The two
disciplines are often mutually dependent: sometimes the editing of a text can
contribute to the literary study of it, for example, where the text is distorted through
textual transmission. Typical of this approach is Hawley 1984, a fascinating study
of the process of accretion in a text, in which the distinguishing of successive layers

shows that the original StGrdas was quite different from the Surdas of modemn India.
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Now there is (or, rather, will be, when the text is published) an U1'~Sﬁrs§gar and a
number of verses which will be discarded as later accretions. The difference
between these strata is clear from Hawley's work, and scholastic work may now
establish new information about Strdas' language, religious beliefs, sectarian
affiliation etc. which can then contribute to other areas of study. It could also be
argued that the later versions of the Stirsagar have a greater validity, because it is
these versions which are read and loved today, and it is the later poems, such as the
ballila group, which are the most loved and best known verses of Stirdds. From the
point of view of criticism, the poems may be assessed in the performance (i.e. their
sung form) for which they were intended as well as in written form, as a play may
be studied both from its script and from its performance. Like a play, these poems
may no longer have a true oral performance, but are becoming fixed as they acquire

written standard forms through popular editions.

Traditional approaches to literature have been mostly analyses of form and
content and hence could not provide answers to questions raised in the study as to
the literary nature of the text, the historical context of the lyrics, an understanding of
subseqﬁent interpretations of Dayaram, the nature of the break between Dayaram
and Dalpat and Narmad, and the problems of reading the lyrics in the present
context. These questions have been raised elsewhere in literary studies, through the
considerations of literary theory. The selection of theoretical models to examine this

critical question was the next step to be considered.

Literary theory has become a component of literature degrees throughout the
world in the last three decades. A common complaint about theory is that it is
difficult, but while some of the texts are certainly opaque, the difficulty is not
extreme in comparison with the theoretical texts of some other disciplines.
Opinions about the value of such studies tend to be polarised, ranging from the

view that literary theory is pseudo-philosophy or pseudo-aesthetics or that it
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impedes an informed reading of literature and therefore must be dpposed, to the
opposite extreme, where it is seen as a complete new system of thought, calling the
whole nature of literature into question and making previous studies redundant. It
is impossible to read without taking a theoretical position, however neutral one may
claim to be, and some awareness of the ways in which one reads texts, or in other
words of the theory which underlies one's reading, must be of some significance.
This thesis is concerned more with the reading of texts than with a study of theory,
but does aim to show how an understanding of literary theory can inform and
enrich critical practice.

Jefferson and Robey 1986 sum up the questions that a theory of literature
must ask: What is literariness? What is the relation of the author to the text? What
is the relation of the reader to the text? What is the relation of the text to reality?
What is the status of the medium of the text (language)? The theory should then be
examined to see how it would allow for a theory of literary history, and what its

critical practice could be.

For this study, the first step was to examine the available theories for one
which was based on a theory of language, the medium of literature, and which tied
the text closely to historical reality. This immediately ruled out Indian poetics and
nearly every western theory.1® One of the first to be rejected was post-structuralism
(including deconstruction), which with its ahistorical approach, its loss of the
subject, lack of truth and its abstract 'philosophy', allows for no interpretation of
divinity and enforces a removal of ethics and responsibility. Phenomenology,
hermeneutics and reader-reception theory seemed more involved with describing
one's activities as a critic than with providing an all-round theory of literature.
Psychoanalytic criticism was attractive, not least for its operating entirely through

the medium of language, but apart from the considerable cross-cultural implications

165¢¢ Jefferson and Robey 1986; Bagleton 1983 for an outline of the major theories.
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Introduction

involved in such a study,!7 there are serious reservations about thé thinking that
underpins the 'science' (with hypothetical mental constructs such as the id-ego-
superego, its biologist essence and its concentration on the individual rather than on
society), let alone the implications involved in using it to study literature. Gender-
based theory!® was a possibility and while interesting readings of Indian literature
have been made from a feminist perspective,!? a study of the construction of
femininity in Dayaram would, however rewarding, fail to fulfil the initial criteria.
The approaches of discipliﬁes which have been profoundly affected by theory,
notably those of comparative literature and of cultural studies, would provide
further insights. These include translation studies, reception studies, the thought of
Foucault, especially as developed by Said in his study of Orientalism, and the work
of Bhabha on hybridity.

Many studies of theory now tend towards the eclectic rather than the
exclusive - notably feminist theory which has been incorporated into many other
systems.20 This study will however be informed by the writings of one theorist,
Mikhail Bakhtin, whose language-based Marxist model provides challenging
answers to the questions that must be asked of any literary theory, and whose
concerns allow many points of departure for suggestive readings of Dayaram's
lyrics. His works on philosophy, linguistics and literary theory have as their central
concerns the relation of self to other, of mind to world and of the individual to
society. Underlying all his work is the assumption that everything 'means'. He
does not hold, along with deconstructionists and others, that no one has meaning,
nor does he think that meaning belongs to the humanistic self; rather he sees
meaning as belonging to the community—that is, it is shared and it is multiple. His
theory allows one to analyse texts in ways which are neither subjective, nor

mechanically impersonal. Dialogue underlines his view of truth and of the world in

17See Kakar 1981 for possible psychoanalytic approaches to Indian culture.
183ee Moi 1985.

19F0r example, Spivak 1987 combines feminist and deconstructive approaches.
20Such as deconstruction (Spivak) and Marxism (Eagleton).
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his epistemology of 'dialogism',2! in his 'translinguistics' (study of language and
discourse), and in his central concepts on which he bases his study of genre,
namely, 'heteroglossia’ (plurality of languages), 'polyphony' (the position of the
author in the text), the 'chronotope' (time and space and the values attached to them)
and the carnivalesque (folk influence, humour and the aesthetic of the grotesque), all

topics which appear immediately relevant to a study of Dayaram.

It should be clear, however, that this is just one approach out of the many

which could be taken. Bakhtin himself writes:

Tt should be emphasized here that literature is too complex and multifaceted a

phenomenon and literary scholarship is still too young for it to be possible to

speak of any one single 'redeeming' method in literary scholarship. Various

approaches are justified and are even quite necessary as long as they are

serious and reveal something new in the literary phenomenon being studied,

as long as they promote a deeper understanding of it.' 22

Bakhtin's theory is not systematic, but suggestive, about opening the text to
a variety of understandings. A close application of his thought to the text
substantiates his points, but the real interest lies in the further analysis of this
reading which produces an understanding of the text and its context. Bakhtin's
theories do not allow for a close reading of the text, an analysis of rhetorical and
poetic devices and other systematic, mechanical readings of literature.

The object of this thesis is not a testing of Bakhtin's theory but a search for
ways in which his theory can aid a critical study of Dayaram. Nor does this work
aim to be comprehensive in drawing on all Bakhtin's wide-ranging ideas about
literature. For example, Bakhtin's writing on language does not feature strongly in
this thesis. There are clearly future possibilities for such a study of Dayaram's
lyrics. For example, a study of heteroglossia in his work would discuss the

historical implications of the introduction of vernaculars as literary languages and

Dayaram's use of Braj and Gujarati in his works. The meaning of the combination

2I'Djalogism may well become the basis of our ime's intellectual structure' Kristeva 1980:89.
223akhtin 1986:3.
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of vocabulary from three languages (Braj, Sanskrit and Gujarati) within the lyrics
could be examined to see how they relate to one another, perhaps reflecting an
awareness of the old and the new or showing sources in the specialised vocabulary
of the Krsna cult, the Pustimarga sect and Gujarati folk literature. However, such
aspects lie beyond the scope of the present study. Nor has any attempt been made
to use others of Bakhtin's theoretical concepts which focus on more novelistic
qualities in the texts. Here only two of his main concepts have been used, the
carnival and the chronotope.

These two forces are not purely literary, but exist in the world outside
literature as social and historical forces. Carnival is a range of activities and cultural
forms which may be seen as centrifugal forces. They enter writing in the west with
the novel, in particular in the work of Rabelais. The chronotope is a term Bakhtin
adopted from natural science, an understanding of space and time and the
relationship between them as a way of perceiving the world. Both of these concepts
are key elements of Bakhtin's concern with the theory of genre, which, as in all his

other work, shows linguistic, social and historical concerns.

.Iust as Bakhtin's study of language is a study of speech genres, so much of
his work on literature is on a study of its genres. Genre is important not only as a
category of literature, but also as a way of seeing reality and as a category of
speech. It is not formal or abstract but concrete. His study of genre makes his
work one of the few theories of literature to try to understand how a history of
literature may be possible. He is explicit about this aspect of his work, giving his
essay on the chronotope the subtitle 'Notes towards a historical poetics.”3 In this
essay he traces the roots of the novel to antiquity and to folklore, further back than
is normally the case. Eschewing the approach of textualism, Bakhtin looks instead

at the dialogue between the texts, between the texts and their critics. Bakhtin argues

23Bakhtin 1981.
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that all texts must be seen in context; they have to placed in their historical reality.
They are dependent on what was said/written before and what comes after.

In this study by Bakhtin, the genre changes are gradual and take place over
centuries. In nineteenth-century Gujarati literature, as mentioned above, the
emergence of new genres was revolutionary. In Bakhtin's thought, transformations
in the chronotope, which is a way of perceiving the world, reflect actual historical
transformations.24 For example, one of the most successful genres to emerge in
nineteenth-century India was the novel which has now become one of the main
genres of Indian literature. The rise of the novel in India has been linked to the

emergence of the bourgeoisie,?’ as it has been in the west.2

Balkhtin's writing is not just about the encounter of an individual person
with an individual text but about understanding literature in wider terms, a social
and historical force requiring a study of institutional factors and their mechanisms
(the publication and distribution of books, criticism and the distinction of 'high' and
'‘popular’ literature). His discussion of problems in the relationships between
authorial authority, textual meaning and reception allow the various approaches to
Dayaram to be accommodated in a historical perspective. Indology, a formal
analysis, is concerned with textual meaning but also reveals important features
needed for the study of the text: Gujarati reception, often a thematic analysis,
concentrates either on the author or on the personal experience of the text, but it
carries meanings which have become inscribed on interpretations of the text.

Bakhtin's process of 'creative understanding' means that the meaning of a

work can never be located in just the author's intention or the reader's interpretation.

24 Anderson 1991 argues that a change in the concept of time from 'simultaneity’ to 'meanwhile' is a
necessary condition for the creation of nationalism, The examples he draws from literature to
illustrate this claim suggest strong links between the change in the concept of time, and the
emergence of the novel and the idea of nationalism. However these are not explored at length, A
comparative study of Anderson's 'meanwhilc’ and Bakhtin's 'fullness of time' may be a fruitful
project.

25Mukherjee 1985.

26Watt 1957.
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Works grow in meaning over time as historical and future meaniﬁgs emerge as
changes occur in understandings of the nature of literature, literary meaning and
through changes in aesthetic values. Historical readings themselves are important
to present meanings as the meaning of a text results from these active dialogues,
which are never final.?? An historical understanding of the Gujarati critics'
approaches to Dayaram becomes an important part of the present meanings of his
lyrics.

For example, the concentration on the life of Dayaram may be linked to
Vaisnava hagiography as well as to the Romantic view of the poet as Byronic hero.
The reason Dayaram's lyrics are never seen as independent but always as closely
connected parts of a corpus may be because of the Krsna myth or because of
nineteenth-century views on narrative.

Bakhtin's theory also accommodates the present reading of Dayaram. The
question of time has already been allowed for in his historical attitude, but for him,
the outsideness of the reader can be an asset rather than an automatic problem. In
the present context it may be hoped that it allows a fresh perspective on the lyrics of

Dayaram.

Balkhtin uses carnival as a generic concept for dealing with laughter in
literature. The social and historical forces of carnival show how the interaction of
high and low cultures is part of the dynamic of bhakti, the Krsna cult and of
Dayaram's lyrics. Early bhakti was a social and religious force, a popular, non-
Brahminical movement. It was here that carnival found an entry into literature as
bhakti inspired the growth of vernacular literatures throughout India. However it
was reduced by Vallabha whose sect, the Pustimarga, was Brahminical. He wrote
in Sanskrit and the cult became associated with the temple and with ritual. By
contrast, Dayaram shows more carnivalesque features. Even though in literature

carnival can become an object of representation rather than participation, perhaps in

27Shepherd 1989.
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Dayaram, the singing and dancing of the lyrics and the assumption of roles allows
for more active participation than expected in literature. After Dayaram, carnival is
reduced in Gujarati literature as changes in the concepts of high and low, and

private and public take place in the nineteenth century.

The implication of carnival and the chronotope are relevant not just for
Dayaram but for all bhakti literature. However, 1t is possible that they may also be
interpreted as theories of modernism. A change in genre is a symptom of a change
not just in literature but in society as a whole. Daydrim shows this most clearly as
he is positioned on the edge of the ‘medieval' and the modern. There are clear
implications for creating the possibility of future interactions with Western and
Indian literature and the introduction of new genres to India, notably the novel and

the short story.

The question of approaches to the study of Indian literatures has also been
discussed in G.N. Devy's award-winning book, After amnesia: tradition and change
in Indian literary criticism.?® He argues that literatures in the bhasas (i.e. New Indo-
Aryan languages) need to be criticised through their own traditions. He argues that

there has been

"...cultural amnesia, which makes the average Indian intellectual incapable of
tracing his tradition backwards beyond the mid-nineteenth century.'2?

In order to recover from this amnesia he argues that there is a need to re-
examine the British impact on Indian literary traditions and to formulate a pragmatic
literary historiography for bhisa literatures.3® While these two aims are similar in
many ways to the goals of this thesis, Devy does not achieve the former and falls

into more serious problems with the latter. Unable to find any critical document or

28Devy 1992.
29Devy 1992:10.
30Devy 1992:56.
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any 'self-conscious intellectual discourse of criticism®! in the bhasas, he advocates
Nemade's ‘mativism.' This is a system of classification rather than a theoretical
approach or even a critical approach.32 Devy's blanket anti-theorism (he never
specifies which theory he is attacking), often at the level of polemic,3? makes him
fail to see that he is often arguing against formalism rather than theory itself. I
suggest that an extension of the application of Bakhtin's approaches would resolve
many of the issues raised by Devy and others in a study of Indian literatures within

a theoretical and coherent framework.

In spite of his canonical status, Dayaram's poetry is scarcely known outside
of Gujarat. This is unremarkable in that probably only two other medieval Gujarati
poets are known elsewhere in India, Narasimha Mahetd (1414-1481) and Miram
(1403-1470). However, the latter is best known outside Gujarat through the Hindi
versions of her songs,3* which makes Narasimha the only known Gujarati medieval
poet. The specific reason for Narasimha's fame seems to be that Gandhi included
some of his songs in his prayer meetings. Part of the reason for Dayaram's
obscurity may be that little or none of Dayaram's work has been translated from
Guj araﬁ - again, an unremarkable fact since very little Gujarati literature has been
translated. Most of the translations from Gujarati into other Indian languages are of
early novels (Munshi and Govardhanram) into Hindi.3®> While some medieval
South Asian literature has become known in India and overseas through its English
translations (notably that of Tukaram, and collections of south Indian bhakti poetry,
collections of Hindi saints?¢), the only translations of medieval Gujarati poetry are

those of Narasimha in French and in English (see below Chapter 1.1 for a

31Devy 1992:90.
32Nemade 1986.

33For example, 'by inducing Indian critics to undertake an imitative activity of mindless theorizing, it
(theory] has created a set of literary premiscs and critical frameworks into which bhasa literature is
coercively being fitted." Devy 1992:111.

343¢e 2.2 below.

33Govardhanram's Sarasvaticandra has not been translated into English, despited its continued
canonical status as the greatest Gujarati novel. Sce 2.2 below.

36Chitre 1991, Ramanujan 1973, Hawley and Juergensmeyecr 1988.
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discussion of these works). Recently the jidnamargi, Akho (c. 1615-1674) has
been translated into English.3”7 This meant that the introduction of a great figure of
Gujarati literature to a wider, if only academic audience was timely.

There is the possibility in a study of Dayaram for more than just a study of
one of the great Gujarati poets barely kmown outside Gujarat. It may also allow us
to look more closely at the changes that happened to literature at this time and how
this was connected with changes in the world and in the perceptions of the world.

This thesis has its own context as another reading of Dayaram. It resists the
desire for absolute conclusions, but offers instead a new point of departure for

reading the lyrics of Dayaram.

The thesis is divided into three parts. Part I looks at the four principal
influences discernible in Dayaram's lyrics: his religious background, earlier Gujarati
literature, the Gujarati folk tradition and the literature of his sect, mostly written in
Braj Bhasa. It discusses these four topics in the context of understandings of North
Indian devotional verse.

Chapter 1 is concerned with the treatment by Indologists of the Krsnaite
literature in Braj Bhasa. Chapter 2 then considers studies of Dayaram by Gujarati
scholars in the religious as well as the literary Gujarati tradition. Chapter 3 is a very
brief Indological study of the Gujarati lyrics of Dayaram. It describes the
transmission of the Gujarati texts and examines their place in a history of the
Gujarati lyric. It then looks at the forms, content and language of Dayaram's
Gujarati lyrics.

Part II proposes a new approach to a study of Dayaram's lyrics.
Chapter 4 introduces the thought of Mikhail Bakhtin. Chapter 5 discusses
Dayaram's lyrics in the light of Bakhtin's concept of the carnivalesque; Chapter

6 looks at the functions of chronotopic features in the lyrics.

37K rishnaditya 1993.
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Part IIT is a selection of lyrics, drawing on the established ﬁanon and on
verses referred to elsewhere in the thesis. They are given in transliteration to make
the texts accessible to those who know other north Indian languages, thinking in
particular of those who know Braj Bhasd. The translations are intended as working
tools for reading the thesis and no literary considerations of translation have been
made.3® There is no commentary on these lyrics since this would necessitate a

further interpretation and possible restriction of their potential meanings.

381t is surprising that Bakhtin docs not raise the issue of translation in any of his work given his
study of language.
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PART 1

CHAPTER 1: THE INDOLOGISTS' APPROACHES TO KRSNAITE
LITERATURE

There has been no study of Dayaram in any European language and very
little research has been done on Gujarati Vaispava literature in general by non-
Gujaratis. In order to examine strategies for an approach to the lyrics of Dayaram,
this thesis begins by looking at specific works of Indologists on Gujarati literature,
the majority of these being the work of Frangoise Mallison, before going on to
examine in some detail the considerable corpus of Indologist writings on Krsnaite
Braj literature.

This chapter does not review these studies, but instead outlines the strategies
and structures followed by Western scholars in their approaches to Krsnaite
literature. It analyses their central concerns and their methods rather than assessing
their scholastic merits, editing techniques, accuracy of information or
compréhensiveness etc. This survey is limited to Krsnaite literature in the Gujarati
and Braj Bhasa languages. It does not look at Krsnaite literature in Sanskrit (e.g.
Jayadeva's Gitagovinda) or devotional texts which show nirguna attitudes. The
translations have not been checked against the originals, since here the concern is
more with the results of the translation, whether it is literal, literary, in verse, or
colloquial, and how it deals with Indian concepts. For these purposes,
monographs, several of which are reworkings of doctoral theses, provide the most
useful data. There follows a summary of strategies which may be relevant to a neo-
Indologist approach to Gujarati Krsnaite literature in the literary study of the lyrics

of Dayaram (see Chapter 3).




Chapter 1: The Indologists

1.1 Indologist writing on Gujarati Vaisnava literature |

This section surveys Mallison's published work on Gujarati Vaispavism,
mentioning her other work on Islam and Islamic writing in Gujarat (e.g. Mallison
1991b) only when it is relevant to this study, and then summarises points of
particular interest to a study of Dayaram. It then mentions briefly other studies of
Gujarati literature by Westerners and the study of the genre of barahmasa.

Mallison 1974a discusses the sect of Svaminarayan, examining, among a
broad range of sources, the earliest literature of the movement. She draws attention
to the Vacanamrtam, a collection of philosophical sermons given by Sviminarayan
to his disciples, which were collected by his principal devotees. This work
provides the philosophical basis for the sect, and is significant for being the first
work in modern Gujarati prose. Mallison also mentions the early poets of the sect!
who wrote of their devotion to Krsna, in the context of the Svaminarayan sect. She
writes that these poets:

écrivent un langage simple et clair. Ils furent les premiers a laisser de coté les
genres littéraires du vieux gujardti, sans étre encore, a proprement parler, des
écrivains modemes. Pour cette raison ils occupent une place de premier plan
dans Ia littérature du Gujarat.2

‘However, she has little more to say about literature, the main preoccupations
of the paper being with historico-religious aspects of the sect. Other works on this
sect® are concerned with religious, philosophical, and social aspects and the literary
works are discussed only as sources for these topics.

Mallison 1979 follows the story of Sudama, one of the greatest Vaisnava
bhaktas, from his anonymous mention in the Bhagavata Purana, through various
medieval Gujarati versions, concentrating on the still popular akhyanas of
Narasimha Maheta (1414-80?4) and Premananda (1636-1734). The central focus of

this paper is the development of the religious themes and of the storyline; thus there

1See 3.1 below.

2Mallison 1974a:439.

3williams 1984, Dwyer 1994.

4See 3.1 below on the dates of Narasimha.
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is no detailed discussion of the literary merits of the works, only rather general
judgements which reflect those widely held among Gujarati critics:

The poem reflects in a vivid manner Gujarati society at the end of seventeenth
century and Premananda proves himself a good observer of the human mind.
His monologues and dialogues are well turned whereas his descriptions
remain conventional, 3

and

Preméananda's genius lies in his capability of bringing out in a vivid manner
the moral and the spiritual lesson of the old tale, while enlivening it and
entertaining his readers all through with his witty dialogues and racy
description. The character of Suddma has reached its point of perfection in

Premananda's story, a great classic of Gujarati literature. ©

The second part of the study (Mallison 1980a) examines the evolution of the
worship of Sudama in Porbandar (also called Sudamapuri). By comparing texts
such as the mahatmya of the town, given in the Skanda Purana (in Sanskrit), with
archaeological evidence and current practice, she shows how the Krsna cult has
grown on the foundation of a Siva-Devi cult, the process of Visnuisation being
marked by the adoption of the Vallabhite liturgy and the conversion of the Bava
priests. Using similar sources, she finds evidence of this process of Krsnaisation in
two major and two minor temples of Gujarat (Dwarka, Dakor, Shamalaji and
Tulsishyam) where Visnu-Trikrama-Ranchod worship has been replaced by that of
Kysna—Gopﬁla (Mallison 1983), and in Dakor (which, after Dwarka, is the largest
pilgrimage centre in modemn Gujarat), where a Saivite centre has been taken over by
the worship of Krsna (Mallison 1991a).

Mallison 1980b is concerned with the problems of establishing and
interpreting Gujarati texts for the purposes of studying modern bhakti, Texts were
transmitted orally until the time of Dayaram and of the early poets of the
Svamindrayan sect, when manuscript transmission begins. The earliest extant
manuscripts from Gujarat were preserved in Jain bhandaras, and so tend to be
mainly of interest for Jain studies, while the earliest extant Krsnaite manuscripts are

very late, e.g. for Narasimha from as late as the seventeenth century. Because the

SMallison 1979:97.
6Mallison 1979:98.
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scribal tradition is very poor from the eighteenth century onwards, there 1s only a
very short period during which reliable manuscripts were written, many of which
are uncatalogued and untended. Printed editions begin to appear by the mid-
nineteenth century, but these were uncritical, often based on only one or two
manuscripts, with no attempts to correct errata. The most famous of these printed
editions is I.S. Desai's Brhatkdavyadohan 1890-1913, which is still the standard
edition of medieval verse. Mallison claims that due to the weakness of the
manuscript tradition it would be futile to employ a purely philological method to
study texts like Narasimha's and so one must also consult the present living
traditions.

She then focuses on the manuscript tradition of Narasimha, the earliest of
the bhakti poets. Many of his padas have been published although they are printed
without commentary and without critical editing. There are traditionally three
groupings of his songs - the bhakti-jfiana type (poems with a generally austere tone,
prayers and meditations, showing a tendency towards Upanishadic monism), the
ballila (poems celebrating the childhood exploits of Krsna) and the $mgarbhakti
(erotic) type. The eroto-mystical hymns seem to show the influence of the
Vallabhite sect, but because Narasimha lived before the foundation of the sect, and
because they are hardly known in Gujarat, their authenticity must be questioned.
Eroto-mystical poetry eventually become the dominant form within Gujarati
Krsnaism, with even the puritanical Svaminaryan movement generating poetry of
this kind.

A serious problem in studying medieval Gujarati literature is that of defining
terms.” A notable case in point here is the prabhatiyum, the form for which
Narasimha is most famous. Mallison shows how this term cannot be defined
precisely, but that one can make certain observations about them - they are prayers

sung only in the morning, with no fixed theme, although likely to be of bhakti-jfiana

7See 3.3 below.
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or ballila type, mainly in jhilana metre and sung to a ded7 (‘folk’) tune. Concluding
the paper, she asks why Narasimha's well-known and well-loved prabhatiyam were
transmitted so carelessly. She suggests this is because they did not belong to a
large community, and have never been part of personal devotion.

Further problems in trying to define forms are discussed by Mallison 1986b
and 1989 concerning the dhola, a religious song (pada), usually Vaisnava, sung

almost always by women to a desi tune:

The form of the dho/ is not fixed and it may be a tale, a song of praise or a
dialogue. Each type has its own set tune, popular and easy to learn. Metrical
considerations do not arise...The themes of dhol are Puranic or ¢pic, most
often drawn from the Ramayap.However much one tries, they remain a
species hard to define, hatfway between literature, folklore and hymnology.
In this respect the dhol are rather represcntative of the medigval short texts
composed in the vernaculars, difficult to equate either with their classical

sources or with their present-day folk forms. 8

She distinguishes three types of dhola. The first, being the folk type, is
sung in housework, and on auspicious occasions etc. The second type is a non-
sectarian Vaisnava dhola, whose subject-matter is exclusively Vaisnava, and which
is becoming rare. The third, the Vallabhite dhola, is part of a thriving tradition and
like the second is sung only at satsamg, This third type is defined in distinction to a
kirtana (Haveli samgif) which is sung in the haveli, always in Braj, composed by
the astachapa and sung by official musicians (kirtanakara) during the eight periods
of sevd in the haveli. Mallison claims that the dhola, composed by mostly obscure
persons (with the notable exception of Dayaram), in a simple vernacular and sung
by the ordinary devotee, is at the core of the Vallabhite literature in Gujarati. The
oral tradition is now being replaced by printed texts which are widely used by the
devotees. The standard edition was first published in Ahmadabad in 1916, with
many subsequent reprintings. In it the Braj liturgy is intermingled with the Gujarati
dhola.

Mallison 1986b concentrates on a performance she attended of a Vallabhite

satsamg where nine songs were performed, including three by Dayaram (Vaisnava

8Mallison 1989:88-9.
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nathi thayo tum re, Srinathajinum vadanakamala joyum and Je kbf prema-amsa
avatare) and one by Narasimha (Kukane pagale padharo vhala, the only one of his
songs used by Vallabhites, and that only in Surat). Dayaram's songs are
distinguished by having more complicated tunes than the usual dhola. Mallison
points out that in singing Premaamsa (which is a pada), the chorus join in only for
the refrain, whereas in others they repeat what the leader sings. She mentions
musical instruments and ragas but gives little information on music. The distinction
between dhola and pada would not, however, appear very marked from Mallison's
data, although it seems that padas have matrichanda metres and are set to ragas,
whereas dholas have tdla type metres and are set to desi tunes.

Interesting aspects of this paper include the de-oralising of the texts used in
worship, the narrowing of the definition of a folk-song to an exclusively religious
setting in one sect, and the transition of this form from a folk to a classical tradition
through refinement by trained musicians. She contrasts this with the garabo which
has entered popular culture, and whose current forms are likely to be ephemeral in
the absence of trained connoisseurs as artists and audience.

Important for the study of Dayaram is her definition of a garabi which is
given 1:n an article on the garabis of Pir Shams (Mallison 1991b),° and her brief
discussion of R3je Bhagat!? as a precursor of Dayaram.!!

Mallison discussed Narasimha Maheta in several of her papers above. One
of the earliest of these (1974a) deals with his biography and is later incorporated
into the first chapter of her book on Narasimha (1986a). It is the only substantial
academic monograph on Gujarati literature by a Western scholar. Its structure and
approach may be summarised as follows. The first chapter is the life of Narasimha
Mahetd, subtitled 'The history of a hagiography'. This chapter has a number of

subtitles covering his autobiography (five poems which cover central episodes of

9See 3.3 below.
10Mallison 1992:95-6.
11g¢e 3.1 below.
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his life), his legendary life (from hagiographies of the seventeenth ‘and eighteenth
centuries), his personal testimony (mentions of his religious experience in his
bhakti-jiana pada), his present following (in the Narasimha Mahetano Coro in
Junagadh), controversies surrounding his biography (his dates, the diversity of his
inspiration), his sectarian connections (the difficulty of any link with the
Pustimarga), historical references to him elsewhere (of which there is only one),
Narasimha beyond Gujarat (references to him in other works), and a conclusion.

The second chapter deals with the works of Narasimha with special
reference to the prabhatiyam. It includes notes on the transmission and the editions
of his works, and goes on to define the prabhatiyam with ample notes on prosody,
then discusses how to assemble a corpus of prabhatiyam. Narasimha's religious
affiliations are discussed in the third chapter; with special reference to vedantic
monism, and the worship of Krsna-Gopala, while the fourth chapter contains
introductory notes to the edited texts and their arrangement.

In the central section of the work, the fifty-one poems are arranged
thematically, the edited text in Gujarati script is given with alternative readings in the
footnotes and the French translation, again with footnotes, is given on the opposite
page. Appendices include a list of errors in the Gujarati text; an index of first lines;
lists of common and proper nouns, names of places and titles of works; and an
index of rare words or expressions, unusual or traditional, mentioned in the notes to
the translations. There is an extensive bibliography.

Mallison (no date) is concerned with the definition of a Vaisnava as seen in
the most famous of all Gujarati Vaisnava songs, Narasimha's Vaisnavajana to tene
kahie. She analyses the definition, then discusses the authorship of the song (which
has been thought to have been composed by Dayaram), Vallabhite attitudes to
Narasimha, possible sources of this song in Old Gujarati, and finishes with
Dayaram's definition of a Vaisnava, which is actually a definition of what a

Vaisnava is not.
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The implications of Mallison's pioneering work for this stud)-/ of Dayaram
may now be summarised. Of particular note are her excellent bibliographies
compiled from a vast number of sources used in her definition of genres, and her
work on the rise of Krsnaism in Gujarat and Gujarati Vaisnavaism prior to the rise
of Vallabhism. In conjunction with her work on living traditions and on popular
Sanskrit, her studies of the Krsnaisation of Gujarat and her familiarity with
archaeological remains shows the extent of her fieldwork in Gujarat and her
familiarity with the work of Gujarati scholars. She neatly unravels tangled data in
her studies of mahatmyas while her work on Narasimha shows the same clarity and
precision, with a solid, scholastic treatment clearly and logically bringing out the
nature of the poet's oeuvre.

Mallison's study of the development of Krsna-Gopala worship as a
superstratum on the substrata of the worship of Visnu or of Siva-Devi!2 and of the
huge impact of Vallabhite bhakti on non-sectarian traditions has literary implications
which are not developed at length. One might wish to look for a synthesis of local
or folk poetry concerned with the worship of those deities whose cult has been
replaced by Braj-Krsnaism. This is borne out clearly in the accretion of the erotic
poetry tb Narasimha Mahetd (1980Db). It would be interesting to see not just how
but why this happened and to what extent the change was completed, following her
remarks in 1980a, which show that she thinks that the Vallabhisation of the ritual
represents the completion of the process.

Her remarks on the problems of oral transmission (Mallison 1980b) are not
relevant to Dayaram, but her remarks in this paper and in Mallison 1986b on the
wide acceptance of a printed volume as a standard validate the decision here to work
on a popular printed version of Dayaram. Although there are a number of printed
volumes of Dayaram's verse,!3 this is the one used most frequently when studying

his work for literary or ritual purposes, along with a smaller number of his dholas

12Mallison 1980a, 1983, 1991a.
13gce 3.2 below.
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and padas taken from ritual texts (see Mallison 1986b). Mallison 1986b also
mentions briefly the performance of Dayaram's verses in modern times in this
context. Questions remain as to whether they are ever danced as garabis and as to
whether only the bhakti-jiiana type are used in satsamgs, although garabis are found
in some prayer books.!¥ Recordings of the erotic garabls are still made occasionally
in India, although they seem to lack the popularity of those of Narasimha Maheta.
It remains unclear if they are ever used in worship or still danced as garabis.

Of particular help for this study is her work on defining terms,!5 the most
obvious being that on the garabr (Mallison 1991b) which provides a foundation
from which to discuss further definitions. So too will her work of 1986a, where
she also untangles strands of conflicting evidence, sifting through hagiography and
historical information etc. The structure of the book, as outlined above, is of great
interest and although this thesis differs in its approach to Day@ram's work from that
which she has employed for Narasimha Mahetd, it seems that there is much to be
learnt here for structuring the initial chapters.

Mallison's work shows her strengths as a historian, Indologist and scholar
of religion rather than as a literary scholar. Little of her work has focused on
1itera1yvstudies per se, such as literary criticism, for she is far more interested in
such scholastic problems as the origins of the work, its transmission, the editing of
texts, the study of literature as a scholarly source (on religion etc.), and problems of
form such as genres and metrics. For example, in her work on metre, she never
looks at how the metres are actually used to contribute to the poetic effect of the
works. Nevertheless, Mallison's work provides a sound foundation for any

western scholar of Gujarati literature.

The core of Mahadevananda 1985 is his translations of selections of

Narasimha Maheta's lyrics. The introduction consists of a brief note on bhakti,

g o Desat 1986.
15Mallison 1980b, 1986a, 1986b, 1991b, discussed in 3.3 below,
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followed by the life or hagiography of Narasimha. The list of Narﬁsimha's works
does not consider the possibility of an oral tradition. There follows an account of
the Krsna story and a very brief note on language, which mentions that the
transmission has resulted in the modernising of the language and that the texts may
well have been changed by the Pustimarga in an attempt to claim him as a poet of
their sect. The translations are based on the standard edition of Narasimha, that is
De$ai 1886-1913, with each pada identified by the corresponding number. This
selection consists mostly of the erotic padas, which are not well known in Gujarat,
unlike his bhakti-jiana verses. The bibliography is all pre-1968, and does not
include any reference to Mallison's work. This reasonably cheap book is found all

over India, where it seems to be well known,

Miram (Mira, Mird Bai) is claimed by Gujarati, Braj and Rajasthani
literature. There is no definitive text of her work, but a large number of poems
bearing her signature are found in Gujarati, Braj and Rajasthani traditions, some
shared by all three. There are certainly arguments for including her in the survey of
Braj literature, but here she is discussed in the context of Gujarati literature, 16

Goetz 1966 is concerned with the life of MirAm and seems to have
unravelled an enormous amount of historical facts about her disputed biography.
Although he does not quote his sources in his text, he gives a reasonable
bibliography. A historian, he claims to have written the book out of his deep
admiration for her. However, it seem to be the historical person in whom his
interest lies, for there is scarcely any rcferen& to her work, religious thought or
why he thinks that she is to be ranked along with Jesus Christ as one of the two

greatest persons to have ever lived .

163ee also 3.1 below.
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Nilsson 1969 gives a standard coverage of the life and works of Miram.!?
She outlines Miram's religious background and discusses her bhava and how she
follows all nine steps of bhakti,!® Nilsson divides the poems into two types, those
of entreaty or love; lists the emotions Miram describes (hope, attraction, longing,
disappointment, jealousy, anger and joy in union); and mentions her use of forms
such as the barahmasa. She gives little information on the poetic forms or the
language, and does not consider the question of the composition and transmission
of Miram's poems in the three languages. Her literary analysis is very general,
mentioning that her poems have a limited range of expression, that her imagery was
strong and that her merits were the result of the spontaneous overflowing of
emotion:

Mira Bai did not create her songs as literary compositions as Jayadeva and
Vidyapati did. Even Sur Das, who, like Mira Bai, was primarily a bhakta,
used many literary devices. Almost each and every pada of Sur Das could be
scanned in traditional metres. The literary quality in Mira Bai's songs is
inherent, and it does not obscure the aesthetic enjoyment by irksome and
clever contrivances.!?

Alston 1980 is primarily a selection of Miram's poems, although the
introduction provides information on Miram's life, the bhakti movement and her
position within it and some information on the oeuvre and the religious content of
the poems. The translations are arranged thematically, with notes given at the back,

including some information on variant readings and problems of interpretation.

1.2 Indologist writing on Braj literature

The review of European scholarship on Gujarati Vaisnava literature in 1.1
has shown that this is essentially the work of one individual, whose interests have
not been concentrated on the literary value of the corpus. In order to examine

Indologist methodologies and critical approaches to Krsnaite literature, this section

17The volume on Dayaram by Sandesara 1981, in the same national Sahitya Akademi series, is
discussed not here but in the context of studies of Dayéram in Chapter 2, below.

185ee 2.2 below.
19Nilsson 1969:34.
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will therefore survey writings in European languages on similar literaﬁlre written in
Braj Bhasa.

Krsnaism throughout northern India has been dominated by Braj bhakti
since the sixteenth century. The continuing significance of this region and its
culture is well covered by Entwistle 1987.20 Mallison's work has shown that all
Krsnaism in Gujarat has been dominated by Braj Krsnaism, in particular that of the
Pustimarga, although she has not focused on its impact in literature beyond
suggesting that the emphasis on $rrigara rasa can be seen in the accretion of erotic
poems to the corpus of Narasimha Maheta. Braj influences in Gujarati Vaisnava
literature are likely to have grown as this Braj Vaispavism became the norm in
Gujarati Vaisnavism. For this reason alone it would seem essential to survey Braj
Krsnaite literature.

The relations of Dayaram to the Braj Vaisnava sect of the Pustimarga are
examined further in 2.2 below. It might be expected that its influence would be
particularly strong in his work since he was a follower of this sampraddya. The
influence of ‘Brajvasi' groups at Nathdwara and of the Braj liturgy (Haveli samgit),
would have been sure to have had an affect on any poet of the sect, As mentioned
in2.1, Dayﬁrém himself wrote in Braj Bhasa (e.g. the Satasaiya), but this work has
not been discussed by European writers. However, it is likely that it is on account
of these works that many Gujaratis believe that he was a reincarnation of one of the
most famous Braj poets, Nanddas, one of the astachap (the eight poets whose
works form the Haveli samgif). Although an identification with a Braj poet is not
altogether surprising, it might be interesting to know why it was Nanddas, rather
than any other poet, who was seen to be closest to Dayaram. There does not seem
to be any particularly close connection between the lyrics of Dayaram and those

which are attributed to Nanddis?! but it may be that the similarities with works of

208ee also a brief but usclul summary by Snell 1991b:30-2.
218ee McGregor 1992 on the padas attributed to Nanddas.

41



Chapter 1: The Indologists

Nanddas2? lie in the other writings of Dayaram. However, these links have not
been researched.

At the time of the great flowering of Braj bhakti, Braj Bhasa (or Braj) came
to be used as the appropriate vernacular for this culture since it is the language
which devotees assume that Krsna himself, as a resident of Braj, would have

spoken. It soon achieved a high status as a language of culture:

A 1'époque d'Akbar, la langue braj apparait comme la plus affinée des langues
de I'Inde septentrionale, et la langue poétigue at musicale par excellence. 'Si
une langue indo-aryenne dans 1'Inde du Nord pouvait étre appelée "langue
royale", dit S.K, Chatterji, ce fut certainement la langue braj. 23

Braj soon came to be used all over north India for the worship of Krsna-
Gopila: 'c'est vraiment la langue du cceur pour tous les pieux krishnaites, du
Goujarit au Bengale,'?4 although in Bengal, dBrajiﬁed variety of Bengali called
Brajbiili soon emerged.

Although the first leaders of the Pustimarga, Vallabhacarya, Vitthalnath and
Gopinath, wrote exclusively in Sanskrit, Braj came to be the dominant language of
the sect by the time of Hariray in the seventeenth century. Although Gujarati is
now the second language of the sect, it is not as highly regarded as Braj or Sanskrit.
For example, speaking any language other than Braj or Sanskrit in the havell, makes
the priests ritually impure.25 The Vallabhite liturgy performed in the havelis (the
Havelf samgit) is performed exclusively in the Braj language using the padas of the
astachdp. Braj (or an approximation to it) is also used by Gujaratis in domestic seva
when talking directly to Thakotji, who is believed to speak Braj, but Gujarati 1s also

used, notably in songs, such as the lyrics of Dayaram.

This section surveys a large selection of Indologist writings on the Krsnaite

Braj literature (including related performance arts) before going on to look in more

22Cf. McGregor 1971, 1973, 1984 and 1986.
Bvaudeville 1971:16.

24vaudeville 1971:16.

25Jindel 1976:59.
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detail at works which examine the works from the point of literary criticism, in
particular Bryant 1978. It then summarises the points of interest of these works to a
study of Dayaram before a final brief discussion of the styles of translation used in
these works along with those in the above section on Gujarati. It does not discuss
the most important form of Krsnaite poetry, namely the pada which is discussed
below in 3.3. Nor does it examine studies of the performance of musicology of any
of these traditions2® since this lies beyond the scope of this study of Dayaram.

For reasons mostly of space, much material which could have been
discussed has not been covered. There has been no attempt to include writings on
similar forms or themes in other languages such as Sanskrit, Marathi, Brajbiili, or
Avadhi, because these would have had less significance than Braj to Dayaram, as a
follower of Braj bhakti and a Braj poet. There has been no mention of the literature
of the sants such as Dadd, for the same reason. Even much other Braj verse which
does have a strong Krsnaite element such as that of Raskhan, Rahim etc. has not
been covered, mostly because there has been little Indological writing on their work.
The Vallabhite prose of the Caurasi/Do sau bavan vaisnavan ki vartd is not included

since these hagiographies are written in a quite different literary style.

Texts and translations (multiple authors), anthologies, histories of literature

An excellent account of the development of Braj literature is given by
McGregor 1974, which also includes a history of literature in Avadhi and in Khari
Boli. McGregor gives an account of the lives and works of the authors, makes
succinct analyses of the literary merits of these works and gives a vast amount of
bibliographical information. Snell?? provides an interesting overview of principal

trends in the literature in the introduction to his Braj Bhasa reader.

:["fSuch as those of Schlenker-Sonnenschmidt 1980, Manucl 1989, Delvoye 1991 and Gaston
995].
271991b:32-6.
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Hawley and Juergensmeyer 1988 give elegant translations c;f the poems of
six of the most famous poets of medieval India - Ravidas, Kabir, Nanak, Strdas,
Tulsidas and Mirabal. Each poet is introduced with his/her pseudo-history and
hagiography and the present use of their works. No information at all is given on
literary aspects of the poems, the notes being concerned more with the religious
background than with the works as literature. Notes, a glossary and an index
follow the translations.

The second part of Barz 1986 contains translations of four vartas of four of
the astachap poets (Surdas, Paramananddas, Kumbhandas and Krsnadas), given by
Gokulnath (1552-1641) with the commentary of Hariray (1591-1711), the
Bhavaprakasa. Again, the central concern is with religious material, as would be
expected from the title of t.he work, namely 'The bhakti sect of Vallabhacarya.'
Indeed, the first part of the book is solely about the Pustimarga and the foundation
of the sect, the hagiographic accounts of its founders Vallabhacarya and his son
Vitthalnath, containing an account on the philosophy and theology as set out by
them both, and the importance of the bhakti-bhavas and the role of Radha (Sri
Svaminiji). It provides the best account available in a European language of the
early years of the sect, when the astachip poets flourished. Once more, there is no
literary discussion of the texts. However, Barz points out in the introduction the
need for a different aesthetic, saying he could not enjoy Siirdas' poetry until he
understood the concept of alaukika feeling.

There are two Braj readers available, Thiel-Horstmann 1983 and Snell
1991b. Thiel- Horstmann is not concerned with Braj-based Krsnaite material but
with three seventeenth-century nirguna authors of Rajasthani Braj, Dadu, Jangopal
and Sundardas. The introduction covers the life or hagiography of the authors, a
list of their works and the textual transmission and is followed by a section on the
language of the texts. The texts comprise three very different genres - devotional

poetry, hagiography and poetical, theological treatises. These are followed by
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English translations (not parallel texts) and the book ends with a élossary and a
short bibliography.

Snell's work contains Braj literature from outside its homeland (Mira,
Lalltlal etc.), and non-Krsnaite material (by Rahim, Jasvant Simh etc.) as well as
works falling within the scope of this chapter. He gives an account of the grammar
of the Braj language, a detailed and clear analysis of the prosody, a history of the
literature and cultural significance of the Braj region, then a list of the poets and
textual sources, and an up-to-date bibliography. The texts are given in Devanagari,
with footnotes in the case of the Braj prose and with parallel translation with
footnotes for the verse. There is an index of epithets and motifs and a complete
glossary. The translations are close but readable. This book is of great use to
students of the Braj language, but because of its nature as a textual anthology there
is no direct criticism of the literature. However, the section on principal trends in

the literature serves as a good introduction to Krsnaite literature in general.

Study of a single poet's corpus: text and translation or themes

McGregor has written a number of works on Nanddds., McGregor 1973
looks zit two long poems, the Raspancadhyayi and the Bhramargit. The highly
informative introductory chapters give the historical and religious background to the
works, with special reference to the growth of Krsnaism and the Pustimarga. The
second section covers what we know of Nanddis, his life and works, then
introductions are given to each of the poems, and on the texts, the metres and the
translations. The translations are in verse, and although the texts are not given, an
appendix has tables whereby the line references in the translations may be checked
against the published Braj edition. Extensive footnotes are given after the texts and
there is a useful index.

McGregor 1971 and 1986 are concerned with Nanddas' Braj version of the
Sanskrit allegorical drama Prabodhacandrodaya (c.1040), a text which has been

very important to the Vallabhite tradition. The earlier article lists and describes five
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manuscripts of the text, giving reasons which indicate that the authof of this version
is the same Nanddas of the astachap. In the later paper, he mentions three points of
interest in this work from the religious viewpdint. These are the acceptance of an
advaita work by a follower of suddhadvaita, how Nanddas' handling of the text
shows his attitudes and those of Krsna bhakti in general, and the historical
importance of the text.

Vaudeville 1971 is among the earliest of the many studies of Stirdas by
Westerners. The introduction contains much valuable informatien in a short space
introducing the historical background with a brief summary of the major expansion
of Krsnaism at this time, with details of Vallabhacarya and Caitanya. She then
evaluates hagiographic and historical accounts from Hindu and Muslim sources for
Sturdas' life before discussing the form and contents of the Siirsagar, in the context
of the Krsnatte tradition. She examines the pastorals and the prayers of Surdas,
outlining the main themes of the pastorals and discussing the prayers in the text.
The main part of the book is divided into two sections. The first part contains
translations of the pastorals, which she assigns to four main themes - childhood, the
flute, the dance and separation. The second part contains the prayers, the vinaya
songs. | There is a short but useful glossary and a table from which the originals in
the Nagari Pracarini Sabha edition may be traced.

Vaudeville argues that Krsna bhakt/ in north India was not a Hindu revival
against Muslim dominance, and points out that in the sixteenth century the Muslim
rulers were particularly tolerant and were renowned as patrons of Braj poetry, and
that there is much Sufi influence discernible in bhakti poetry. She argues that
Siirdas was a poet in Akbar's court who retired in his old age to the Braj region,
where he sang vinaya hymns. However, theseideas are presented very briefly and
further discussion is lacking.

Her work contains no information on the literary qualities of Stirdas' verse
or the devices prized by the tradition of courtly poetry, nor its use in the havelis or

in the raslilas. The translations do not aim to be poetic, making no attempt to be
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either good French poetry nor to reproduce the originals. She haé tried to avoid
using too many Indian words, however, and produces very readable translations.
Her setting of the sthiya is innovative.

Hawley 1984 is an unusual and ambitious work on the poet Stirdas. It is
not a systematic study of his work, but reconsiders most of the traditions
concerning the poet's life and works before rejecting them as false assumptions. In
the first chapter, Hawley reconsiders the biographical tradition surrounding Sturdas
as given in the Caurdsi vaisnavan ki varta, then argues that Strdas was probably not
blind,2# and that beyond the hagiography written by a leader of the sect, there is no
evidence for any links with the Pustimarga.

The second chapter deals with the growth of the text to the traditional
number of one and a quarter lakh padas, of which 5,000 are found in the standard
edition (NPS). Hawley and Bryant are currently working on a critical edition of the
Stirsagar, to discover a core of verses dating from before the end of the seventeenth
century, which will be classed as the oldest stratum of Sturdas' work. Hawley has
discovered that only the later manuscripts arrange the text according to the divisions
of the Bhigavata Purdna and that this must have been due to the Vallabhite sect's
desire ;co appropriate the poet. Hawley also rejects the traditional view of the sect
that Strdas' main theme is that of the ballila, by showing that in the 'older Strdas',
the dominant themes are poems of viraha (yearning) and vinaya (pleading), which
the sect claims that Vallabhacarya himself stopped him from singing.

Modern critics have praised Siirdas for his comprehensive view of Radha,
but Hawley argues in chapter three that this is part of the later additions, as her
status is elevated in all Braj Vaisnavism, whereas in the older portions Radha is
hardly mentioned at all. He discusses some of the older poems to show that Strdas'
originality lies in shifting perspectives in the narratives, and by setting the scene in

such a way as to require the audience to use its imagination, rather than invading the

28 awley 1984:22.
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privacy of the lovers. The early texts do not define Radha as svakiya or parakiya,
rather her status remains ambiguous, whereas the late texts give long accounts of
the wedding of Radha and Krsna. He expands on the themes of viraha in the early
poems and the contrast of the simple love (prema) of the Gopis with the learning
(jiidna) of Uddhava. Hawley shows that the terms nirguna and saguna are not
discrete as the traditional taxonomy suggests and that there are many sant motifs in
these poems, although he does not say whether these decrease in the later poems.
The last chapter is the viewpoint of the poet on the act of singing and of singing as a
way to salvation.

It seems somewhat strange to publish a book about the findings of editing a
text before publishing a fully edited text. This leaves the reader very much in the
position of having to accept what Hawley says without being able to cross-check it.
His information on the transmission of the text of the Siirsigar, the growth in the
corpus, in particular the accretion of the Vallabhite tradition to this non-sectarian
poet and on questions of authorship are fascinating and provide many rich findings,
but when, eight years after this book was published, the edited text is still not
available, one may wonder what stage the latter was at when this information was

originally collected.

Themes in Krsnabhakti in different media

Hawley 1983 represents a reworking of Hawley's 1977 PhD thesis on the
butter thief, Krsna as Navanitapriya, in which he adds evidence from art and
religion to that from literature, in particular from Stirdas. The first part of the book
compares evidence about the butter thief from Sanskrit and Tamil texts of the first
millenium A.D. with that from sculptures dating from 500 to 1500 A.D. He finds
that the butter thief occurs more frequently in vernacular and non-Brahminical texts,
with an increasing occurence in sculpture up to the twelfth century. He finds

further that the depiction of the closely related danlila appears in sculpture more than
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a millenium before the first mention in extant literature. It seems thét its origins lie
in non-Purdnic sources and probably with the Tamil Alvars.

In the second part, he looks at the portrayal of the butter thief in the
Siirsagar where he indicates that these poems announce the dominant themes in his
work, i.e. vision (darsana) and complaint (urahana). He draws on his work in
distinguishing different strata in the Sirsagar?® to show that it is only in the later
poems that the theft of butter is linked to the theft of hearts. He emphasises the
roles of the sentiments of vatsalya and madhurya, which overlap in these contexts.
However, there is not yet an edited version of the text showing these layers.

Part three deals with the the butter thief in certain raslilas of Braj, where the
parallels between these two thefts are emphasised. Here, the verse of Siirdas is
woven into the plays. The concluding chapter gives an interpretation of the myth
and an account of its symbolism by the leaders of rdsmandals and then follows it
with his own opinion, using many techniques of psychoanalysis, and draws
comparisons with the mythology of Siva. There are useful and large appendices on

sculpture, and a glossary.

Performance: text and translation

Hein 1972 is the result of fieldwork from 1949/1950 which the author
carried out in Braj. He found five traditional dramas, the jhamkf (a tableau of living
'deities', with songs and dramatic dialogue), the kathak (symbolic gesture which
illustrate the words of narrative songs), the plays of a troupe called the Bhaktamal
Natak Mandali (which dramatise favourite stories of Vaisnava saints from the
Bhaktamala of Nabhadas), the Ramlila (a dramatisation of the epic, based on the text
of Tulsidis), and the Raslila (which includes the central Krsna myth in dance, with

a semi-operatic performance of a story from the Krsna cycle). (He did not see any

29Hawley 1979 and 1984.
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nautamki,30 svimg or bhagat performances.) After a survey of othér works on the
subject and an account of the cultural life and history of the Mathura district, his
work concentrates on the Raslila, which is unique to this area. Although standard
Hindi prose is used for the dialogues, there are sung verses in Braj, taken from the
major medieval poets such as Siirdas and Nanddas. He raises the interesting
question: 'One would naturally like to know to lwhat extent these Braj poets created
their poetry with the needs of the Krishnaite stage as their direct impetus.'3!

Hein's work shows a combination of Indological and anthropological
techniques and must stand as the starting point for anyone looking at dramatic
performances in India. He traces the history of the forms, gives taxonomies of the
types of performance and themes, provides a description of the performances and
their structures - who are the performers, the trainers and the writers, the sources,
the media, the religious nature of the performances. He then gives parallel versions
of the Hindi text and an English translation. There are photographs, a glossary and
an extensive index. Bibliography is given in the footnotes although no final
bibliography is included.

Hawley 1981 looks at four of the Braj /ilds. He claims that this work is
intended for beginners in the study of Krsna32 and that its concern is with the
comparison of religions and the nature of pilgrimage to Vrindaban. In the opening
chapter he gives a lively account of the setting of the plays and relates the drama to
the religious and emotional world of the viewers and of the performers. His
descriptions are precise and well-written in enthusiastic, if self-conscious prose.

The four plays are set during Krsna's sojourn in Braj. Their topics are the
birth of Krsna, the theft of the flute, the great circle dance and the coming of Akrir.
He gives a substantial introduction to each play which sets it in its legendary and

ritual context. He gives stage directions and a number of photographs. He thanks

30gee Hansen 1992.
31H{ein 1972:157.
32Hawley 1981:79.
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Murar Lala Varma for transliterating the texts and Srivatsa Gosvémf for translating
them, but he does not give the text, which is not to be had from any other source,
since this is a transcription of an oral performance. The translations are into very
colloquial American English which looks strange to the non-American reader.

Hawley 1991 is concerned with a rasl/ila about Mount Govardhan. He picks
out certain folk elements such as the mention of superstitions, colloquialisms, ribald
jests and general boisterousness. As Toomey 1992, Hawley suggests that the
appetite of Krsna is part of the folk element of Braj culture. However, unlike
Vaudeville 1976 and 1980, he argues that it is hard to establish a definitive
separation between 'folk' aspects of Hinduism and its 'high' or 'great' traditions. He
argues that the mythology of Krsna's sojourn in Braj is particularly populist in tone
and points out that Brahmins from elsewhere in India (e.g. Caitanya from Bengal,
Vallabhacarya from Andhra) reinvented a folk religion for Braj.

Hawley does not develop this idea (of the Brahminical elite reinventing a
folk religion) and rejects an idea of a pastoral genre in Braj.?? However, it seems
that this attitude of an elite to rural life is very similar to traditions of pastoralism

discussed by Entwistle 1991 (see below).

Critical editions of texts

Snell 1991a is an edition and translation of the Caurasi pada of Hita
Harivams$a, the text which forms the theological basis of the Braj-based
Radhavallabha sampradiaya. The first chapter covers the sectarian background,
sources for the hagiography and life of Hita Harivams$a and areas of dispute, with a
brief mention of other texts attributed to him. The second chapter is concerned with
the manuscript tradition while the third is concerned with linguistic matters. The
fourth chapter gives the edited text (in Devanagari) and variants, while the

translation follows in chapter 5. The sixth chapter analyses the metres of the text in

33 Hawley 1981:48-9.
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some considerable detail, along with the rhythmic schemes (tdla) used in musical
performances and the last chapter deals with the composition and the sectarian
interpretation of the themes of the text. Appendices give examples of the
commentaries, a list of corresponding stanzas in the Sirsagar, and a list of
additional stanzas bearing the name of Hita Harivam$a. A substantial bibliography
and tables listing concordances, metres, ragas etc. are followed by an index.

Entwistle 1983 is an edition and translation of the Rasa mana ke pada, a
compilation of Braj lyrics, describing the love of Krsna and of Radha, attributed to
Kevalrim, a seventeenth-century Gosvami of the Eighth Gaddi (‘seat') of the
Pustimarga. The eight chapters cover the sources for the study of the Eighth Gaddi
and the works of Kevalram; the historical and biographical data relating to
Kevalram and the Eighth Gaddi; works attributed to Kevalram; manuscripts of the
text; metre; language; observations on the poéms and on their translation; and the
edition of the Hindi text with a parallel, literal translation into English. An index
provides etymologies, glosses and cross-references for all words occurring in the
text. The bibliography includes detailed descriptions of all manuscripts consulted.

This volume provides the first account in a European language of the author
and hi§ sectarian background, so Entwistle has provided a lengthy account of these.
This work does not concentrate only on the religious background to the text, but
also on the linguistic aspects and the transmission of the text. By examining the
orthography and the meter, looking at archaisms and tadbhava forms, he claims that
'‘Conclusions reached concerning the presumed archetypal language of the text and
principles formulated for dealing with variant spellings have wider implications for
the editorial treatment of early Hindi texts in general,34

It is not surprising then, that these books contain no literary criticism, being
concerned with treating the texts from a philological viewpoint, studying closely the

language and metre of the texts in order to make restored editions from corrupt

3Entwistle 1983:3.
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manuscript traditions, while providing a good deal of material on metre (Snell

1991a) or historical and religious information (Entwistle 1983).

Literary studies

There are two works in this selection of studies of Braj Krsnaite literature
which focus very much on literary aspects of the work. These are Entwistle 1991
and Bryant 1978. As mentioned above, McGregor has always included literary
judgements in his work, but these are given in small summaries only, without
showing the processes by which he reaches his conclusions. The selections chosen
and the quality of the translations often indicated that there was careful
consideration of literary factors, but there is little discussion of these processes.

Entwistle 1991 is included here, not because it is a close reading, but
because it is a discussion of the genre of pastoralism, beginning with European
poetry. He then discusses the possibility of considering the Krsna poetry as
pastoral and goes on to look at the work of Nagaridas (1699-1764) in this context.
In the classical European pastoral, rural life was idealised as simple and peaceful,
although by the Renaissance the pastoral became a more complicated form, often
using Biblical allusions to convey a more serious message as well as being used for
satire. The pastoral is an essentially lyric form, whose main themes are romantic
affairs with simple girls, the seductive power of music and the joy of natural beauty.
He draws on Empson 1935, who took pastoral to mean any kind of poetry which
contrasts the simple with the complex.

The late Renaissance type is that closest to the Indian pastoral, whose
protagonist is Krsna-Gopala, the crafty and urbane (nigara) young man who
seduces country girls. The pastoral perfection and joys of Braj are associated with
the childhood of Krsna, who leaves for the city as he grows older. This is
highlighted in the Uddhava episode, where a man from the city who has followed
the path of knowledge (jiana) is defeated by the simple peasant girls. Entwistle

points out that Braj never developed the elegiac strain of the European pastoral,
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although it has the theme of love in separation (viraha), and this abéence is felt by
the devotee as he/she contemplates the loss of perfection in the land of Braj.

He then looks at pastoral themes in Nagaridas' poetry, in particular
comparisons between Braj and Vaikunth, where Braj is seen as a pastoral paradise,
and at the descriptions of Holi, a rural festival. Entwistle's view of the
pastoralisation of devotional poetry helps to provide a way of understanding the
sentiment behind much of Braj poetry. The significance of this work is discussed

further in Chapters 5 and 6 below.

Bryant 1978 is the only monograph which uses a literary critical approach to
Braj poetry. He opens the book with a statement of his intent that, using mainly the
standard (rather than critical) edition of Strdas, that of the Nagari Pracarini Sabha
of Varanasi, he is going to make a study of the style, structure and 'strategies' of
around three hundred poems. These are 'epiphanies,’ poems which reveal the child
as god, with ironic contrast.

The introduction outlines the life of Stirdas, the background to the Braj
renaissance, the growth of bhakti, and the relation with Vallabhacarya, who is said
to havé asked Stirdas to sing the ballifa. It is from this section of Suirdas' work that
Bryant has chosen his poem. This is of particular interest since it is on this section

that Stirdds' fame rests:

While he compased strong, well-crafted verse on Krsna's other fif3s, his
enduring statlure as a poct rests almost entirely on those thousand poems that
portray the childhood of Krsna. They return constantly to a single irony,
inherent in the figure of the child-god: a child who ncver stops growing,
beyond manhooad and into godhood, glimpsing but scldom the still more
awesome {ruth: thal he is, has always been, source and substance of the

universe. 33

Bryant then gives an account of the life of Krsna and explains the
importance of poetry in experiencing Krsna:
Poctry is a means to this end. Through singing, or hearing, verses that depict

episodes from the /73, the devotee seeks to transfonm his own, private passion
for Krsna into the infinitely greater passion experienced by ane of those

35Bryant 1978:6.

54




Chapter 1: The Indologists

whom the Lord most favored. Through the love felt for Krspa by Krsna's
parents, companions, or lover, the devotee aspires to realize himself as the
parent, companion, or lover of God 36

Surdas' favourite character was that of Yas$oda, in whose role lies the irony
that she is the woman who treats God like a child and Krsna is the god who
chooses to obey and rebel like any other boy. Bryant points out that Surdas'
characters are portrayed as very human, rather than figures of great seriousness, and
he perceives that jest is at the core of Stirdas' poetry.37

In Part One of the book proper, Bryant analyses structures and strategies in
the poetry of Siirdas. He argues that the traditional Indian analysis of the verse in
terms of rasa and bhava does not address some of the complexities of Strdas'
verse, under consideration here. Using the ideas of Fish and Joyce's theory of
epiphany, he sets out to show that earlier critics had missed the point in their
criticisms. To do this, he selects two poems which have been commented on by a
number of critics (Jasumati mana abhilasa karai and Calata dekhi Jasumati sukha
pavai) and shows that the critics had focused on only the vatsalya bhava of the
poems, ignoring the epiphany at the end. He argues that Strdas had aroused this
bhava in order to distract them from Krsna's divinity, which he then reveals
suddenly.

Bryant makes his assumptions clear. These are that:

1 The poem is a message from a given poet to a given audience, who need to
share a specialised language of poetic convention, which would here include
the Krsna-mythos.

2 A poem, like any verbal message is an event occurring in time and that time
therefore plays a major role in the structuring of the poetry in the senses of
duration and sequence.

3 The short lyric poem contains a unitary message.

36Bryant 1978:12.
37Bryant 1978:18.
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In the second chapter, he deals with narrative structure, quéting Said on
beginnings, Queary on contract and Smith on closure,® showing how these
elements are skilfully manipulated by Stirdas. He argues that the richness of Indian
mythology provided an abundant source of material for Stirdds, who then could
introduce epiphany only by deceiving his audience into thinking he was opening
and making a contract with some other purpose. For example, a poem can initially
seem to be a mana/$rngara type of poem, then turn out to be a nakhasikha; or Stir
can use alliteration to establish patterns of expectation which are then frustrated. In
these poems, closure is usually marked by the metrical patterns, such as changing
the rhyming scheme or the word boundary used for the rhyme.

The next chapter looks at icons (taking the term from Wimsatt and
Beardsley, although using it in a wider sense) and how they are contrasted and
compared in the poetry. Strdds' major and most unusual thetorical device is simile
along with pseudo-simile (a term coined by Fish to describe Milton's similes where
the scale is different, or 'what is offered as an analogy is perceived finally as an
identity.")*® Often what is initially perceived as metaphor becomes metonomy (i.e.
Krsna is not like that to which he is being compared, he is that) and what is
perceivéd as simile becomes synecdoche.

The use of rhetorical devices is marked in the prosody, for example he

argues that Stirdas' simile never extends beyond the couplet:

This perfect congruence of couplet and figure appears to be the legacy of an
oral tradition, one in which composition was a modular process. Framed by a
couplet, a simile or any figurc becomes a self-contained, and hence portable
unit. For the medicval poets, a well-made couplet was public property. It
might reappear, with minor tailoring, in the works of several poets; it might be
shifled from poem to poem, or from point to point within a single poem, to
suit the needs of an individual performance; or it might be matched with

others of its kind, strung together like beads of uniform shape. 40
Bryant relates these devices to the structures of the whole poems, to show

that the ordering is not sequential, but paratactic. He suggests that this is associated

38Bryant 1978:42-4.
39Bryant 1978:79.
40Bryant 1978:91-2.
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with oral poetry and any poetry intended to be sung,*! where verseé may be added
and subtracted or rearranged without affecting the thematic coherence of the song.
Bryant goes so far as to argue that parataxis is the structural principle most
characteristic of the North Indian bhakti lyric,*? and that even when Stirdas is not
using it, he may well give the allusion that he is. The chapter finishes with a section
on the use of irony, when Bryant argues that in all the poems, the only one who is
aware of Krsna's true nature is Balarama, the all-knowing narrator, and that Krsna
himself falls victim to his own [il3, when his brother knows who he really is.43

The last of the core chapters concentrates on two features bound to the
language of the poems, the use of a syntactic device (the relative clause) and the
prosody. He shows how similes are often contained within relative clauses, the
relative clause containing the image of god, the correlative containing the child. The
section on prosody shoes how Suirdas uses parallel metrical patterns. However,
Bryant argues that too little is known about the pada and that it must have had a
statistical norm which requires the gathering of a large amount of data. He argues

that there is a need to look at:

the relationship belween chanda and tala - between, that is, meter as dictated
by the syllables of the poem and rhythm as interpreted by an individual style
of performance. In the realm of prosody, perhaps more than anywhere else,
the student of literature and the musicologist must eventually join forces. In
short, what is needed is nothing less than a major reappraisal of medieval
North Indian metrics, one that goes heyond classification to an examination of
the rhetoric of prosody. While the classical tradition may not provide us with
such a tool, it most certainly encourages us in the search. Indian poetics has
long regarded poetry as the union of sound and sense; one day we must take
that definition seriously, and begin to examine, with all the rigor of the

dlamkarika, just how it is that SGr and his fellow poets effect that union. 44
In his summing up of this first part of the book, he quotes Sontag,4>
agreeing with her call for a description of form and the need to show how the poem

succeeds. He argues that 'there /s uncommon care apparent in the ordering of Str's

41Bryant 1978:93.
42Bryant 1978:94.
43Bryant 1978:107.
44Bryant 1978:133.
45Bryant 1978:134.
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words',40 whereas others have claimed the work is more simple. Vaﬁdeville‘” says
that his verse was 'chansons tombées des levres d'un improvisateur de génie' and
others, such as van Buitenen and Dimock,*® have also claimed a general lack of
sophistication in bhakii literature. He claims that there is much more to Strdas'
work than meets the eye on first acquaintance and that in any case, one should judge
a poet by the quality of his successes rather than the quantity of his failures.

The second part of the book consists of translations of Strdas' poems from
a wider range of subjects than those studied in the first part of the book. Bryant
says that for this, one needs the omniscient audience (i.e. one should keep in mind
the outline of the tale), sequential perception (i.e. one must read them slowly, for
they were meant to be sung and repeated) and lastly one must remember that they
are devotional, requiring a complex of emotions concerning God. The poems have
been arranged in sections according to the underlying myth and aspects of the tale.
Each poem has a brief set of notes which are listed together by section and poem
number at the end of Part Two. He has not made it clear whether he has selected
his text from the NPS version or from Jawaharlal Caturvedi's edition. There is also
a glossary and an index at the end.

rAs in the coverage of all the other works in this section, there is no intention
to criticise this book for its findings (which are not of great relevance to this study
of Dayaram), or to assess his technical competence; but his approach must be
examined in some detail.

Although Bryant cites a number of prominent theorists,*” he does not make
any explicit statement on the theoretical approach he has adopted, beyond citing a
few examples from these writers, who follow a number of different, and often
mutually exclusive, literary theories. These are names better known in the United

States, where they are key figures in American literary theory, at a time when

46Bryant 1978:135.

4Tvaudeville 1971:46.

48Quoted by Bryant 1978:135.

49E g Wimsalt, Beardsley, Welleck, Warren, Frye, Fish, Said.
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Europe was more interested in Structuralist, Deconstructionist and Marxist literary
theories. The formalist approach of the American New Critics dominated American
literary theory for many years of the twentieth century. Although they have fallen
from favour since the late 1950s, their key works and theories have continued
heavily to influence literary studies. Frye's Anatomy of criticism (1957) made an
attempt at a more systematic and 'scientific' approach to literature, which has been
described as 'structuralist' (not to be confused with structuralism proper, or with
European structuralism). Fish was an American proponent of reception theory.
This focuses on reader response to and interpretation of the text, but has been
heavily criticised for its relativist approach to literature. Although Bryant uses the
work of the younger American theorists3? such as Said, a European reader is
surprised to see no reference to any of the European theories or theorists in a work
which does not dismiss them from the beginning by claiming any exclusive
ideological viewpoint. In sum, he seems to have collected concepts and ideas from
a variety of theories without ever making clear what his overall approach is,
although it seems to follow that of Fish most closely.

Although Bryant gives a brief mention of Joyce's theory of epiphany in
Stephen Hero, and his later rejection of the theory,?! he does not discuss Frye's
claims that this s similar to the rhetorical device of anagoge as seen in Yeats and
Dylan Thomas, although his quotes from these poets would suggest that he had
read this work. It is also surprising that he has not discussed T.S. Eliot's term
‘objective correlative', a term much used by the New Critics, which has a number of
similarities to the concept of epiphany.

There are some problems inherent in the use of English literature for
drawing parallels to Stirdas. For example, Donne's 'Temple'>? has the important

similarity of wonder at God the Absolute as God the child, and Dylan Thomas' 'The

50The term 'American’ is used to denote academics working in North America. Of course, Frye was
. riean 1 o e & y
Canadian and Said is of Palestinian origin,

S1Bryant 1978:24-5.
S2Bryant 1978:57-8.
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force that' shows striking parallelisms in epiphany,’? it is now al&ays clear how
close these parallels actually are.

In spite of these criticisms, this book is of great interest to anyone studying
similar types of literature as literature rather than as religious or historical texts.
Bryant is certainly highly competent in Western rhetorical theory and at applying it
to a text in order to elucidate a closer and fresher meaning. While one may have
reservations about his methodology, his was a pioneering and interesting approach
to the art of Stirdds. Certainly, others have found that his approach has opened new
ways of reading Krsnaite literature, in particular Hawley, who looks at seemingly
dull lists in Strdas and finds instead a technique of creative enumeration in which

the poet distances himself from and then draws closer to his audience.

Utility of these works to a study of Dayaram

Many of the studies discussed above have provided strong arguments in
favour of an Indological basis as the introduction to a study of Dayéram's lyrics,
and have, of course, furnished concrete information, in particular in the case of
Mallison's pioneering work on Gujarati literature.

It is clear that such scholastic work is required for a study of Dayaram.
Details of forms (in particular the garabo/garabi) and prosody are essential. A
study of the language of the texts is important although problematic, especially in
view of the lack of data about other Gujarati writers with whom one could compare
his language. A study of his sources and his handling of themes and motifs drawn
from the Pustimarga, from Braj and Gujarati poetry would also be beneficial.

The important task of editing the texts is less crucial with Dayaram than
with some of the Braj authors, since they were written down as he composed them,

and many were even printed within a few years of his death. This task is being

S Bryant 1978:121-4.
S4Hawley 1992.
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carried out by his followers in Gujarat and the editions are beginning to appear, as
is discussed in Chapter 3.
A preliminary Indological study is undertaken in Chapter 3, while the next

chapter looks at the reception of Dayaram's works in the Gujarati critical tradition.
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This chapter looks at the reception of Dayardm's work in Gujarat. All
Gujarati works on Dayaram concentrate heavily on his life and his connections with
the Pustimarga. These topics are discussed in sections 2.1 and 2.2 respectively
while 2.3 gives an overview of the Gujarati critical tradition and contextualises

attitudes to his work in the Gujarati literary sphere.

2.1 Life of Dayarim

At the end of Dayaram's longer texts he gives the names of his parents, his
own name, his afak (‘sub-caste"), his caste, place of birth and place of residence etc.
For example, at the end of the Rasikavallabha (109:vii-viii):

Srinarmadatata Camdipuri Srisesadai-nivasa

Tyhamno nivasi kavijana, Srikrsna kero dasa

Srivamta Bhata Sathodara dvija Jiati Nagara-vamsa,
Prabhurdma-suta kavi Dayasamkara nama, Srihari-amsa.

The dwelling of the poet, the slave of Krsna

Is in Chandod, the abode of Visnu, on the banks of the Narmada.

Surname Bhat, Sathodard Brahmin of the Nagar class,

Son of Prabhuram, the poet is Dayasamkar! a particle of Krsna.

In other texts he attests other important events in his life, such as meeting
his gury, going on pilgrimage, the most detailed information being given in his Braj
text Anubhavamamyjari. In addition, Dayaram left a will, the text of which is given
in Appendix 7 of Raval 1920. This provides further information about his financial
matters, his personal relationships, religious views etc.

These are the only primary sources used here, this section being based

mostly on secondary sources in English and in Gujarati.2 These do not give their

ISee n.7 below.

2For this chapter the major English sources used are Munshi 1935, Thaveri 1914, Thoothi 1935,
Sandesara 1981. In Guijarati: Dabhoivasi 1926, Dalal sam. 1980, Darji 1978, Dave 1967,
Kamthiriya 1924, Modi 1918, Narmada$amkar 1912, Pamdya 1976, Patela 1967, Raval 1920, Seth
1899, Telivald 1930, Tripathi 1909 and 1957.
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primary sources, but seem to be based on a mixture of references in his own works,
early hagiography and eyewitness accounts and earlier published accounts. The
first life of the poet was that by Kavi Narmad, published soon after Dayaram's
death3 This is based on interviews with his disciples and with Ratanbai which
Narmad made from 1859 onwards in Dabhoi, Vadodara and Bombay. Many other
works soon followed.# There are few disputes over the major events of his life, and
since these are covered in great detail in the secondary sources, only a brief outline
is given here.

The life of Dayaram is not given in what may be classed as a biographical
style, but is in the style of a hagiography. This means that there are episodes
showing the struggles of the author in accomplishing his goals, miracles are
presented as everyday facts, Good and Bad are clearly demarcated, and the stirring
stories lead to the reader's identifying with the hero.

Dayaram, a Sathodrd Nagar Brahmin was born in Chanod (Camnod)° on
the banks of the River Narmada in the Vadodara district, on Vamanadviadasl
(Bhadrapada sudi 12), samvat 1833 (i.e. 16 August 1777).6 1t is said that his
original name was Dayasamkar, which he changed to a Vaisnava name on joining
the Pust.imﬁrga] He was betrothed at eight, but the girl died two years later and he
never married. He was orphaned by the age of twelve and then went to live with an
aunt until her death when he went to Dabhoi.®

He was known in Chanod as a teaser of women, and when he was pursued
by a goldsmith, to whose wife he had made overtures, he had to flee. In Karnali

(Karnali), near Chanod, he met a sadhu, Kedavanamd, and wanted to become his

3 Narmadasamkar 1912:476-490.

4Dave 1970:18-23 surveys the 'lives' of Dayiram. Some felt thesc were unfair to the poet and so a
life of one of his devotees, St Nathjibhai (Chotalal) Girijasamkarabhai Jo§i, was published to
counter the gamdi pracar ('dirty propaganda' ) about Dayaram. Sih 1955.

5Some say he was born in Dabhoi, his mother's native place.

5Munshi 1935:231 gives the date as 1767.

7Dave 1967:6 argues that he was called Dayaram from birth on the grounds that his father's name
also ended in 'Ram'. This would be plausible were it not for the fact he uses the name Dayasamkar in
his chapa. See above his chapa inthe Rasikavallabha.

8Sandesara says that he went to live with an aunt in Dabhoi when his parents died.
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disciple. Kes$avanamd rejected him so Dayaram composed satiricﬁl verses about
him. However, two months later Kesavanamd accepted him as a disciple. He
showed Dayaram Krsna in bodily form and so converted him to his worship.

He was instructed in the teachings of the Pustimarga by a Vallabhite pandit,
Iccharim Bhatt, when he was 14 years old. Icchiram was from Petlad, but had
settled in Dakor. He encouraged Dayaram tor go on pilgrimage to Braj where he
received brahmasambandha at the hands of a Gosvami, Vallabhlalji. He spent 12
years making three pilgrimages round India before he was 26, visiting sacred places
such as Rameswaram, Puri, Badrinath etc.

After he settled as a devotee and poet in Dabhot, he travelled occasionally to
Vadodara and to Dakor. He was surrounded by a large group of disciples from a
number of castes which included Brahmins, Banias, Patidars and Sonis. Although
he is often said to have been poor and to have lived on what his disciples could
provide, Dayaram left Rs 518 in his will, not an inconsiderable amount of money in
those days.?

Dayaram followed a daily routine: he rose early and then worshipped for
four hours. At eleven he cooked and at noon he ate his only meal. After resting, he
wrote until the evening when he sang his compositions. He was said to have a
beautiful voice and to have been a skilled musician. A story of his musical contest
with a bava (‘ascetic') in Vadodara is frequently told: one of Daydram's pupils made
a mistake when performing on the narghum (a kind of hand-drum). When a bava
pointed out this error, Dayaram acknowledged it, but said that it was not important.
The bava said that a true master never made a mistake and challenged Dayaram to a
contest. This lasted all night and the bdvd eventually made a mistake and had to
accept defeat. Daydram praised him and gave him his gold necklace.

Many legendary encounters with Krsna have sprung up around Dayaram.

In Varanasi, Kasi Visvanath, whom Dayaram saw as both Hari and Hara, gave

9Dave 1970:17.
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Dayaram his gift of poetry. In Rameswaram, Dayaram had an argumcnt with a
sadhu as to whether Siva or Krsna was the greater. After exchanging insults, the
sadhu attacked Dayaram, but Krsna intervened and held his stave. This forced the
sadhu to acknowledge that Siva and Krsna were the same. On another occasion
Krsna paid off Dayaram's debts when he bought some things on his way to
Dwarka.

Dayaram was said to have been handsome!9 and to have worn refined and
extravagant dress such as fancy turbans from Nadiad, dhotis from Nagpur and
amgarkhums of embroidered Dacca muslin. He had many liaisons with women,
which he justified by saying that Krsna had had relationships with many women.
From when he was forty-six until his death, he lived with Ratanbai, a goldsmith's
widow. He claimed she had been his wife in a previous birth, but she had treated
him badly in her former birth and was now being punished for her behaviour. They
seem to have lived like a normal couple, with a fairly stormy relationship, and she
looked after him all his life although he cooked for both of them since she was of a
lower caste. Although he tried to make provision for her after his death, she was
not looked after by his relatives and died in poverty. Most writers are insistent that
their friehdship was not sexual, and that Dayaram remained celibate throughout his
life.

Dayaram suffered from ill health for the last twelve years of his life. In
great pain, he died on samvat 1908 Magha vadi 5 (9 February 185211). Over two

hundred men accompanied his body to the burning ground.

10See Kavi Narmad's description quoted by Jhaverd 1914:220,

HThere are two dates given for Dayaram's death, There is no dispute as to the calendrical day,
which is always Magha vadi 5. However, there is some dispute as to the samvat year and to the
corresponding date in the Weslern calendar. The samvat year is usually given as 1909, whose
equivalent Anno Domini date is 1852, Dave 1970:53 n.2 avoids the problem by saying that two
dates are indicated. He gives 31 January 1852, which is not possible - this was Magha sudi 10 in
1852 and plirnimadi Magha vadi 7 in 1853 (samvat 1909). However, Dayaram's first biographer
and near contemporary, Narmada§amkar 1912:482, gives samvat 1908 Magha vadi 5 for which he
calculates the Gregorian date as 9 February 1852. When checked against calendars, this is plausible
and so has been adopted here as a provisional date.
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2.2 Dayidram and the Pustimarga

Dayaram was the most sectarian of all the poets of medieval Gujarat.
Whereas Narasimha, Miram, Dhiro etc. were not members of any particular sect,
and have remained non-sectarian, Dayaram was a keen member of the Pustimarga
and a believer in §uddhadvaita., Dayaram's sectarian connections are always
emphasised in the Gujarati tradition. This section accordingly introduces the basic
theological and philosophical concepts of the sect which are necessary for a reading
of the lyrics of Dayardm and which he expounds in his philosophical writings. It
concludes with some sectarian traditions about Dayaram transmitted by Gujarati

scholars working on or influenced by Pustimargi traditions.

One of the most important developments in North Indian Hinduism during
the sixteenth century was the rise of dcvotional‘ bhakti movements within a strongly
Vaisnava framework. Vaisnava bhakti (worship of an avatar of Visnu, most often
Krsna or R&macandra) had spread all over India from the south, where the Alvars
(sixth to eighth century) had followed the bhakti of Narayana. In the early years of
Muslim rule, Hindu society appeared to turn in on itself with stricter caste rules and
family' organisation,!? but the relaxation of anti-Hindu policies in the sixteenth
century was of great significance to the development of devotional poetry.
Hinduism was stimulated by the monotheism of Islam, while two of the most
important figures of devotional Hinduism emerged at this time: the Bengali Krsna
Caitanya (1485-1533) whose teachings had a profound influence throughout north
and east India, and the Telugu Brahmin Vallabhacarya (1479-1531), who attracted a
substantial following in north India and in Gujarat.

It seems that Vallabhacarya led an unusual life for the leader of a religious
sect. He was neither celibate nor monastic. He did not practise austerities or fasts

but rather was a prolific writer and lived as a householder. However, legends about

128ee McGregor 1973:8, especially n.8.
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him soon sprang up and these are detailed elsewhere in accounts of his life.13
Here, we shall look at only those events of crucial importance to his founding of the
sect.

Between 1493 and 1512, Vallabhacarya made three separate pilgrimages on
foot, covering the length and breadth of India. There are traditionally eighty-four
places where he stopped either to visit shrines or to make readings from the
Bhagavata, Ramayana, or the Vedas for three to seven days at places near rivers or
tanks. These are known as baithakas (‘seats’) and now have monuments to
Vallabhacarya. The most significant events in his life took place on his travels.

In 1493, on his first pilgrimage, when Vallabhacarya was in South India,
Krsna appeared to him in a dream. He commanded him to go to Mount Govardhan
near Mathura and to locate his divine svaripa (‘self-image") and reveal it as a deity.
The image Vallabhacarya found had previously been worshipped locally as a snake
god. After removing the stone figure from the ground, Vallabhacarya demonstrated
that it was Krsna holding up Mount Govardhan to protect the Braj cowherdsmen
from the wrath of Indra, i.e. Krsna as Giridharanatha or Govardhananatha. This
image is regarded as a svariipa (a 'true form') of Krsna, not a mirti (‘statue, image").
Accordihg to tradition, this is why Vallabhacarya did not house the svaripain a
mamdira (‘temple") but in a haveli, much like the house of a well-to-do landowner or
merchant,

The following night (at midnight on the eleventh of the light half of the
month of Sravana in AD 1494, now celebrated as pavitra ekadasi) Krsna appeared
to Vallabhacarya at Govinda Ghat, Gokul, and revealed to him how jivas (‘souls")
might be cleansed of their faults. This marks the foundation of the sampradaya
(‘sect’). Krsna spoke to Vallabhacarya through the agency of the svaripa, and
initiated Vallabhicarya in a ceremony known as the brahmasambamdha (‘the state of

being joined together with brahman'). This mantra of initiation, the

13E ¢. Barz 1976.
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brahmasambamdha mantra, was to be used by Vallabhacarya and thé leaders of the
sect to initiate all the followers. The first initiate was Vallabhacarya's closest
disciple, Damodardas Harasan.

On the second pilgrimage, at some time between 1501 and 1503 when
Vallabhdcarya was at the Vaispava shrine of Vitthale$vara at Pandharpur,
Maharashtra, he received an order from the deity to marry and produce descendants
to maintain the doctrines of the sect. Some say it was because the deity wanted to
be incarnated as Vallabhacarya's son. This is a departure from the traditional Hindu
precept that a guru should lead a life of celibacy and asceticism.l4 It put
Vallabhacarya into the same asrama ('life stage') as his disciples, i.e. grhasthasrama
(‘'married householdership'). In this sect there were to be no monks nor mathas
('monasteries') and no importance was given to sannyasa (‘renunciation’). This
encouraged lay people to follow svadharma (‘inherited role or duty') and to live in
this world within the grace of Krsna. However some sectarian sources mention that
Vallabhécarya took sannydsadiksa (‘initiation as an ascetic') one month before his
death. World-rejection was the final stage and end result of his teachings butnot a
means to that state. Ascetic regimes were viewed as too self-centred, and the right
course.of action was to overcome the egoism that stands between oneself and God.
He married Mahalaksmi in 1502 or 1504 but she did not come to live with him for
another eight years. They had two houses, one. at Adel (near Allahabad) and one at
Caranata, near Varanasi, but did not settle in Braj.

After his death in 1531, Vallabhacirya was succeeded by his elder son
Gopinath (1512-1533), who left a twelve-year old son Purusottam. Vallabhacarya's
younger son, Vitthalnath (1516-48) took over the leadership of the sect as regent.
However, when Purusottam was eighteen, Vitthalnath refused to hand over the

leadership and Purusottam, supported by Vallabhacarya's disciple, Krsnadas, took

14E.g. Krsna Caitanya (AD [485-1533), who established his sect of devotees in Vrindavan at the
same time as Vallabhacarya was establishing the cult of Sri Nathji, and who required leaders of his
sect to take a vow of celibacy,
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over and banned his uncle from entering the temple of Sri Nﬁfhji. In 1550,
Purusottam died suddenly and Vitthalnath took over the leadership and, after
imprisoning Krsnadas for a while in Mathura, put him in charge of the temple. 13

Vitthalnath (1516-48) is regarded as having made a contribution second
only to Vallabhdcarya in the development of the Pustimarga. His only major
contribution to the theology of the sect was the introduction of Radha as an
important figure worthy of worship in her own right.16 His major contributions
were to the institutionalisation of the cult and to the organisation of its leadership.
He brought the sect firmly under family control as a result of his teaching that
Pustimargis should take Vallabhicarya's male descendants as their gurus.
Vitthalnath married twice, and six of his sons by his first wife and one by his
second survived him. After his death the leadership of the movement was divided
between them, and each of them became the founder of one of the seven major
branches, known as gaddi ('thrones'). These are still occupied by male descendants
of Vallabhécarya, who are known as Maharajas.

The most able of Vitthalnéth's successors was his fourth son, Gokulnath
(1552-1641), who made a significant contribution to the literature of the sect and
left a iarge collection of aphorisms which deftly and often wittily sum up the
essentials of his grandfather's teaching in a form that was easily comprehensible to
the laity. He was the first to switch from writing in Sanskrit to the vernacular, Braj
Bhasa, the other sacred language of the Pustimarga,!” and is the reputed author of
the lives of the saints of the sect in Braj prose, Caurdsi vaisnavan ki vartd and the
Do sau bivan vaisnavan ki vartd, lives .of the 84 initiated followers of
Vallabhacarya and the 252 of Vitthalnath respectively. It seems that these were

probably compiled from largely oral traditions by a great-grandson of Vitthalnath's

138ee Barz 1987.

161t is usnally accepted that he did this under the influence of the Caitanya sect, whether as a result of
his visit to Puri or when he was living in Braj. It is also possible that he was influenced by the
Radhavallabhi sect of Harivam$a which was important in Braj in the sixteenth century. See
McGregor 1973:24.

17y audeville 1971;16.
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called Harirdy (1591-17117). While compiling the text Hariray intercalated his own
commentary entitled Bhavaprakasa.!® Goluknath's younger brother Gopesévari
wrote the Siksépatra, a collection of Sanskrit verse with a Braj prose commentary
which is the most widely read doctrinal text of the Pustimarga.

After this there was no theologian equal to Vallabhacarya and Vitthalnath.
The liturgy of the sect was composed in Braj by the astachdp, but thereafter some
suggest there were no further significant writers in the sect until Dayaram.!?
Although Dayaram wrote in Braj, it is however for his Gujarati lyrics that he is best
known, and these are the only writings in Gujarati that are of any great importance

in the sect.

Vallabhacarya accepted the leadership of the philosophical school founded
by Visnusvamin,2? but the sect believes that the teachings were not created by
Vallabhacarya, but revealed to him by Krsna himself.2! The philosophical basis of
his teaching is called Suddhadvaita vedanta, 'the Vedanta of pure non-dualism.'
Vallabhdcarya expounded the doctrine of suddhadvaita in his Sodasagrantha
(‘Sixteen books') written in Sanskrit. Since the philosophy and theology of the sect
are exp(;)unded in detail elsewhere,22 the following paragraphs will introduce only
those concepts necessary to a reading of Dayaram.

The basic doctrine is that there is nothing other than Parabrahman $ti Krsna
who is saccidananda, 1.e. he consists of sat (‘existence"), cit (‘consciousness') and

ananda (joy"). Differences arise in the universe only when these qualities are

18See Snell 1989:30,
19McGregor 1973:27.

201t is unclear as to whether Vignusvamin ever existed (Bennett 1983:80-1, 107-12), and even if he
did exist, whether there was any genuine connection with Vallabhacarya (Dasgupta 1949:382-3). It
has been suggested (Richardson 1979:23-4) that this link was made to elevate the new sect by
connecting it with an old and established sect.

21Barz 1976:56.

228ee Barz 1976; Dasgupta 1949:320-383; Marfatia 1967. For a detailed discussion of
Vallabhdcarya's theology see Redington 1983 and Bhandarkar 1913: 76-82.
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revealed (dvirbhiita) or concealed (tirobhiita). Nothing comes into being and
nothing is destroyed.

Within this unitarian universe, there are three levels of manifestation of the
original unity. These are adhibhautika (‘'material'), adhyatmika (‘spiritual'), and
adhidaivika ('divine'). Of these, the first is laukika (‘worldly") and the other two are
alaukika (‘unworldly").23 Krsna himself is revealed at these three levels. At the
adhibhautika level he appears as the jagat (‘world"); at the adhyatmika he is revealed
as the antaryamin (‘the self within all beings') and as aksara Brahman?4 ('the source
of the universe and the foundation on which it rests"), while at the ddhidaivika level
there is the full revelation of Krsna. Paradise is also at these three levels: Vaikuntha
(where there is the heavenly Vrndavana), Vyapi-Vaikuntha and Goloka.

Krsna performs his [7/a ('play") eternally for his own amusement. Its only
function is to enable Krsna to enjoy his own existence. The term lila covers all of
Krsna's play, whether his eternal /ila, manifesting and concealing parts of himself to
give the illusion of change, or his Brajlila when he appeared on earth in his true
form, or specific lilas or acts, as when one talks about his ballila (his exploits in
childhood) or his raslila (when he performs the rasa dance).

‘As the jagat is the manifestation of the sat of Brahman, so are the jivas
(‘souls") the manifestation of the sat and cit of Brahman. The ananda of Brahman is
concealed so the jivas do not feel the divine joy of Brahman. They are amsa (‘parts
or fragments') of Brahman and they are to Brahman as sparks are to fire. They are
separated from Brahman because of dosa ('impurities’) arising from egoism caused
by avidya (ignorance'). The samsara (‘whole existence') which is formed by this
avidya of the jiva is absolutely unreal.

Only by Krsna's anugraha (‘favour'), which is subject to his iccha (‘wish"),

does uddhara (the lifting of the jiva out of samsira) take place. All the jivas are

23The division between faukika and alaukika 'can probably never be explained or even described
fully' (Barz 1976:9).

24Brahman with only part of the infinile dnanda manifest; the abade or foundation where the world is
manifested.
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equal, except that some have a different potential for liberation.?? There are three
categories (pustipravahamaryadabhedal), of which pustijivas and maryadajivas are
known as daiva jivas ("divine souls’) which alone have the potential for uddhara.

The sect teaches the path of devotion (bhaktimarga) rather than knowledge
(jidnamarga), following the nine forms of devotional worship or bhakti as
described in the Bhaktirasamrtasindhu of Riipa Gosvami, the sixteenth-century
follower of Caitanya. The major difference in the treatment of bhakti in the
Pustimarga is that Vallabhacarya makes the last step of dtmanivedana (‘the giving of
oneself' to Krsna) into the first step, taken when saying the mantra of initiation into
the sect.

Like other sects of the bhaktimarga, Vgilabhﬁcﬁrya accepted the division of
bhaktibhava ('sentiments of devotion') into four: dasya bhava (the adoption of the
servant's attitude to his master), sakhya bhava (acting as if Krsna was one's equal in
age and status); vatsalya bhava (acting with devotion as if one were the deity's
parent), the approach favoured by Vallabhdcarya and followed by most members of
the sect; and, lastly, madhura bhava (imagining oneself as one of the Gopis), the
approach favoured by Vitthalnath and later by Dayaram.

‘Onc unusual feature of the Pustimarga is that there is little room for
contemplation and meditation. Knowledge has a role, even though subordinated to
bhakti, but it has not played an important part in the sect. Krsna is real, saguna, an
avatara in this world, everything in the world is real and the divine is viewed as an
extension of this world. This is reflected in worship of the guru and the tending of

the image (seva), which need to be viewed in alaukika terms.

The Pustimarga has always been patronised by the urban rich, mostly from
the mercantile communities of Gujarat and Rajasthan.26 Therefore its followers are

found mostly in these areas and in the areas to which members of these castes have

258ee Barz 1976 for a detailed account of these differences and their significance.
26See Dwyer 1994 for the underlying factors.
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subsequently migrated, with a small following in Braj. This conncction with north-
west India is reinforced by the location in 1669 of the main image of the sect in
Nathdwara in Rajasthan, near the border with Gujarat. While the dominant culture
of Nathdwara is that of Braj which has been transported to Rajasthan, its leaders are
South Indians while the sevakas (‘worshippers') are from different parts of the
country, although they are mostly Gujaratis.

In his will, Dayaram left Rs 80 to continue the seva of his personal svariip
of Madanamohana. A number of his works expound the tenets of the sect and
refute the teachings of other sects, in particular that of Samkara. Even his short
lyrics contain a number of references which are specific to the Pustimarga.

A story is told of his ananyabhakti (total devotion to Krsna): Gopalrav
Mairil of Vadodara had built a ghat on the Narmada at Sinor and two temples to
Ganeéa, one at Sinor and one at Vadodara. He asked Dayaram to compose verses
to Ganapati, but Dayaram refused and is said to have composed his lyric: Eka varyo
Gopijanavallabha.

However, he was known to have had several disputes with the Maharajas of
the sect, including one with his own Maharaja, Purusottamaji of Bundi Kota. The
Maharaja banned him from the temple in Dabhoi on account of some rumours and
so Dayaram composed some verses attacking him. The Maharaja then went to meet
Dayaram, but Dayaram threw at him his kamthi (initiation necklace given by the
Mabharaja). The Maharaja apologised and Dayaram accepted the necklace back. A
similar episode occurred when another Maharaja came to Dabhoi and Dayaram
refused to take a seat inferior to his.

Dayaram is known to have met the most celebrated poet of the sect of
Svaminarayan, Premanand Svami (1784-1855). The two refused on religious
grounds to visit each other, but were said to have met in Dabhoi by chance and to
have had a long conversation. As a result of this encounter the lyric: Riida diso cho
Rajendra, mamdira mara avata re was composed, but it is disputed as to whether it

was by Dayaram or by Premianand.
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2.3  The reception of Dayaram's works in Gujarat

Dayaram is generally reckoned to be one of the great lyricists of medieval
Gujarat, but even his name is barely known outside Gujarat.2’ In Gujarat, it seems
that his work is well known only to members of the Pustimarga and to scholars.
His lyrics are used in domestic worship by Pustimargis. For example, one of the
most widely used hymnals, Vaispavona nitya niyamna path?8 has a section called
‘garabi’ in which all the songs, in Gujarati and in Braj, are lyrics by Dayaram
(including many of the Gujarati lyrics given in Chapter 7). Dayaram's disciples
have maintained a centre in Dabhoi (Bhakta Kavisri Dayaram Smarak Samiti,
Dabhoi), and groups which his followers founded, notably the Srijosijini Bhagavad
Mamdali, still meet in Dabhoi and publish works,2® but the role of these
organisations in spreading the popularity of the songs seems unclear.

No attempt has been made here to look at the reception of Dayaram's lyrics
among bhaktas and non-academic circles; instead the focus is entirely on the
reception of Dayaram's works in the literary critical tradition of Gujarat. The rest of
this section looks at the background to this tradition before examining Dayaram's
place in the history of Gujarati literature and then discussing studies of Dayaram's

work.

Dayaram marks the end the age of the great bhakta-poets.30 After Daydram,

Kavi Dalpat3! (1820-1898) is usually seen as bridging the era between the medieval

27His Braj works have not joined the canon of Braj texts perhaps because of their relatively late date.
For a survey of Dayaram's writings in Braj scc Cauhidn 1988.

28Desat 1986.
29See 3.2 below.
30See 3.1 below for a survey of the Gujarati religious lyric before Dayaram.

31Dalpatram Dahyabhai Travadi. All the personal names of this period have more or less
standardised English spellings, which are given in the text. Transliterations of the Gujarati names are
given as footnotes.
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and the modern while Kavi Narmad32 (1833-1886) is the first of the moderns,
beginning a new age of Gujarati literature and language.

This divide is significant, not only for a history of Gujarati literature, but
also for an understanding of how Dayaram's work has been read in a changed
intellectual and literary climate in the century and a half or so since his death. Thus
few critics have based their work on traditional Indian literary theory but most have
assessed his work in the light of new ideas and values resulting from contact with
English literature and the Romantic movement. In fact, the earliest criticism of
Dayaram that we have from non-hagiographic accounts is that of Kavi Narmad.

Dayaram is very much a medieval poet in the tradition of medieval Braj and
Gujarati poetry as regards subject matter, form, life as a poet etc. and he seems to
have been untouched by the British presence. However, because of his position as

the last of the medieval writers, criticism of his work has always been informed by

modern thought. Dayaram's work was received initially by critics who were

influenced by English Romanticism and it is that viewpoint which dominates the
reception of his work in literary circles. The implications of the dominance of
Romantic ideals in Gujarati literature for subsequent understandings of Dayaram
need td be examined in this section, including the ways in which such encounters
with English literature affected Gujarati literature in the nineteenth century. This
was the time when the most dramatic changes occurred and was the period in which
Gujarati literary criticism developed. Little mention needs to be made of twentieth-
century literary trends, for although the subject matter of literature changed
somewhat, the high value placed on lyricism and Romanticism prevailed in the
criticism of this period also. Most of Day@ram's critics are profoundly influenced
by this critical tradition. The modernist and postmodernist movements have
attracted interest in a few intellectual centres, such as at the M.S. University of

Baroda (Vadodara), or among intellectuals in Bombay, but these critics have not

I2Narmadasamkar Lildamkar Dave.
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used these approaches to read Dayaram's lyrics. They have directed them at
twentieth-century writers rather than trying to reclaim Dayaram from the Victorian

critics.

During Dayaram's life, European-style education was being introduced to
western India. Western-style vernacular school education began in 1820 in
Bombay and soon spread all over the province. In 1825 the first English school
opened in Bombay, and 1834 saw the founding of the Elphinstone Institution for
teaching English and the arts, sciences and literatures of Europe. In 1856 it was
divided into Elphinstone High School and Elphinstone College, with degrees
awarded by Bombay University. Bombay University had only three colleges when
it was founded in 1857, but by 1903-4 it had sixteen of which Gujarat had four,
including Gujarat College, Ahmadabad, founded in 1856. Elementary arts colleges
were opened in the princely states, including Vadodara (Baroda College, 1882) and
Bhavnagar (Shamaldas College, 1885). Since the medium of education was
English, and given that the literature, politics and history of Europe were the major
subjects, and the teaching heavily criticised Indian life and society, this education
undOuBtedly had an impact on the students.

As was the case with other South Asian languages, the products of this new
education filtered the literary canon. The new standards for literature were based
partly on the literary texts which they read at college. At Bombay University,
where Gujarati was not on the syllabus until 1921 (although Sanskrit was taught),
the set book for English poetry was Palgrave's Golden Treasury, whose fourth
section on the English lyric had the greatest impact on the aspiring poets. The poets
included in this section were Wordsworth, Shelley, Keats, Byron, Tennyson,
Browning and Dante Rossetti. Although inﬂﬁence is a complex process,33 these

poets may be isolated as having had the greatest influence, not only through traces

33The process of influence is discussed by Bloom 1975, but the theoretical implications and actual
mechanisms lie beyond the scope of this thesis.
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of their works in the Gujarati poets, but also in translation, rewritingé, and mentions
in extra-literary works. The golden age of Romanticism was on the decline in
England when poets like Narasinhrao3* (1859-1937) were students, but this
movement may have appealed to them more that the modern poets,?3 because the
English lyric is the type which is most similar to Gujarati poetry, which has been
mainly lyrical, even actually sung and accompanied by dance. However, the
dffierences between English Romantic poetry and the original Gujarati lyric and the
extent to which Gujarati Romantic poetry was an offshoot of English Romanticism
on the one hand and of Gujarati lyricism on the other remain to be explored.

Dalpat was the first of the Gujarati poets to have his works printed soon
after they were written. Previously, poems had been transmitted orally with
manuscripts being written later (e.g. those of Narasimha), or written down
immediately by the author or his disciples (e.g. those of Daydram), but not available
for the general public. The poet no longer lived on donations from his audience or
from a patron, but either tried to make a living through the publication of his poetry,
usually without success, or else worked as a teacher or in public service, writing
poetry in his spare time. The work was published either in periodicals or in
monographs. The first anthologies of Gujarati literature appeared at this time, the
most enduring being Iccharam Suryaram's3¢ Brhatkavyadohan, whose ten volumes
appeared between 1886 and 1913. The impact of printing on Gujarati literature
seems to be an unexplored topic.

A change in language was to have been expected at this time, at least in part
as a symptom of printing, The Gujarati lyric had always been written in a clear and
simple style and since English Romantic poetry was usually written in a colloquial

form of language, there was no pressure to change the style. However, there seems

34Narasimhriv Bholandth Divatiya.

33 After the deaths of Tennyson, Matthew Amold and Browning, this was a relatively fallow period
in English poetry until the emergence of Hardy and the poetry of the First World War. It would
seem unlikely that the poetry of the 1890s, e.g. that of Oscar Wilde or Gerald Manley Hopkins,
would have appealed to the Gujarati poets.

36]ccharam Stryardm Desii.
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to be evidence of attempts to Sanskritise the language. Many of the poets, such as
Narmad, wrote grammatical and lexicographical works and attempted to Sanskritise
the language by replacing tadbhava and desya words with tatsama words, using
English for things which had been introduced by the British, and a Sanskrit
equivalent for western abstract ideas. Sometimes English phrases and idioms were
translated almost literally and even syntax showed the influence of English.
Attempts were made to remove Perso-Arabic words. Even in the ghazal, a Persian
verse-form, very few Persian words were used. This tendency is seen to a marked
degree in Klant's?7 (1859-98) translations of Hafiz.

The major tendency of this new poetry was the shift from the religious to
the secular, to the idea of man as being at the centre of the universe, accompanied by
a move from the general to the subjective. The subjective is found in the bhakti
poets, but the difference between this and the new subjectivity can be illustrated
from nature poems by contrasting the descriptions in the baramasi (‘description of
love through the twelve months of the year") with Wordsworthian nature poetry
where it is the affect of nature on the individual that is so important. The subjective
in Dalpat became the autobiographical in Kalapi®® (1874-1900) and Kant3? (1867-
1923), ‘until Thakore?? (1869-1951) advocated the Arnoldian impersonal, in a
backlash against Romanticism. The growing trend towards Romantic melancholy
first seen in Narmad was rejected by Thakore and Nhanalal4! (1877-1946), who
instead brought joy and playfulness into their writing.

New subjects for poetry were introduced. Topical poetry began with
Dalpat's Hunnarkhanni cadhai ‘'The invasion of Lord Industry' and poems about
love, nature and patriotism were written with vigour and intensity. Even when

forms were taken from non-European traditions, the Romantic spirit prevailed. For

37K lant, pen-name of Bal¢amkar Ullasram Kamthariya.
38Kaiépi, pen-name of Sursimhj1 Takhtasimhyji Gohel.
3K ant, pen-name of Mani$amkar Ratnaji Bhatt.
4oBalvantr§y Kalyagray Thakor.

4INhanalal Dalpatrim Kavi.
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example, the ghazals of Klant and of Kalapi show Sufi masti ('intoxic.ation') but this
itself is very much in keeping with the Romantic spirit.

Twentieth-century criticism of Gujarati literature has been based on the
principles of Gandhiism and other social movements and more recently modern
Western literary theories have had some impact in major cultural centres. However,
these views do not seem to have affected on criticism of Dayaram, although they

may have led to his writing being viewed as 'irrelevant' in the modern world.

The establishing of a canon of Gujarati literature was given further impetus
by the study of the western canon and the advent of printing. It was achieved partly
through the compiling of anthologies and through the writing of literary histories of
Gujarati literature. Pre-eminent among the anthologies of pre-modern poetry is
Iccharam Suryaram's ten-volume Brhat kiavyadohan, which appeared between
1886-1913. Narasimha Maheti, Preméanand, and $amal Bhatt are given pride of
place, but there are large selections from many other poets. While some poets are
found in several volumes, Dayaram's lyrics appear only in Volume 6,42 where only
nine padas are given, taking four pages, whereas the more obscure Devidas
(c.1 6005 is allocated thirty-seven pages.43

By the time of Taraporewala's anthology of classical Gujarati poetry
Dayaram's status was assured by his allocation of 110 pages in Volume III (1936),
fewer than Narasimha's 247 in Volume I (1924), but many more than the 40 given
to Miram. The reason for this shift in emphasis may be due to the Victorian

sensibilities about possible lewdness reinforced by the 1862 Maharaja Libel Case,44

42Degat 1909:821-5.
43Desdi 1909:415-52, Only volumes 1-3, 6-8 have been available to me.

44Mulji (Karsandas Mulji), a Gujarati Kapol Bania and follower of the Pustimarga, educated at
Elphinstone, wrote an article in his magazine Satya Prakas, October 1860, 'The Primitive Religion of
the Hindus'. This attacked the Maharajas for licentiousness and in particular for adultery with the
wives and daughters of the devotees. Yadunatha Brijratanju, the Maharaja of Surat filed a libel
action against Mulji. The casc lasted for forty days, during which many witnesses were called and
questions ranging {rom theological truth to the divinity of the Maharajas were raised, with the
evidence centring on the immorality of the doctrines and the Maharajas. Finally the legal victory
went to Mulji. See Mulji 1865 for an account of these events.
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but this remains open to discussion. However, it is clear that from Being regarded
as a minor figure, Dayaram rose to becoming a canonical figure.

The main histories of Gujarati literature are by the leading intellectuals of
their day, Jhaveri (1914 and 1956), Munshi (1935), and Josi (1973 and 1976).4°
All these works accept the division of Gujarati literature into medieval (ending with
Dayaram) and modern (beginning with Dalpat and the influence of European
literature). It is clear that by the time of Jhaveri's book {1914), Dayaram had
achieved his canonical status as the last and one of the greatest poets of medieval
Gujarati. This view was supported by Narasinhrao, who began a second career in
1921 as the first lecturer in Gujarati at Elphinstone College. He published his
Wilson lectures of 1915-6 as Gujarati language and literature in two volumes
(Divatia 1921 and 1932). Here he describes Dayaram as 'unquestionably the most
brilliant star in the firmament of Gujarati poetry.'46

Munshi and Jhaveri's books are very much in the spirit of Victorian
Romanticism, although they also show the influence of Gandhian thought. The
tensions that these conflicting value systems produced can be seen in all Munshi's
summaries of a poet's qualities throughout his 1935 book.

'Joéi (1973 and 1976) is author-oriented in its approach, although it has
introductory sections and one on metre and form. Pamdya's essay on Dayaram
gives lists of his works, refers to other works, and has a more analytical approach
but still fails to position Dayaram clearly in a history of literature. Dayaram is only
ever located at the end of the medieval tradition and no attempts are ever made to
link him into the subsequent period.

Other works which take a history of literature as their basis are the

Sahityakos,*7 which is useful as a reference tool mainly for names of works and

458ince this thesis does not assume a knowledge of Gujarati by the reader, the quotations from the
critics given in the following pages will all be from sources written in English, although there are
references given to the Gujarali texts.

46Djvatia 1932:264.
47K othari and Gadit 1989, and Topivala 1990.
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dates, and Deepak Mehta's short survey of the history of Gujarati litérature (1991),
which is a useful summary of the traditional view.

There is no theoretical basis for the history of Gujarati literature apart from
simple historicism. No one has discussed such basic problems as the historical
dimensions of literature itself, or the issue of influence. These histories suffer from
their lack of scholarly apparatus, such as bibliographic information, and much
vagueness as to manuscript traditions, information about their biographical sources,
prosodic analysis, literary forms, use of language etc. Even so, they do provide a
useful starting point for understanding the Gujarati critical tradition.48

Thoothi's account of the history of Vaisnava literature in his book on the
Vaisnavas of Gujarat*? is one of the few which is aware of the importance of non-
Gujarati influences in Dayaram's work:

Dayaram's works bear testimony to the great influence the Ashta-sakha had
on his thought and sentiment, Though Narmadasankar says that Dayaram
believed himself to be an incarnation of Narsinha Mehtd, we have the
testimony of Dayaram himself that he belicved himself to be the incarnation of
one of the Ashta-sakha called Nandadasji. And there are ample proofs in his
poems to justify this latter contention of Dayaram. His descriptions of love
and courtships are so live, sparkling and realistic; yet they are considerably
restrained and subtle when we compare them with those of Narasinha Mehta,
Even then they scem strong and unbecoming to some sensitive persons of our

own times, due essentially to erotic suggestion and imag,el'y.50

The critical evalation of Dayaram began soon after his death. Kavi Narmad,
besides being Dayaram's first editor, also played a major role in shaping Gujarati
literary criticism, but it seems that he never reconciled the tensions he felt between
his adoration of a Byronic ideal and the new puritanism.?! He actively supported
Mulji in the 1862 Maharaja Libel Case which brought the sect into disrepute.
Whether this case was a symptom or a cause of the hostility of the new puritans

towards the sect remains unclear. It is undoubted that the issue of the immorality of

481t has to be hoped that the forthcoming volume by Mallison in the Harrassowitz series (cf.
McGregor 1974 and 1984, and Gac[Tke 1978) will be available before much longer.

49Thoothi 1935.
S0Thoothi 1935:257-8.
SlSanjana 1950 discusscs in a satirical manner the contradictions in Narmad's life and work.
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the sect extended to the condemnation of the eroticism of Dayﬁrﬁm'ls lyrics, even
though this is very mild indeed in comparison with Sanskrit erotic poetry. This
view can be seen in the influential opinion of Tripathi which extended into most
assessments of Dayaram.

Tripathi's Gujarati monograph on Dayaram32 discusses him in the context of
the Pustimarga, looking mostly at his Rastkavallabha, but in his English work>3 he
also warns of sexual explicitness. This assessment of Dayaram is of great
importance. Written in English, it reflects the opinion of Dayaram often known
outside Gujarati literary circles. The Gujarati equivalent to Bengali's Bankimcandra,
Tripathi®4 (1855-1907) was an eminent critic as well as being (as he remains) the
most highly esteemed Gujarati prose writer, the author of a four-volume novel
Sarasvaticandra (1887-1901). This is the first great novel of real life in Gujarati. It
exemplifies the literary values that dominated creative writing at the end of the
nineteenth century and informed literary criticism. It is highly Romantic, combining
intensity, lyrical beauty and subjectiveness with a strongly Sanskritic prose
tradition. However, its characters are all good or all bad, it has no humour, uses an
exaggeratedly Sanskritic form of language, and is full of dull dialogues and moral
reﬂectic;ns. This combination of puritanism and romanticism, so different from

Dayaram's values, is seen in his assessment of Dayaram:

His poems of Krishna and the maids of Gokul are a stream of burning lava of
realistic passion and love, and if lewdness of writings do not take away from
the merits of a poct, he is a very great poct indeed. He has a weird and
fascinating way of bodying forth a host of over-fondled spirits of
uncontrollable will in a language which is not only at once popular and
poetical but drags society after him to adopt, as popular, the language he
creates for them anew. He introduces the men and women of his country to
luxuriance of metres, whose wild music makes them bear with the flame of
his sentiments, and there is a subtle naivete in everything that comes out from
him. He, too, no doubt, philosophiscs and rises to the beautiful and sublime
of the Bhakti Marga with equal power, but he is also an open advocate of
Vallabha at times, and cven the greatest master of advocacy needs must fail in

a hopeless cause.

S2Tripathi 1909.

S3Tripathi 1958.

54Govardhanrdam Madhavram Tripathi.
33Tripathi 1958:53.
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This passage shows the direct link between the prevailing view of the
Pustimarga as immoral and the condemnation of Dayaram's poetry as lewd. The
language of Tripathi's assessment emphasises this in its references to primitive, wild
and uncontrollable forces, rather than making any suggestion of an air of lightness
and play. This opinion of Dayaram had reached the British. In the 'Annual report
on native publications for the year 1899', pagé 4, a certain Mr. Giles alleges that
Dayaram's

natural talent was frequently prostituted in lewd and lascivious writings. The

influence of his works has not been altogether wholesome, ...[yet].. his poetic

talent was undeniably great... 36

The Victorian puritanism inspiring this assessment seems to have begun to
ease during the 1930s. The emphasis on the condemnation of his supposed

immorality diminished although the Gandhian principles and the social concerns of

literature and criticism which prevailed at this time kept Dayaram's works marginal.

Dayaram is admired mostly for his short lyrics,>7 in particular the
garabo/garabi form, rather than his padas.>® Munshi's assessment of Dayaram's

corpus has become standard:

Daydrama's genius was lyrical and found a suitable vehicle in the garabi,
Though used for the main purpose of providing popular songs for the garaba
dance, it was a great vehicle for lyrical expression. ...he invested the form, as
a whole, with a charm and a rhythm of his own. He made use of popular
melodies. His language was the most perfect used so far by any poet of
Guyjarita; and his words were so arranged that sense and sound and meaning

blended in harmony to express one brief experience with perfect art.>
Thoothi, in his work of the same date, concentrates on Dayaram's

descriptive powers and musical ability:

...in his famous garbis he vividly portrays with great depth of feeling, rich
pictures and idylls connected with the carly life of Krishna as depicted in the
Bhagvat lore; and he wrole many Kirtans (hymns) of great lyrical value, rich
in depth of thought and emotion, attuned to the self-surrender and the
dedication of the devotee...no longer sung in these temples, but they have
heen stirring the very heart-strings of Vaishnava men and women who recite
them with ardour and devotion before their domestic altars.

SQuoted in Seth 1899:iii.

S5TE.g. Yhaveri 1914:244, Sandesara 1981:57-8, Thoothi 1935:257-8.
583ee Munshi 1935:271.

>9Munshi 1935:221.
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Moreover, Dayaram was a master musician, he had a rich voice, and he could
play efficiently on musical intruments. This enabled him to enhance the use

and popularity of his poems considerably. 60
Some critics try to avoid engaging with the texts by saying that the sound
rather than the content of the lyrics is important:

Dayardm's strength is his language. It is simple, chaste, classical and
expressive. His songs are superior to those of others, both on account of
their language and their rhythm. To appreciate their lilt, they must be heard,
when ladies well-known in his line lead the garba-circles of Surat or

Baroda. 61

Other critics attempt to validate Dayaram for their own time. For example,
critics such as Munshi argue that Dayaram had to write about Krsna because of his
times, but that his real subject was human love.%2 This is clearly untrue, but the
post-Victorian critical tradition has allowed the religious element to reappear.93
Applying standards of their own time, critics such as Navalram (1836-1888), cited
by Jhaveri, find Dayardm lacking:

... his poems are defective in so far as they do not 'paint pictures’, 'One third
of them consists of pure emotion, and the rest is superficial embellishment,
which to the experienced eye of the real poet appears to be tawdry and
useless.' 'he is inferior to Preméanand even in Sringér...' Dayaram fails to be
considered a master poet in Navalram's eyes, in spite of his immense
popularity, the reason of which, he thinks, is the subject matter of his poems,

namely, the life and loves of Radha and Krsna, %4

Later poets such as Nhanalal (1877-1946), Harindra Dave (1930-) and
Suresh Dalal (1932-), have acknowledged his influence on their work and
Dayaram's status as one of the greatest poets of Gujarat is still unquestioned, his
place in the Gujarati literary canon assured.%® There have, however, been few
critical assessments of the oeuvre of Dayaram whether in histories of literature, or
studies of his corpus or detailed studies of individual works.

There are few studies of Dayaram's corpus.% Those which exist have a low

circulation, and most lack scholarly vigour, an understanding of western literary

60Thoothi 1935:257-8.

61 haveri 1914:247-8.

62'Madhyakilno sahityapravah' p, 389, quoted by Pamdya 1976:n.19.

638ee, e.g., Dave 1967:26. who argues that Krsna is the only subject of Dayaram's lyrics.
64T haveri 1914:249-50.

65For example, his lyrics form part of the literary currcutum in Gujarati schools.

66See n.2 above for the works used in this section.
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criticism or a firm grasp of Indian literary theory. They tend to give Dayaram's
hagiography, then divide his works into several categories, then list them by name.
The focus is on bhaktakavi Dayarambhai, i.e. Dayaram as a religious poet and the
way in which his religious belief in the teachings of the Pustimarga is seen to be
expressed in his poetry. The emotion of bhakti which he so vividly portrays is seen
as the strength of his work, with little attention paid to literary critical topics.

There are very few examples of analyses of individual poems of Dayaram,
the major source being the volume edited by Sah (1990). In this work, modern
Gujarati writers have each selected a poem of Dayaram which is printed along with
two or three pages of comments. In the introduction, Shah makes it clear that the
purpose of this volume is not to produce a critical analysis of Dayaram's works, but
an appreciation. The essays on the poems are diverse and are indeed appreciations
rather than scholarly or literary critical studies.

While this critical tradition is to be admired for its pioneering attempts to
reconcile the values of such different traditions, its serious omissions must be
noted. No one has examined formal aspects of Daydram's texts - genre, form,
metre, and music. There is no discussion of his influences, in particular his
combin.ation of non-Gujarati influences with Gujarati folk forms. Not one of these
critics has attempted to analyse his language to show its distinctive features and
poetic devices. No one has analysed the personae of the texts and their roles, nor
looked at Dayaram's position within the text. His powers of description have been
discussed, but no one has shown how they work and how his dramatic dialogues

are made to come to life through their language or literary devices.

The filling of each of these various lacunae in the study of Dayaram would
itself be a major study and lies beyond the scope of this thesis, although there is a
brief discussion of some of these topics in Chapter 3. However, before going on to
this chapter, there are a number of features which emerge in this critical tradition

which are mentioned here before being reexamined at the end of the thesis.
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One of these 1s the concentration on the biography of Dayﬁrﬁm. A notable
trend may be identified, which tries to try to show how every lyric was composed at
an appropriate moment in his life.®? For example, Dayaram is said to have
composed the lyric: Eka varyo Gopijanavallabha when asked to compose a hymn to
Ganapati. This feature may be a residue of the hagiographic tradition, where great
importance is given to the lives of the bhaktas. These accounts serve a number of
purposes, such as the creation of role models and the reinforcement of the power of
the satsamg, the company of the good. However, this does not seem to be the case
with the presentation of the life of Dayaram. Dayaram often challenged the norms
of good behaviour by his quarrels, his vanity, and in particular, by his relationship
with the goldsmith's widow, Ratanbai. It may be that two strands may be identified.
One is from the sectarian tradition, making Dayaram seem to be one of the
bhaktakavis and to create a hagiographic account of his life. The other is from the
world of humanistic, Romantic criticism, an attempt to link the mythological world

of his poetry with the real, human world.

A closer reading of these critical texts reveals key words and phrases,
notably those associated with sweetness (the forms are all connected with mithum).
Although not explored by the critics, this theme of sweetness occurs frequently in
Dayaram's own life and his works. For example, he rejects the term kadavum for
the verse form used in his akhyanas, since its homonym means 'bitter', and he calls
it mithum 'sweet' instead.%® His own appearance and his voice were said to be
'sweet' and in the texts there are constant references to sweetness although these are
not explored by the critics. This sweetness seems to be linked to sexuality,
feminity,® and to playfulness. It stands opposed to the virtues of puritanism,

Saurya 'heroism, masculinity', and seriousness espoused by Kavi Narmad and his

67See in particular Dave 1967.
58Dave 1970:146-7.

9 Although Divatia 1932:264 is quick to assure the reader that Dayaram's style is 'lucid, charming
without being effeminate, and on oceasions, possesses vigour and power',
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successors. Since these ideas are latent but not developed in the critical texts, they
will not be discussed further here. In Chapters 5 and 6, however, the question will
be raised of ways in which these qualities of sweetness, feminity and playfulness

may be recovered for a study of Dayaram.
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The previous two chapters looked at the approaches of two traditions, that
of the Indologists and that of the Gujarati literary sphere. This chapter discusses
Dayaram's work by concentrating on the transmission of the Gujarati texts and on
earlier Gujarati lyrical poetry, then the forms, content and language of Dayaram's

Gujarati poems.

3.1 The Guj-arati religious lyric before Daydaram

The primary authoritative text of Vaisnava bhakti is the Bhigavata Purina
(c. 9th or 10th century AD), and its first major literary work was the Gitagovinda,
composed in Sanskrit in the twelfth century by Jayadeva. The combination of
eroticism and mysticism! of the latter was to become the classical model for much
of the later bhakti literature. In Maharashtra, the movement was connected with an
ascetic tradition, but in Bengal the passionate love songs of Candidas and the
ecstatic worship of Krsna by Caitanya changed the nature of Vaisnavism. Caitanya
made Bfaj the active centre of the bhakti cult. In Gujarat, although Krsna poems in
the forms of phdgu and risa existed, there was no bhakti poetry until the sixteenth

century, when it was probably given a powerful impulse by Caitanya.

Indisputably, the greatest Gujarati poet is Narasimha Maheta.? His dates are
uncertain; the traditional dates of 1414-1480, formerly discredited in favour of
1500-1580,3 now seem more plausible. In addition to the biographical details he
gives in his own writings, he has been the subject of numerous hagiographies, the

first being by Vi$vanath Jani, composed in 1652. He was born in the village of

1See Siegel 1990.

2Jhaveri 1914:39; Tripathi 1957:52.
3Munshi 1935:149.

4Mallison 1986:32.
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Talaja near Bhavnagar. A Vadanagara Nagar Brahmin, he was a pl'actitioner of
Krsnabhakti. Regarded as so unorthodox that his first engagement was broken, he
eventually married Manekabai, with whom he had a daughter, Kumvarabai, and a
son, Samala. He had a difficult family life, largely because of disputes with his
brother's wife. Eventually he went to Gopnath on the coast and prayed to
Mahadeva, who granted him the boon of seeing Krsna's raslila. After this, he left
his brother's house and set up in on his own in Junagadh. His house, now known
as Narasimha Mahetano Coro has since been maintained. He sang his devotional
verses to Rama and Krsna, and his philosophical and ethical padas, while playing
his small cymbals (karatalas). Many mythical stories swrround his life, the most
famous of which are the story of his daughter's mamerum, the ritual giving of gifts
by parents in the seventh month of a daughter's first pregnancy. When Narasimha
could not afford to give the necessary gifts, Krsna appeared and gave them himself.
Equally famous is the story about the time when he was excommunicated by the
Nagars for eating with the Dheds, which resulted in a Dhed appearing between
every Brahmin at a Nagar feast.

The major source for his life is his own Samajasano vivaha, a poem about
his son‘é wedding to the daughter of a rich merchant. Traditionally he is said to have
composed one and a quarter lakh padas,® comprising poems on srigara ('love'),
poems on the life of Krsna (mostly from incidents in the tenth book of the
Bhagavata Purana), akhyanas and padamalas.® The best known are his padas of
bhakti and jiana (‘knowledge"). Transmitted orally, the text of his poems has been
corrupted.

The following pada is the most loved of all his verses. It draws on Jain
traditions in the description of the true religious person, and has become widely
known outside Gujarat through having been a personal favourite of Gandhi. It is

probably the best known Gujarati lyric and, since it is non-sectarian, being a

SThaveri 1914:41. This is the standard number for long anthologies. Cf. the Sarsigar.
6'Garland of padas’, a special literary form for a collection of verses; see Maheta 1976:22-3.
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description of a Vaisnava, it is used by all Vaisnava groups in Gujarat including the

followers of Svaminardyan.’

Vaisnavajana to tene kahie8

vaispavajana to tene kahie, je pida pardi jane re

paradubkhe upakara kare, ne mana abhimana na ane re. vaisnava..
sakala lokamam sahune vamde, nimda na kare keni re

vacakachamana niscala rakhe, dhanya dhanya janani teni re. vaispava..
samadrsti ne trsna tyagi, parastii jene mata re

jihva thaki asatya na bole, paradravya na jhale hatha re. vaisnava..
mohamaya lepe nahi tene, drdha vairagya teni manamam re
ramanamasum ta]i 1agi, sakala tiratha tend tanamam re. vaispava..
vanalobhi ne kapatarahita che, kimakrodha jene mirya re

bhape narasaimyo tenum darsana kartam kula ekotera taryam re.

vaisnava..

The true Vaisnava is the one who feels another's sufferings as his
own.

Even if he helps the sufferer, he does not feel proud.

He praises everything in the whole world, he does not speak ill of
anything,

In speech, action and thought he is steady, his mother is extremely
blessed.

He looks on everything dispassionately, he has abandoned desire,
another's wife is like his mother.

He does not speak any untruth, he does not lay his hand on another's
wealth.

Delusion and ignorance do not enter him, detachment is firm in his
mind.

He sings along with God's name, all holy places are in his body.

He is without greed, and bereft of deceit, he has turned away from lust
and anger.

Narasaimyo says at the sight of him, the family is saved for seventy -

one generations.

7See Anon. Kirtan muktavali: 370.
8Jesalpura 1989:289. My translation, as throughout below, unless otherwise mentioned.
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Narasimha's poems are mostly padas but he is most famous for his
prabhatiyim.® The prabhatiyum is a special kind of pada, which is sung at
daybreak. It is usually in the jhillana metre, set to a variety of desi melody, desi
prabhati. One of the most popular is the following, which evokes vatsalya bhiva in

its listeners:

Jasodajl jamavane tede!l?

Jjasodaji jamavdine tede, nacamta hari ave re

bole mitha boladiyd ne amgoamga nacdve re. jasoda...
mukhani $obha §7 kahum, jane piinamacamda birdje re
netrakamalana cala joine manmatha manamam laje re. jasoda...
amyjana beu nayane maryam, ura latake gajamotire

tilaka tani rekha ati sumdara mata harakhe joti re. jasoda...
sneha janavi putra tano hari avi kote valagyo re

ladakado ati lad karamto, ksanu na thaye alago re. jasoda...
khole besi bhojana karatam mati anamda pami re

bhaktavatsala bhiidharaji maliyo narasaiydco svami re. jasoda...

Jasoda calls him to eat, Hari comes dancing,

He says sweet little words and makes his limbs dance.

In what way can I describe the loveliness of his face? It looks
beautiful like the full moon.

Looking at the movements of his lotus eyes, Manmatha's mind is put
to shame.

She puts k#jal on his eyes, a large pearl dangles on his breast.

The line of his tilak is very beautiful, his mother rejoices as she looks.
To show her love she pats him, he hugs her round the neck.

The little darling really hugs her, he does not become separate for even
a minute.

Seating him in her lap, she feeds him, she feels maternal joy.

She has found the lord of the world who is compassionate to his

devotees, the lord of Narasaiyo.

The impact of Narasimha on Gujarati literature is summarised by Munshi:

9Mallison 1986:38-42.
10Jesalpura 1989:102.
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The legacy of a rich and varied vocabulary and language of great power and
beauty which he left, exercised great influence on literature, His padas, cast
into slow-moving and elastic prabhdtid metre generally reserved for early
morning prayers, moulded the language and sentiments of succeeding
generations. His taste is often loud and vulgar. He lacks the delicacy of
Mirdn, the intensity of Stradasa, the classic dignity of Tulsidasa. His
language is too rhetorical to permit of that light, lingering touch which makes
for great poetry. But he broke away from the lilcless literary tradition of his
days. He changed Gujaréti poetry {rom an impersonal to a personal art. Poet,
bhakta, apostie of Aryan culture - Narasinha was, and is, unique in
Gujarita. 1!

One of the most popular bhakti poets of western India is Miram (c. 1500-
1547). Much of her life story is given in her poems, but there are conflicting
versions of her biography. She was the granddaughter of Rao Dudaji, a devout
Vaisnava and chief of Medta (Medta), a small principality in Rajasthan. According
to older sources, she was queen of Kumbha Rana of Chittor, grandfather of Rana
Samgo, which places her between 1403 and 1470.12 More recent versions of her
life based on Rajput genealogies!3 say that she married Bhojrdj, the son of Rana
Samgo of Chittor, who died young. In 1532, his younger son Vikram, who
disapproved of her eccentric behaviour in her religious practices, came to the throne.
She claims that attempts were made on her life, so she fled to Dwarka. Some say
that it was her husband who tried to poison her.!4 She was merged into Krsna
when Brahmins went on a fast to persuade her to return to Rajasthan,

It was mentioned above that Miram has been claimed by the literary
traditions of Gujarat, Rajasthan and Braj. Her poems have been preserved orally
and they vary between Gujarati, Rajasthani and Hindi versions. Therefore, it is
difficult to reconstruct the original texts. In her poems, mostly padas, often called

bhajans, she imagines herself as one of the Gopis in Braj.

She has only one thing to say, and, in consequence, her range is limited. Her
poems have elegance and delicacy rather than variety. Her heart is capable of
deep feeling, but ils expression is limited by her comparative 1gnorance.
Mirdn is not ego-centric, only intense: not voluptuous, nor profound, !5

Munshi 1935:148.

12Jhaveri 1914:29 and Tripathi 1958:14-5.

13Maheshwari 1980:149-50.

¥ haveri 1914:31 and Tripathi 1958:16.

15 Quote from L. Munshi Mirdmbai ek drst. Quoted in Munshi 1935:134.

92



Chapter 3: Dayaram's lyrics

But passion, grace, delicacy, melody - Mirdn has all these gifts. Her longing
is exquisite; it seizes all hearts, penetrates all souls. Her poetic skill possesses
the supreme art of being artless. Sometimes she brings natural beauty to aid
sense and sound in producing harmony. 19

The following poem is one of Miram's most famous stanzas in the Gujarati

recension. It contains much biographical information, shows her devotion to God
and the bhaktas and her lack of interest in the mundane world. Its language is

straightforward and the rhyme scheme is simple:

Govimdo prina amirol?

govimdo prina amdro re, mane jaga lagyo khiro re.

mane maro ramji bhave re, bijo mari najare na ave re.

mirdbaind mahelamam re, harisamtanano vasa;

kapatithi hari diira vase, mara samtana keri pasa. govimdo...

ranoji kagala mokale re, dejo mirdmne hatha;

sadhuni samgata chodl dyo tame, vasone amare satha, govimdo...
mirambai kagala mokale re, dejo rinojine hatha;

rajapata tame chodi ranaji, vaso re sadhuni satha. govimdo...

visano pyalo rane mokalyo re, dejo miramne hatha;

amrta jani miram pi gayam, jene sahdya srivi§vano natha. govimdo...
samdhavala samdha sanagiraje re, javain so so re kosa;

ranajind desamam madre, jala re pidhino dosa. govimdo...

dabo melyo mevada re miram gai pascimamamya;

sarava chodi mirdm nisaryam, jemun mayamam manadum na kamya.
govimdo...

sasu amari susumana re, sasaro prema-saiptosa;

Jetha jagajivan jagatmam re, maro navaliyo nirdosa. govimdo...
ciundadi odhum tyédre ramga ciie re, ramga beramgi hoya;

odhum hun kilo kamalo, diijo dagha na lage koya. govimdo...
mirdm harini ladani re; raheti samta hajiira;

sadhu samgathe sneha ghano, peld kapatithi dila dira. govimdo...

Govimda is my life-breath, the world seems bitter to me
I love my Rama, nothing else appeals to me.

Hari's sants live in Mirabai's palace

16Munshi 1935:134.
17 Trivedi 1986:3-4.
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grace, delicacy, melody - Miran has all these gifts. Her longing
t seizes all hearts, penetrates all souls. Her poetic skill possesses
art of being artless. Sometimes she brings natural beauty to aid

and in producing harmony. 16
ing poem is one of Miram's most famous stanzas in the Gujarati
ains much biographical information, shows her devotion to God

nd her lack of interest in the mundane world. Its language is

1 the thyme scheme is simple:

amarol’

ina amaro re, mane jaga lagyo kharo re.

-amyji bhave re, bijo mar najare na ave re.

ahelamam re, harisamtanano vésa;

i diira vase, mara samtana keri pasa, govimdo...

1 mokale re, dejo mirdmne hatha;

gata chodl dyo tame, vasone amare satha. govimdo...
gala mokale re, dejo ranojine hatha;

e chodi ranaji, vaso re sidhuni satha. govimdo...

- rane mokalyo re, dejo miramne hatha;

fram pi gayam, jene sahaya srivi§vano natha. govimdo...
samdha sanagaraje re, jAvum so so re kosa;

1mam mare, jala re pidhano dosa. govimdo...

mevada re miram gai pascimamamya;

“miram nisaryam, jenum mdydmam manadum na kamya.

usumand re, sasaro prema-samtosa;

m _jagatmam re, maro navaliyo nirdosa. govimdo...
um tyare ramga cile re, ramga beramgr hoya;

kalo kamalo, diijo dagha na lage koya. govimdo...
“ladant re; rahet samta hajiira;

the sneha ghano, peld kapatithi dila dira. govimdo...

ny life-breath, the world seems bitter to me
ma, nothing else appeals to me.

ive in Mirabar's palace
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Hari lives far from that fraud, near my saints.

The king sent a letter, saying, put it in Miram's hand:

Give up the company of saints and come to live with me!

Miram sent a letter, saying, put it in the king's hand:

Give up the royal palace and come to live with the sadhus!

The king sent a cup of poison, saying, put it in Mirdm's hand.
Regarding it was nectar, Miram drank it, her helper is the Lord of all.
O camel driver, saddle me a camel, I'm going a hundred miles.

In the land of the king, even drinking the water is a sin!

Putting Mewar on the left, Miram went west.

Mirdm gave up everything and left, her mind not at all in méiya.

"My mother-in-law is beauty, my father-in-law is the satisfaction of
love;

My elder brother-in-law is the Life of the World in the world, my
bridegroom is faultless.

When I put on my veil, the colour runs, the colour becomes dull, 18

So I put on a black blanket (of a sufi), no other stain may show.'
Miram is Hari's beloved, she lives with a thousand saints;

In the company of saints there is much love, their hearts are far from

that fraud.

Akho, or Akha Bhagat (c. 1615-1674), was a goldsmith of Ahmadabad,
originéllly from the nearby village of Jetalpur. He was head of the royal mint, but
false charges of dishonesty made him bitter, and he left his work to seek
knowledge. He travelled to Gokul where he joined the Pustimarga, but was rapidly
disillusioned with the sect. He went to Varanasi where he heard about the teachings
of Sankara, which suited his belief in vairdgya ('detachment’) and his search for
jiana (‘knowledge'), which are the topics of all his writings. He wrote in Gujarati
and also in Hindi, on philosophy in his Akhegita, but he is famous for his
epigrammatic stanzas on life, in his sixty padas and his seven hundred or more

chappas.

18pun on the two senses of rumga as affection/love.
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His Chhappis are not the Chhappas recognised by prosody but are another
name for Chopais, rounded off with six instead of four lines (cho(four) pais -

lines).19

Munshi sums them up:

In these small poems, he fights the accepted formulae of life, bitterly, brutally,
making all kinds of ugly comparisons to bring his point home. But the fight
is not for a vigorous and full life, but for an arid detachment....He was,
however, very poorly equipped for literary work. The words which he used
were very often inappropriate. His knowledge of prosody, grammar and

syntax was meagre. His meaning was often shrouded in obscurity.zo
Although the references may be obscure, these verses show a simple, clear

and colloquial form of Gujarati which is well suited to the sharpness of their tone.

Four Chappas

bhasane sum valage bhiira? je rapamam jite te Siira;
samskrta bole te $um thayum? kami prakrtamamthi nasi gayum?
bavanano saghajo vistara, akha! trepanamo jane para.

Why is the fool attached to language? The one who conquers in battle
is the hero.

What is the use of speaking Sanskrit? Was anything lost because of
Prakrit?

The whole expanse of the fifty-twa syllables, Akho! The fifty-third
[OM] is what matters.

tilaka karatam trepana vahyam, japamalinam nikam gayam,
tiratha phar phari thakya camna, toya na pahota harine sarana;
katha suni sugi phiitya kana, akha! toy na'vywn brahmajiiana.

Doing his tilak, fifty-three years have passed, he has womn out his
rosary.

Going from holy place to holy place, his feet are tired, even then he
has not taken refuge in Hari.

He has heard so many kathas that his ears have burst. Akho! Even
then, knowledge of Brahma has not come.

ek miirakhane evi teva, paththara etald piije deva;
pani dekhi kare snana, tulasi dekhi tode pana;
e to akha! bahu utpata, ghanad paramesvara e kyamni vata?

A fool has the habit of worshipping every stone as a god.

Seeing water, he bathes, seeing tulsi he pulls off a leaf.

Akho! it is a waste of time, why do they say that there are many
gods?

9Thaveri 1914:63.
20Munshi 1935:180.

95




Chapter 3: Dayaram's lyrics

siiraja tyama sico vairdga, tapate na jue jagakujaga;

sahune teja kare te sahi, pana parachayo potamam nahim;

Jyam tipaje sico nirveda, nohe akha tyam bhedibheda.

True detachment is like the sun, when it shines it does not see good or
bad places.

It is agreed that its splendour is for all, there is no shadow in itself.
When true detachment arises, Akho, there are no distinctions.

Premanand (late seventeenth century) rivals Narasimha Maheta for the title
of the greatest poet of Gujarat.2! A Brahmin from Vadodara, he was orphaned
young, and in the company of a sannyasin, Ramcaran, toured north India learning
Sanskrit and Hindi. Like many other poets he saw Hindi as the appropriate
language in which to write Krsnaite poetry, but he changed to writing in Gujarati at
his guru's behest. He began his career in Surat as a gagariyo bhata, a Brahmin who
recites puranic stories while playing a metal pot. A popular poet, he divided his
time between Vadodara, Surat and Nandarbar.

Even today many people know by heart some of his fifty-seven works of
varying length. He composed akhyanas on episodes from the Mahabharata, from
the Bhagavata Purana, from the Markandeya Purana and from the Ramayana. He
also cqntinued the tradition of composing akhyanas on the life of Narasimha,?? as
well as following the practice of reworking the compositions of previous poets. In

Munshi's words:

His command over the resources of the [anguage was unequalled; and, so was
his knowledge of contemporary life. He was a profound observer; no detail
escaped him. He depicted passion, situation and character in a vivid style. He
was a master of the art of gaining broad effects; and could play upon an
emotion to the point of saturation, He excelled in making an old plot,
however jejune, throb with new life. Among the literary artists of the period,

he alone was truly a creative artist, and could give a glimpse of actual life. 23

Premananda took the old rasa form of the akhydna as he found it - a long,
poetic composition divided into kadavans in dest and rounded by two lines of
valana. But he used it with freedom and vigour. In his best works, the story
was a rapid and interesting narrative; but he broke it up at frequent intervals to
make room for long descriptions instinct with real life, or padas or garabis
infused with feeling, homely but rich. He used his art so skilfully that the

21 Tripathi 1957:30.

22Cf, Haramald (1645) anon., and Vigvangth Jani (1625-75) Mosalacaritra, Krsnadds Haracaritra
(1655) and Hundi (1657).

Z3Munshi 1935:189.
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akhyana became, like the modern novel, an elastic medium for all literary

purposcs.24

He wrote with vitality and humour, in folk-metres (desi) rather than classical
metres (chand). Several plays are attributed to him, although their authorship has
been discredited by Narasinhrao. He left around thirty-seven followers,23
including his own sons, who wrote works of a limited quality. His followers still
continue his tradition, and his own compositions were reworked by later writers,
imcluding Dayaram.

The following example is from his narrative of an episode in Narasimha
Mahetd's life, based on Maheta's own akhyana. This selection shows Preménand's
characteristic humour and lightness, his vivid thumbnail sketches, and his shifting
perspective on Maheta and his followers. They are depicted as the objects of
humour they would have appeared as to outsiders, eccentric religious figures who
have to improvise a simple cart and yet have all the accoutrements of seva to hand.
These are what they take to the mosajum, the gift-giving ceremony by maternal
relatives to a girl in her first pregnancy, rather than gifts appropriate for
Kumvarabai, who is overlooked in favour of God. This work is again in the
tradition of describing the life of the bhaktas who are themselves seen as objects of
devotion. As in the other examples we have seen, the language is in a simple and

colloquial style:

From Kumvarbainum mamerum?26

narasimha mahete ghera tedavyam sagam te vaispava samta Ji,
mosalum [af 3pane javum bainum che simamta |i.

jani vahela ne ghumsari vamki samgi thadimam bhamgi Ji.
kona talava ne koni pimjanio balada anya be magi ji.
mahetaji mamere calya samarya $rijagadidaji;

trana sakhio samghate cali veragi dasavida ji.

samputa trambani dibalino temam balamukumda ji.

24Munshi 1935:190.
25Thaveri 1914:132-8.
26Desat 1964:15-7.
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kamthe hara karine rakhya damodara namdanamda ji.
vahelani ptimthe kothalo bamdhyo mamhi bharydm vajimtra Ji;
gamthadi gopicamdanani che tulasikastha pavitra ji;
mosalani samagrimam chapam tilaka ne tala ji.
narasaimyanum nibharya mana che je bhogavase gopala ji.
bajahipa bajado sum himde thele vaisnava satha ji;

sora pade ne dhala cadave jaya jaya vaikumthanatha ji.

cka balada galiyo thaf bese eka ekalo tani jiya ji.

padydne piimcha grahi uthade kautuk koti thiya ji.
sdlesila jiijvam dise vahela thaya che vakra ji;

sdmgino bahu $abda ja Gthe clicave che bahu cakra ji.

cade bese ne vall titare le rimakrsnanum ndma jT,

madhyahne mahetdji pahomtya jova melyum sau gama ji.

Narasimha Maheta invited all his relatives to his house - they were
Vaisnava sants,

' Let's go with the mosajum - it's time for my daughter's simamt.

The cart was old and the yoke was bent, the axle was bust,

The shafts were borrowed from one person, the mudguards form
another, the pair of bullocks was borrowed from someone else.
Mehtaji went to the mamerum, he remembered Sri Jagadisa.

Three female sants were in the crowd, there were a dozen renouncers.
His Balamukumda was in a casket made of a copper box.

At his throat he'd made a necklace where he kept Damodara
Namdanamda.

At the back of the cart he'd tied a bag, full of musical instruments;

A bag of sacred clay, and the sacred tulsi wood;

Stamps, tilaks and cymbals made up this mosafum !

Narasaimya's mind was free from fear, thinking that God will enjoy
them.

The weak bullocks could barely move so the company of Vaisnavas
pushed,

They shouted as they went up the hill, 'Praise Vaikumthanatha!'

One bullock weakened and sat down, and the other pulled on its own.
They pulled the tail of the fallen one to make it get up. Many such
incidents happened.

Every joint on the cart was loose, the cart was crooked

The body of the cart groaned, the wheels grated
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They got in, sat down and got out again, saying, 'He Rama!' and 'He
Krsnal'.

At midday Mehtaji arrived, and the whole town came to see.

Samal Bhatt (born c. 170027) was a Srigod Malvi Brahmin of Venganpur,
now Gomtipur, a suburb of Ahmadabad. At one time he was regarded as a great
writer of original fiction and a peer of Premanand, but now it is clear that he also
took his stories from old Gujarati fiction as is usual in oral traditions. His works
were mainly narrative and didactic, Madan Mohana being the best-known narrative
and Ratnamala the best-known didactic work. The latter sets out merits and demerits
of classes of people, while the former tells of a Rajput princess's love for a Bania
minister, their marriage and adventures, with the use of stories within stories found
in folk narratives.

Although not in the bhakti tradition, and although he left no followers,
Samal's works are of interest here because he is the first Gujarati writer to use a
large admixture of Persian words. Persian was the language of the Ahmadabad
Sultanate and of the later Mughal court, but Persian, Arabic and Urdu were used
mainly by the ruling elite,2® for whom some authors from Gujarat wrote in
Persian.2? Persian was used also by Parsis for writing mythological and historical
narratives, although they also composed in their own dialect of Gujarati.3® Some
Sufis wrote in Persian, while on the other hand, a Bohra woman, Ratanbai,
composed Gujarati songs (garabis and padas) in honour of Kdyam-din Pir, and
other Muslim sects, such as the Khoja Ismaili followers of the Aga Khan,3! also

used Gujarati for their work.

27 Thaveri 1914:95 gives the dates ¢. 1640-1730.

%813 is not clear at what date Gujarati Muslims started their current tradition of knowing (some)
rdu.

29Two histories of Muslim rule in Gujarat were written: the Mird(-i-Sikandari, by a Gujarati convert

to Islam from Mehmadabad; while All Mahmiid Khan Bahadur, the superintendent of customs who

had suppressed riots in Ahmadabad in 1730, wrote Mirat-i-Ahmadi (1761-5). Ranchodji Divin

(1786-1841), a Nagar Brahmin of Saurashtra, wrote a history of the peninsula, the Tarikh-i-sorat.

39%Munshi 1935:211-2.

318ee Shackle and Moir 1992,
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While the Gujarati lexis was being influenced by Persian,.literary forms
were being drawn from Gujarati folk sources rather than borrowed from Braj and
Sanskritic traditions. From this period, we find the first written examples of the
garabo folk song, the garabos of Vallabh Bhat addressed to the mother goddess,
Maitd. These are chronicles of the major seats of the goddess in Gujarat at Arasur,
Chunval and Pavagadh, and can be dated from his descriptions of the famine of
1731. The most famous of these garabos are the laments of a young woman
married to an old man.

A number of bhagats®2 were active during this period, and their work
shows the continuing enrichments made on the Gujarati language from Persian.
Dhira (1753-1825), a Brahmabhata from Gothda in Vadodara district, was a
henpecked husband. When he used to wander outside the house, he wrote a
specific kind of pada called kafi*3 on bamboo which he floated on the River Mahi.
His best known work is the Svariipni kaf7 which shows his ‘clear, homely and
telling style, and [has] the sentiments of Akha without his lashing bitterness.4
Minor writers include Niranta Bhagat (1770-1846) of Dethana, near Vadodara, a
Patidar whose philosophical verse in simple and charming language was very
popular. His language is also notable for using more Urdu than any of his
contemporaries, so much so that it was alleged that he had a Muslim teacher.33
Bapu Sheb Gaikwar (1779-1843), a disciple of Dhiro, wrote a number of Gujarati
bhajans although he was a Maratha Sirdar, belonging to a well-connected family in
Vadodara. Bhojo Bhagat (1785-1850), an illiterate Patidar from Saurashtra,
composed many padas of which the most important collection is Cabkha (‘Lashes'),
in which he attacked social vice with great bitterness. He died at Virpur and left a

large number of followers, who worship his footprints. R&je Bhagat (early

32Although bhagat is a tadbhava form (Prakritic) of bhakta it has the specific meaning of jidna-
margi-kavi rather than bhakta. In this sense it is used more frequently to describe a group of
eighteenth century Gujarati poels (see betow). Cf Mallison 1992:94.

338ee Shackle 1972 and Shackle 1989b:85.

34Munshi 1935:212.

33Thaveri 1914:175.
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eighteenth century), was a Garasia Molesalam, a member of a group whose
practices are both Hindu and Muslim, although they call themselves Muslim. He
wrote saguna Krsnaite poetry.36 Although very popular in Gujarat, he is not
mentioned in most histories of Gujarati literature and his connections with Dayaram
have never been explored. This omission is significant. Not only do the histories
of Gujarati literature contain almost no information on the literatures of the various
Gujarati Muslim communities, but it seems that the writings of a Muslim author are
not included even when they are on the subject of Krsnabhakti37

The most celebrated of Dayaram's contemporaries were followers of
Svamindrayan, who had recently established a sect in Gujarat in which he
introduced Gujarati as an official language at an early date,3® unlike the Pustimarga
where Sanskrit and Braj are the only official languages. The major poets of the
sect3? were Muktanand (1761-1824); Brahmanand (d. 1849), a Bhata who also
wrote in Hindi; and the most popular of all, Premanand Sakhi (1779-1845) of
Gadhada in Saurashtra. All these poets composed padas or garabis in praise of
Krsna or of Svaminarayan. Brahmanand is renowned for his skilful use of
language, thought to be better than all his contemporaries except Dayadram,; but
Premﬁnﬁnd is considered to be a better poet, and wrote verse full of intense feeling
in which he imagined himself to be the lover of Svaminarayan. Most of these poets
are known only by followers of the sect, the bulk of whose hymnal is formed by
their work.49 In fact, the only other poets included in this hymnal are Kabir, Miram

and Narasimha Maheta. Dayaram is not included.

36See Mallison 1992:95-6.

37Cf. Snell 1989 on Raskhan, a Muslim devotee of Sti Nathi.
38S¢e Dwyer 1994

398ce also Mallison 1974a:440.

40Sce Anon. 1989: Kirtan muktavali,
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3.2 Daydram's corpus: texts and transmission

Although best known for his lyric poems, 89 other works by Dayaram are
identified by Dave*! and there may be further works in manuscript collections. His
corpus has been divided into various categories, the most rigorous division being
that of Dave 1970, who divides the corpus into daréanika krtio (philosophical
works), namasamkirtandtmaka ane upadesatmaka krtio (the names of Krsna; and
didactic works), akhyana ane padamala (narrative works), anudita krtio
(translations), pada-garabi-garabo (lyrics), gadyakrtio (prose works) and prakirpa
krtio (miscellaneous works). This section looks briefly at the major works in these
sections other than the lyrics, which are to be examined in closer detail from 3.3

onwards.

Philosophical works

Events in Dayaram's life showed him to be a critic of the practices of the
Pustimarga, but his philosophical works adhere closely to the doctrine of
Suddhadvaita as expounded in the Sodasagrantha, written in Sanskrit by
Vallabhdcarya. The best known and most important of this part of Dayaram's work
is undoubtedly the Rasikavallabha 'The beloved of connoisseurs' (1838). Its 109
verses in a variety of metres are written in Gujarati in the form of a dialogue
between a teacher and his pupil. It expounds the major doctrines of the Pustimarga
{the nature of Brahma, jiva, jagat, mdyd, moksa, and the importance of bhakti) while
refuting the kevalddvaita philosophy of Samkara. It uses simple terms, with many
allusions to puranic myths,42

Two more of Dayaram's philosophical works also explain the doctrines of
the sect in simple and clear terms. The Pustipatharahasya 'The secret of the
Pustimarga', is written in Gujarati in 183 diha and rasavald verses and advocates

devotion to the sect, in particular to its founders, Vallabhacarya and Vitthalnath,

HDave 1970:287-90.
42 detailed account of the contents is given in Sandesara 1981:34-8.
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their descendants and the great Vaisnava bhaktas. The Bhak‘tipo_sazga 'The
nourishment of bhakt', composed in 101 candravala verses in Braj, seems to be a
shorter and earlier version of the Rasikavallabha.*3

Dayaram's other philosophical works all deal with philosophical topics
relating to the sect (e.g. in Braj: the Rasikaramjana 'The delight of the rasikas', a
shorter work in 17 prakaranas in a variety of metres), the Siddhantasara 'The

essence of doctrine' and the Bhaktividhina "The establishment of bhakti.'

The names of Krsna and didactic works

A large number of Dayardm's works are concerned with the form of bhakti
known as namasmarana (reciting the name), and are mostly written in Gujarati in a
variety of metres. They include Srikrsnandma cimtamani, Srivallabha-
astotarasatanama, Sriviththala-astotarasatanima, S‘n’pumsottama-as_totaraéatanéma,
Sriradha-astotarasatanama. The didactic verses include the Cimtaciirnika 'The
crushing of care', 61 verses of instruction for removing cimta (‘care’) by submitting
to Krsna's will, and the Prabodhabavani'52 verses on enlightenment' written in the
kumdaliya metre, with every verse beginning and ending with the same proverb.
Also included here are the poems describing the lives of the great Vaisnava bhaktas,
such as the Vaispavanum dhola (in Gujarati) and the Pustibhaktariipamalika (in
Braj), and dramatic dialogues between bhaktas, such as the Brahmanabhaktavivada
nataka consisting of 70 kadis in the duvaiya metre in the form of a verbal contest
between two Brahmins, one a devotee of Visnu and one of Siva, who conclude that
an 'untouchable' bhakta is better than a Brahmin averse to bhakti; the Hanuman
Garuda samvada, a quarrel between Rama's bhakta and Visnu's vehicle which ends
when they realise the unity of Rama and Krsna; and the Manamati samvada nataka,

a debate between the mind and the intellect as to their roles in devotion.

43Dave 1970:88.
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Narrative works: akhyana and padamali

Dayaram's akhyanas ('narrative poems') draw on the Purdpas or describe an
episode in the life of a great bhakta, historical or legendary. Dayaram built on the
style developed by Bhalana (fl. ¢. 1450) and Premanand (c.1634-1700), but he is
generally considered to have composed rather poor Zkhyanas in comparison with
these two masters.44 Many of these draw on themes from Bhagavata Purapa, such
as Rukminivivaha, Rukminisimanta, Satyabhamavivaha, Okhaharana,
Nagnajitivivaha, Ajamilakhyana, Vrtrasurakhyana, while others describe episodes
in the lives of the great Gujarati bhaktas, such as Kumvarabainum mamerum, based
on an episode in the life of Narasimha Maheta. He writes of Miram's life in the
Miramcaritra.

The padamalas are groups of poems which may stand individually but
which narrate in a less integrated manner than an dkhyana an episode in the
Krsnalila. Dayardim wrote poems on eight lilds: Patralila (the ila of the letter),
Muralilila (the [ild of the flute), Ripalila (the lila of the form of Krsna),
Premarasagita (the song of love), Balalila (the lild of childhood), Sadrtuvarpana (the
description of the six seasons), Krsnaviyogavirahana dvadasamasa (the lila of the
separation through the twelve months of the year), and Kamalalila (the Iild of the

lotus).

Translations

The authenticity of Dayaram's translated works has been questioned in the
absence of autograph manuscripts,4> but they are widely accepted as his by other
scholars. Dayaram wrote Gujarati translations of the Bhagavadgita, a core text of
the sect from Sanskrit, and two of the works of Stirdas, the primary poet of the sect,

the Sirasaravali and the Kamalalild, from Braj.

445ee Dave 1970 and Tripathi 1957
45Notably by K.K. Shastri (Dave 1970:178).
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Prose works

Dayaram's prose works are also strongly sectarian and are written in the
form of questions and answers on matters relating to the sect (Prasnottaramalika,
Prasnottaravicara, Prasnottaramala), or on the importance of texts (Bhagavadgita
mahdtmya), or on forms of god (Hariharadi svariipa taratmya); or else they are
prose commentaries on texts (Satasaiyani gadya tika). These early examples of
modern Gujarati prose are given in the form of dialogues and so represent attempts

to write spoken forms of the language rather than to create a specifically prose style.

Miscellaneous works

Dayaram's miscellaneous works include his Satasaiya of 1816, a verse work
in Braj of more than 700 diitha verses with a Gujarati gloss on every verse, blending
didactic and erotic verses and combining elements of sectarian devotion with
treatises on poetics. The other works in this residual category are technical, a
Pimgalaséira (on metrics), a Rdgamala (on music) and Talamala (on rhythm) while
his Vastuvrmdadipika (1818) in Braj is a list of items or particulars from 1 to 108,

given in ascending order.

Overall, therefore, Daydaram's non-lyric works are seen to be strongly
sectarian and to use a variety of traditional Gujarati and Braj forms. They contain
little of literary interest and are not widely known even in Gujarat. His
philosophical works are the best-known, probably because they explain the
doctrines of the sect in simple and straightforward terms to the followers of the sect,
to whom the Sanskrit texts are available only through katha performances which
offer vernacular commentary. Some of his other works seem to have been rather
mediocre or inferior and have been neglected in favour of the superior handling of
such genres by others, notably in the case of his Zkhyanas which are inferior to

those of Premanand.
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Descendants of Dayaram's followers have some handwritten copies of his
works including one of the Rasikavallabha. It is not clear whether these were
written by Dayaram himself or by his disciples. Sandesara describes the way he

composed:

Dayaram's hand-writing was neat and shapely and he was an excellent
orthographer, as is evident from the extant manuscripts written or copied
down by him. First copies of many of his works were, presumably, prepared
by himself. But he had developed an alternative method of writing, especially
for the composition of his lyrics. He kept by his seat a wooden board
coloured with chalk and sprinkled with Gulal (slightly fragrant reddish
powder). There were always one or two Vataranas (wooden pens or small
thin sticks for writing on the board) nearby. Whenever he was in a creative
mood he spoke the words aloud and a person sitting by his side wrote down
his words on that board; Dayaram heard the wrting once or twice, and
corrected, amended and revised the same. Then finally he asked that it be
written down on paper. Even before dictating anything he used to murmur, as
if thinking somewhat aloud or conversing with himself and his lips would be
quivering, as if measuring the power and propriety or words in the poem
under composition. 46

It is not clear what happened to these manuscripts after his death. It seems that they
remained in the hands of his pupils, and Taraporewala47 believed that a considerable
number of his poems (perhaps the greater part) are still unpublished. His disciples
regard them as too sacred to be disseminated in print amongst those who might
scoff at them. However, some of them have been given to scholars of Dayaram's
work*® and his pupils (like Jo$i) and their descendants have produced printed
editions of Dayaram's works based on several manuscripts in their possession.
This tradition of personal connection with Dayaram is of great importance, and
many of the scholars who have studied Dayaram are also his castemen from

Dabhoi, like Subhash Dave and Suman Shah.

468andesara 1981 27-8.
AT Taraporewala 1936:438,

48E g, Sastri 1961 is based on a manuscript said to be written by Dayaram himself. A page of the
manuscript is given (see xerox following). The handwriting is in an angular Devanagari script with
the top line, quite unlike the rounder Gujarati script. It is clearly written, with few amendments.
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Sample of handwritten manuscript, said to have been written by Dayaram: the
opening verse ofthe Rasikavallabha.

(From Sastri and Josi 1980:xii)
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The first edition of Dayaram's work, Dayaramkrt kévyasamgréha, was made
by Kavi Narmad, and first published in 1860. Narmad describes*® how he
collected this material in the decade after Dayaram's death. He went to Dabhoi and
Vadodara where he met Dayaram's disciple Ranchod Joél. When Jo$i later came to
Bombay Narmad persuaded him to narrate Dayaram's story, which he interspersed
with some of Dayaram's songs. Ranchod did not write anything down for Narmad,
but Narmad's pupils wrote down the verses which Ranchod sang. I have been able
to obtain a copy of volume of Volume One only and it is not clear if other volumes
were ever published. The 577-paged volume is divided into several sections. The
first, which is unnamed, contains some of his longer texts: religio-philosophical,
akhyanas, and longer lyrics, such as padas, dholas, and garabos. The second
section, of 116 lyrics, consists mostly of garabis but contains a few padas. The
third section is of niti-bhakti dholas. The fourth section gives three 'Hindustani'
texts, then there are three more sections in Hindustani: §rmgara padas, bhakti padas
and five niti-vairagya padas. The book ends with two padas in Marathi.

Many editions were subsequently produced by Dayaram's $isyaputras
(‘disciples equal to sons'). For example, Chotalil (Sri Nathjibhai) Girijasamkara
Jo$i (with V.H. Sastri) edited Dayaramakrta kavyamanimala (1900-), which
contains most of Dayardm's extant works. Subsequent editions include various
selections of his lyrical works and may also contain some of his religio-
philosophical works.?0 Later editions include 'popular' editions such as those
published by the Sastum Sahitya Vardhak Karyalaya.5! This book is called
Dayaramnam bhajano and although the Bhaktiposan forms a large part of the
volume, the book includes a large number of padas and very few garabos and

garabis. In view of the fact that the manuscripts are kept in private collections, it is

49Narmadagamkar 1912:n. 476-77.
508¢e 2.3 above for selections in anthologies of Gujarati literature.
31Thakkar 1987.
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likely that these later editions are probably not based on manuscript slources, but on
previous printed editions.

The best known of all the collections of Dayaram's lyrics is that of Raval
(1943 and subsequent editions). It is even mentioned as an outstanding work of
literary editing in the Gujardti sahityano itihas.”? This edition has become standard
among scholars and Krsnabhaktas alike. Many of the Dabhoivasis who keep
Dayaram's tradition alive have a copy of this volume in their homes. It is used as
the basis for the selection of texts and translations of Chapter 7.

However, in recent years, a well-kmown scholar of the Pustimarga, Prof.
Shastri, has collaborated with the son of one of Dayaram's disciples (Jivanlal
Chaganldl Jo$i, son of Dayédram's disciple Chaganlal) to produce a series of
Dayaram's texts.>®> Unfortunately, the lyric poems are not yet available in this
series, apart from a few garabos and dholas.

Dayaram wrote his own Gujarati commentary to his Braj Satasaiya but
otherwise no lengthy commentaries have been made, except that of $astri 1961 on
Rasikavallabha. Translations of single works appear in some of the histories of
literature,’* and in Thoothi 1935. There seems to be only one volume of
translafions of his work (by C. Shukla) of which I have not been able to locate a
copy.

While the majority of Dayaram's works have been published by mainstream
Gujarati publishers such as the Gujarat Sahitya Sabha, Ahmadabad and the Gujarati
Printing Press, Bombay, others have been published by his followers. For example
the Srijosijini Bhagavad Mamdali published a thousand copies of the life of
Dayaram's disciple Nathjibhai Girijasamkarbhai Jost in 1955. Publication of
Dayaram's work was also carried out by the Bhakta Kavi Sri Dayaram Sahitya

Prakasak, Bombay and by descendants of his disciples (such as Narayandas

52parikh 1981:229.
538astri and Jo§i 1973-.
54Munshi 1935, Jhaveri 1914,
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Pramanamddas Sah, Dabhoivild). These books are distributed through major
Gujarati bookshops and through sectarian centres such as the Nadiadna
Sripustimargly Pustakalayni Dipo and through the Bhakta Kaviéri Dayaram Smirak
Samiti, Dabhoi.

3.3 Dayidrdm's lyrics

Dayaram makes no specific references to his sources, but his religio-
philosophical works show that he had some knowledge, whether direct or indirect,
of the Prasthana catustaya, the four core Sanskrit texts of the Pustimarga. These are
the Vedas, the Bhagavadgita, Vyasa's Brahmasiitras and the ultimate authority, the
Bhédgavata Purana. His religio-philosophical works demonstrate his detailed
knowledge of the writings of Vallabhacarya, and he certainly would have known
the Braj writings of the astachap through hearing the Havelisamgit ('the temple
songs"), the songs of eight Braj poets used in the liturgy of the Pustimarga.

The sources for the lyrics are likely to have been Book 10 (Dasama
skandha) of the Bhagavata Purana, Jayadeva's Gitagovinda, the writings of the
a;s;achéib, the works of Narasimha Mahetd, and the folk literature of Gujarat. It is
therefore not surprising that many of the features shared by most Krsnaite poetry
are found in his lyrics: the personae are the same (Krsna, Radhd, the Gopis,
Uddhava), as are the locations (Braj, Gokul, Vrindavan and the River Yamuna),
and the themes®S (Krsna's ballila, muralilila, raslila, danlila,viraha and reunion,
Krsna's tricks and the Gopis' displeasure). As with the Braj lyrics, they draw on
the shared range of reference of the poet and his audience rather than being in a
narrative sequence. 0

Dayaram's padas are thus very similar in their structure and contents to

those of the Braj Krsnaite poets. They usually consist of between five and fifteen

55See Vaudeville 1971, Hawley 1984; Bhayani and Yagnik 1991 ctc.
56Sec Bryant 1978 for a discussion of possible implications of this situation.
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verses, spoken as if authored by the poet himself. The chapa is of tﬁe form Daya!/
"Daya!' or Dayo kahe... 'Dayo says...". While sharing the same themes as Dayaram's
garabolgarabis (to be discussed below), his padas include a number of prayer-type
lyrics (e.g. 184 Eka vinamti) and more 'philosophical’ topics (e.g. 142 Prema, 163
Marum dhanakatum dhora, 164 Niscayana mahelamam) and the definition of a true
Vaisnava (175 Vaispava nathi thayo tum re!), a theme seen in the work of other
Gujarati poets.>’

As each of his predecessors was famed for one verse form (Narasimha for
his prabhatiyam, Miram for her padas, Akho for his chappa), Dayaram's reputation
as one of the greatest poets of Gujarat is for his Gujarati lyrics, especially his
garabo/garabis, rather than his philosophical writings or dkhyénas, or his writings
in Braj and in other Indian languages. There are many, often conflicting, definitions
of the verse forms he used. This section looks at definitions of pada, garabo and
garabi then attempts to define these terms in the the context of Dayaram's lyrics.

The pada verse form is used by all the poet-saints of North India. In
Gujarat it emerged in the fifteenth century as a popular form favoured by
Narasimha. The primary meaning of the word pada in Sanskrit is ‘step, pace, stride;
footste;;, trace' but it means 'a portion of a verse, quarter or line of a stanza' as early
as the Rgveda and 'word or an inflected word or the stem of a noun' by the time of
Péanini. Inthe vernaculars pada came to mean a fairly free verse form. The contents

and the performance are seen as being among its defining qualities:

Pada is a brief poem expressing powerful emotion but having some
description or narration and, at times, some didactic clement also. It was
meant to be sung and the parlicular melody in which it is to be sung is
generally indicated in the manuscripts, though one and the same Pada was, at
limes, played or set to different tunes, as is clear from references to the same
pada in different manuscripts.>8

The pada uses a restricted range of metres,3® of which the most popular in

Gujarati padas seem to be the ditha, the copar and the jhiilana. Many pada metres

578ee for example Narasimha Mahetd's Vaispavajana in section 3.1 above.
83andesara 1981:58-9.
598ee, e.g., Snell 1991b:24-6,
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have a sixteen-matra base and can be set to the sixteen-beat ¢intal, the most common
tala.%0 The pada:

...customarily contains an even number of lines - most often six to ten, but
occasionally as few as four or as many as a hundred - of which all lines but
the first, the teka, are of equal length. Two common rhyme schemes are
employed: couplet-rhyme, and a single rhyme sustained throughout the pada.

The metrical basis is quantitative; the unit of quantity is the matra (mora).b!
The teka is the:

'prop’ - the half-line which usually begins a pada, and which is, in most styles

of performance, repeated several times during the course of the poem (usuatly

at the end of every couplet). The rhetorical function of the feka in the

performance of a pada has been described by Gauri§ankar Midra, who in turn

cites his debt to Braje§var Varma: By presenting the central mood of the
entire pada in a few concise and well-constructed words in the form of a fek,

the poet produces a particular charm in his pada.'62
A further feature of the pada is that the final or penultimate line normally includes
the signature (chapa) of the composer. For example 206 Vediyo vaiyakaraniya:

nija nabhimam kasturi pana harsa na pame harani,

Dayo kahe, dhana datayum ghanum, jyama dhanavamta kahave

nirdhani.

There is musk in its own navel, but the deer does not experience

delight,
Dayo says, he buries much wealth, and so the rich man is called poor.

The garabo and garabi forms are unique to Gujarat. Although the terms are
used for lyrics, they were originally used for dances performed on auspicious
occasions, where men but more often women, move in a circle, singing to
rhythmical hand-clapping. The terms derive from the garabo, an earthen lamp
which is either placed in the circle or carried by the dancers. There are many

definitions of these two terms,® with some critics despairing of finding a definition:

Garabi is, in fact, almost a synonym of the literary form of Pad developed in
Old Gujarati literature with a slightly specialized connotation, 94

608ce Snell 1991b:24-5 for an cxample of a pada sct o Gintal,

1B ryant 1978:125.

62Bryant 1978:33.

63See, c.g., Thaverd 1914:35; Thoothi 1935:298; Majumdar 1964:300.
64Sandesara 1981:58.
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However Sandesara does not explain what these connotations are. It seems that

several forms have become confused over time;

In fact, the Gujarati poet and singer cannot quite see the specific distance and
dissimilarities between the garabo and the gardi, and had been employing his
wits, knowingly and unknowingly, to fuse the two by imparting risa
characleristics to the garabo, and garabo elements to the garbi which is really a

Gujarati daughter of the rasa,5

Mallisonb6 unravels the various forms historically by looking at their
performance, noting a distinction between the garabo and garabf in the worship of
the goddess and then demonstrating that there is a secondary type of garabi which
has its origins in the Krsnaite rasa dance. The following is an abbreviated
translation of these definitions:

The garabo and the garabi are ritual circular dances in honour of the goddess,
specific to Gujarat which are sung to dhalas®7 rather than rigas. Inthe garabo,
the deity is signified by an oil lamp placed in a pot, which is placed either in
the middle of the dancers, or on the heads of the dancers. The garabi has a
mamdvi where millet or rice have been sprouted before the celebration and
where there are images of the deity. Again, this representation of the deity
may be placed in the middle of the circle or on the heads of the dancers.

The term garabi may be used also when the garabo is danced by men. Apart
from in Saurashtra, the garabo is usually danced by women and is performed
by men only for festivals in honour of the Devi, never for domestic rituals,
Men and women never dance together (apart from married couples
occasionally). Garabos are danced during Navratr, marriages, simants etc.

It seems that the garabo/ garabi were originally connected to the cult of Kalika
Mata%8 at Pavagadh (cf.'The Fall of Pavagadh' by Samala Bhatta, composed
in the eighteenth century®9).  The first author whose work is extant is
Bhinadasa (17th century). Vallabha Bhatta (¢. 1700) was a devotee of
Bahucardjt, but he also sang of the exploits of Krsna and of social events.
Other writers after this were Natha Bhavina (1681-1800), Mithu (1738-
1791) and Ranachoda Divana (1768-1851),

The rdsa (distinguished from the rasdbamdha 'heroic poem') is danced on any
occasion and is mostly Krsnaite. It has origins in the Maharasa of the
Bhiagavata Purapa, similar to the garabo, may use damdas to mark time
(damdia rasa), and is danced by mixed groups of men and women.

There is another sense of garabi which is that of short poems sung about the
loves of Krsna and the Gopis, lyric poems which may be danced. They
originate in the rdsa although homonymous with garabi-garabo. The
confusion has arisen because of the garabos being about the exploits of
Krspa.

65Thoothi 1935:332-3.

66Mallison 1991b:122-5.

67See below.

68)Mata, Ambaji, Becardji, Kali or Durga.
9Dave 1954,
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Only the Krsnaite garabrf is relevant to this study of Dayﬁrﬁm. (A
discussion of the use of the term garabo for some of Dayaram's lyrics is taken up at
the end of this section. To avoid confusion with the §akta-garabi/garabo, the term
garabi will be used here to cover both groups.) In fact, the Krsnaite garabi is so
closely associated with Dayaram that it has even been suggested that he was its
creator.’® However, the form seems to predate him by several centuries. Among
the Ismaili ginans are included a number of garabis attributed to Pir Shams (c. 14th
century).”! If these garabis had been composed by Pir Shams, then they would be
the earliest extant garabis. However, they can be dated from their language to the
seventeenth or eighteenth century’? and so are no earlier than the extant Hindu
garabis .

The garabi has been used successfully by a number of other writers, both
before and after Dayaram. For example, it was used by his predecessors to sing the
glory of Krsna (Narasimha, Dhiro, Dvirkadas’3), the danlila of Krsna (Pritamdas),
descriptions of the Gopis' viraha (Raghunithdas), songs based on the hope of
vairagya (mostly by followers of Svdminarayan) and by his successors, such as
Dalpatram's son, Nhanalal (1877-1946), who wrote Krsnaite garabis and also used
the form for the theme of secular romantic love. It is claimed he wrote some
modern versions of Dayaram's garabis,’® but I have found no evidence for this in
his works. Raval?> also thinks this claim is unlikely since Nhanalal 1s too
influenced by the new Puritanism of the late nineteenth century to write erotic
verses in the mode of Narasimha Maheta or of Dayaram.

It was mentioned above that the definition of the garabr has not been made
clear. However, using Mallison's untangling of the garabo/garabi and the Krsnaite

garabi, the rest of this section is concerned with establishing a firmer definition of

TODjvatia 1932:280.

71Sec Shackle and Moir 1992:128-33 for an example.
72Mallison 1991b:127.

B Dvarkadas wrote the first Pustimargi garabrs.
7AMunshi 1935:292-305.

T5Raval 1981:41.
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this form and with contrasting it with the pada. It elaborates the basié definition of
the Krsnaite garabf: it is short, usually four to eight lines, although occasionally
fifteen to eighteen, and deals with a single episode, passion or situation drawing
mostly on the Bhagavata Purana and Jayadeva's Gitagovinda. It does this by

looking at formal features, mostly metre, musical performance and narrative voice.

It was stated above that the pada form uses traditional matrika metres set to
tala cycles for performance. The varnika or matrika metres are however not used in
the garabi type, which instead use tala-style desi metres. These consist of patterns
of beats, with no fixed matras or syllables which fit into these tala cycles. Although
some of the metres in Dayaram's garabi lyrics have traces of matrika-metres, none
fits a matrika metre entirely. Therefore the garabi can be distinguished from the
pada on metrical grounds.

Dayaram's garabis always have a teka (‘refrain’), which may be the whole of
the first verse, or a pada (‘section, foot") from the first verse. A line may consist of
one or two padas. The verses are sometimes single lines (with an aa rhyme
throughout, e.g. 18 Syama ramga’®), but are more often couplets (with aa thymes,
e.g. no ‘1 Ubha raho to kahum), less frequently triplets (with aaa rhymes, e.g. 8
Vamsaladine §abde), still more rarely quatrains (with bb rhymes, e.g. 32 Etalum
kahejo). Further variations are rare. The pada does not use the triplet form which
suggests that its origins may lie in the dance rhythms of Gujarat.

Most padas, whose ends are marked by a yati ('caesura’), are an avartana
(‘cycle’) of four (sometimes three) caranas (‘feet). The foot usually has eight time
units, which may be grouped in any combination. It is never monosyllabic and
nearly always ends with a word break. These rhythmical patterns can be set to 4:8
time, which fits the commonest tala, the sixteen-beat tintal, which is used for the

circular dances.

76The numbers preceding titles of Dayaram's lyrics are those of Raval 1953, See also the selections
in Chapter 7.
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All these dances have special dhalas (‘folk tunes') each of which has its own
rise and fall in a scale of musical notes, based not on classical ragas but on their folk
equivalent, called desis. Thoothi’? says there are only four ghalas for the garabi,
which he lists as the titles of the following four garabis. He calls these 'classical’;
they are all titles of garabis composed by Dayaram.

1 Odhavaji, samdeso kahejo Sydma ne

2 Syama ramga samipe na javum

3 Ambkha bharo ma alabelada re

4 Sikha sasuji de che re

However, it seems that there are many more types than this even for
Dayaram's garabis: 62 various dhdjas are listed for the selection printed in Raval
1953, many of them new and composed by Dayardm himself. Bhayani and Yagnik
do not mention specific dhalas but their definition of desi would seem to include
dhalas within the category of desi. They trace the listing of desis to Jain songs,

whose authors:

had the practice of indicating at the beginning of every text-section of the
poems the particular Deéi (i.e. one of the then current popular melodies or
tunes) in which the poem was to be sung. For that purpose, either the initial
words, line, stanza, etc., of that popular song, or its name which was based on

its theme or the character described etc. were given,’8
Bhayani and Yagnik then point out that they have collected over two hundred lines
which 'give a rare and valuable glimpse into the Krsnaite songs that were in popular
vogue during the period covering the fifteenth to the eighteenth century,'7?
Unfortunately, this list and any recordings of the songs are not yet available.

Some critics see it as being unrefined:

...a garabi is not the samc thing as the songs accepted in the art of music. The
musical flourishes known to these songs arc not casily workable in garabis
which, so far, arc of limited musical power and generally do not fully develop

7TThoothi 1935:329.
78Bhayani and Yagnik 1991:43.
79Bhayani and Yagnik 1991:43,

116




Chapter 3: Dayaram's lyrics

any individual rdga as known to music, but mostly contain elements. of

different rdgas in stray forms, though artistically combined.30
It would certainly be inappropriate to judge folk music by the terms of classical
music, but of course it is impossible to assess this claim in the absence of further
information.

The only recording available to me of Dayaram's lyrics8! is performed in a
general light North Indian classical style rather than in a distinctive Gujarati folk
style . It is on this recording that the following remarks are based. It is clear that
there are two totally distinct styles of fitting the words to the tunes.82 These styles
of word-fitting may be called 'strict' and 'free,' according to the extent to which the
singer is permitted to distort natural word rhythm in order to fit the words to music.
Songs in strict forms may have refrains that are free. This is the case with 184 Eka
vinamti on the cassette.

In a 'strict' song, the detailed rhythm of the tune is not determined 'in
advance' but is constituted by the rhythms of the words sung to it, rthythms which
may well change from stanza to stanza. This is very much along the lines of the
Sanskrit Arya metre and related later metres. Most of the examples of 'strict' songs
on the tape use caturmatra or similar four-square divisions of syllable, but there are
also sofne trimatra examples, corresponding to a musical metre of 3:8. Ignoring
quirks,83 each syllable will be sung to its natural length, i.e. one or two matras as
appropriate (¢ and o may of course be short, as may 7and #.) No syllable will be
extended beyond two matras, no 'rest’ will occur, and there will be no forcible
lengthening or shortening of syllables.

184 Eka vinamti, as most of the 'strict’ songs follows a caturmatra

underlying pattern. Itis in fact simply a caupai, with a free refrain mujane mitkaso

80Djvalia 1932:281.

81 Dayaram - ek jhamkhi. Bamsibolnd kavi Dayaramni bhavvdhi krtiono anupam samgitamaya
samgraha - pustikamam tippanp sathc. Music dircctor; Kaumudt Munéi. Academic advisor: Jivanlal
Ch. Jofi. (Note that the advisor scems to be the the son of Dayaram's disciple Chaganlal, currently
co-cditing Dayaram's collecied works. Sce 3.2 above.)

82For this section I am heavily indebted to Dr. J.D.Smith.

83Where, for example, a vocative is inserted, requiring unusual shortening of long syllables to ‘make
up time' as occurs with 'Haril' in 184.3,
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ma added to the first line and a free refrain avasara citkaso ma added to the second

line:

R mare/ amtasdma ya/A labeld ’Enqane mukqéo ma!
mara Madanam‘@hamyl '/cheiaf Qvasara cukqéo ma!

1 Hari! Fum/jevolévo tafmaro! fujane mikaso mal)
Srigurdsompyo graha karofmiiro,$5 (avasara citkago maL)

2 mard ﬁo_sakq_éa sarg){vbén‘ {mujane mitkago mal]
sarangatavafsala Girifihri! fivasara ciikaso mal)

3 Hari® mirejdharma nglhi kofkadhana, fnujane mikaso mal]

L
nathi sa;éamga, smqfar_za, ?’rédhana,@vasara citkaso ma ﬂ

Some strict songs follow a trimatra pattern. For example, 140 Sauthi para is

a strict song based on trimatra rthythym:

e L4
R sev.im‘ SI:" ;3[;;1lrasika/RzIdhill'épéig//Ra"d 'Epit?, G;vimd Gop)i('é‘pq(!?
5 la Iita}:habi, tr] bIJaq7gFl£éla/qudana)&nvohana,}atik;/f)éla,

a
v v 1
jehangnfmkh%mti/Dayz%e nathi thqéi.

In 'free' songs, the singer takes the opposite course and gives up natural
word rthythm whenever convenient. All the restrictions drop away: there are three-
matra syllables as a matter of course, there are 'rests', and syllables are arbitrarily

shortened and lengthened. For example 18 Syama ramga is a free song in 3:8 time:

1) | [ 2/ 1
1 §yama/mmrr samipe na JaVlI mareF hak: $ydma ramga samipe na
javum.

845c¢ Style Notes C above for an explanation of the metrical conventions used.
85Raval 1953: 160 has sambamdha viciro.
863¢e n. 83 above.
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32 213323 24213 11l 2 (2/122)

2 Jjemam kalasa te sau 8 ekasarakhum, saXdvamam kapata hase avum.
3333, 22 |03 72122 (2t 2
3 kastur?ni 88 himdr Sg}canzfm nahim, kajala nd amkhamam amjdvum.
32l 2 12 a2t 12
4 kokilano $abda siinum nahim,%® kagavani $akunamam na lavum.
2211332121 T3 _ L1272 212 1 %=/
5 nilambara kali kamcuki na pelrum,®! jamananam niramam na nhavum.

This song contains numerous examples of different ways of shortening and

lengthening syllables:

i Line 2 contains a one-beat rest after te (the singer does not sing the to in line
2 or 3).
il Line 3 (sung as kastirini bimdi...) begins with five consecutive syllables

sung to three beats each; Line 4 does the same (note that the second syllable
‘ought' to be short - though is is admittedly an i, so easily lengthened).

1ii Numerous forced metrical adjustments are made, e.g. mare (line 1), kalasa,
ekasarakhum, kapata (line 2) etc.

iv The adjustments are not necessarily consistent. Line 5 begins nilambara
kalr, the singer has to spread the six syllables out over 12 beats. The first

time, the beats are assigned as 2-2-1-1-3-3; the second as 3-3-1-2-1-2.

The differences between these styles of singing are not reflected in the
official titles of the songs, so padas, garabis and garabos may be free or strict.
However, when the style of singing is checked against the information provided
about each song,?? a pattern emerges in that free songs seem to be set to a fixed
dhaja, whereas strict ones are more likely to have information on rdga.®3 This

makes sense because free songs are sung to pre-existing tunes with their own

87Raval 1953: 17 tc to sau.

88Raval 1953: 17 has kasturikeri.

89Raval 1953: 17 has to karum.

90Raval 1953: 17 has hum stinum nahim kanc.

91Raval 1953: 17 has paherum.

92Raval 1953: v-xvi.

931 am grateful to Dr. D.R. Widdess for this suggestion.
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rhythmic patterns, whereas strict songs are sung to ‘potential' tunes whose mode

and musical metre are what need to be specified.

Dayaram's garabi lyrics are patralaksi tirmikavyo®* (‘dramatic lyrics'), where
the poem voices personal feelings through the persona of a woman, one of the
Gopis, often Radha. Many of the garabis are in the form of monologues, but the
addressee is usually specified. The vast majority are composed as being the words
of a Gopi addressing Krsna, followed by her addressing her female friend and
lastly by her addressing Uddhava. Nearly all those in dialogue form have a Gopi
and Krsna as the speakers. No other male is allowed to speak and Dayaram himself
appears only in the chipa, even then usually only indirectly as he turns the emphasis
onto Krsna, calling him 'the Beloved of Daya' (Dayana Pritama etc.). Since this
dramatic form is also found in some of his padas, its presence does not define them
as an exclusive category although the absence of this feature is not possible in the
generic form of garabo/ garabi.

The theme of the lyric is always introduced in the refrain given at the
beginning, For example, the refrain from 8 Vamsaladine sabde:

marum mana mohyum vamsaladine $§abde Kanada! kala,

hum to ghelf thal, mard gharamam nathi gamatum mara Vhala!

The sound of the flute enchanted my mind, O dark Kanada!

I became mad, [ don't like it at home, my Vhala! (R)

It may be structurally the same as the subsequent verses (as this example above), or
may be a single line. For example, 9 Mujane adaso ma!:

mujane adaso mal! agha raho Alabeld Chela! adaso ma!
‘Don't touch me, stay away, Alabela Chela! Do not touch me! (R)

amka bharyana sama khao to, adharatano rasa paum;

Kahanakumvara! kila cho, adatam hum kaJi thai jaurn!

Sit in my lap, take an oath, then [ shall give you the nectar of my lips
to drink

O Kahanakumvara! you are black, touching you I shall become black!

(D

94Pamdy€1 1976:657.
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The refrain is then repeated after each verse, sometimes in its entirety, sometimes
just a key phrase. The whole refrain is often repeated at the end of the lyric. Each
line is a complete syntactic unit and very rarely runs over to the next line, In a
dialogue, the usual speech unit is one verse. For example in 14 Mahiario, the
dialogue between Krsna and the Gopis alternates between verses.

The last verse almost always contains the poet's chapa and usually returns to
the narrator's voice for this last verse after a dialogue. For example, 15 Kahanagopi
has six verses of dialogue between Krsna and the Gopi then ends:

sini evi vani rijhyam Radhika,

managamatum gorasa Govimdane pdyum jo.

balihari Daya! e jugalasvariipani;

parama pavitra caritra mem Priyanum géyum jo.

Having heard such a speech, Radhika was delighted,

She gave Govimda milk to his heart's content,

I am blessed by the true form of this couple, says Daya,
[ sang about the ultimate, pure deeds of the Beloved.

The padas and the garabis often show a difference in the narrative voice.
Although some of the padas are similar to that of the garabf type in that they are
dramatised monologues, there is a distinct group of religio-philosophical padas
where the narrator is no longer one of the Gopis but is Dayaram himself (appearing
in the chdpa as 'Daya', sometimes a vocative, sometimes the subject or object of the
sentence). For example, 184 Eka vinamti ends with:

samartha karunasimdhu Sriji! Dayane miikaso ma!

mare otha nathi koi biji! avasara citkaso ma!

Powerful ocean of compassion, Stiji! do not leave Daya!

I have no other support, do not miss the time!

A garabi will however always end by referring to Krsna as Dayaram's
beloved. For example, 18 Syama ramga ends with the Gopi saying:

Dayana Pritama sathe mukhe nima lidho, mana kahe je 'palaka na

nibhavum?!’

My mouth makes this vow about Daya's beloved, but my mind says it
won't last a minute!

Mallison distinguished the Krsnaite garabr from the §akta garabi/garabo not
only in terms of the deity addressed but also in performance context and in

historical origins. They also differ in that the Sakta-type has a long, diffuse
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narrative, often more in the character of a bardic epic, while she points out that the
Krsnaite garabi is always short. She does not mention a Krsnaite garabo.
However, a number of Dayaram's lyrics are labelled garabo. There is no clear
difference between these lyrics and those labelled garabi, whether in metrical
structure, length, personae, performance or in content. However, the garabo tends
to have a strongly narrative form and a longer length than the garabi: This

distinction between the two forms has been made elsewhere:

I'make a distinclion between gamabo and garabi. The former is a lengthy
piece, heavy, and regardless of compactness of subject matter, while garabiis
a delicate and relined formation of mould and compact, concise in its subject
matter...the term garabo signifying the performance itself is again another
sensc of the word 95

The use of the term garabo may have been used for these longer lyrics for
two reasons. It may be because of their narrative being longer in the style of the
$akta garabi/garabo, rather than going around a central point like the garabis. Or, it
may be simply because it is a feature of the Gujarati language, that some nouns have
masculine and feminine forms which contrast large or coarse (masculine) with small
or fine (feminine). E.g. copdo ‘'ledger'; copdi 'book'. Hence a garabo is just a

longer garabi.

3.4 The language of Dayaram's lyrics

It is surprising that many of the studies surveyed in Chapter 1 give little
information about the language of the texts under study. Some of the studies give
full accounts of the grammar of the text®¢ but something closer to McGregor's brief
notes on the language of the Ramayan-katha of Visnudas®? is appropriate to this

study.

95Divatia 1932:281.
96E.g. Sncll 1991a:92-113.
9"McGregor 1991:184-5.
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The language of the text is similar to that of New Standard Gﬁj arati (NSG).
This section will note only the major variants from this standard rather than
attempting to describe fully the grammar of Dayaram's lyrics.

Nouns and adjectives have regular forms, with nouns having frequent
occurrences of the suffix -dum, which is a western Indian lyric feature (e.g. vatadi,
Jjatadi, maragado, lokadiyam, mukhado etc.).® While clitics in -num (genitives) are
frequent as in NSG, variants are found in tanum and kerum. The clitic -§um
(ablative) is used where NSG uses -thi.

Plural pronouns are used with singular reference throughout the lyrics. The
only male voices in the texts (Krsna and Dayaram) do not use plurals to refer to
themselves, whereas the female voices use singular and plural forms
interchangeably even within a single line. Four stems of the first and second
singular pronouns are used (hum, ma-/mu-, mar-/mor-, muj-; tum, ta-/tu-, tar-/tor-,
tuj-), while the first and second singular plurals which, as in NSG, have two stems
(i.e. am-, amar-; tam-, tamar-), use both endings before clitics (e.g. amathi, cf. NSG
amarathi), while kona uses a stem in ke- in the agential form kene (cf. NSG kone).

The pronominal adjectives and adverbs show the same forms as those of
NSG, bﬁt with variant spellings (kyama for kem; kyahum, kyaham; and kahim for
kyam as interrogatives, with corresponding forms in relatives, correlatives etc.).
The interrogative adjectival pronoun $um alm0'3t always shows regular agreements,
whereas in NSG it has become semi-invariable, rarely changing for gender although
it takes indirect endings before clitics (cf. NSG $a mate?, but §um khabar che?, not
*§i khabar che?).

The preferred tenses for verbs are the indefinite present (or subjunctive) and
the simple past (perfective, mostly without auxiliaries used as a narrative tense).
The verb dekhvum 'to see' is used where NSG would prefer jovum. In the same

way stnvum 'to hear' is used for sambhalvum. These two verbs are Gujarati

98Cf. Shackle 1972.
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shibboleths in North India and the use of the more distinctively H-indi form is a
marked feature when occwrring in Gujarati poetry.

The substantive verb has non-standard spellings in the imperfective (hutum
for hatum), and has a future form hose (cf. NSG hase) when needed to thyme with
jose. The negatives are as NSG, with the occasional use of nava, and regular use of
ma4 with imperatives. Besides NSG nathi, non-standard forms such as che nahim
are found on the Hindi pattern.

The future tense shows first person singular forms in -esa for NSG isa (e.g.
mitkesa, desa). It uses these forms also for the second person singular, a frequent
feature of the Charotari dialect (e.g. tum jiti karesa). First person plurals in -§um are
also found for NSG -isum (e.g. dekhasum, NSG joisum).

Imperfective forms are rarely used, apart from invariable forms of the
participle to show action concurrent with the main verb (e.g. jotam). Perfective
forms are almost all in -yum, standard in NSG, with only one or two occurrences of
perfectives in -elum (e.g. bhareli). Other forms are as NSG: infinitives in -vZ are
used mostly for purpose, while gerunds in -i(ne) and gerundives in -vanum are rare,

The reasons for the use of these various forms are not clear. They may be
archaisms, they may be dialectal, or features from Braj, or they may be simply
chosen for metrical reasons. The last reason is however unlikely in the verses
where the freer tala metres are used.

The vocabulary shows a mixture of tadbhava, tatsama and semi-tatsama
forms, which is not in itself very remarkable. Tatsama forms dominate, although
they are sometimes compounded with tadbhava words (e.g. dadhimakhana), or used
side by side with them (e.g.khata mase).

More significant is the extent to which Dayaram uses Perso-Arabic
vocabulary. This has already been noted as a feature of eighteenth-century Gujarati
verse which did not survive into later nineteenth-century literature, although it
continued in other domains. There are some morphological changes, such as -a for

expected -7 in behala, masata, and -7 for expected -a in gulabi. In the following lists,
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the meaning in the original language is provided where different from that in

Gujarati.

ajabagulamaheri (‘N. of mythical bird") < (A) ‘ajab ‘wonder(ful) + (P) gul flower'

adalavadala (‘exchange")
abila ('perfume”)
araja (‘request’)

asaka ('lover’)
kamana (‘rainbow")
kasaba ('gold thread")
kasara (‘problem’)
killo (‘fort")

khavas (‘valet')

khasa (‘special’)
gajabi ('oppressive")
garaja (‘need’)

garda (‘dust’)
gunéha‘('sin')

gulabi (‘rose’)
gulama (‘slave')
gulala (‘red powder")
jakhami (‘wounded’)
Jjara (‘brocade’)
Jjarakasa (‘with gold thread")
Jjaduvalum (‘magical’)
jamo (‘robe")

Jjahari (‘public)
Julami (‘oppressive')

Jjora (‘strength”)

<(A) badal '(ex)change'
< (A) ‘abir 'saffron, Holi powder"
(A) ‘arz

(A) ‘ashiq

(P) kaman "bow'

(A) kasb 'embroidery’

(A) kasr 'trouble’

(A) qil'a

(A) khavas

(A) khas

< (A) ghazab 'oppression'
(A) gharaz

(P) gard

(P) gunah

(P) gulab 'rose'/ gulabi'rosy, pink'
(A) ghulam

(P) gul-lala

(P) zakhmi

(P) zar'gold'

(P) zar-kash

< (P) jadi 'magic'

(P) jama

(A) zahiri

(A) zulmi

(P) zor
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tarndma (‘all")

dago (‘deceit")

darda ('pain’)

dasta ('power")

davo (‘claim’)

dila ('heart")

diladara ('lover')
najuka (‘tender")
nobata (‘drum”)

pejara (‘slipper")
phuvaro (‘fountain')
behala (‘confusion")
matlaba ('purpose’)
manasiibo (‘design, consideration")
maphata (‘free)
maraji (‘favour, wish’)
malama (‘ointment")
masalaﬁz (‘consultation, scheming')
masta ('intoxication’)
maliima ('known")
masuka (beloved")
musaphara (‘traveller")
milka (‘country")
moja (‘pleasure")
mbhera ('kindness")
mhola ("palace’)
vayado (‘promise")
Sirpeca ("turban’)

Setina (‘devil")

(A) tamam

(P) dagha

(P) dard

(P) dast (lit. 'hand")
(A) da'va

(P) dil

(P) dildar

(P) nazuk

(A) nauba

(P) paizar

(A) favvara

(P) be-hal ‘confused'/ be-hali 'confusion'
(A) matlab

(A) mansiiba

(P) muft

(A) marzi

(P) marham

(A) maslahat

(P) mast 'intoxicated'
(A) ma'lim

(A) ma'shiig

(A) musafir

(A) mulk

(A) mauj

(P) mihr

(A) mahall

(A) va'da

(P) sar-pech

(A) shaitan
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siheba ('sir") (A) sahib
hada ('end’) (A) hadd
hadada ('limit’) < (A) hadd 'limit, end'
havasa (‘zeal’) (A) havas 'desire, lust’

Some of Dayardm's verses are written in so-called Hindustani." For

example the following:

Eka khiibasurata gabaru®?

eka khibasurata gabaru gulajhara simvard
taripha kya karum hai saba bhamta se bhala. (teka.)

isa bagaraki dagara mem mera cita cura cala
kehetithi saba alama yehe na namda ke lala. eka....

dekhi mujhe nigha bhara tabaso e dulhkha pheld
citavana mem kucha fona ki kachu kala. eka....
anamga dga lagl ve tana jata ha jala

Jlva jayaga jarfira salya sajana na mila. eka....
biijhati jo aisa darda biraha hai bali

to maim usi palaka jaya pakadati pala. eka....
mildo koi mehebiiba dusari na hai sala

Daya ke pritama bina mariimgr katake gala. eka....

A beautiful youth, winsome and dark —

How could I describe him, he’s fine in every way.

He stole my heart as he strolled down this road to the cattle-pen
The whole world says, 'Is thisnot the darling son of Nanda?'
Since he cast a glance at me this pain pervaded [me] —

In his look there’s some charm or spell.

Anamga's fire’s lit and burns in my body

My life is sure to go - [ didn’t get my lover, my darling.

If, considering such pain, my misfortune is great

Then I catch the moment as the instant goes. [?7]

If he meets some other beloved, there is no pain - [?7]

Without Daya's beloved I shall die, cutting my throat.

9L alagamkara 1909:540.
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The Hindustani features here include phonologically distinctive forms: bina
for (NSG vind), saba (NSG sau), milna (NSG malvum); in postpositions: ki (for
NSG -num), se (NSG -thi); in pronouns and pronominal adjectives: merd (NSG
marum), maim (NSG hum); in verbs: hai (NSG che), maramgi (NSG maris) and in
numerals dusari (NSG bijum). There is a predictably high incidence of Perso-

Arabic vocabulary items, which have been underlined.
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PART 1II

CHAPTER 4: MIKHAIL BAKHTIN

Part I examined studies of Krsnaite poetry and of Dayaram then showed
how some approaches of the scholastic Indological tradition are essential to an
understanding of Dayaram's lyrics. It was clear, however, that these critical
traditions have not used approaches to literature practised in contemporary literary
studies, whether of western literature or of 'post-colonial' literatures.!  This section
suggests that these contemporary ways of reading can be extended fruitfully to
other forms of literature, such as "pre-colonial' literatures. At the end of this chapter,
these readings will be extended to the critical literature, the problems of which were

discussed at the end of 2.3,

4.1 Mikhail Bakhtin

The life and times of Mikhail Mikhailovich Bakhtin (1895-1975) have been
covered in extensive detail by Clark and Holquist 1984, who have skilfully
interwoven his biography, his work and his thought, while a useful summary of the
main events in his life is presented by Morson and Emerson.2 Due to political
circumstances, including persecution by Stalin, Bakhtin lived most of his life
outside the intellectual centres of Moscow and Leningrad, and he was an obscure
figure with few published works (at least under his own name). After his
rehabilitation in the 1960s, his works were published and he enjoyed a period of

rising fame, which has flourished after his death. Bakhtin first emerged in the west

! This problematic term here includes so-called 'Commonswealth literature’ and refers to the discipline
of comparative literature, For a discussion of these terms see Bassnett 1993,

2Morson and Emerson 1990:xiii-xv.
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in the late 1960s in two different contexts. In the USA, the translation of Rabelais
and his world® gave him fame as a critic of popular culture, while in France, two
Bulgarian cultural critics, Kristeva and Todorov, interpreted his work at a time
when intellectuals were exploring Marxism and high structuralism. His popularity
spread rapidly as critical works began to appear in the 1980s and the 'Bakhtin
industry" began, as his theories are seen as providing an alternative to the current
dominant discourses of humanism, relativism and religious fundamentalism.>

Few of Bakhtin's writings were published before his rehabilitation in the
1960s, due to political circumstances. However, there is an ongoing dispute about
the role he played in the writing of the works of his friends, most importantly the
books by V. Voloshinov and P.N. Medvedev, including Voloshinov's critique of
Freud,b and Medvedev's polemic against Formalism based on an assertion of the
essentially social nature of language,” a theme developed further by Voloshinov.8
Clark and Holquist? believe that these works were authored by Bakhtin, but
published under the names of friends who were acceptable to the censors, whereas
Morson and Emerson!? argue that they were written not by him but by the authors
named. Clearly this issue is important to an assessment of Bakhtin's thought, but in
the absence of any clear resolution, and given that much of their content underlines
his thought, they will be included in a discussion of his ideas, even if they were not
written by him directly and even if they contain some un-Bakhtinian attitudes.

Bakhtin's major works are his two monographs. The first, Problems in the
work of Dostoevsky, was first published in 1929, later revised and expanded and

re-published in 1963 as Problems of Dostoevsky's poetics. This book can either be

3Bakhtin 1968.
4Morson 1986¢.

5See Gellner 1992 for a lively discussion of the dominance of these three discourses in the late
twenticth century.

6Voloshinov 1976.
"Medvedev 1978.
8Voloshinov 1973.
91984: Chapter 6.
101990: Chapter 3.
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taken as a reading of Dostoevsky or as a theory of the novel, in whicﬁ he introduces
his concept of 'polyphony' and of the novel's origins in carnival. The second is
Rabelais and his world, which was written as a doctoral thesis but not published
until more than a decade later in 1965 because of political problems. In this book he
develops his theory of carnival and here again the text is both a reading of the text
and a theoretical approach. He is best known in the west for his essays on the
theory of the novel published in the volume, The Dialogic imagination.!1 His other
writings are being translated into English and published by the University of Texas,
whence three volumes have appeared to date.?? The secondary literature on Bakhtin
is enormous and still growing, and is covered in detail in a bibliographic essay by
Hirschkop,!?® supplemented by Holquist's analytical bibliography.14

Although Bakhtin coined a number of neologisms, translations of his
writings are remarkably free from jargon and are lucid and pleasant to read.
However, several factors make the study of Bakhtin's work particularly difficult.
The central problem is trying to distinguish between the various Bakhtins that arise
in his own writings and from the readings of the various authors. Although the
problem has been exacerbated by his difficult life and the resulting difficulties with
the pubilication of his works, the root of the problem may be that his work is
concerned with becoming and process rather than being and stasis. He believed that
nothing was final and there was no last word on any matter. Over his long life, his
interests included philosophy, linguistics, psychology, Marxism, historical poetics
and the evolution of the novel, social theory and the philosophy of language; his
works use different ideological languages (notably those of neo-Kantianism,
Marxism and Stalinism), perhaps as the result of his changing ideas, perhaps for
political expediency; and his writings show intertextual and intratextual

contradictions. These problems are complicated further because Bakhtin does not

HBakhtin 1981.

12Bakhtin 1981, 1986 and 1990.
13Hirschkop 1989.

Hpolquist 1990.
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define his terms, and hence his elusive definitions of even key terms have been
interpreted differently by his critics.

As aresult, it seems that one can find whatever ideology one is looking for
in Bakhtin, whether neo-Kantian and Christian (Clark and Holquist 1984, Holquist
1990), apolitical and semiotic (Danow 1991, who links Bakhtin with the Prague
School and the Moscow-Tartu School), Structuralist (Kristeva 1986),
postmodernist (Carroll 1983 compares his work with that of Lyotard), Marxist
(Williams 1983), feminist (Wills 1989), humanist (Lodge 1990), or as a materialist
alternative to deconstruction (Eagleton 1982, Lodge 1990). This trend is
highlighted by Hirschkop,!® who argues that one cannot make an 'arbitrary
appropriation' of Bakhtin's work, although he himself has been accused of making

such an approach.16

4.2 Mikhail Bakhtin's thought

The problems raised in the above section require one to take an overview of
Bakhtin's thought. The most comprehensive published overviews!? are those of
Clark and Holquist 1984 and of Morson and Emerson 1990. These clearly show
the different ideological appreaches and methodologies of the authors. The former
uses a biclogical model and weaves together Bakhtin's life, times and work,
whereas the latter separates the strands of his thought and deals in various ways
with his basic or key concepts, periods of his thought, and his central theories. In
Part One of their study, Morson and Emerson introduce his three key concepts
(‘prosaics’,!8 unfinalisability and dialogue!?), then divide his thought into four major

periods according to his major concerns; in Part Two, Problems of authorship',

ISHirschkop1989:3.

16Morson 1986a.

Holquist 1990 concentrates on the dialogical thought underlying Bakhtin's work,
18A neologism of Morson and Emerson 1990.

191n their third sense of the word, i.c. as the global concern underlying dialogism.

132




Chapter 4: Mikhail Bakhtin

they discuss his metalinguistics, views on psychology, and his new concept of
'polyphony'; in Part Three, 'Theories of the novel', they introduce his theory of
genres, prosaics, the chronotope and laughter and the carnivalesque. These two

works provide a point of departure from which to read Bakhtin's work.

Since such excellent introductions to Bakhtin's theories and key concepts are
generally available, these will not be discussed in detail here, although this study is
informed by an understanding of Bakhtin's central concepts of dialogism,20
unfinalisability?! and prosaics,22 and a partial acceptance of his psychology.?3
Instead, the focus i1s on concepts underlying Bakhtin's theory of genre, namely
discourse, polyphony, the chronotope and the carnivalesque, before going on to

study them in the lyrics of Dayaram in Chapters 5 and 6.

Bakhtin uses the term 'dialogue' as a global concept in his view of truth and
the world, hence his theory has been called 'dialogism'.24 He also uses the term in
two other ways?5 in his study of language, called 'translinguistics'.26 In the first
meaning, every utterance is dialogic by definition. He uses the term in another
meaniné, in his discourse typology to refer to some dialogues which may be dialogic
or monologic according to their tasks. It is this latter use of the term which is

relevant to the presentation of dialogue in the text that is important here.

20 olquist 1990; with the important qualifications of Morson 1986b. Sece also de Man 1989 who
sees dialogism as having two basic spheres - metalinguistics and alterity.

21Morson and Emerson 1990:32-43.
22Morson and Emerson 1990:1-31.

23In the psycholinguistics of Vygotsky 1962. For Vygotsky's relations with the Bakhtin circle see
Morson and Emerson 1990:484.

24 A5 can been secn in the titles of studies of Bakhtin, e.g. Dialogism (Holquist 1990) and The
dialogic imagination (Bakhtin 1981).

25Morson and Emerson 1990:131-2 make this essential point.

261n Bakhtin's work the study of linguistics is displaced by the study of communication and
discourse, hence his views are better called metalinguistics or rather translinguistics. Bakhtin's term
'metalinguistics' is confusing because of the accepted use of this term in linguistic terminology, hence
‘translinguistics.'" The term is Kristeva's (Kristeva 1986:37).
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Within a world dominated by the characteristic epistemological mode of
dialogism, Bakhtin's master trope is heteroglossia.?’? It is important to distinguish
two senses of the term. The first is social diversity of speech types where creative
tension results from the interaction of centripetal and centrifugal forces within a
language as a consequence of historical and social factors seen in relations between
the dominant literary language and extra-literary, oral, everyday languages. The
second meaning, dialogised heteroglossia, is that of each language having its own
view on the world and that of the relations between this and other varieties of
language.

Bakhtin?® suggests two main categories of discourse, the first type being

monologic in his second sense of monologic/dialogic:

1 Single-voiced words
A Words of the first type: direct, unmediated discourse
B Words of the second type: objectified discourse (of a represented
person)
2 Double-voiced words: words of the third type
A Passive double-voiced words
i unidirectional
ii varidirectional
B Active double-voiced words??

The concept of polyphony30 is concerned with the author's position in the
p polyp y p

text, when he allows the characters to speak above him. It is essential to Bakhtin's

273¢e Bakhtin 1981: 263, Danow 1991:25 and Morson and Emerson 1990:139-45.

28Bakhtin 1984:199.

29The words of the narrator in Dostoevsky's 'Notes from the underground' show this tendency to
such a degree that his words may be said to be triply-oriented or to present a further type of
discourse, 'the word with a loophole', where one uses the inner experience of oneself in the act to
escape from the givenness of nature. Untranslated work of Bakhtin, quoted by Morson and
Emerson 1990:160.

30Bak_htin introduced this term in Bakhtin 1984. Morson and Emerson 1990:231-68 give a thorough
exposition.
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theory of authorship and creativity. Polyphony3! does not imply any sense of
relativism, nor does it mean that the author fails to express his ideas and values,
which he can do through the ideologies of the characters or through the ideology of
the work itself. While many literary works are heteroglot, very few are polyphonic.
Bakhtin holds Dostoevsky's novels to be the supreme examples of polyphonic
literature, whereas Tolstoy's are thoroughly monologic.

In a monologic work, only the author has the power to express a truth
directly, while the characters are given words of the second type (see
translinguistics above). The authorial ideology dominates the work and creates its
unity, even if the author's position is given in a certain character or dispersed in a
variety of characters, while nonauthorial truths are represented as mere
characterological traits which do not 'mean directly".

In a polyphonic work, the consciousnesses of the characters3? and of the
author meet as equals33 and engage in dialogue that is, in principle, unfinalisable,
The characters are 'not only objects of authorial discourse but also subjects of their
own directly signifying discourse'.34

Thus polyphony emerges as a theory of the creative process3s and leads to a
reevalu.ation of the status of the plot which it subsumes to dialogue and allows the
reader to participate in rather than to objectify each event according to some
monologic category (thematically, lyrically or cognitively). It allows the text to
remain open:

To detect a structure is to read a work essentially synchronically: the plot,
symbols, and resonances are already in place and may properly be
contemplated at a single moment. These clements are regarded as elements of
a structure that unfolds in time but is not essentially constituted by time in all
its unfinalizability. Novels read this way become essentially similar to lyric
poems as, let us say, Roman Jakobson reads them. The richness of the novel,
like the richness of a poem, lies in the density of a network with ever finer
interconnections. The plan of the whole overdetermines all incidents,
symbols, and words as they interweave with other incidents, symbols, and

318ec Morson and Emerson 1990:485.

32This does not imply in any way a Bradleian vicew ol the characters as real people.
33The author must negotiate the 'sumlus'. See Morson and Emerson 1990:241-3.
343akhtin quoted in Morson and Emerson 1990:239.

35Morson and Emerson 1990:243-46.
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words. The more complex the weave, the better the plan; and the better the
plan, the better the work. 36

Bakhtin accepts that this model is suitable for reading certain kinds of
works, such as lyric poems and monologic narratives, but denies its appropriateness

for polyphonic works.

The chronotope is one of Bakhtin's most ill-defined terms.37

Literally, time-space.! A unit of analysis for studying texts according to the
ration and nature of the temporal and spatial categories represented. The
distinctiveness of this concept as opposed to most other uses of time and
space in literary analysis lies in the fact that neither category is privileged; they
are utterly interdependent. The chronotope is an optic for reading texts as x-

rays of the forces at work in the culture system from which they spring.38
It is concerned with time and space and the relationship between them, While Kant
saw time and space as forms of cognition, Bakhtin argues that they are forms of
immediate reality and that, rather than being neutral abstractions, they have meaning,
This allows evaluation, and thus the chronotope defines parameters of value.

Although Bakhtin himself does not make the following distinction clearly, it
is necessary to see that he has three major types of chronotope: the chronotope of
genre, the chronotopic motif and the chronotope of the author and of the reader.
The significance of these chronotopes will be explored in Chapter 6 by looking at
specific examples, discussing their relevance to a study of Dayaram, and exploring
the chronotopes of his work.

Bakhtin sees the chronotope as a defining feature of genre, which marks the
parameters of events, although it does not uniquely specify particular events. In
each chronotope:

Time, as it were, thickens, takes on flesh, becomes artistically visible;
likewise, space becomes charged and responsive to the movement of time,
plot and history.39

36Morson and Emerson 1990:250.

37See Bakhtin 1981. For further exposition see Holquist 1990:108-15 and Morson and Emerson
1990:366-432.

38Emerson and Holquist in Bakhtin 1981:425-6.
39Bakhtin 1981:84.
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Bakhtin gives nine generic chronotopes in this essay, showing ilow they are
essential to the existence of the plot, as places where the 'knots of narrative are tied
and untied? rather than being part of the plot themselves. The treatment of time
and space in texts and their function in human lives give an insight into the relations
between art and reality. This has a significant implication for the possibilities of an
historical poetics, in that these relations are, to some extent, historically determined,
so different societies and times will have consequently different chronotopes.
However, there still exist the transhistorical chronotopes, such as that of adventure
time,*! found in ancient romances and in modern comics and films.

In the later section of this essay, ‘Concluding remarks',*2 Bakhtin introduces
the chronotopic motif, which is often an echo of the generic whole. Such motifs are
often found within generic chronotopes, but with different scopes and values. The
example he gives of the chronotope of the road*3 as a public place for encounter and
for movement in time, occurs in a variety of generic chronotopes with differing
significances.

In this later addition, Bakhtin introduces the concept of the chronotopes of
the author and of the reader. This section has important implications for the activity
of auth;)rship and creativity, in his discussion of the biographical author and the
image' (rather, activity) of the author as creator. No less significant are the
implications for the creative process of reading, as the potentials of the genres are
exploited by authors to create potential meanings which may be unavailable to the
author. These meanings may be explored by later readings, which create a dialogue
between the work's potentials and the interpreter's unforeseeable and unique
perspective. This view takes into account the creative processes of reading and

writing, and the presentness of these activities, along with the interrelations of the

40Bakhtin 1984:250,
4“1 Holquist 1990:111-3.

42Bakhtin 1973, whereas the original essay was written in 1937.
43Bakhtin 1981:243-5.
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real and the represented worlds (unlike many other literary theories),** and has

useful implications for the reading of texts from other ages and cultures.

Bakhtin has been best known in the West, or at least in the English-speaking
West, for his monograph, Rabelais and his world,*5 perhaps because it was the first
of his works to be published in English, but also, perhaps, because it suited the
spirit of the late 1960s, with its somewhat utopian approach to society and its praise
of the collective and of the common people, and the power of folk laughter to
overcome the serious and the restrictive. However, in many ways, this monograph
is not typical of his work and indeed contradicts much of his other writing.46

Bakhtin discusses laughter in three of his essays, 'Epic and novel', 'From the
prehistory of novelistic discourse' and 'Forms of time and chronotope in the
novel' 47 His central work on the concept of the carnivalesque is in Rabelais and his
world, with further developments in his second edition of the Dostoevsky book,
Problems of Dostoevsky's poetics. 48

In his exploration of the folk culture of laughter informed by the aesthetic of
the grotesque,*® Bakhtin's key argument is that the novel is a 'carnivalised' genre,
with its roots in the spirit of carnival, with its laughing truth, its imagery of the body
and its themes of openness, incompletion, mockery, uncrowning and inversion.
There are many serious flaws in this book,?? notably that in this antichronotopic
world, time and space become valueless, and unfinalisability is taken to such

extremes that it can be interpreted as pure loophole.5! However, the points it raises

44Notably, reader reception theory (Flolquist 1990:140-1).
45Bakhtin 1968,

46Morson and Emerson 1990:90-6.

47Rakhtin 1981,

48Bakhtin 1984.

49Bakhtin 1968.

50Morson and Emerson 1990:433-70.

518¢e n.29 above.
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merit further exploration and it is not to be dismissed merely as a political allegory

of Stalinism as it has by some scholars.32

4.3 Towards a Bakhtinian reading of Dayaram

Several problems and contradictions in Bakhtin's thought were outlined
above. However, the major problem is to define a critical practice informed by
Bakhtin's theory. Balkhtin himself provides us with very few readings of texts: in
his monographs he uses the texts of Dostoevsky and of Rabelais to illustrate his
theoretical points, rather than giving close readings of the texts. Holquist gives
readings of various literary texts,>3 but the only example of the reading of a poem is
that of Pushkin's Parting'.>4

Three main applications of Bakhtin's theory are clear:

1 A theory of literary work

2 A procedure for analysing discourse

3 A theory of literature as practice

It is the third application that is the subject of the next two chapters, since the first
two lie .outside the scope of this thesis.

One of the most striking paradoxes involved in the analysis of Dayaram's
lyrics is that Bakhtin's work was concerned with the novel and so his literary theory
can be called a 'prosaics' of literature rather than a 'poetics.' However, 'prosaics' can
be applied to certain types of poetry to provide a fuller reading. It is unfortunate
that Bakhtin never discussed drama, which would have supplemented this reading
of dramatic lyrics. Taking Dayaram's short lyrics as a corpus has made this

analysis easier and has allowed us an enriched reading of the poems as part of a

52Berrong 1986.
33Holquist 1990, passim,
54Morson and Emerson 1989:24.8.
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larger text. This reading supplements any reading of the text according to traditional
(e.g. Aristotelian or Indian) rhetorical analysis.

Tt is a matter of theology as to the dialogic relations between Krsna and his
universe and its portrayal in the works of Dayaram, but it is clear that Krsna
performs his 1714 to enter into dialogue with the jivas and in Dayaram's works, the
bhaktas can enter into an actual dialogue with Krsna himself. Also beyond the
scope of this literary study is the concept of unfinalisability, but the creation theory
of revelation and concealment, the performance of the /ila, and the reincarnation of
the soul would seem to suggest this as a possible area of study.

Bakhtin's theory of prosaics, which looks on literature as a verbal art,
centring on language and the everyday, opens further possibilities of analysis.
Questions must be asked about the creativity of the author, God as the
superaddressee,>® the implications of polyphony in authoring God, who always has
a surplus of seeing®® over the author, intertextuality3? and heteroglossia in
Dayaram's taking up a Krsnaite discourse in Braj and using Gujarati, his use of a
Gujarati literary form (the garabi),his presentation of meaning in the form of
dialogue and modes of representing male and female speech, his emphasis on
creativé understanding>® and an opening up of potential meaning latent in the texts
by a reader from another culture, and lastly, the dialogue of criticism in this thesis
between Indology, Gujarati studies and Bakhtin.

The focus of the next two chapters is an analysis of genre, and so although
some mention will be made of discourse in the lyrics it will not be discussed at
length. Although discourse may be a feature of the garabi genre, it is not central to
the analysis offered here . Instead, the concentration will be on the chronotope and
the carnivalesque as ways of defining the genre of Krsnaite bhakti literature and of

reading the lyrics of Dayaram.

33Morson and Emerson 1990:135-6.

S6Holquist 1990:35-7.

573ee Todorov 1984:60-74.

581n a study not translated from Russian. See Morson and Emerson 1990:284-90.
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Entwistle 19911 argues that the cult of Krsna-Gopal may be regarded as a
version of pastoral. He sees the major differences from western pastoral in the
emotional approach (bhava), and in the nobility of Krsna and Radha which occur
because this is not a Golden Age, but 'out of space and time altogether', in the
paradise of Goloka. He suggests the term 'pastoralisation' for the process of
adopting 'folk' elements into the Krsna cult. This chapter looks at carnivalesque
features in the earlier literature of the Krsna cult (5.1), then in the Pustimarga and
modern Braj Vaisnavism (5.2) and, at greater length, in the poetry of Dayaram (5.3)
and then 5.4 shows why 'carnivalisation' may be a more appropriate term than
'pastoralisation' to describe this process. Chapter 6 argues that pastoralism is central
to the lyrics of Dayaram, but is better analysed through the chronotope. It will be
seen that carnival and chronotope are essential to a generic understanding of

Dayaram in particular and Krsnaite poetry in general.

5.1 The carnivalesque in the Krsna cult

Limitations of space and the existence of previous studies? mean that a
survey of the development of the Krsna cult is not required here. Ingalls3
distinguishes three Krsnas in the early texts, Krsna the lover, Krsna the hero and

Krsna the god. The songs of Dayaram used in this study are concerned only with

1See 1.2 above.

2 Archer 1957, Dallapiccola 1982, Kinsley 1979, Preciado-Solis 1984, Sheth 1984 et al. See Kakar
1981: 140-53 for a psychoanalytic view of the Krspalila.

3Ingalls 1966:v.

4See Siegel 1978 on Jayadeva's Gitagovinda (latc twelfth century) For early developments in the
vernaculars see Hardy 1983 on the Alvirs and Archer 1963 on the poetry of Vidyapati (b.1352) in
the Maithili language,
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the first form, that of Krsna the lover, Krsna-Gopal. This aspect of Krsna is often
considered by scholars to be a folk deity grafted on to the other Krsnas.>
Bakhtin argues that, with some exaggeration, one may view the movement

of St Francis of Assisi as carnivalised Catholicism, because of his

peculiar world outlook, his "spiritual joy" (Jaetitia spiritualis), his blessing of

the material bodily principle, and its typicatly Franciscan degradations and

profanation.6
Carnivalesque elements can be seen in the cult of Krsna-Gopal, the God who
laughs, dances, jokes and steals in his (dis)guise as a child. While humour has its
place in classical Indian religion,” this form of Krsna has his own specific type of
humour, as an infant, in his play, in sex and in love. He is surrounded by the
emotion of joy, which is reflected in his devotees as the spirit of bhakti, Bhakti
itself may be viewed as a carnivalesque form of religion, which at least in origin®
was the 'unofficial' religion of the people with its rejection of the orthodox and its
removal of social barriers (and even human and divine barriers) through its spirit of
joy.? Thus it may be seen as a true form of carnivalesque, where everything is
comic and associated with freedom and with unofficial truth and is opposed to
intolerant, dogmatic seriousness, rather than as other forms of humour such as
irony, sarcasm etc. which Bakhtin calls 'reduced laughter.'10

Siegel sees the humour of Krsna as based on incongruity and paradoxes,
shown by his inappropriate behaviour:

trickery or tickling (he tricks the cowherds and tcases [teasing being a
nontactile mode of tickling] their wives and daughters); sceing deformities (he
taunts the hunchback Kubja for her crooked form); excessive desire and
audacity (he rapaciously makes love to sixteen-thousand women); wearing
inappropriate clothes or ornaments (he dresses in women's clothes to gain
secret access to Radha); lying prattle and declaring faults (he steals butter and
curds, outlandishly lies about it, and blames others for the havoc his pranks
create).11

Svaudeville 1980.

6Bakhtin 1968:57.

7Siegel 1987.

8 Hardy 1983.

9See Toomey 1992:136-8.

10Rakhtin 1968:120.

HSiegel 1987: 340 the section 'Benny Hill in Vrndavan'.
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Siegel sees this as humour, and shows how the humour works on béth sacred and
profane levels. There is much of value in his discussion of the laughter of the child
and his demonstration of how the heroic exploits, mostly demon-slaying, can be
incorporated into the humour of the child. When discussing the sexual exploits of
Krsna, he demonstrates the point he had made earlier that 'everything to do with sex
is funny'.12 Although he explains the actual mechanisms of humour and links this
humour with devotion to the divine (as suits the purpose of his book), an approach
through the spirit of carnival would put this in a deeper historical perspective.

One aspect of the Krsnalila which shows many items of the carnivalesque is
the motif of milk and milk products. This motif occurs mainly in two Iilas, that of
makhancori (butter-stealing) and that of the danlila (Krsna's demand for a tax of
yoghurt from the Gopis). The first has been described exhaustively by Hawley
1983 in Sanskrit, Prakrit and Tamil works and in the sculptural traditions, in
contemporary raslilas and in the poetry of Siirdds (traditionally regarded as a
member of the Pustimarga). The butterthief dominates in Stir's poetry whereas in
Dayaram Krsna's tax on milk products occurs moré frequently.

While O'Flaherty!3 demonstrates symbolic sexual links between milk
product's and sexual fluids in her analysis of Vedic and Puranic texts, milk is a
function and archetypal symbol of maternity and so may be seen in the context of
the Krsnalila as a metaphor of love, as indeed are other forms of food in other
aspects of this cult.1* As a concentrated form of milk, butter may thus be seen to be
a more concentrated form of love. Hawley!> explores interpretations of the motif of
butter, the motivation for Krsna's stealing, the complaints made by the Gopis, his
excuses and how these link to vétsalya bhava and madhurya bhava. He argues that
a god who steals provides an image of inversion and becomes one who

transgresses boundaries, while the accusations and excuses form a 'dialect of the

12gjegel 1979:355.
130'Flaherty 1980: 17-61.
14Toomey 1990 and 1992.
15Hawley 1983 Part IV.
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language of love.'® Hawley explores the connections made by O'Fléherty between
sexual and maternal aspects in the symbolism of milk and finds that the boundary
between the two bhavas becomes even fuzzier. It seems that the elements of the
makhancorilila are found again in the danlild in a more overtly sexual form, with
greater emphasis on the sexual symbolism of the milk products and the breaking of
pots than in his childhood escapades.!” This symbol of milk is also seen in the
story of Putana,!8 the demoness who tried to kill Krsna by offering him her breast,
but was sucked dry by him and so achieved release. She is a killer mother, but she
is still a mother and by offering milk or love she goes to heaven.1?

Thus in the symbol of milk are found many key features of the
carnivalesque: the image of the child, the orality and excessive appetite of Krsna,
images of death and regeneration, or rather, salvation, the abundance of food and its
connection with sexuality, the inversion of authority as the child demands a tax on
milk and hence on love, and the joy produced both by this abundance of milk and
by the child's activities.

Many further elements of the carnival are found in the Krsnalila as depicted
in the Sanskrit texts. Krsna himself appears as all three stock comic characters of
carnival (the fool, the clown and the rogue), the narratives describe popular festive
forms, uncrownings and inversions, images of food, of the body etc. Limitations of
space preclude a study of these elements in the earlier texts, but these elements are

discussed in detail as they occur in Dayaram's poetry (see 5.3 below).

16Hawley 1983:278.

17K akar 1981:140-53, using a psychoanalytic approach, sces the two /ilds as different
representations of the desire of the mother for her son,

18]t is significant that this is the only onc of Krsna's demon-staying exploits to occur in Dayaram's
poetry.

195¢e Kakar 1981: 146-51 for a psychoanalytic interpretation of this myth. He sces it as being a
condensation of the son's desire to kill the 'bad mother',
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5.2 Developments of carnivalesque elements in the Pus;gimﬁrga

The bhakti movement was originally a folk movement, but it was soon
dominated by the upper castes. The Pustimarga seems to have marginalised or
rejected many of the unofficial aspects of Krsna bhakti. The official aspects of the
sect are its leadership (hereditary and Brahminical), its observance of caste,20 its
philosophy (orthodox in that it accepts the Vedas), its official languages of Sanskrit
and Braj, the sophistication of the arts (its music, painting etc. are 'high' rather than
folk forms), and the expense and elaboration of ritual and its food restrictions.

However, there are aspects of the sect which suggest a form of worship
which may be open to elements of carnival such as the centrality of the aesthetic of
pleasure and the lack of emphasis on asceticism, sin and suffering. The major
bhavas for approaching Krsna are madhurya bhava and vatsalya bhava and their
encouragement of enjoyment in the pleasures of arts and of food. Viewing God as
an undisciplined child would immediately suggest carnivalesque possibilities in the
physicality of children, their orality, their narcissism and delight in the body and its
functions, their lack of discipline and their ability to turn all values upside down.
The parental relationship, in its idealised Indian form, which so largely emphasises
the matérnal, gives rise to pleasure and joy in the love and care of a child and can
never approach a strict or official form (the paternal). Possibilities of inversion are
also seen in the relationship of lovers, where the obsession with the body of the
loved one, the emphasis on beauty and the physical relationship between the bodies,
along with the possibly adulterous nature of this relationship, are likely to involve a
rejection of the restrictions imposed by society.

There is clear evidence for the survival or intrusion of folk elements. The
most important of these concerns the central image of the sect, that of Sri Nathji.
This image is of Krsna as Giridhara, the holder of Mount Govardhan. This exploit

of Krsna's is linked with his overthrow of the official worship or Indra and the

20Burger 1992.
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establishment of the worship of the mountain of Vraja and of a pastoral religion.?!
This can be seen to show how a folk or popular religion came to overthrow an
official or established religion and how it was then incorporated into a mainstream
tradition. Vaudeville 1980 argued that Mount Govardhan was a theriomorphic
divinity associated with bulls and snakes. She later identified the divinity with
Bhairava himself,22 although Entwistle?3 has argued that the mountain god is
connected with Skanda and his peacock rather than Siva and his bull. Further folk
elements, such as Niga worship, are attached to the discovery of the image of Sii
Nathji24 on Mount Govardhan, and specifically carnivalesque elements are seen in
the images of food and the low caste characters involved.

These camivalesque elements are further reinforced by a major festival of
the Pustimarga, associated with Mount Govardhan, that of annakiita 'mountain of
food' or Govardhana puja. Here Krsna (as God-Gopa) is also identified with the
food and with Mount Govardhan itself. Toomey 1992 shows that this festival is a
'reversal ritual', which shows an inversion of high and low, and of pure and impure,
as 1s seen clearly in the downplaying of the role of the piijari, the ritual stealing of
food performed by tribals and the use of kacca food as an offering. He mentions
Balhtin 1963 in the context of food hyperbole and Krsna's limitless appetite, but
draws more on Auerbach's breakdown of separate styles,25 rather than on the
notion of the carnivalesque, as his model of analysis. However, this festival may be
analysed as carnivalesque because of the folk history, the excess and elaboration of
food, the linking of food with the seasons through its being a harvest festival, the
association of food and emotion, the image of a crack in the mountain as Krsna's
mouth (mukharavinda) and as an entrance to another world, the cowdung images of

Krsna and the fact of reversal ritual.

2lvaudeville 1976. Kakar 1981:151-2 sces it as an expression of the Oedipal myth.
22yzudeville 1989.

B Entwistic 1987:280-2.

248ee Vaudeville 1930,

25See Auerbach 1968.
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Other festivals of the Pustimarga are also reversal rituals, ﬁotably Holi, a
popular festival in all modern forms of Braj Vaisnavism. Marriot 1966 gives an
account of this festival which shows many carnivalesque elements in the inversion
of hierarchies (caste, young and old, male and female, servant and master), the
burning of the demoness Holika, the lighting of the bonfire by the village fool, the
'King of Holi' riding backwards on a donkey, the traditional debasing and fertility
gestures of mud, the urine and dung flinging, the use of colours symbolising
fertility, the wearing of necklaces of dung and of shoes, the language of abuse,26 the
taking of intoxicants, and its occurrence as a spring and new year festival,
symbolising destruction of the old and the welcoming of the new with an emphasis

on love. He writes:

I began to see the Pandemonium of Holi falling into an extraordinarily regular
social ordering. But this was an order precisely inverse to the social and ritual
principles of routine life. Each riotous act at Holi implied some opposite,

positive rule or fact of everyday social organization in the village.2”

The raslilas?® are not true forms of carnival since they are organised
spectacles, in which there is a clear separation of performers and audience.
However, they all have traces of 'folksy' forms of worship of Krsna, such as the
emphasis on humour, on inversion and on the limitless appetite of Krsna. Other
folk elements have also clearly penetrated the sect, such as the prevalence of
inexpensive and popular chromo-lithographs rather than the traditional elaborate and
costly paintings (which themselves are likely to be influenced by chromo-
lithographs) now found mostly in havelis. One area where there has been clear
influence from the non-official is in the area of language, many Gujaratis using their
own tongue rather than official Sanskrit or Braj in all but official haveli-rituals. The

songs of the astachap,?® which were in the vernacular of their own time, are still

26This and the inversion of hierarchics arc also scen at other rituals such as at Gujarati weddings,
where women sing phatapam (‘songs of abusc’) referring to the other family.

27Marriot 1966:210
28gce Hein 1972, Hawley 1981, 1983 and 1991,
298ce 1.2 above.
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used in the liturgy, but Gujarati has entered popular songs, most famously in the

works of Dayaram, which are also in the form of folk dances.

5.3 Carnivalesque features in the lyrics of Dayaram

This section examines closely carnivalesque elements in the poetry of
Dayaram and looks at the aesthetic of the grotesque.3?

The spiritual joy of the Krsna cult pervades Dayaram's poetry and is its
characteristic mode, often manifesting itself as humour.3! Humour is usually
centred on Krsna himself who takes the forms of the three archetypical figures of
carnival, the fool, the clown and the rogue.3?2 These public characters have a
metaphorical significance as symbols of non-coincidence and cannot be taken
literally. They are all Others and so can exploit any position they can get, wearing
their own masks and fulfilling their function of ripping off everyone's masks. The
fool and the clown are laughed at and they laugh at themselves as a means of
externalising a person. These two characters can be seen as epicene, whereas the
rogue or the trickster is priapic.33

With Krsna, all these characters combine to some extent and the change in
relationships is an exchange expressed in dialogue. Krsna plays the fool, whose
function is to provide amusement by failing to understand and thus to expose the
sexual desire of others. Krsna fills this role as a small boy when he pretends not to
understand the sexual feelings of others and thereby exposes them. For example, in
34 Joine cilo he excuses his behaviour by claiming he is a child and is playing

innocently with the Gopis.

301t should be clear that 'grotesque' is used here in the sense given by Bakhtin 1968:30-6 and in no
way implies a sense of revulsion (see the Concise OED for support for this separation of meanings).
318ee for example 14, 15, 18, 42 etc.

32gee Bakhtin 1981: 158-167 on the functions of the rogue, clown and fool in the novel.

33Siegel 1987:325.
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He takes on the role of the clown, who mocks others, making gveryone
laugh through his actions, in particular his stealing and smashing pots. The laughter
involved with this character is always naive and devoid of anger, although anger is
often feigned (as in 63 Gopioni phariyada).

As the rogue, Krsna 1s the witty and cheerful deceiver, caturasiromani (‘the
prince of tricksters'), who brings truthfulness and authenticity by exposing what is
false. He puts on this mask when he appears as a merry liar, a cheat, a molester of
girls etc.34 In this role, Krsna is associated with the chronotope of the road, as will
be seen in 6.4 below. Krsna is always unmasked and revealed as divine in the
bhanita and everyone is amused when they find that once again they have been
deceived and they are invited to join in his laughter at his own exposure.

Krsna's disguises cause further humour, such as Krsna and the Gopi's
swapping of clothes (102 Mara rajal). Similar humour is seen when the dishevelled
appearance of the Gopl reveals that she has returned from lovemaking with Krsna,
despite her feeble excuses (31 Samdeso). In 53 Pyarine manava, where Krsna
appears in disguise as a woman, the Gopi fears 'she’ will be a rival so tricks her into
taking an oath, only to find that once again Krsna has got the better of her, to the
great d;elight of both. However, Mahadeva is deflated by sexual humour of a
farcical kind when the great ascetic becomes sexually aroused by Krsna in the guise
of Mohini and is thus humiliated (130 Mohinisvarapano garabo).

Further humour is seen in the disguise of the fool in the poems where Krsna
pretends to be a child who has slept through the night, although the marks of sexual
activity are clear on his body (e.g. 41 Koni samge?); of the clown when the Gopis
are angry with him for breaking the pots; and of the rogue, when the Gopis berate
him for obstructing the road (15 Kahanagopi). Anger is used to humorous effect in
numerous poems when the Gopis display indignation33 (imana), such as the Gopi's

anger with the colour black (18 Syama ramga), with the flute (26 Maniti

343ce for example 9,6,12,15,39.
35Siegel 1987:103.
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vamsaladine), and with Krsna himself when he has compared her face to the

blemished moon (52 Hathilini hatha).

Festive forms are a major component of the carnivalesque, hardly surprising
considering its origins in the festive form itself. An essential feature of these
festivities is that they have no spectators, for the whole crowd has to participate.36
Dayaram's poetry contains many mentions of festive forms. Holi, the most
carnivalesque of all Indian festivals, is mentioned several times as a day on which
Krsna can spread his rule over all others, the Gopis in particular. For example, 107
Gulale mar amkha bhari!, 123 Holine tane, 138 kyama bhariye re jalajamaninam
nira? and also 9.5. Other festivities mentioned include weddings (10 Radhanam
vakhana, 125 Radhanum mithydlagna), the dancing of the raslila (11
Rasamamdalane darsane, 128 Rasanrtya) and the performance of the Katyayanivrata
(113 Katyayanivrata). Krsna takes the leading role in all these festivities, much to

the delight of the Goplis.

Balkhtin suggests that one of the essential features of carnival is that it uses
everyday forms of vernacular language. The presentation of Dayaram's poems as
dramatic dialogue or monologue draws attention away from a feeling of divine
origin, and in many of these verses he uses colloquial vocabulary rather than
Sanskritic or Brajified forms. Language is perceived as being unreliable; sight is
privileged over all other forms of experience (see below on the eye and sight in
Dayaram). Words cannot express the emotions and experience of the Gopis

towards Krsna:

kahyasamajhyamam na ave ¢ vastu, jane jene hoya vitati vati. Odhavaji!
This thing can't be obtained by speaking and understanding, only onc who
has undergone it realises what it is, Odhavaji! (17.5)

36Bakhtin 1968:257.
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The words of others are usually regarded as evil but the Gopis are willling to ignore
criticism over their behaviour with Krsna:

kahenard kahese pana cho tame dhani Biharilala!

Dayang Pritama! hum dasi tamatani Biharilala!

Chatterers will chatter, but you are the Lord,Biharilala!

Beloved of Daya, I am your servant, Biharilala! (2.17)

Praise and abuse are characteristic of carnivalesque language. Krsna is
frequently abused by the Gopis (see 15 Kahanagopi), and he enjoys this abuse
(35.1), but he never abuses them verbally. Abuse requires dialogue (for reported
speech can abuse only in the third person) and although the abuse is not overt, there
1s some fairly strong teasing and any mention of Holl would bring to mind images
of ritual abuse. The words of people other than the Gopis and Krsna are seen as
abusive. 39 Samo samajho is concerned with the need to avoid being seen and
heard by others, whether people in the street or the Gopi's in-laws. If they are
heard, then the Gop1 will be abused.

Praise of Krsna and the Gopis is frequent and there are lengthy descriptions,
often of the nakhdikh type, of the perfect beauty of Krsna (19 Mohanamam mohini)
and of Radha (10 Radhanam vakhana). Also characteristic are riddles and puns.
These feature throughout the corpus (e.g. 4 Panaghata para), as does innuendo,
such as in 15 Kahanagopi and 127 Sacum bolo ji. Lists are a feature of the
carnivalesque used to show excess and the heaping up of plenty37? such as in 14
Mahiario.

Carnivalesque language includes images of regeneration, fertility and
renewal. This is seen in the milk motif discussed in 5.1 above and in the
presentation of Krsna as a child, the greatest symbol of these features. Krsna is the
archetypal male child, who in Dayaram's verse has no male companions and seems
to be the only child of his age in Vraja.3® The Gopis do not seem to have any

children so Krsna is the sole focus of their maternal and sexual love.

37Sce Hawley 1992 for an interpretation of the function of lists in devotional poctry.
38The only exception is in his childhood butter stealing. Scc 63.8.
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Dayardm's poetic imagery does not differ widely from that of the Braj
Krsnaite poets, nor is it very extensive, poetic imagery being unsuited to the
naturalistic dialogue. In addition to a few mentions of traditional images of beauty,
such as the lotus (7.6), and the moon (24.7), the main images are of carnival and of
fertility. The most frequently recurring images are of milk (already described in 5.1
above), colour (black as the colour of Krsna, e.g. 9 Mujane adaso mal; colours of
Holi in 107 Gulale mari amkha bhari!; and red specifically associated with sexuality
in 15 Kahanagopi), and the ocean of joy (which usually boils up in passion, for
example in 25.11). The sado-masochistic language of love associated with images
of penetration, cutting and entering into the bodies of the Gopis is found
throughout. The weapons of love are the eyes (banasarikhi 8.2; nenakatari 10.8;
nenatand...bhala 12.1; aniyali amkha kalajakora 24.1) and the flute. Krsna is a
hunter who lays traps (12.1), oppresses the Gopls with his power (julami jora 24.3)
and whose absence burns them with the fire of viraha (1.3).

Although Dayaram's poetry does not refer to the Annalkdta festival, nor
does it contain any thalas (poems describing food offered to Krsna3?), the poems
abound in oral imagery with constant reference to food, drink and swallowing. The
carnivalesque links food with the body and procreation and uses it to show the
unfinished nature of the body. In Dayaram as elsewhere, sadness and food are
incompatible, and food is abandoned in viraha and in unfulfilled desire (8.3)

The imagery of food is central. In addition to references to milk (see above)
there are mentions of honey (58.14), pan (15.3) and sugar (39.4). Gruel is
mentioned as an image of inferior love, contrasted with milk which symbolises true
love (13.2). Love is drunk (13 Pao premarasa), often as lip-nectar (9.1), and can be
exchanged as a commodity for yoghurt (15 Kahanagopi). Poison, sent from the

eyes, 1s drunk, being preferable to the Gopi than separation from Krsna (3.5).

395ee Maltison 1986a:43.
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In 2.3 above, it was seen that Dayaram's lyrics were most highly praised for
their quality of sweetness. This oral image is found throughout the lyrics
themselves. Sweetness pervades the Gopis (51.3) and Krsna. His words are
always sweet:

Rasiyd, riipdla cho re Natavara Namdakisora!

sadgunasagara cho re mithadabola cittana cora.

Rasiya, you are beautiful, Natavara Namdaki$ora!

You are the ocean of good qualities, sweet-talking, the thief of my
mind. (3.3)

Sweetness is associated with Krsna and his love (see in particular, 146
Premasamtosa, 147 Jao, jao jithal, 148 Tamaro! and 149 Ghumghatadamamthi):
Vhala! vhalasarikhum nathi kami mithum,
amrta pana evum nava dithum,
heta svarathanum te to ajithum!
Beloved! there is nothing as sweet as the beloved,

I have not seen even nectar like it,
Selfish love is left-over food. (146.1)

Once this sweetness of saguna Krsna has been tasted, other approaches to God are
tasteless like gruel (13.1), or likened to salt (58.14) when one wants sugar. The
imagery of sugar is used in likening flirting in public to eating sugar in the market-
square:

gola potane khiine khire, karie ditho aditho ji;

-pragata kari bajare betham $um lige che ati mitho?

Eat jaggery in your own corner, act seen and unseen;

Doing it openly, sitting in the market-place, does it seem sweeter?
(39.4)

Sweetness is also associated with the flute (55.2), whose close connection
to Krsna's mouth is often deplored by the Gopis (26 Maniti vamsaladine, 27
Vamsaladino vamka), but this sweetness is a disguise for the poison of viraha
(55.3):

sudhathaki re svida emam che ghano,

mune sakara karatam lage che ghani gali, ho ji re!

It is far more delicious than nectar,

I think its sweetness is greater than sugar,

catako lagyo re jherl damkhathi na tare,

Jheri jhajhi che te karatdm vali, ho ji re!

Once it has stung, the venom doesn't leave the sting,
It 1s much stronger than poison. (55.2-3)
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This is the paradox of the flute whose sound marks the absence of the sight

of Krsna, leading to viraha, but it also marks his unseen presence.40

The grotesque body is one of the strongest images of carnival. It is a
collective body, with emphasis given to its sensual, material and profane images. It
emphasises its corporeality through eating and sex, whose status as the primary
pleasurable functions of the body is seen in their rejection by ascetics. In
Dayaram's lyrics, Krsna is a loving and beautiful child, the child being the greatest
symbol of renewed life and also one which revels in its own physicality, delights in
the body, has little control over the body and needs nurture, having an unlimited
appetite. The need for Krsna's bodily presence seen throughout the Krsna cult is
emphasised in these lyrics whose central theme is the love of Krsna and the Gopis.
This is a characteristic form of saguna imagery.

There is a strong sense of the collective body throughout the lyrics. The
Gopis seem to be one body in poems such as the description of the rasa (11
Rasamamdalane darsane), and Radha and Krsna are one as the yugalariipa (143
Vrmdavanamam), and she is always with him in the form of his clothing and
jewellery (51 Sacum manaje). This unity is emphasised in nakh$ikh descriptions,
where Dayaram presents archetypes of male and female bodies, with hyperbolic
perfection of a type not given to individual bodies (10 Radhianam vakhana, 62
Harini balalila; also 1.13, 19.70), whether of Radha (129 Srinithajif), Krsna as
Mohini (130 Mohinisvariipano garabo) or Krsna himself (19 Mohanamam mohini).
All of these bodies are of extreme beauty with little imagery of ugliness, even in the
Gopis' mentions of Kubja. The only reference to ugliness is 11.16, where a Gopi
says her friend is ugly, but this is only a ruse to dissuade Krsna from dancing with

her.

408ee 6.4 below on the chronotopic motif of the flute.
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The carnivalesque is concerned with boundaries of the b.ody and their
transgression, in particular with its apertures, notably the mouth, nose, anus etc. In
these lyrics, the only two apertures which feature extensively are the mouth and the
eyes, whose main function is to win the beloved through words, through playing or
hearing the flute, through seeing the beloved or being seen by the beloved. Bakhtin
argues that the eyes are non-carnivalesque since they are features of the
individualised body. However, it seems that in the contexts outlined below the eyes
do have a carnivalesque function (see below). Images of food and their function

were discussed above and so here the focus is on sex, love and courtship.

In Dayaram's lyrics, the mouth is a central image though not only for eating
but also for the purposes of lovemaking such as talking, kissing, smiling and Krsna
playing his flute.#! Here it must reiterated that language is seen as being unreliable
in love, especially when used by Krsna, and 'body language', which must be
verified by sight is seen as more reliable.

Krsna's smile, usually accompanied by darts from his eyes (43.6), is gentle
yet dangerous to the Gopis:

-ta'n' hasani mamdana phamdamam gheri, marya nenetana tem bhala re.

Your smile overcame us in a gentle trap, you fired the darts of your

eyes (12.1)

sakhi! enum hasavum che mamda julami jora re.
O friend! his gentle smiling has oppressive power. (24.3)

His mouth is red (11.7) from eating betel which he rubs onto the Gopis'
clothes (15.3), the established link of red and fertility here being associated with
bodily secretions. Krsna offers the Gopis pan then invites them to make his face
red, that is to kiss him:

 le tum khd bidi pyari! panani,

sate mare mukhade ramga lagada jo.

Take this roll of pan and eat it, my lovely,
In exchange, colour my face with it. (15.4)

41Talking was discussed above in the context of camivalesque language while food and onality were
discussed in the context of images of food in this section,
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Further images of kissing, often called the 'drinking of lip-nectar' (43.4), are
found throughout the lyrics. For example:

sukha tydre thase re jyare @ira lapafavl lapataisa;

Jivyum saphaja thase re jyare hum adharamrta pi paisa.

Happiness will arise, when I embrace you as you have embraced me to

your breast,

My life will be fulfilled when I drink your lip-nectar and am given it to
drink. (30.7)

The images of food in Dayaram's lyrics (mentioned above) are, of course,
associated with the carnivalesque mouth. Food features as a way of allowing rasa,
mostly that of love, or milk as a symbol of love, to enter the body through the
mouth.

ene haidanam to hira lidham,

Kanude to kamana kidham

gheraghera dadhimakhana pidham.

He took the love of our hearts,

Kanuda worked his enchantment,
He drank yoghurt and butter in every house. (6.3)

The drinking of these milk products is taken as a bond between Krsna and
the Gopi (14 Mahiario and 15 Kahanagopi), and when Krsna drinks it, he sells
himself to the Gopis:

mahi pitamam Mohana! thiso mahyar3,

kari$a game tema rakhisa mare mahela jo.

In drinking this yoghurt, Mohana, you will become mine,
I shall do what I want and keep you in my house.(15.7)

In 13 Pao premarasa, the drinking of the rasa of love is seen as the only
valid way of approaching Krsna, other ways such as knowledge being seen as
inadequate. Eating is enjoyed at moments of happiness (6.3, 6.6), but when

suffering from the pain of viraha, the Gopis do not eat (8.3).

It was mentioned above that Bakhtin has argued that the eye is a non-
carnivalesque part of the body, seen as representing the individual rather than the
collective. However, since the Gopis, as worshippers of Krgna, may be seen as a
collective body, the epitome of woman, and since Krsna is Purusottama, the
ultimate male, it could be argued that the eye here is not a marker of individuality,

but a collective eye. The pleasure of sight is universal, and the importance of the
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glance in specifically Indian contexts, particularly in religious situétions, such as
darsana, has been discussed elsewhere.42 In Dayaram's lyrics, where it is one of
the most frequently mentioned parts of the body, the eye is the most privileged
organ. Seeing Krsna is essential (64.6); the eye sees Krsna and leads to love;
words fail where the eye succeeds (41 Koni samge?); words may be false (87.3),
but the eye is true (unless Krsna is in disguise). The validity of sight and of bodily
experience over other forms of knowledge and learning is shown in 89 Jhaghado
locana manano, where the issue is the relative importance of sight and emotion in
falling in love with Krsna.

Krsna's eyes are the archetypal eyes of the lover. They are enchanting (68
Amkhanam kamana) and mischievous (6.4), and make secret invitations to the
Gopis (94.4):

premakatakse kari sahu kamani samum SriKrsne joyum re;

lotapota thai gai sahu lalana, pritamamam mana proyum.

Krsna looked at all of them and with eye movements of love he made

them all enchanted,
All the women became confused, he pierced their minds in affection,

sdmasdmi locana malatim kari samasya chani re;

sarave kahyum, 'avajo mare mamdira,' Mohane Iidhum te mani.,

Meeting their eyes head on, having made secret suggestions;

Everyone said, 'Come to my house.' and Mohana agreed. (63.23-24)
There is pleasure in being looked at by Krsna, since this leads to love:

hum $um janum je Vhale mujamam $um dithum?

varevare samum bhale, mukha lage mithum!

I do not know what Vhala sees in me.

He constantly looks at me, my face seems sweet! (21.R)
However, Krsna's eyes are dangerous weapons, whether because they are pointed
(24.R), or because they send forth arrows (locananam bana, 34.2), daggers
(kataksakatari, 1.14; nenakatari, 10.8), or darts (nenatana...bhala, 12.1) which pierce
the hearts of the Gopis. Sometimes these looks are accompanied with words and
smiles:

amkha aniali tari ura salake, kalajadum kordyum vacanane bhalake,
sukhada ati madhura tanun mukha malake.

210k 1981.
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Your pointed eyes pierce my chest, my heart is pierced with darts of

words

Your exceedingly sweet, pleasure-giving face smiles, (74.4)

The sight of Krsna makes the Gopis mad:

pritaladi to karatim paheli, Prabhu dekhine thai chun gheli

Before even making love, (just) having seen Prabhu, I have become

mad. (7.2)
Yet it removes sorrow and pain:

tarum mukha dekhi sukha thidya che, duhkhadam sau diira palaya che.

I became happy when I saw your face, all my sorrows remain far

away. (84.3)
It 1s the addictive nature of this vision (24.7) which makes them long to see him
again and again as in 119 Darsana doni re!l. Seeing Krsna leads to a loss of self-
control as is clear in 130 where even Mahadeyv is overwhelmed by Krsna's disguise
as Mohini. In 12 Samum jo!, the Gopi requests Krsna to look at her, to witness the
affliction the sight of him has caused her:

mari amkhana bhavya, manand manya, mard kalajadini kora re! hum

pidani mari pokarum Dayaprabhu, bijum $um mirum jora re?

He delighted my eyes, he pleased my mind, the darling of my heart!

I proclaim my harassment, Daya's Lord, what other power do I have?
(12.5)

Radha's eyes are beautiful:
Radhe! riipali rasili tari amkhadi jo;
Jodi Krsnasamana chabi phamkadr jo.
Radha! your eyes are beautiful and full of rasa;
Joined with Krsna, your beauty is lovely.
upamde adhika nahi tumthi mygalocani jo,
vind amjana manaramjana bhavamocani jo.

There is nothing excessive in comparing deer's eyes to yours,
Without kajal they are delighting and give mukti to the world. (49.R,

D
The Gopis' glances are dangerous to Krsna, and strike his heart like arrows:

ghayala cho ji, nenabana keinam vagyam?
You are wounded, what arrows of eyes struck you? (41.R)

The sight of the Gopis in the rasa dances give pleasure to all who see them, as does
the description of the dance, as in 11 Rasamamdalane darsane. However, the main
function of the Gopis' eyes is seeing Krsna, as discussed above.

The eye can convey other emotions such as risa, the anger of the Gopi with

Krsna:
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risani bharell tarf amkhadi dekhine prana muja dadi jaya jhole.
Having seen your eyes, full of anger, my life-breath dangles on a
thread. (86.4)

Mention has been made already of Krsna's deceiving the gaze of others
through his disguises, but Krsna also blinds the Gopi by throwing red powder in
her eyes (107 Gulale mari amkha bhari!, 123 Holine tane). When she has lost her
power of sight, Krsna kisses her in public. She fears the gaze of others who will
blame her, while he disregards the gaze of others. He has the most powerful gaze
of all.

A poem which illustrates many aspects of the eye and of gaze is 68
Amkhamam kidmana 'Enchantment in his eyes'. Here the Gopi describes Krsna's
gyes as containing enchantment, she is pierced by his glances, yet she derives great
pleasure from looking at him and from being looked at. Once again, words are seen
to be treacherous. They support the eyes as tools of attraction, but they fail to
express emotion or to describe the visual pleasure:

kamana dise che Alabela! tari amkhamam re!

bholum bhakha ma re! kamana dise che Alabela!

Alabeld, enchantment is seen in your eyes!

Do not speak ingenuously! Enchantment is seen, Alabel3!

mamda hasine cittadum corywn, kutila katakse kalaja koryum;
adapadiyali amkhe jhinum jhamkha ma re, bholum bhakha.

Smiling gently you stole my mind, your crooked sidelong glances
have pierced my heart;

Peeking minutely with your half-closed eyes, - do not speak
ingenuously, .

nakhasikhartipa ghanum radhiyajum, latakum saghalum kamanagarum;
chanam khamjana rakhe pamkaja pamkhamam re, bholum bhakha.
Your top to toe beauty is very lovely, all your flirting is enchanting;
Keep your dimples hidden, a lotus in the mud, speak simply.

vhalabhari rasavarani vani, taruninum mana le che tani;

bhriikutimam matakavi bhiiraki namkha ma re, bholum bhakh.

Your voice, full of love sprinkles ras, it carries off the minds of
women;

Winking in the bending of your eyebrows, you make charms. Do not
speak ingenuously,

Dayapritama nirakhye je thaye te mem mukhade nava kahevaye;

a vinatf aturatd avadum samkha ma re, bholum bhakh.

When Dayid's beloved looks at me I could not say with my mouth what
happens

This is my request: forgive such cagerness. Do not speak ingenuously.
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Since these lyrics are songs set to music, praised for their gweetness, the
singing of which inspires love for Krsna, and since Krsna himself is known as a
flute-player, it is surprising that references to sound do not feature largely in the
lyrics themselves. The most frequently mentioned sound is that of the flute, whose
connection with Krsna's mouth was mentioned above, but which is also a way of

arousing bhava in the devotees:

venugite bhava prakasyo, Srivallabhani vani,

Srigurumukhathi $ravana karine amtaramambhe ani.

Emotion appeared in the sound of the flute, the voice of Srivallabha,
Having listened to it from the mouth of Sriguru, it was brought to the
heart. (11.23)

The sound of the flute summons the Gopis to dance (11 Risamamdalane dar§ane)
and to lovemaking (14 Mahiaro, 29 Vena ma vaso mare amgane!). 8 Vamsaladine
$abde describes the effect the flute has on a Gopi. It makes her mad and arouses
jealousy as its sound pervades the whole of Vraja. She neglects her milking and
her food, but her pain is relieved by the sight of Krsna. Again, the eye is privileged
over the other senses.

Music is mentioned in the context of swinging in the garden (5.14), the
round dance (11 Rasamamdalane darsane and 25 Garabe ramavane), along with the
noise of ornaments. In a description of Krsna's regal beauty, he sings to enchant
the Gopl:

kanakachadi sumdara kara laine, gajagati calo halavd rahine,

cittadum cori mithummithum gévata re.

Holding a beautiful gold stick, you move swaying with an elephant's

%gil:lt;;ing softly, you have stolen my mind. (70.3)

The only other instances of hearing which are mentioned are waiting for the

sound of Krsna's footsteps (1.7), and of course, hearing the talk of others (see

section on language).

The other senses of the body barely feature. Touch is mentioned in
embracing, catching limbs or to insist that Krsna should stay away (9 Mujane adaso

mal, 14 Mahiario, 15 Kahanagopi). Smell is barely mentioned apart from two
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references to musk (18.2 and 127.13-14), but the former occﬁrrence is in
connection with its black colour rather than its smell. The nose is mentioned only in
connection with pearl ornaments (11.16 etc.)

There are no direct references to the genitals, apart from the symbolic
connections of the flute or the pots of yoghurt, mentioned above, but sexual
relations are mentioned usually obliquely or through innuendo, but sometimes
explicitly, mostly in references to the bower (nikumja) such as in 25.10. Other
parts of the body of less interest than those specified above are mentioned only in
nakhsikh descriptions as parts of the whole body. Passing references are made to
the feet in the context of total submission (the Gopi to Krsna, 5.4), (Krsna to the
Gopi 21.4); and when Krsna insults the Gopi:

tujasarakhi govalani re lola, te to mard pagani pejara.
A milkmaid like you is the slipper on my foot. (4.2)

or contributing to the total beauty of the person with their lotus-like form (11.12).
Hands and arms are mentioned once in the lifting of Mount Govardhan (6.7),
otherwise mostly in the context of Krsna's harassing the Gopis on the road (14. 15)
or taking the hand of the Gopi in reconciliation, to drag one up to uddhara
(‘liberation")

garajasavadi na thale mard Vhala!

$arandgatakara grahiye mara Vhala!

My Beloved, do not be selfish,

Take the hand of the one who has come for refuge. Do not be selfish!
(156.R) .

As we would expect in the Pustimarga, there is little mention of tapas or
other forms of asceticism. The only time fapas is mentioned it is performed by the
~ flute as a stick of bamboo in the jungle, which mocks the whole idea of the ascetic
performing tapas in the wild (28 Vamsaladino uttara). The only serious way in
which the body 1s seen to suffer is in love, mostly through viraha but also while’

under attack from Krsna. Pain and love are closely associated in both the presence
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and the absence of Krsna (see 16 Premani pida). In fact it is said that there is no
real love without pain

pldani bhareli prita to ye kare pamdita, duhkha pame to ya chiya na
ghati.

The pandits say it is love only if it is full of pain, only if there is
sorrow then is the love is not deficient, (17.3)

The supreme pain of love (1.16) comes, as it were, to replace fapas as a way of
suffering to obtain God.

This pain of love is extended to images of violence, pain and death. Violent
love-making leaves visible marks (41 Koni samge?) and love itself causes
metaphorical wounds:

alabeli amkhani anie prina proya, kidhi ghayala ghadi!
The points of his lovely eyes have pierced my soul, they have made
dense wounds! (155.2)

often through jealousy:

dajhya upara liina didhurm e Damodare;

peli $okladt stinine kalaje dahiye re.

Damodara applied salt to our wounds,

Having heard about our co-wife, we burn in our hearts. (16.5)

It is torture:

akhi ratani jagari rakhi! manun tanamana $idane samtipyum re?
dajhaya upara liina devane mune a dar§ana §ida apyum re?

All night you kept me sleepless! Why do you torture my body and
mind?

Why did you give me this dar§ana to allow salt on the burn? (147.1)

and it may kill (12.2, 16.7, 16), but it is worse than death itself:

Satruthi samtapa ghano snehathi male pana te ja mamhim sau mare
mati.

Torments from enemies are much better than love, in that everyone
recovers or dies. (17.4)

The Gopis view Krsna as a hunter (59.6). Radha's mother also complains:

phamdamam namkhine ene phamsi re didhi,

paradhini pere dhiravine jiva lidho re!

Having engaged in an affair, he gave her a noose,

She trusted him, then he took her life as if he were a hunter. (157.1)

There is a recurring image of his outer sweetness and his deceptive nature:
hum $um jdnum je modhe mitha, haiye jitha? jane je hoya manameladr.
Chabila!

What can I know (about you) who are sweet by mouth, false in your
heart? Only the cunning can know. Chabila! (72.2)
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There is much imagery of illness, usually afflicted by the fever of love
which only Krsna can cure:

ene tapani sadhana kidhi che, Krsne kipasadhya kari didhi che,

mate Dayapritame kara lidhi che .

He made a remedy for this fever, Krsna performed an act of mercy,
For Daya's beloved took her hand. (8.4)

This image of the doctor is a common image of camnival, the healer, the person who
participates in the struggle between life and death:43
vaida Vhalaji! mara rogano tum che, kone dekhiddum nadi?

Vhalaji! You are the doctor of my illness, to whom shall I show my
pulse? (155.4)

Death is mentioned directly with references to Puitand (11.13) and to Kamsa.
The war of love is a recurring theme through the lyrics, and there are occasional
references to poison. Krsna's leaving Vrindavan and the outpourings of viraha
clearly have some parallels with death and with mourning, but these are not overt.
Even in these poems, there is no clear mention of fear, as the world is torn apart, but
a concentration on physical and psychological feelings of separation. Scatology and
other features of the lower stratum#4 are barely mentioned. There are a number of
reasons for the omission of these ideal themes for regeneration and renewal, of
which the most plausible is the wish to avoid linking the divine body too closely

with the earth,

The Gopis' minds are deranged by Krsna, sometimes madness, sometimes
infatuation for him (12.R) and sometimes sleeplessness (12.3). The imagery of
madness appears throughout these lyrics. Again, Krsna can act as the doctor who
can cure this madness, as is seen in lyric 145 Rasiye vajadi ramgavasali!

Rasiye vajadi ramgavdmsali! pamsali mari proi!

vikala kari mune Vhialame vamki drste re joi! Rasiye.

Rasiya played his lovely flute! He pierced my heart!
Vhilama made me confused, he looked with a sidelong glance!

43Bakhtin 1968:179-80.
44Bakhtin 1968:Chapter 6.
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sakhi Panaghata upara hum padi, mari kaya re kampe!

bheda na samajhe ko bhamini! ler lei hrdiyasum campe!

Friend, I met him on the water ghat, my body trembles!

Lovely woman, he doesn't understand any division, he takes hold of
me and presses me to his heart!

koi kahe, 'akhetara to adyum!' koi kahe, 'kile re karadi!'

eka sakhi samajhi gai - 'Lalalhere re maradi!'

Some say, 'Witcheraft touched her!', others say, Yesterday she was
bitten!'

One friend understood, ‘Waves of pleasure of Lala overpowered her!'
tene kahyum, ‘sarako sahu! eka mamtra hum pase,

sambhaldvum end $ravanamam, vikha ttari jase,’

She said, 'Go away, all of you! I have a mantra,

I'll whisper it in your ear, the poison will go,’

tene kahyum mard kanamam, 'hum chum Sydmant samgi,

nisce hum tene melavum,” - stini Gthi umamgi.

She said in my ear,'T am the friend of Syama,

I'll certainly arrange for you to meet him.! Hearing this, he was
delighted.

sarve vakhani te triya, 'vikhadum tem valyum!'

Dayénd Pritama tene melavya! marum vrehaduhkha talyum!

These three words are everything, "You neutralised poison!'

She was made to meet Daya's Beloved, my sorrow at separation was
removed!

This madness is not viewed in an altogether negative way, because Krsna himself
steals the Gopis' minds, while they obtain true sight and knowledge through loving
him, without needing reason or knowledge. This is seen clearly in their debates
with Uddhava.

.The unity of mind and body (12.5) is demonstrated in the physical
manifestations of emotional states, notably in viraha, Emotions are seen to have
clear locations within the body. In 1 Ubha raho to kahum, the Gopi describes how
her emotions are sited and manifested throughout her entire body.

Lastly, mentions of dress feature in many lyrics. These may be in nakh$ikh
descriptions, but may also be about masquerade in the exchange of costumes
between Krsna and Radha (102 Mara rajal), Krsna's female form as Mohini (130
Mohinisvaripano garabo), and Radha's manifestation in Krsna's dress and
ornaments (51 Sacum manaje). Clothing and ornaments are used to add to the
pleasure of seeing (70 Riida diso cho Rajesvaral), to allow exchange and

renegotiated roles, and often to introduce humour, such as the lyric where the Gopi
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is clearly returning from love-making with Krsna, but pretends she has not seen

him (127 Sacum bolo ji!).

Hierarchies are inverted as the official is mocked and defeated by Krsna and
the Gopis. King Kamsa is mocked by Krsna in the danlild (14.15) and is later
uncrowned and thrashed, like any carnival king. The Gopi as daughter-in-law gets
the better of her in-laws (22 S@sujini $ikha and 23 Vahiljino javaba), managing to
meet Krsna despite strenuous efforts to prevent her from doing so. The child Krsna
defeats the Gopis whether in the danlila or the makhancorilila. Uddhava, the
representative of non-carnivalesque religion (jianamarga), is defeated in debate by
the rustic Gopis who preach bhakti. The god who appears as a child, steals butter,
clothes and hearts (in the refrain to 21: Krsna is called 'marum citta coranavald’) is a
true image of inversion. Inversion is a common theme of Dayardm's poems as
Krsna steals, plays the flute, defeats the older Gopis in verbal battles, gets the better
of his mother and her friends, dresses as a woman and does as he pleases and

laughs aloud to make others laugh at him.

in the camivalesque, the important features of the earth are its cavities and
heights.4> These feature little in Dayaram's poetry. The only entrances to the
netherworld are that of Govardhan, which is known to be the mouth of Krsna (see
5.1 above), and through the river, rather than a cavity, which the Kaliya legend

shows to be an entrance to the netherworld. (See also 7.1 above.)

The spirit of the carnivalesque is not necessary for creating the bhava
appropriate to appreciating Dayaram's poetry, for this may be achieved in many
other ways, as in Braj Krsnaite poetry. However, the carnivalesque presentation of

the Krsnalila by Dayédrdm allows one a new mode of relationship between the

45Rakhtin 1968:399.
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human and the divine. The essence of the carnival is that one must participate, one
cannot be a spectator. In Dayaram's poetry, this is achieved through the features
outlined in this section and also through the presentation of the poetry as dialogue,
or as strophic poems with refrains giving a great immediacy and a clear opportunity
for identification with the characters. It is important to remember that garabis are
not to be read in private, but are to be performed, that music and dance are essential
to them, and that their performance is by the people, not by professional performers.
This clearly gives an intrinsic frame to the carnivalesque elements of the poetry.

A characteristic of Krsna worship, already seen above in this chapter, is the
transgression of boundaries, especially those of gender, with the adoption of a
female role being necessary to approaching god. These may be symbolic in the
exchange of clothes and the donning of disguise, or material in food and sex. The
carnivalesque allows one to adopt masks and so men can adopt the mask of women
and participate with no gender distinction. Krsna himself has a specifically female
form, Mohini (130 Mohinisvarapano garabo), as well as adopting a female disguise
elsewhere (53 Pyarine manava), which is removed by the revelation of love to the
Gopis. Krsna transgresses the divide of the generations in that the older women
want to mother him, the younger women want to have sex with him. Krsna refuses
to accept anyone as the archetypal mother or as the archetypal lover, but he can love
all in his role as the archetypal child, with his love which transgresses the divide of
maternal and erotic love, as exemplified in the milk motif and in the makhancorf and
danlilas.

Women have a primary role in this sect in the social context also. This is
one of the non-carnivalesque features of the sect, and of the Krsna cult in general
and of Dayaram's poems in particular. Carnival has at least an ambivalent attitude to
women,*6 if not a clearly degrading view.47 Although there is no obscenity, there is

a fair amount of innuendo and spicy dialogue in the poems, almost all of it of a

46Bakhtin 1968:239-44
4TBo0th 1986.
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sexual nature. In Dayaram's poems, the Gopis do indeed have posi-tive roles, but
Krsna transgresses their boundaries as women—they are entered, pierced, groped,
teased, and even attacked. Some justification for this may lie in that the Gopis
symbolise the soul which is entered by God whether the soul wants it or not and
also that in Vrindavan there is only one man, all other people are women with no
further gender distinction:

Jyam purusa eka Purusottama re, baki sarave Vrajanari.
Where the one man 18 Purusottama, the rest are all the women of
Vraja. (143.6)

Dayaram himself seems to take the role of a woman in his most frequent chapa,
where he calles Krsna Dayana Pritama, 'Daya's Beloved'.
Although Bakhtin is writing about carnival it is interesting to see how the

features he sees as essential can easily apply to the spirit of Dayaram.

Popular-festive forms look into the future. They present the victory of this
future, of the golden age, over the past. This is the victory of all the people's
malcrial abundance, freedom, equality, brotherhood. The victory of the fiture
is ensured by the people’s immortality. The birth of the new, of the greater
and the better, is as indispensable and as inevitable as the death of the old.
The one is transferred to the other, the better tumns the worse into ridicule and
kills it. In the whole of the world and of the people there is no room for fear.
For fear can only enter a part that has been separated from the whole, the
dying link torn from the link that is born. The whole of the people and of the
world is triumphantly gay and fearless. This whole speaks in all carnival
images; it reigns in the very atmosphere of this feast, making everyone

participate in this awarcness.*8

He quotes Goethe:

"[carnival’s] crown is love. Only through love can we draw near to it, It has
placed abysses between creatures, and all creatures long to merge in the

universal cmbrace.'4?
Bakhtin defines the main elements of carnival from finding in Goethe's

description of carnival:

the peculiar festive character without any piousness, complete liberation from
scriousness, the atmosphere of cquality, freedom, and familiarity, the
symbolic meaning of indecencics, the clownish crownings and uncrownings,
the merry wars and beatings, the mock disputes, the knifings related to

childbirth, the abuscs that are aflirmations.5?

48Rakhtin 1968:256.
49Bakhtin 1968:256.
S0Bakhtin 1968:254-5.
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Thus it is clear that the major attributes of the carnivalesque are present in
the lyrics of Dayaram. Of course, many aspects appear in Dayaram's lyrics in a
diluted form. It was noted above that the aesthetic of grotesque realism appears in a
somewhat refined form, but is undoubtedly present in the emphasis on the material
and collective body, and the body's transgression of its boundaries to link it with
other bodies or things. The challenge of traditional social roles, the combination of
the sacred and the profane and the centrality of laughter are undoubtedly core

features of Bakhtin's mode of the carnivalesque.

5.4 Carnivalesque and popular culture

In taking the popular festive form of carnival as a means of approaching
literature, Bakhtin not only analysed a literary genre but also opened up the study of
popular culture. While exercising a necessary caution in drawing parallels between
such disparate cultures as those of medieval Europe and early nineteenth-century
India, both times may be seen as the period in which medievalism gave way to a
more secular humanist society. Bakhtin outlines some of the dramatic linguistic and
ideological transformations which resulted from this situation.5! One of the most
important of these is undoubtedly the change in relations between popular and high
cultures, with forms from the popular being adopted by the new high culture.

Care must also be exercised in suggesting domains for 'high' and 'low".
High and low are not polar opposites, but traditions in dialogue with one another,>2
whose boundaries are often ritually transgressed in carnival. These permeable
boundaries are seen throughout the history of Krsnaism and of the bhakti
movements.

Moreover, it is not known what would have constituted the nature of 'high'

and Tow' culture in Dayaram's time and what was the interaction between them. It

S1Sce Bakhtin 1968: 465-73 on the emergence of vernacular literatures in Europe.
528ce Ginzburg 1980:xii.
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may be assumed that the high culture was Brahminical or Banién throughout
Gujarat with a courtly culture in the princely states. However, the major courts, that
is those of Ahmadabad and of Baroda, were seats not of Gujarati culture, but of
Persian and Marathi-Sanskrit culture respectively.

A further problem is that there is no study of popular culture in the time of
Dayaram. Historical work on this period in Gujarat is mostly the old-fashioned
type of political-economic gazetteer-type history33 rather than modern social history
which would look at the Braudelian 'longue durée', and at the history of 'the people'.
Although some social history of the time is available,?* there is no information of
the popular history of this period which does not assume a timeless continuation of
the life of the people.

There are great problems in recovering a study of popular culture. One of
the most basic is that the people cannot speak for themselves—being illiterate they do
not have their own documents. Two main approaches can be followed. One is that
of the Annales historians who recover the life of the people from official
documents. The other is that of Bakhtin which is to use a 'high' text, such as that of
Rabelais. Bakhtin justifies his study of carnival by asserting that through looking at
Rabelais alone, he has been able:

to show the oneness and meaning of folk humor, its general ideological,
philosophical and acsthetic essence. The problem can be solved best of all
with the help of concrete material in which folk tradition is collected,
concentrated, and artistically rendered at its highest level...In his [Rabelais's]
creative world the inner onencss of all the heterogenous clements cmerges
with extraordinary clarity.'S3

Ginzburg applauds this approach of Bakhtin's in his

..lively and fundamental book on the relations between Rabelais and the
popular culture of his day. Here it is suggested that Gargantua or Pantagruel,
books that perhaps no peasant ever read, teach us more about peasant culture
than the Almanach des bergers, which must have circulated widely in the

French countryside.5%

53 As in the gazettcers themselves, Elphinstone, Forbes, Commissariat, Kamerkar. Majumdar's work
is not a scholarly history.

Sdwilliams 1984 describes social conditions at the time of Svaminarayarn.
S3Bakhtin 1968:58.
56Ginzburg 1980:xvi.
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However, he suggests that this approach be used with great caution:

But the principal failing in Bakhtin's finc book is probably something else.
The protagonists ol popular culturc whom he has tried to describe, the
pcasants and the artisans, speak to us almost exclusively through the works of
Rabelais. The very wealth of research possibilities indicated by Bakhtin
makes us wish for a direct study of lower-class society free of intermediaries.
But for reasons already mentioned, it is extremely difficult in this arca of

scholarship to find a dircct rather than an indirect method of approach. 57

Dayaram himself was an educated and well-travelled Brahmin and a
confirmed member of the elite Pustimarga sect. In Dayaram's lifetime, Dabhoi was
a frontier town secured against mountain bandits and a resting place for pilgrims on
their way to Chandod on the Narmada. It was ruled by the Maratha Gaekwad from
the early eighteenth century, although the British became paramount in the area in
the later part of the century. James Forbes,?8 the Collector there from 1780-3,
described the town in his memoirs. Forbes still features in modern Gujarati
literature as a lover of Gujarati culture and his name must have been well-known in
Dayaram's time. However, the impact of the British on Dabhoi in Dayaram's time
has never been studied and there is no record of a meeting between Dayaram and
Forbes.

It is interesting then that Dayaram's hagiography>? has many carnivalesque
features, such as his use of laughter against the official, the spirit of joy and delight
in the body etc. This tension makes him out to be a liminal person, high caste yet
living with a low-caste woman; on intimate terms with leaders of the sect, yet
known as a rebel; neither rich nor poor. One cannot help but notice broad
similarities with Rabelais himself: a scholar-monk with a doctorate in medicine who
wrote ‘popular’ works.

Dayaram's poems are closely linked to Braj Krsnaite literature, in contents
and in form (at least with the padas). However, it is clear that his poems are also

closely connected to a specifically Gujarati form of literature, that of the garabi and

57Ginzburg 1980:xvii.

38To be distinguished from Alexander Kinloch Forbes, founder of the Gujarat Vernacular Society.
39Sce 2.1 above.
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garabo. There is no full history of these forms, but in 3.3 above their origins in a
folk genre were traced. More significant is Dayaram's use of the Gujarati language
in writing his lyrics. It is likely that the Gujarati language had low status in the sect
then as now, with Braj and Sanskrit being the official languages. Dayaram himself
sometimes used Braj for his other texts and his Gujarati texts even now have a

marginal position in the sect.

After Dayaram, Gujarati literature entered a new form of romantic, private
literature,®® and folk forms were excluded from the new high art. Poetry saw a
revival of Sanskritic metrical forms and the Gujarati vocabulary was heavily and
deliberately Sanskritised. In some public spheres the 'high' form of Brahminical
religion was dislodged by the 'high' form of a more secular humanism, with
rationalism and neo-classicism being emphasised. This new serious ‘high' world
was privatised and individualised, with life's basic functions (sex, eating, drinking
defecation etc.) transferred to private and psychological levels, while the folk world
became marginalised. Cultural changes in Gujarat in the nineteenth century led to a
further separation of high and low cultures, so there could never be another poet
like Dayaram who could blend the two successfully. The carnivalesque taken out
of its popular context becomes trivial. This may be why the term 'sweet' becomes
over-used by the Gujarati critical tradition in its appreciation of Dayaram (see 2.3

above), as it fails to find a new way of describing the virtues of his lyrics.

Although laughter is universal it is also determined by specific factors such
as history, and culture. Just as madness is always culturally specific, not only in the
definition of what it is, but also in the behaviour of the mad, so in carnival the rules
which are inverted are the rules of that culture and so care must be taken when

applying a western, historically specific model to another culture and another

603¢e 2.3 above.

171




Chapter 5: The camivalesque

history. There is no study of humour in Gujarati literature, but it seems that none of
Dayaram's predecessors used the carnivalesque mode; Akho used bitter satire and
Premanand tends towards parody and burlesque. Although Siegel 1987 makes an
excellent study of humour in Sanskrit literature, this is the highest' form of literature
in pre-colonial India and he makes very limited use of non-high forms in vernacular
literature.

This chapter has raised a number of issues which need to be examined in
order to illuminate further Daydram's lyrics, such as a study of high and low
culture, and of folk humour. Taking Bakhtin as a starting point this chapter has
attempted to put Dayaram's lyrics into a theoretical framework, to identify the
meeting point of literary traditions and to show that by continuing to exploit the
tension between high and low in the worship of Krsna, Dayédram has voiced the
ideology, the philosophy and the aesthetics of the cult of Krsna. Bakhtin's concept
of the carnivalesque allows the playfulness, laughter and sweetness (providers of
eroticism) in Dayaram's poetry to be revealed.®! These elements have been lost to
the critical tradition of Gujarat (except in the life of Dayaram which was allowed to
retain some of these features) and was not of interest to the Indologists.

The aims of future readings of Dayaram would be as follows if one were to
substitute 'Dayaram' for 'Rabelais":

However, while using Rabelais' work for the understanding of this culture,
we do not wish to transform him merely into a means for attaining a goal
outside the sphere of his writings. On the contrary, we are convinced that
only thanks to this method of research can we discover the true Rabelais, o
show, as it were, Rabelais within Rabelais. Up to now he had been mercly
modernized: he has been read through the ¢yes of the new age, and mostly
through the eyes of the nincteenth century which were the most shortsighted
in this respect. Only that pant of his work was read which was the least
tmportant for him and for his contemporaries and which, objectively
speaking, was the lcast essential. Rabelais's exceptional charm, which we all
feel, remains unexplained to date. To explain it, it is first of all necessary to
undcrslgf)nd his peculiar language, that is, the language of the culture of folk
humor.”=

61Giepcl 1987:171-7 studies the function of play in the Krsna cult.
62Bakhtin 1968:58.
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Accepting Entwistle's argument that there are many elements of the pastoral
in the Krsna cult, one may expect that out of the various chronotopes outlined by
Bakhtin, the chronotope of Dayaram's lyrics would be closest to the idyllic
chronotope.! Bakhtin distinguishes several sub-types of this chronotope, including
those of the love idyll and the family idyll, and within these types he outlines further
variations based on the predominance of realistic or of metaphorical treatment of
motifs, on the emphasis on pure narration, and so on. The three distinctive features
of this chronotope are unity of place, unity of human life with nature and certain
limited themes (love, birth, death, marriage, work, food and drink). These are
usually presented in a sublimated form, especially in the case of sexuality.

Dayirdm's lyrics? show the three essential characteristics of the idyllic
chronotope, although with some qualifications. There is unity of place in that all the
lyrics are located firmly in the sacred land of Braj, with little mention of the outside
world, except in the lyrics of the sufferings caused by viraha which arise after
Krsna's departure for Mathura. The Gopis and Gopas are closely tied to this land
through residence and labour, and this tie is reinforced by the frequent use of place
in epithets, such as Vrajanari, Vrajaraya etc. Human life is linked closely with
nature as is seen clearly in the images and themes, and this is seen at its strongest in
the masa and tithi lyrics. The themes of these lyrics are limited to life's essential
realities, with love, especially sexual love, as the dominant theme. Death is the only
one of Bakhtin's main categories which is found only marginally3unless one

interprets viraha as a sublimation of death.

1 Bakhtin 1981: 224-36.
2 As in the previous chapter, the discussion focuses on the garabo/garabi type.
3See the discussion of death above in 5.3,
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Traces of other types of idyll outlined by Bakhtin are also present, such as
the family idyll, seen in the baliila lyrics. When Krsna leaves for Mathura, he
shatters this self-contained idyllic world, but the audience knows that he will again
experience family life when he is reunited with his natural parents in Mathura, and
that he will later experience love, marriage and children as king of Dwarka. There
are also traces of the agricultural idyll. Although the labour itself is barely
mentioned, the products of this labour are of great importance here as elsewhere in
the Krsna cult, notably as milk and milk products and the offerings made at the

annakiita festival.

6.1 The 'generic' chronotope

Bakhtin argues that literary genres should be seen not as a hierarchy of
devices but formed from a cluster of features which include the chronotope,
heteroglossia, polyphony and carnival. Of these, the chronotope is the central
concept within the literary genre.*  Genre is a formal entity, a complex of themes,
forms and interpretive conventions, and also a sociohistorical entity, a way of
visualising the world.® It is a building block with its own meanings, potential and
memory. Bakhtin argues that genres do not wear out, but are made obsolete by new

ways of seeing the world.

The generic chronotope of Dayaram's lyric is quasi-idyllic, and is permeated
with the spirit of the carnival. In Dayaram's lyrics, the whole space is the land of
Braj which has religious significance and is irreplaceable as the location for the
action. The utopian aspects of the idyll require that it is remote in either place or
time, hence Dayaram enters the world of Braj rather than bring Krsna into his

world. Place is strictly delimited to the sacred world of Braj, outside of which none

4Tadorov 1984:43.
STodorov 1984:80-93.

174




Chapter 6: The chronotope

of this divine /il may occur. The domains of the private, semi—pri\)ate and public
are locations for specific forms of action: the cosmic is reduced to the human;
ultimate union takes place in the most private and enclosed spaces of all. Meetings
with God take place in the public spaces of the road and the ghats of the river and
are associated with motifs of food and drink, the milk products and water described
above in Chapter 5.

In Dayaram's lyrics, time is non-historical and biographical time is limited to
youth. There is no sense of evolution, but a focus on coexistence and interaction,
encounters and discussion. The characters do not develop, they are only revealed in
a truer form; and dialogue is aimed not at communicating but at revealing truths.
This is rather like the Vaisnava view of the world,® where nothing is created or
destroyed, but change occurs due to certain qualities being manifested (avirbhiita) or
concealed (tirobhiita). Indeed, chronotope in Dayaram replaces the plot. Krsna is
who he is for all time, he is not made by a plot nor defined by his role in the lyrics
in the way that a novelistic hero is. Instead, he is depicted as playing his eternal lila
in the sacred land of Braj.

An important issue to be considered in discussing the chronotopes of
Dayaram's lyrics is the Pustimargl distinction between two main divisions of
existence, the laukika (‘worldly), and the alaukika (‘'non-worldly'). This means that
devotees believe that the historical view of Braj, i.e. that Kysna's Iilds took place in
Braj in historical or mythological time, is laukika, whereas the alaukika view is that
the [ila is actually still taking place there, being eternal and outside of time. In
addition to this basic distinction, the Pustimargi philosophy argues that there are
three attitudes underlying any observation of the universe. These are seeing things
as adhibhautika (‘material’) - a laukika view, or as adhyatmika ('spiritual’) or

ddhidaivika (‘divine"), both of which are alaukika attitudes.”

6See 2.2 above.
7See Barz 1976:10-5 for detailed discussion of these terms.
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Hierarchy is removed by the idyllic chronotope through tﬁe spirit of the
carnival, and the audience is brought into the world of Krsna through laughter and
familiarity and the dramatic presentation of the dialogue. The human person is seen
as subservient to God, but human and divine exist in a relationship of mutual
dependency within the idyllic world, while only God may exist outside it. The
lyrics refer to everyday human activities (milking, going to market) and there are
few references to Krsna's miracles, but Krsna's activities allow no one to remain in
the mundane world. Not always invited, he intrudes on everyone's life and removes
choice. The irony is that Krsna himself remains beyond chronotopic analysis. But
since reading is a chronotopic activity, for us twentieth-century academics, he must

pass through 'the gates of the chronotope.’

6.2 Space and place

A striking feature of Dayaram's lyrics is the explicit locating of the dramatic
action. Nearly every lyric contains references to place and it is clear that these
spaces are associated with specific values, actions and people.

Braj is the sacred land of Krsna and it is within Braj that all the action takes
place. Entwistle 1987 explores exhaustively the geography and history of Braj and
its significance in the Krsna cult, in myth and as a place of pilgrimage. In
mythological and historical time, this area is important in the life of Krsna as the
place where he spent his childhood, between his birth in Mathura and his later
return to this town. [t was in Braj that he lived as the pastoral Krsna, Krsna-
Gopala, his most popular devotional form, hence it is the major location for the
dramatic action of the lyrics. In the alaukika view, Braj is the site of the eternal [if3,
and is a paradise superior to any other.

Dayaram describes Braj at some length in 131 Vrajamahima, 143
Vrmdavanamam, and 162 Vraja vahalum re! Although Braj is self-contained,

Mathura is heard about secondhand, mostly in the lyrics of viraha; also the road on
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which the danlila occurs seems to be the road from Braj to Mathura.® Within Braj
there seems to be little contrast between the settled areas (Gokul, Barasana) and the
wild areas (the forest, the river), the important division being that between private
and public spaces. Public space includes the forest of Vrindavan, the river and its
ghats, and the road. Private space may be in the settled area, mainly within the
Gopis' houses, which may in turn be subdivided into semi-private space (the
courtyard) and fully private space (the Gopis' inner rooms), or in the open areas,

notably the bowers of the forest.

The images and activities that occur in Braj create a rural and pastoral
atmosphere. The Gopis are gamara 'rustic' (2.1) and their recollection of their time
with Krsna suggests an idyllic and innocent happiness:

ame Samaliyani samge ramatam,

Vrajvanavanamam plimthala bhamatam,

amno bhelam besine bhojana jamatam.

We used to play with Samaliyo,

We wandered along behind him in every forest of Vraja,
We used to sit together and eat. (6.6)

The close association between the Gopis and the land is shown in their
epithets, Vrajanarietc. Krsna is also associated with the land through his epithets
(Vrajaraya etc.), but this is just the major disguise that he adopts throughout the
lyrics, for he belongs to the royal family of Mathura and is the future king of
Dwarka. There is no sense of his being an outsider, for any such acknowledgement
would disturb the idyllic atmosphere. Real outsiders from Mathura, such as Alatira
and Uddhava, are seen as disruptive to this world. This is typical of Bakhtin's
chronotope: 'In the idyll, as a rule, there were no heroes alien to the idyllic world."”
Even within Braj, Krsna to some extent maintains his royal status in that his
adoptive family is also royal. Yasoda is Vrajarani and Krsna continues to follow a

royal lifestyle in Braj, wandering at leisure and dressed in royal garments.!? This is

8 Hawlcy 1983b:281.
9Bakhtin 1981:231.
03ee Entwistle 1991:37-8.
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made explicit in 70 Riida diso cho rajesvara where Krsna is described as dressed in
gold and garlanded with roses, in keeping with his role within the Pustimarga
where he has royal status (see 2.2 above). After his return to Mathura, when he
removes his mask and is revealed as royal, the Gopis do not make any comment
about his change in status, but only indicate that they are inferior to the kind of
woman he may meet in Mathura:

Vhalajine kahejo rakhe dara rakhe, Gokula gamara gopani srsti,

ranijine ojhala padade amhe rakhi$a jema nahi lage drsta. mukhudum.

Tell Vhala lest he 1s afraid, that Gokula is the world of the rustic

?s(;giﬁ(eep the harem in purdah for the queen, so that no one's glance

shall fall on her. (2.1)

As this verse points out, this is the world of the cowherd. There is irony in
the fact that the dramatis personae of these lyrics are limited in such a way as to
make the cowherds insignificant. The major division between the characters in
these lyrics is between those who have voices and those who do not. The only
male character who has a voice in Braj is Krsna himself. Although Dayaram
includes himself in the last verse, he does this in the position of a woman, where he
calls Krsna 'Daya's beloved,' etc. Krsna never speaks to any male character,
although the Gopis address Uddhava and Akriira. These two men are conquered
verbally by the Gopis; the only other male character who appears other than in an
epithet (as do the fathers of Krsna and Radha) is Kamsa, who is conquered
physically by Krsna. The Gopis themselves have already been conquered by the
glances and words of Krsna. It appears that the female gender must be adopted as a
means of being approached by Krsna.

All the women in Braj are Gopis, only four of whom have any separate
identity. Yas$oda as his mother is an ideal of motherhood, Radha as his lover is an
ideal of beauty and Lalita as his go-between has a rather strange role in seeming to

be a magi (‘auntie’) figure, who loves Krsna in a maternal way (see 91

Premasamadhi and 92 Ladali 1avum), although there is no indication of her age in
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the lyrics. Piitand is mentioned once in passing (11.13), where she is called masi

mari Pitana 'my auntie Plitana', with no reference to her being a demoness.

Mathura appears only offstage, mostly in poems of viraha. The values
associated with it are nearly all negative, and the people associated with it (Kamsa,
Uddhava, Akriira, Kubja) are not allowed to speak. These negative attitudes do not
derive entirely from its urban nature (for the contrast between rural and urban is not
simply polarised into good and bad, as is seen in Krsna's epithet ndgara ‘urbane' and
the fact that he is really from Mathura), but because it lies outside the idyllic world.
This world is taken as being complete and self-sufficient. Departure from the land
means leaving the whole culture and, although Krsna is still alive, he is as if dead to

the Gopis and their idyllic world.

The settled areas of Braj, usually Gokul, Krsna's village, are mentioned only
when referring to the community.

ghell tharf chum sau gamamam,

citta comtatum nathi gharakamamanmn.

[ am viewed as mad in the whole village,

My thoughts don't stay on household chores. (1.5)

Barasana, Radha's village, is mentioned only in connection with her ‘marriage’ to
Krsna (10 Radhanam vakhana), when it is essential that the bride and groom come
from different villages. Govardhan hill is mentioned infrequently: it is mentioned in
praise of Vrindavan (143.2), otherwise (e.g. 11.6) only in the context of Krsna's
going there to play the flute. No connection is drawn with his heroic exploit of
lifting the mountain, although his epithets relating to this are found frequently (such
as Girivaradhari in 126 Kamanagari tarf vamsali! etc.). This area is the scene for the
overthrow of Indra's power, whereas Krsna establishes his authority over other
deities in Vrindavan, namely Devi (113 Katyayanivrata) anci Siva (130

Mohinisvaripano garabo).
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There is some dispute as to the precise extent of Vrindavan.l11 The classic
notions of the area are of the forest, river, and hill rather than the specific village
where Nanda's encampment moved after leaving Gokul. In Dayaram's lyrics, it
seems that the encampment was still in Gokul and that Vrindavan is used to refer to
the forest area.

In classical Indian literature the forest is seen as a place for austerities,
notably in the third of the four a§ramas (‘stages of life'), the vanaprastha asrama (lit.
'the forest-dwelling stage of life'). It is important in Vedic texts such as the
Aranyakas (lit.' forest books') as a place for living outside human habitation, usually
for practising religious austerities. In the Krspalila the main importance of the
forest is as the place for romantic encounters:

Jje dahdde malya'ta Vimdavanamam,

te dahadani talavell tanamam.

The day that we met in Vrmdavana,

The impatience of that day is in my body. (1.2)
and for dance (94.5) in particular the autumnal rasa (11 Rasamamdalane darsane, 61
Rasalild). Perhaps the mention of the forest brings to mind the idea of tapas which
is made irrelevant in the Krsna cult as a means of approaching God, being
surpassed by devotion arising from the play of Krsna.l?

The river Yamuna is of special importance in the Pustimarga as a goddess in
her own right and she is depicted on paintings as one of the tin ratna (‘three jewels")
of the sect, along with Vallabhacarya and Sri Nathji. As it runs through the forest,
the river is associated with love and romance;

 jone, bheni! Jamunajine ghite, Mohana mem ditha hata madharate,
mithi morall vagadi Dinanathe,

Just look, dear sister! On the banks of the Yamuna, [ saw Mohana at
midnight,

Dinanatha played the flute sweetly. (78.7)

So too is the Bamsibata, the tree on the bank where Krsna summons the Gopis to

the rasa at twilight (43 Bamsibatane coka, 99 Kahum eka vata, 108 Mitho

11gce Snell [1996).
123ce Siegel 1990:203.
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mohanavara). However, a visit to the ghat to collect water is associated with
encounter, confrontation and mischief:

panaghata upara paiava sahe che e te kyamno nya?

At the place for getting water he catches the skirts, what sort of

behaviour is that? {11.2)

as is the road!3 where Krsna makes the Gopis play the danlila (15 Kahanagopi, 65

Mahiyarine etc.).

Private space is subdivided into domestic and into external private space. In
the ballila, Yasoda's house is secure, an abode of joy, full of maternal love with the
father figure absent (61 Rasalila, 62 Harini balalila, 115 Paranum), while the other
Gopis' houses are locations for Krsna's butter stealing (62 Harini balalilad). When
Krsna is older, the other Gopis' houses are mentioned as scenes of conflict, whether
internal (1.8) or with their in-laws:

sdsariamam sasuji thapako dle, nanadi mari bolebole ghanum bile,

mare mara Prabhuji vina nava céle!

In my in-laws' place, my mother-in-law tells me off, my husband's

sister inflames me greatly with her talk,
Everything is wrong without my Prabhu! (78.5)

The inner private space of the Gopis' own rooms is the scene for nocturnal
lovemaking with Krsna (40 Avoni mare ghera manava, 57 Mahole padharo):

avoni mare ghera manava ho ji Raja! avo mare ghera manava.
Come to my house to enjoy yourself, O Raja!

premarasa pyalo te pivane pava, jobanatirine palapava.

To be given the cup of the rasa of love to drink, to mount the steed of

youth.

padati rate padhirajo Pritama! kof nathi bethum japava.

Come as night is falling, Pritama! No one will be there to know.

(40.R-2)

The other great scene for the romantic encounter is the bower (nikumyja),'4
an area into which the audience never enters, but which remains 'offstage'. It is

mentioned mainly in the closing verses as the area to which the divine couple go for

lovemaking:

135ce 6.4 below.
14See Snell [1996] for an examination of the bower motif in other Krsnaite sects.

181



Chapter 6: The chronotope

Lalitae lai melavyam nikumjamam re lola,
rasabharyam ramadyam ratiramga.

Lalita took them and joined them in a bower,
They enjoyed lovesports full of rasa. (25.10)

6.3 Time

The idyll usually shows a weakened sense of folkloric time. In Krsnaite
poetry, one may expect that time would be further weakened by the lack of any
historical dimension and by the brief duration of many of the Iyrics. However, an
analysis of Dayaram's lyrics shows the situation to be rather complicated. Aspects

of time include:

1 cosmic time
2 cyclical time
3 biographical time

Each of these may show

i points of time
i sequence

i duration

v speed

Krsna's /ild is eternal and constant. This is achieved in part through the texts
as a corpus. Within the corpus, there is little sequence of events, although cyclical
and cosmic time must remain within their bounds. The emphasis is on repeated
time, as throughout the corpus events happen again and again although there is no
reference to the repetition. The poems may be given in any order, because the
audience is expected to know the narrative events in advance of these presentations
of the events. This is rather like the performance of an episode from epic, which
may begin or end at any point in the narrative for the same reason, unlike a 'new'
story, where the audience has no prior knowledge. However, the repetition of

similar themes gives a sense of duration across the corpus.
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The traditional Indian view of time is cyclical, with a regular descent in four
ages from the satya yuga to the kali yuga. As the supreme deity, Krsna stands
outside time, but he appears in this specific avatira at the end of the third period
(dvapara yuga).

This cosmic time is barely described in these lyrics, but may be represented
in Dayaram's lyrics as 'human' time, in the cycles of the years and day and night.
Cyclicity is particularly marked in the lyrics of viraha which measure time in either
tithis of the lunar month (58 Tithio: agama premapamtha, 59 Tithio: madhupadiita)
or months in the lunar year (60 Masa: Radhaviraha, 114 Masa: piiro asal). Specific
dates of the lunar calendar are mentioned, such as Holi (9 Mujane adaso mal, 123
Holine tane) for carnivalesque merrymaking, $aradpiirnima for the rasa, and the day
of the Katyayani vrata for the vastraharanlild. Times of day feature, with the action
frequently occuring at the liminal time of twilight (108 Mitho mohanavara), the time
when Krsna summons the Gopis to dance and to make love. Lovemaking in the
Gopis' rooms always takes place at night, but this is usually only referred to rather
than described.

Biographical time features largely, although in an inbomplete and frozen
form. 'Time is suspended, the moment of the wedding is eternal and the bride and
groom are forever young.''> Biographical time is separated into four main areas, the
baby Krsna, the infant Krsna, the child-man Krsna and the pubescent Krsna whose
departure for Mathura is also an important spatial marker. Krsna is portrayed as a
child in the few ballila lyrics (62 Harini bajalila, 63 Gopioni phariyada, 115
Paranum), but is seen mostly on the threshold between childhood and puberty (e.g.
34 Joine calo). The ages of Krsna are associated with particular emotions. The
love of the child brings happiness in the form of vatsalya bhava; the love of Krsna
the child-man brings a range of emotions, from jealousy and anger to erotic love,

joy, longing and pain. His leaving this idyllic world for Mathura suggests a rite of

15Entwistle 1991:87.
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passage at the achievement of puberty, when the boy-man(-God) may no longer
move freely in this world of women.

Within a poem, time is depicted in a variety of ways. Apart from the
counting of the days or months during viraha, where time is extended, the moment
is brief. The dramatic presentation of the dialogue brings a strong sense of present
time, and there are many references to the past and to the future. The closing verse,
which is often narrative, rather than dramatic, brings the event into human rather
than eternal time, with the mention of the author's name. The tenses used are mostly

the simple present and the present indefinite with some use of the simple past.

6.4 Chronotopic motifs

In 4.3 above it was seen that although Bakhtin's study of the chronotope
focuses on the generic chronotope, he also introduces a different group of
chronotopes. For the sake of clarity these may here be called chronotopic motifs,
although a distinction between the types of chronotope is not made by Bakhtin
himself. Several chronotopic motifs are recurrent in Dayaram and this section will
focus on two, those of the road and Krsna's flute.

With the chronotopic motif of the road,!® spatial and temporal elements
congeal. Time and space mix together and move down the road. The road crosses
familiar territory, but the encounters on the road put everything in a different light.
In Dayaram's lyrics, this chronotopic motif usually involves chance encounters
between Krsna and a Gopi. Usually, she is carrying out her work when Krsna
appears to demand a bogus tax on her milk products (the danlild), as in 14
Mahiario. She then tells Krsna to get out of her way, but he then teases her (106

Dahapana rakho ji). When the Gopl meets Krsna on the road, and he invites her to

16See Bakhtin 1981:243-5.
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Vrindavan, the only way she can go is under the pretext of selling yoghurt (94
Namdakumvarasum neha).

The road is also used to symbolise Krsna's finding of the Gopi. For
example in 21 Maramam Sum dithum?, Krsna follows the Gopl wherever she goes
in public. She says:

Jjvamjyam jati jane tyamtyam e ado avi dhiimke;

baheni! dayano pritama mairi keda nava miike.

Wherever [ go he has turned up on my path;

O sister! The beloved of Daya does not get out of my way. (21.5)

Since the road is a public space, the Gopi may implore Krsna not to make trouble
on the road, while encouraging private meetings (82 Chamakalum nava kije).

Similar encounters are seen on the ghat when the Gopis go to collect water

(104 Gheli mune kidhi, 105 Panidam kema bharie?):

gheh' mune kidhi Srinamdajind Namda! gheli mune kidh.
riNamda's Namda has made me crazy, he has made me crazy.

sakhi re! hum to Jamanaji gai hati pani

tyam mem Namdakumvara ditho ne lobhani,

e pana marad amtarani vata gayo jani.

My friend, when I had gone to the Jamana for water,

I saw Namdakumvara and I desired him,

But he realised my inner feeling,

Vhalaji humpem vamki najaravade joyum,

saheli! marum tyare to adhika mana mohyum,

kalaja marum kutila katakse proyum,

When Vhiliji looked at me with a sideways glance,

My friend, my mind was excessively deluded,

He pierced my heart with his crooked sideways glances (104.R-2)
They usually involve persecution of the Gopis by Krsna although sometimes he
may help them by carrying their water pots, an inversion of roles as God performs
the role of the servant and as the man performs the woman's chore (21 Maramam
$um dithum?). The symbolism of milk is weakened, as is his claim to tax on milk-
products, but the strong association with liquid remains.

This chronotopic motif involves a high degree of the carnivalesque: riddles
and puns in the dialogue, the disregard for the rule of Kamsa, the removal of
barriers between men and women, and the association with milk and milk products.

The religious implications are clear: the chance encounter on the road is a symbol
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for the soul's encounter with the divine through the favour of God,!7 while the
carnivalesque elements reinforce the Krsna cult. Another image of the road as the
way to the divine is found in 164 Niscayana mahelamam, where the soul journeys
through a city looking for Krsna. In one of the mystical padas (185 Manaji
musapharane), the journey is used as a metaphor for life whose destination is death.
In this context Krsna is mentioned as the collector of road tax, the only non-
carnivalesque occurrence of this image.

The chronotopic motif of the flute is concerned with presence and absence.
In the strongly saguna worship of the Pustimarga it represents either Krsna's
invitation to the Gopis:

vena ma vaso mare amgane, varum chum Vhalama! valivali ho ji re!

vena ma vaso mare amgane.

mari sasu kahe che, jao vahii! vena vagi,'

ane derdnijethani vamkum bhane. ho jire!

Don't play your flute in my courtyard, I prohibit it, Vhdlama, again and

again!

Don't play your flute in my courtyard.

My mother-in-law says, 'Go, girl, the flute sounded,’

And my younger and older sisters-in-law speak crookedly. (29.R)
Or it signals that Krsna is absent and so evokes viraha:

e vanamam jyare vage che, mune banasarikhi lage che,

mune vrehani vedana jage che.

When it sounds in the woods, it strikes me like arrows,
It awakens the pain of viraha in me. (8.2)

The flute 1s heard mostly at twilight, and calls the Gopis to Krsna for a rasa
dance (61 Rasalila) or for a private encounter. The flute symbolises Krsna's
aesthetic qualities, with emphasis on his magic and power:

pahelavaheli prita amasum kidhi

moralimdm ene vasa kari lidhi,

gopi saune vilivala kari didhi.

First of all he made love with us,

He ensnared us in his flute,
He made all the Gopis delirious. (6.1)

Here there is also a strong typical emphasis on sexual elements, reinforced perhaps

by the shape of the flute or by its strong oral associations.

17K rsna's anugraha, sce 2.2.
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The flute is almost antichronotopic in that it is not confined to place or time.
It sounds night and day:

sakhi! mune vikala kari che eni vamsalie re;

khiibT eni khasati nathf nisabhora re.

Friend! his flute has made me distracted,

It does not go very far away day or night. (24.6)
When Krsna calls the Gopis to the rasli/a, time stops altogether:

Jamananira cale nahim re, mrgane mana moha thaya;

pamkhi malamam mahdle nahim re, nada sini na rahevaya! vage.

The water of the Jamana does not move, the deer's minds are

enchanted;

The birds do not move in their nests, hearing the sound, no one can

contain himself. (61.3)

Although the flute sits on the lip of Krsna, it reaches the Gopis' hearts and it
resounds in the sky:

tuja adhara upara e vdje che

stnf amtara marum dajhe che,

eno $abda gaganamam géje che.

It sounds on your lower lip,

Having heard it my inside burns with jealousy,

Its sound resounds in the sky. (8.1)
On hearing it, everyone is enchanted and unable to concentrate on anything else. In
61 Raslila, the Gopis abandon their children, Siva gives up his meditation and
everything in nature stands still. The sound reaches the Gopis wherever they are,
often in their own homes engaged in mundane domestic tasks, which they abandon
in their excitement. This ultimately leads to their breaking the normal rules of
society as they run out to find Krsna. Not only does it pervade the private space of
their homes, but it also reaches into their bodies, piercing their hearts. It also
removes differences between the individual Gopis:

eka samaya vanamam gaya Hari, Mohana var vaméa,

vene vimdhi govalani, ene harine lidha amsa.

Once Hari went to the woods, Mohana played the flute,

Its sound pierced the Gopis, it took away their parts (i.e. they became
as one with Krsna). (11.1)

When the flute is personified as Murall (26 Maniti vamsaladine, 27
Vamsaladina vamka, 28 Vamsaladino uttara), she is the only woman who has
performed tapas, as a result of which she has reached a position of staying with

Krsna at all times and being touched by his lips, However, she cannot achieve the
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total union that the Gopis have, although, unlike her, they have to suffer separation
from Krsna.

A dominant theme of these two chronotopic motifs is that of transgression.
Transgression is a major feature of all Dayaram's lyrics. All boundaries, apart from
time and place, are at risk. It is not clear who is divine and who is human; whether
Krsna is a child or is sexually mature; whether he is a cowherd or a prince. In
particular, gender is questioned: Krsna himself dresses as a woman (53 Pyarine
manava, 102 Mara raja, 130 Mohinisvariipano garabo), and throughout the lyrics
Dayaram seems to appears in the chapa as female. The reason for this transgression
is that Krsna cannot be confined within any boundary. Just as he is beyond space
and time as ways of understanding reality, so he is beyond any means of
understanding other than the approach followed by the Gopis. Within these
chronotopic motifs, as in the attitude of the Gopis, elements enter into dialogic

relations to leave a state not of either/or, but both/and.

6.5 The chronotopes of the author and of the reader

Works have inner chronotopes (the generic chronotope and the chronotopic
motifs), but they also have external chronotopes which concern the author and the
reader, both of whose activities occur in a specific time and place. Bakhtin himself
wrote little about these,18 although he discusses the problem of creativity at some

length.1?

There are two major issues to consider in the chronotope of the author. The
first is the distinction between the constructed image of author as creator (who
exists only while producing the text) and the image of author as person. The

meaning of a text does not lie with the author as a person who is already outside the

18Bakhtin 1981: 252-7, in the 1973 supplement to his essay on the chronotope.
19Bakhtin 1990.
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text. The narrated event is completed, but the telling is not. Thére can be no
identification between the created world which can be finalised, and the world of the
author which cannot. In Dayaram's case this problem is further complicated since it
involves the depiction of an eternal and divine world. This world is outside reality
by virtue of its divinity, and so is beyond the author's world.

The second issue is the author's position in the text. This concerns issues of
polyphony and of translinguistics.2? Dayaram does not stand in relation to the
characters of his texts as a novelist to his characters, because here the hero is God
and his actions are known. Here the author is subservient to his hero, and he seeks
to identify himself in the chapa with his heroines, the Gopis. The implications of

these relationships are important, but are beyond the scope of the present analysis.

In recent years the role of the 'reader'?! has been reevaluated in theories of
literature. Two ways of 'reading' Krsnaite literature, the Indian approaches to
Dayiram outlined in Chapter 2 and the Indologists' approach described in Chapter
1, do not question the issues involved.

Bakhtin warns against falling into the traps of naive biographism by trying
to give up one's outsideness through attempting to identify with the author and his
contemporaries, or of naive reader reception by trying to modernise and distort the
meanings of the texts by reducing the author's activities and seeing one's own
chronotope. These are fruitless and impossible tasks. Instead he argues that a
process of ‘creative reading'?2 should be deployed in reading texts.

Creative reading means that works must be situated in time. In his
"Response to a question from Novy Mir,23 Bakhtin argues that literature must be
incorporated into an understanding of time. He argues that 'great time' is necessary

for creating the right situation for the work to be produced and for allowing its life

208ce 4.3 above.

21Here it is ‘oral literature’ that is under discussion.
22Morson and Emerson 1990:427-9.

Z3Bakhtin 1986:1-9.
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in subsequent centuries to become more rich than in its own lifetimé. ‘Everything
that belongs only to the present dies along with the present'. Texts grow in meaning
through the realisation of inherent potential meanings.

Dayaram draws on previous genres and literary trends to achieve his own
writings. As with all writers, he created new potential meanings even if he was
unaware of them himself. In the critical traditions of the nineteenth century his
works were either discarded as medieval, or modernised and distorted through the
attempt to view them through the Romantic prism. It is now clear that his lyrics
contained meanings beyond these interpretations, that they represent a world view
which has become marginalised, but which can be not only restored but also
developed, as the ideas of the nineteenth century are themselves questioned as we

stand on the verge of the twenty-first century.

It was noted above that Bakhtin was aware that perceptions of an author's
works change in time (just as today's Shakespeare is not the Elizabethan
Shakespeare) and in place (the Indian Shakespeare is different from the English
Shakespeare). Texts are always in production and the reader must enter into
dialogue with them. Great works contain potentials whose meanings may not have
‘been open to the author or his contemporaries, but may become clear in the
chronotope of later readers. However, there are more complex issues of reading
texts remote in time and place, given transformations of mentalité in time and in the
post-colonial situation. Bakhtin did not see this as a problem, although he

understood the complexities, but viewed it rather as a positive advantage:

Creative understanding does not renounce itself, its own place in time, its own
culture; and it forgets nothing. In order to understand, it is immensely
important for the person who understands to be Jocated outside the object of
his or her creative understanding - in time, in space, in culture. ...

In the realm of culture, outsideness is a most powerful factor in
understanding. It is only in the eyes of another culture that foreign culture
reveals itself fully and profoundly (but not maximally fully, because there will
be cultures that see and understand cven more). A meaning only reveals its
depths once it has encountered and come into contact with another, foreign
meaning: they engage in a kind of dialogue, which surmounts the closedness
and one-sidedness of these particular meanings, these cultures. We raise new
questions for a foreign culture, ones that it did not raisc itself; we scek

190




Chapter 6: The chronotope

answers to our own questions in it; and the foreign culture responds to us.by
revealing to us its new aspects and new semantic depths. Without one's own
questions one cannot creatively understand anything other or forcign (but, of
course, the questions must be serious and sincere). Such a dialogic encounter
of two cultures does not result in merging or mixing. Lach retains its own

unity and open totality, but they are mutually enriched.24

The chronotopes of the Gujarati critical approaches to Dayaram outlined
above in Chapter 2 need to be examined. Within this criticism the biographical
image is accorded great importance. Many biographies show something similar to
adventure chronotopes as Dayaram moves through space with little emphasis on
time. A Romantic view of creativity is also presented, in that Dayaram is seen to
have written his lyrics spontaneously as reactions to specific events in his life.
Great emphasis is given to Dayaram's individuality and eccentric behaviour.
Throughout these critical works there is total identification of the author as creator
with the author as person, an identification which is reinforced by Dayérim's own
positioning of himself within his lyrics where Krsna is identified as 'Daya's
beloved' etc.

Some of the criticism? links the lyrics into an overarching prose narrative
which repeats the narratives of the Krsnalila. This may be the result of the
European privileging of narrative in the nineteenth century which has led to the

imposition of a superstructure of linear narrative on these pre-modern short lyrics.

6.6 Concluding remarks

In the above sections, it has been shown that Dayéaram's poetry may be seen
as having a quasi-idyllic chronotope, sharing many dominant features with
Bakhtin's idyllic chronotope and hence including many elements of pastoral, but it is
seen to differ in its incorporation of elements of the carnivalesque and, more

importantly, in its divine implications.

24Bakhtin 1986:7.
25E.g. that of Dave 1967.
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Balkhtin's work on genre was directed towards defining his favourite genre,
the novel. This study has looked at Dayaram's poetry as a corpus and at subsequent
interpretations of his work and found prenovelistic forms of carnival and
prenovelistic chronotopes without which the Gujarati novel might never have been
written. It was shown that this spirit of carnival had its roots in the Krgna cult. In
the Pustimarga itself, although refinements have occurred, it has not lost its power,
The chronotope of the Krsnalila cannot change.

This chronotopic analysis shows how the sacred land of Braj and the eternal
1114 of Krsna are presented in literary texts, and gives a means of understanding the
values and worldviews of the genre. It has allowed an impersonal rather than
subjective way of looking at the texts, while avoiding the extremes of mechanical,
formalistic and depersonalised analysis on the one hand, and of the transcendental,
inspirational Romantic model on the other. It has looked briefly at issues of
intertextuality, focussing on the whole genre of Krsnaite poetry discussed in
Chapter 1, and has touched briefly on heteroglossia, particularly the use of Gujarati
in Krsnaite devotion.

Balkhtin's chronotope is purely historical, biographical and social, but here
religious aspects have been examined as have the ways in which the non-
chronotopic (i.e. the divine) may be depicted in literature and how a chronotopic
analysis of this literature shows the world view of the Vaisnava, Steps have been
made towards a generic description of Krsnaite poetry; and the deployment of
certain motifs, notably those of the road and of the flute, has been shown to be
characteristic of Dayaram's lyrics. Dayardm's relation to the texts has been
examined and he and the reader have been sited within the meaning of these texis.

After the 'longue durée' of Vaisnavism, then the bhakti movements, then
Braj Krsnaite literature and the subsequent slow evolution of Gujarati literature
there was an abrupt change in the mid-nineteenth century. This is not just a
question of literary influences, but also of extra-literary factors in a shift in the

whole way of seeing the world by a new elite class of intellectuals. Dayaram stands
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at the end of an era, on the edge of a change in literary forms. It has become clear
that his chronotopic view of the world has led to problems in subsequent
understandings of his work. He is also liminal in his use of Gujarati, itself also

marginal in the Krsnaite context. Balkhtin points out:

the most intense and productive life of culture takes place on the boundaries
of its individual arcas and not in places where these areas have become
enclosed in their own specificity. 26

One of the issues that has been brought forward here is that the reader must
not seek to retwrn to Dayaram's own world to understand him (an impossibility in
any case), nor to modernise and distort, but to see the potentials that are already
there in his work. It has attempted to show the bhakti spirit in literature in the direct
experience of God through humour, merging etc., while keeping the historical
context. This may allow the reader to understand playfulness as part of the
Krsnalila, to understand the later critics' Romantic view of sweetness and to
celebrate the corporeality of Krsnaism.

This incomplete application of Bakhtin's ideas about carnival and the
chronotope has much purchase towards giving a view of Dayaram in the history of
Gujarati and of Krsnaite literature. The basis for analysis still has to be the
scholastic approach, including the collection of extra-textual information and the
analysis of the formal aspects of the texts, such as form, metre, language. Future
studies of Dayaram will demand a lengthy exploration of language, possibly using
Bakhtin's translinguistics. There is also a great need for a study of the poetics of the
text, through Indian and/or western poetics. As Bakhtin says, nothing is ever

finalised, and possibilities for understanding the lyrics will always remain open:

There is neither a first nor a last word and there are no limits to the dialogic
context (it extends into the boundless past and the boundless future). Even
past meanings, that is, those born in the dialogue of past centuries, can never
be stable (finalized, ended once and for all) - they will always change (be
rencwed) in the process of subscquent, future development of the dialogue.
At any moment in the development of the dialogue there are immense,
boundless masses of forgotten contextual meanings, but at certain moments of
the dialogue's subsequent development along the way they are recalled and

26Bakhtin 1986:2.
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invigorated in renewed form (in a new context). Nothing is absolutely dead:
every meaning will have its homecoming festival, 27

27Bakhtin 1986:170.
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PART III

CHAPTER 7: SELECTION OF LYRICS

This chapter is a selection of Dayéram's lyrics. The Gujarati texts, taken
from Raval 1953, are given in Roman transliteration, with inclusion of inherent
a. Raval's practice of giving a word or phrase at the end of each verse to show
that the refrain is repeated is followed as is his numbering of the texts and the
titles he has given. The numbering of the verses has been added.

The translations into English are literal and some obscurities have been
noted. As mentioned in the style notes, the translations use strict transcription
as Sanskrit with inherent -a throughout. The words or phrases which mark that
the refrain is to be repeated have not been translated. Honorifics are omitted and
the names of Krsna are not translated except in the chapa. There is no

commentary on the verses.

INDEX OF LYRICS

1 ubha raho to kahum 199
2 Vraja padharo re ekavara 202
3 mard jivanapranajivanal 204
4 panaghata para 206
6 visari melyam! 207
7 manani vatadi 209
8 vamsaladine $abde 211
9 mujane adaso ma! 213
10 Radhanam vakhana 214
11 rasamamdalane dar$ane 218
12 samum jo! 224
13 pdo premarasa 225
14 mahiario 227

195




15
16
17
18
19
20
21
22
23
24
25
26
27
28
29
30
31
32
34
35
39
40
41
42
43
45
49
51
52
53
54
55
57
58
59
60
61
62

Chapter 7: Selection of lyrics

Kahanagop1

premani pida

pritaladini rita

Syama ramga
Mohanamam mohini
Syamani $obha
maramam $um dithum?
sasujini $ikha

vahtjino javaba
Namdano Namdana
garabe ramavane

maniti vamsaladine
vamsaladina vamka
vamsaladino uttara
vena ma vaso mire amgane!
sane samajhavya
samdeso

etalum kahejo

joine cidlo

Radhavasa Prabhu
samo samajho

avoni mare ghera manava
Iconi samge?

have hum nahim bolum
Bamsibatane coka
kema risai?

ripali Radhe!

sdcum manaje

hathilini hatha

pyarine manava
vamkum ma jaso!
vasakarani vamsali
mahole padharo

tithio: agama premapamtha
tithio: madhupadiita

~ misa: Radhaviraha

raslila
Harini balalila
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63 goploni phariyada 314
64 virahavilasa 320
68 amkhamam kamana 325
70 riida diso cho rajesvaral 326
71 kumjamam vaya che vamsali 327
72 mane tamarum te gheladi! 329
74 tare preme hum mohyo! 330
78 verana vamsaladi 333
82 chamakalum nava kije! 336
85 Akrlirajine 337
87 hatha miikane 339
89 jhaghado locana manano 340
91 Premasamadhi 342
92 Ladali lavum 345
94 Namdakumvaragum nehal 347
96 kalaja koryum te kone kahie? 349
100 padhare pamthe ja! 350
102  mara Rajal 351
106  dahapana rakho ji! 354
107  gulale mari amkha bharl! 356
108  mitho Mohanavara 358
113 Katyayanivrata 359
115 paranpum 363
119  dar$ana doni re! 368
123 Holine tane 370
125  Réadhanum mithyalagna 371
126  k@managari tari vamsalil 374
127  sdcum bolo ji! 375
128  rdsanrtya 379
129 Srindthaji! 381
130 Mohinisvariipano garabo 387
131 Vrajamahima (selection) 396
1311 purvani prita 398
138  kyama bhariye re jalajamananam nira? 399
140  sauthi para 400
141  eka varyo Gopijanavallabhal 402

TRaval 1953 labels this and the next lyric 131.
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142 prema 403
143 Vrmdavanamam 405
145  Rasiye vajadi ramgavasali! 408
146  premasamtosa 409
147  jao, jao, juthal 412
148  tamaro! 413
149  ghumghatadamamthi 414
155 mune maya lagadi 415
156  abolada 416
157  matini phariyada 418
159  Mohanane etalum kahejo! 419
162 Vraja vhalum rel 420
163  marum dhanakatum dhora 423
164  ni$cayana mahelamam vase maro Vhalamo! 425
170  pragata malye sukha thaya! 426
175  Vaisnava nathi thayo tum re! 427
184  eka vinamti 429
185  manajimusapharane 430
206  vediyo vaiyakaraniya 432
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1 ibha raho to kahum

1

tibha raho to kahum vitadr Biharilala!

tama mate gali che mem jatadi Biharilala!

If you stand (still) then I'll tell you something, Biharilala!

For you I have wasted my self, Biharilala!

2

Jje dahade malya'a Vimdavanamam Bihérilalal
te dahadani talaveli tanamam Biharilala!

The day on which we met in Vrmdavana, -

The impatience of that day is in my body.

3

vedand virahani te kyam bhakhiye Biharilala?
bhitarano bhadako te kyam dakhiye Biharilala?
Where can I speak of the pain of separation,

Where can I speak of the blaze in my heart?

4

phatakarisarakhi hum pharum vanamam Biharilala!
kala na pade rajanidanamam Biharilala!

I wander like a madwoman in the forest,

There is no relief day or night.

5
gheli thari chum sau gadmamam Biharilala!

citta comtaturn nathi gharakamamam Biharilala!
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I am reckoned as mad in the whole village,

My thoughts don't stay on household chores.

6

kema kahevaya jevum duhkha manamam Biharilala!
talavell 1agi mara tanamam Biharilala!

How can I say what sorrow is in my mind?

Restlessness has struck my body.

7

ksaneksane bhanakara pade kanamam Biharilala!
prana provayo tamara tanamam Biharilala!

At every moment | hear footsteps coming,

My soul is sewn to your body.

8

vikalatant vata kahe na bane Biharilala!
gharamam jaum ne avurn amgane Biharilala!

It's no good to say a word about this restlessness,

I go into the house and then I come in the courtyard.

9

dturata evi te kyam lagi sahum Biharilala?
cho caturadiromani to sum kahum Biharilala?
How long can I bear such anxiety?

You are the prince of tricksters so what can I say?

10
pritadi kidhi to have palie Biharilala!
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atura $arana avyane na talie Biharilala!
You loved me, so now keep your word,

Don't reject me when anxious I have taken refuge in you.

11

tamare humn sarakhi hajaro hase Biharilala!
mara to prana tama vina jase Biharilala!
You must have thousands like me,

But my soul will depart without you.

12

bolyum pan bijanum game nahim Biharilala!
Ialaca lagyam nayanam to jaie kahim Biharilala?
I don't like even speaking of others,

My eyes have become greedy so where can I go? [i.e. I can't escape]

13

nakhasikha lagi cho suriipa, gunabharya Biharilala!
avada ripala te kone karya Biharilala?

You are beautiful from head to toe, full of qualities,

Who made you so beautiful?

14

haso cho madhura vamkum joine Biharilala!
katiksakatarie nimkhyam proine Biharilala!
You smile sweetly and look sideways,

You pierce me with the daggers of your eyes.
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15

vamsali vadhare che temam vrehe Biharilala!
abalano jotam viveka kema rahe Biharilala?
In separation, your flute makes it worse,

Seeing you, how can a woman's judgement remain?

16

dardi hoya te jane e dardamam Biharilala!
avara duhkha eni agala gardamam Biharilala!
Those who are in pain, they know this in pain,

Before it, other sorrows are in the dust.

17

kahenara kahese pana cho tame dhani Biharilala!
Dayana Pritama! hum dasi tamatani Biharilala!
Talkers will talk, but you are the Lord,

Daya's Beloved, I am your servant.

2 Vraja padhiro re ekavara

R

Vhalajine kahejo Madhuvrata! mard sama che, Vraja padharo re ekavara,

mukhadum nirakhie ho lala!

Vhalajine gamase nahi ekaladam, kahejo lave samga Kubajanara, niorakhine

harakhie ho lila! mukhudum.

Bee, tell Vhalaji, on my oath, come to Vraja once, let us see your face!

Vhalaji will not like just one woman, tell him, let Kubja bring him along, when we

see you, we will rejoice!
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1

Vhalajine kahejo rakhe dara rakhe, Gokula gamara gopani srsti,

ranifine ojhala padade amhe rakhi$a jema nahi Iage drsta. mukhudum.
Tell Vhalgji lest he is afraid, that Gokula is the world of the rustic Gopas,

I shall keep the harem in purdah for the queen, so that no glance shall fall on her.

2

Vhala! tamo gunanidhi suriipasdgara, mohya joi Kubjagunaamga,

Vhalajire! teni jhamkhi amane karavo, thiaye janma saphala samga. mukhudum.
Vhala! You are the treasury of qualities, the ocean of beauty, having seen the body
of the qualities of Kubja you were infatuated,

Vhalaji! Give use a glimpse of her, that we may get union with the fruit of our

births.

3

Vhalaji re! manitini maraji joi amo karasum &pani tahela;

Vhala! mana ithe to Madhupura jdjo re, raheso to nyara karavisum mahela.
mukhudum.

Vhalaji! Having seen the wish of the proud woman, we will beg of you [??] -
Vhalal If you have lost interest, then go to Madhupura; if you stay then we shall

make you a new home.

4

Vhalaji re! ghara dahadethi janyum nahi te thayo ati$e anartha;

Vhalaji re! havam kharakharo tyam So? vitya Vrajavasyda dina vyartha.
mukhudum.

Vhalaji! You have not known your house for days, it has become deserted,
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Vhalaji! Now why this regret there? The days of living in Vraja have passed

without purpose.

5

Madhukara! Kubajane pana kahejo, piyune ghana ladave lada;

alil e ratnane jetlum jatna karida te ame manisum pada. mukhudum.
Bee! Tell Kubaja also, indulge our beloved greatly,

Friend! we shall make as much effort for you as we shall make for this jewel

(Krsna).

6

Madhukara! Dayapritamane kahejo, e sukha siini harakha na maya;

pana amo alpabhagya ahirani, ghanum sukha jova nahi avaya. mukhudum.
Beg, tell Daya's Beloved, having heard this happiness, joy cannot be contained,

But we Ahirs are unfortunate, it does not happen that we see great happiness.

3 mara jivanapranajivanal

R

Mohanalalaji re! mara jivanapranajivana, hum balihari rajal ghani khamma!
dasi tamatani re, tamane sompyum tanamanadhana, hum balihari raja!

O Mohanalalaji, my life dear as life, [ am very lucky, may you be happy!

I am your servant, I entrusted my mind, body and wealth to you.

1
manana manya cho re, jivum chum hum Srimukha joi;
pivarasasare re vhalum tamasarikhum nathi koi. hum balihari r3ja!

You have pleased my mind I live having seen Srimukha,
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There is nothing as dear as you in my parents' or my in-laws' place.

2

cakora Camdrane re icche tyama tamane muja nena,

keva vhala cho re, kahetam avadatum nathi vena, hum balihari raja!
As the cakora wants the moon, so my eyes want you,

Words don't know how to say how dear you are.

3

Rasiya, riipala cho re Natavara Namdakisora!

sadgunasagara cho re mithadabola cittana cora. hum balihari rajal
Rasiya, you are beautiful, Natavara Namdaki$ora!

You are the ocean of good qualities, sweet-talking, the thief of my mind.

4

ekovidhi ocha raho re to kdmieka valum mana;

piirana sau vate re, kaho kema chiite Lala! lagana? humn balihari raja!
If you alone are there, then I shan't be worried;

You are perfect in everything, tell me Lila, how does this attachment become free?

5

siino hum dekhum re Piyuji! tama vana sau samsara;

pyalo jherano re pao to ye tamathi na khase pyara. hum balihari raja!
Piyuj1 without you I see the whole world as empty;

If you give me a cup of poison even then my love does not move away from you.

6
harakhum chum ghani re, maro Haraji! jhalo hatha;

prita nibhavajo re nitya, na magum bijum natha! hum balihari raja!
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I delight greatly, my Haraji! take my hand (to help me);

Always support our love, I do not ask for another lord.

7

tddhaka amtarani re mard Pranajivana adhara!

Pritama! Dayatana re mara locanana $anagara! hum balihari raja!
Tranquillity of the heart, my Prinajivana, my support!

Daya's Beloved, ornament of my eyes!

4 panaghata para

1
dtha kiiva ne nava vavadi re lola, solasem paniharini hara,
mara Vhalaji ho! havam nahi jaum mahi vecava re lola.
sond te kerum marum bedalum re lola fidheni ratnajadiava mara.
keda maradine ghado mem bharyo re lola, tilfyo maro navasara hara. mara.
kamthe te ibho Kahanaji re lola, 'bhai, mane ghadiilo cadava.' mara.
Eight wells and nine step-wells, a line of 1600 women carrying water,
My Vhalgji! now I shall not go to sell yoghurt.
My water-pitcher is made of gold, the balancing ring on my head is studded with
gems.
Bending my waist, I filled my pot, my nine-stringed necklace broke.

One the edge stood Kahanaji, ‘Brother, lift my pitcher.’

2
‘hum tumne ghadilo cadavum re lola, thaya mara gharakeri nara.' mara.
'tujasarakha govaliya re lola, te to mira bapana guldma.' mara.

tujasarakhi govalani re lola, te to mara pagani pejara.' mara.
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Dayana Pritama Prabhu patala re lola, te to mara pranana adhara. méré?.

'T1ift the pitcher for you, there is a woman in my house.' ['If I lift your pitcher, you
will become my wife']

'A cowherd like you is my father's slave.'

'A milkmaid like you is the slipper on my foot.'

Slim Daya's Beloved, Prabhu, is the support of my life.

6 Visari melyam!

R

o Uddhavaji! Vhale to visari amane melyam!

amo $um kahiye? rasa ramadi tedine tarachodyam!
O Uddhavaji, Vhala has forgotten us!

What shall we say? having amused us with the rasa he invited us and then cast us

aside,

1

pahelavaheli prita amasum kidhi,
moralimam ene vasa kari lidhi,
gopi saune vihvala karf didhi. O.
First of all he made love with us,
He ensnared us in his flute,

He made all the Gopis delirious.

2
pritaladr to karatam pahelj,
Prabhu dekhine thai chum gheli

malo Mohana! amane mana meli, O.
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Before even making love,
Having seen Prabhu, I have become mad,

Openheartedly meet us, Mohanal

3

ene haidanam to hira lidham,

Kanude to kamana kidham
gheraghera dadhimakhana pidham. O,
He took the love of our hearts,
Kanudo worked his enchantment,

He drank yoghurt and butter in every house.

4

e Kanudo kamanagaro,

eni amkhadalino che calo,
pritavamtasum pritithi nihdlo. O.
That Kanudo is bewitching,

His eyes have mischief,

Observe with love with the lovers [??].

5

peli Kubaja to kamanagari,

teni sathe lagi bahu tali,

ene vasa kidha che Vanamall, O.
That Kubaja is bewitching,

He is completely absorbed in her,

She has ensnared Vanamali.
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6

ame Simaliyani samge ramatam,
Vrajavanavanamam piimthala bhamatam,

amo bhelam besine bhojana jamatam. O

We used to play with $dmaliya,

We wandered behind him in every forest of Vraja,

We used to sit together and eat.

7

Mathuramam jai ene Kamsa rolyo,

cka amgalie Govardhana tolyo,

satyavacl anyokti bolyo. O.

Having gone to Mathurd, he crushed Kamsa,
With one finger he balanced Govardhana,

The true speaker spoke obliquely.

8

Dayaramana Svamine kahejo,
Mathura miikt dai Gokula rahejo,
sau gopikane darsana dejo. O.
Tell Dayardma's Master,

'Leave Mathurd and live in Gokula,

Give all the Gopis your darsana.'

7 manani vatadi

R

mard Mohanalala! avo to kahum maria manani vatadi,
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mara Pranapyara! tama mate mem to géli che jatadi.
My Mohanalila!, if you come, I'll tell you the story of my mind,

My Pranapyaral, for your sake I've wasted my self.

1

Jjanum chum je jagamam cho dahya,
evum janine jodi maya,

have muja upara kami ino daya, mara.
I know that you are skilled in the world,
Knowing this, I fell in love,

Now give me some compassion.

2

Vhala! riipa tamarum joine,

marum manadum rahyum che mohine,
kami nisadina jaye che roine, mara.
Vhala!, having seen your beauty,

My mind has remained infatuated,

Day and night, go in weeping.

3

mem to tanamana sompvum che tamane,
koini na bika dharaso manapem,

have mahera karo Mohana! amane. mara.
[ have entrusted my body and mind to you,
You will not fear anyone in your mind

Now be kind to us, Mohana!
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4

Prabhu! prita juone tapasi.
Kubaja to Kamsatani dasi,

teni to cali jagamam hamsi. mara.
Prabhu!, Having investigated love,
Kubaja is the servant of Kamsa,

This is the current joke of the world.

5

Hari! avada hathila na thaie,
Namdalala! namero na rahie,
sukhaduhkha amo kone kahie? mara.
Hari! do not be so obstinate,
Namdalala!, do not remain merciless,

Who may we tell of our happiness and sorrow?

6
mare sasusasarani bika kasi?
mara hrdayakamalamam rahya cho vasi,

Dayana Svami vina bijathi diira khasi. mara.

What fear do I have of my mother-in-law and my father-in-law?

You have made your dwelling in the lotus of my heart,

[I] have moved far away from all others except Daya's Lord.

8 vamsaladine $§abde

R

marum mana mohyum vamsaladine $abde Kanada! kala,
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hum to gheli thai, mara gharamam nathi gamatum mara Vhala!
The sound of the flute enchanted my mind, O dark Kanadal

I became mad, I don't like 1t at home, my Vhalal

1

tuja adhara upara e vaje che,

siini amtara marum dajhe che,

eno sabda gaganamam gaje che. marum.

It sounds on your lower lip,

Having heard it my inside burns with jealousy,

Its sound resounds in the sky.

2

e vanamam jydre vage che,

mune banasarikhi lage che,

mune vrehanl vedana jage che. marum.
When it sounds in the woods.

It strikes me like an arrow.

It awakens the pain of viraha in me.

3

hum to do'tam domni bhali chum.

tarun mukha joijoi hum phiili chum, marum.
When milking [ forget my earthen pot,

Then when eating, [ leave it incomplete,

Seeing your face, | am overcome with joy.

212




Chapter 7: Selection of lyrics

4

ene tapani sadhana kidhi che,

Krsne krpasadhya kari didhi che,

mate Dayapritame kara lidhi che. marum.
He made a remedy for this fever,

Krsna performed an act of mercy,

For Dayi's Beloved took her hand.?

9 mujane ada§o mal

R
'mujane adaso ma! agha raho Alabela Chela! adaso ma!

'Don't touch me, stay away, Alabela Chela!

1

amka bharvana sama khao to, adharatano rasa paum;

Kahanakumvara! kala cho, adatam hum kali thai jaum!' mujane.

Sit in my lap, take an oath, then [ shall give you the rasa of my lips to drink

O Kahanakumvara! You are black. touching you I shall become black!'

2

'turn mujane adatam svama thais to hum kyama nahi thaum goro?
phari malatam ramga adalabadali, muja moro, tuja toro!' mujane.

'If by touching me, you become black, then why shan't I become fair?

Meeting again, the colours are exchanged. me mine, you yours!'

2 kara as a feminine mcans 'action, unlucky day ete.' Iere it could mean 'He took action.'
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3

kali thavanum kama nathi, pana lagna lokamam tharase;

laghu vayamam lamchana lagyathi vijo vara kyama varase?' mujane.

'‘Becoming black is no use, but our marriage will be fixed in the eyes of the world,

At a young age, what other man will marry me with éuch a defect?'

4
'tare bija varanum kama sum che? hum vara, tum vahi dhanya!

Jenum lamchana tene variye to to mana male ananya.' mujane.

"What use is another husband to you? I am the groom, you are the bride - excellent!

Marry him who has the defect, then you will get respect as no other.'

5
suni ema Harivadani hasi bhetyam, pratiuttara na didho;
holini hamsimise Dayapritama bee anamdarasa lidho. mujane.

Hearing this, the moon-faced woman smiled and they embraced, she gave no reply;

Under the pretence of Holi, both of Daya's Beloveds partook of the sentiment of

joy.

10 Radhanam vakhana

1

tame 1bha rahoni Alabela ho lala!
siino jobanamadana chakela ho lala!
Stand still Alabela!

Listen to the excesses [?7] of the love of youth.
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2

eka vata kahum ati mithi re lala!
cade dja ke kala amge pithi re lala!
I'l tell you a very sweet thing,

Today or tomorrow the turmeric paste is on her body!

3

tame te dahade je nihali re lala!

mune kahyum ghani e che rapali re lala!
The girl who you saw that day,

(You) said to me that she was very beautiful.

4

hum to te ja divasani japum re lala!
tamarum mana temam lobhanum re lala!
I know that from that very day,

Your mind is attracted to her.

5

te vata padi che thekane re lala!

hum aja gai'ti Barasane re lala!

That word reached its proper destination,

Today I had gone to Barasana.

6

nisce kidhum Vrsabhanadulari re lila!

nathi parani, haju che kumari re lala!

Certainly Vrsabhana's daughter has not married,

Until now she is still single.
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7

gunariipa mem joyum che agadha ho lila!
piichyum nama che tenum SriRadha ho lala!
I saw her profound beauty and qualities,

I asked her name, it is SriRadha!

8

tene pana tamari radha lagi ho lala!
Jjotam nenakatari ura lagi re lalal
She is also attached to vou,

Seeing your eye-daggers, her heart was pierced.

9

tene avara varyani lidhi badha re lala!

tamane varava ene sica sama khadha re lala!
She took a vow of choosing her own husband,

She took a solemn oath of marrying you.

10

evum ladalinum mana jani re lala!

teni sakhi sau boli evi vani re lala!

Having realised that such is the mind of a beloved daughter,

All her friends say this speech.

11
kale Vrmdavanamahim jaisum ho lala!
nisce Namdakumvara bhelam thaisum ho lala!

Tomorrow we shall go to Vrmdavana,
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Certainly we shall meet Namdalkumvara.

12

tesum tumne paranavisum chani re lala!
evum sini Syami harakhi, vata mani re lala!
We shall marry you with him in secret,

Hearing this Syami rejoiced, she agreed to this!

13

khari khabara che, joine hum avi re lala!
kahetam Lalajie hrde lapatavi re lala!

This is the true information, I came when [ saw it.

Saying this, Lalaji embraced her to his heart.

14

apyo hira haiyano iitari ho lala!

bolya, tum mumne prinathaki pvari re lala!
He took off his garland and gave it to her,

He said: vou are dearer to me than life.

5

bije divase thayum te ja rite ho lala!
RadhaKrsna paranyam beu prite ho [ala!
The next day this happened in this way,

Riadha and Krsna were married, both in love.

16
saune anamda ura na samaye ho Iala!

teno Dasadayo yasa gaye ho lala!
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Everyone's joy brimmed over their hearts,

The servant Daya sings its praise.

11 rasamamdalane darsane

R

Jjova rasamamdala mare hoya re anamda,

premaparakramanum bala bhare, ibhare pramanamda. jova rasamamdala.
It is joy for me to see the rasamamdala,

The great strength of the prowess of love, the ultimate joy overflows.

1

eka samava vanamam gaya Hari, Mohana val vaméa,

vene vimdhi govalani, ene harine lidhd amsa. jova rasamamdala.

Once Hari went to the woods, Mohana played the flute.

Its sound pierced the gopis, it took away bits of them [1.e. they became as one with

Krsna].

2

Jje jyama te tyama nisaryam re gharakaraja chamdi,

koda parava Kahanajivhale ramatadi mamdi.  jova rasamamdala.

Whoever they were, wherever they were. they came out and left their household
tasks,

Kahanajivhala began the play to fill their desire.

3
pitambara pharake Prabhune, paye ghugharadi ghamake,

cumdadrt calake nirasum. paye nepiiriyam thamake. jova rasamamdala.
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Prabhu's pitambara flutters, little bells sound on his feet,

The veils of the women glitter, the bells on their feet tinkle.

4

be pase be sumdari ne vacamam Vanamali,

nacekhumde nehasum padachamde le ta]i, jova rasamamdala.
The women dance in pairs, with Vanamali in the middle,

They dance and step the garabo with love, they clap with one another.

5

ekani chiiti vena, chabili ambodavali,

ekane adi amkha kari nacatam nihali.  jova rasamamdala,

The plait of one of the women was loosened, the beautiful woman with the bun,

Dancing, he looked sideways intensely at one woman.

6

ekane nakha de Nathaji re avale modhe amga,

chasapyari pritadr ene sara kidha dhamga, jova rasamamdala.
Nithaji digs his nail in one, with his face turned towards his body,

The lover of butter milk obliged the loving women in this way.

7

rdte damte hase ghanum re, hara haiye lalake,

phare pharatim phiidadi kane jharamariyim jhalake. jova rasamamdala.
He smiles often with his red teeth, a necklace shines on his chest,

Turning he moves in circles, jewellery shines on his ears.

8

r—

eka lasadati khamdhe valagi, sita valyam gale,
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mukhadum lie Mavaji, ene heta karyam vahale. jova rasamamdala.
He embraced one pulling her to his shoulder, her cheek seemed cold,

Mavaji rubs her face, Vahalad makes her love him.

9

eka thamakati avine bethi modhum macakodi,

sama khaye to sambhale, ene ramava uthadi. jova rasamamdala.
One came walking elegantly, she sits with a haughty expression,

If he takes an oath she listens, he raises her to play.

10

caru camdrika sobhati re, karenaphula kane,

semtho piirf jhaghamaghe. ena samgitane tane. jova risamamdalja.
The lovely moonlight shines, oleander flowers in ears,

Hair ornament shine fully, they are absorbed in his music.

11

eka avi harsabhari re, hum harabhari herum,

nepiira gayam re jyare nisart hum valine paherum.  jova rasamamdala.
One comes full of jov. I am used to being defeated [?7],

My ankets fell off when | came out, [ shall tie them on and wear them.

12

eka avri aratabhart re e varase che ndni,

Natavara nace premasum, kara komala, paga pani, jova risamamdala.
One came full of longing, this little one showers love,

Natavara dances with love. her hand, her foot, her heel are like lotuses.
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13

eka kahe, ene alpa ahara ne dvadum bala kyamthi?

masi mari Piitana, ene Janma dharyo tyamthi, jova rasamamdala.
One says, he has had little food so where does he get such strength?

From taking the life of my Aunt Piitana!

14

eka kahe, namie Jivanaji! jhajhum,

cira amaram khasi jase, hum sahiyaramam lajum. jova rasamamdala.
One says, (if) we bend towards him, Jivanaji, very much,

He will pull off our silken clothes. I'll be ashamed among my friends.

15

eka kahe, litho Alabela! Jamunane iire,

apana beu jana [humie temam kona jite ne hare?  jova rasamamdala.
One says, get up Alabela. on the shore of the Jamuna,

We are both eager, so who wins and who loses?

16

eka kahe. tbha raho to koi tamane varase.

e sahiyaranumn amga bhare tvam dhimacadam dhalase, jova rdsamamdala.
One says. if you stand still someone will marry you,

That girl's body is heavy there the fat girl will fall over [?7].

17

manmathamanmatha Natavaraji para philadiyam varakhe,
nake moti Nathaji te joijoi mana harakhe. jova rasamamdala.
Manmatha showers flowers on Natavaraji,

Nathaji, seeing the pearl on her nose, rejoices in his mind.
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18

Giridharagopi ekartipa che Haritadatmya vicari,

visuddha Harirasa amtara tharatam bhavaprita balihari! jova rasamamdala.
Giridhara and the Gopi are of the same form, consider the oneness of Har,

Blessed is the beloved through emotion settling in the pure rasa of Hari! [?7]

19

bhaktamanoratha pirana karava Harie lidho avatara,

Jjanmakarma sau divyapanamam Gitimam niradhara. jova rasamamdala.
Hari took his incarnation to fulfil the desire of his devotees

This is laid down in the Gita, in this divinity are all births and karma.

20

dhanya Vimdavanaveladi re! dhanya Yamunatrata sara!

dhanya kanyad ahimi! dhanva Krspatano avataral  jova risamamdala.
Blessed are the creepers of Vrmdavana, blessed the banks of the Yamuna,

Blessed are the Ahir girls. blessed the incarnation of Krsna.

21

rasa pragate che rasika hrdemam, rasika mana amamda.

rasatamaka rasariipa thavethi pragate parananamda. jova rasamamdala.
Rasa appears in the hearts of the rasikas, joy in the mind of the rasikas.

Total joy appears from becoming the form of rasa in the souls of rasa. [?7]

22
rasanum dana kare che Vhalo Srivimdavanacamda,
eka ja, bahu rapo te dhare rasasagara Govimda. jova rasamamdala.

Vhalo makes a gift of rasa in the moonlight of $1iVrmdavana
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Govimda, the ocean of rasa the many forms he takes are only one.

23

venugite bhava prakasyo, Srivallabhani vani,

Srigummukhathi sravana karine amtaramidmhe ani. Jova rasamamdala.
Emotion appeared in the sound of the flute, the voice of Srivallabha,

Having listened to it from the mouth of Sriguruy, it was led to the heart.

24

bahuvidhi gopie paravamam melaviyam varadana,

te sau pirana siddha ja karava pragatiyd Bhagavana. jova rasamamdala.
The Gopis got boons in many ways from former births,

Bhagavana became manifest to fulfil totally all this.

25

GopiGovimdani gata nyari, para alaukika rita,

sadanamda rasariipapanani purana jhalaki prita.  jova rasamamdala.
The way of the Gopi and Govimda is different, in a full alaukika way,

The full love of the formness of rasa all joyful shone forth. [77]

26

rasamamdlalano garabo je ko prema dharine gase,

sinase, bhanase, amtara dharase, Hariramge ramgase. jova rasamamdala.
Whoever sings the garabo of the rasamamdala, bearing love,

Or listens or speaks or keeps it in his heart, he will delight in the love of Hari.

27
rasika riipe rasabhava manatam amamdaheli thase,

Dasadayvo kahe, vanasrama te jana Paramanamdapade jase. jova rasamamdala.
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Enjoying the emotion of rasa in the form of a rasika, he will become full of joy,

The servant Daya savs, he will reach the state of complete bliss without effort.

12 samum jo!

R

samum jo Namdana chogala! marum citta coranavala.

Namdana chogala kamanagara! mohum tem balavrmda re.  Vhalama! samum.
Look at me, Namda's dandy! stealer of my mind.

Namda's bewitching dandy! you have infatuated the whole group of women.

Vhalama!

1

tari hasani mamdana phamdamam gheri, marya nenetana tem bhala re.  Vhalamal
Dinadavala Purano pukare, pela purani thala re.  Vhalama! samum.

Your smile overcame us in a gentle trap, you fired the darts of your eyes,

The Purinas proclaim him as Dindayala, those Puranic people are useless.

2

mune jakhami karine jhilati meli. na janyum je jivase kvama re? Vhalama!
mari to mukha dekhadato ja. tumne mara galana sama re. Vhilama! simum.
Having wounded me. you left me dangling, you did not know if I would live.

Having killed me. show your face, on oath to me.

3
maro Camdra te cotho jampato nahim, vana joye mukha Camdra re. Vhalama!
cena nahi kyahum. bhave na bhojana, rena na nenemam nimda re. Vhalama!

samum,
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My moon does not rest on the fourth3, without seeing the face of the moon [Krsna].

Where there is no rest. [ don't like food, no sleep comes at night to my eyes.

4

mara kalajanum duhkha koi na jine, jane jene vitatum hoya re. Vhalama!
Jjanavethi jamjala vadhe, pata jaya, ko pida na khoyare. Vhalama! samum.

Noone knows the sorrow of my heart, only one who has experienced this knows,
Entanglements increase from getting to know him, respect goes, these afflictions do

not disappear.

5

mari amkhana bhavva. manand manyd, mara kalajadani kora re! Vhalama!

hum pidani mari pokarum Dayaprabhu, bijum Sum marum jora re? Vhalama!
samum.

He delighted my eyes. he pleased my mind, the darling of my heart!

[ proclaim my harassment. Dayd's Lord, what other power do [ have?

13 pao premarasa

1

pdo premarasa pranajivana re! dina thai jacum re;

muktimargine apjo jiiana re. hum to nava racum re.

Give me the rasa of love to drink, Pranajtvana! Having become humble I ask this,

I shall not be pleased if you give me knowledge of the path of liberation.

3The fourth sthna in astrology is the heat.
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rijhe rabadithaki to gariba loka re, bhogine na bhave re;
amo Rajanam khasam khavasa re, mukti mana na've re.
Poor people are pleased with gruel, the gourmets do not like it;

We are special servants of the king, liberation does not appeal to our minds.

3

nitya nirakhie Natavararilpa re, homsa manamamthi re;

manamanyum male sau sukha re, ekatamam kyamthi re?

Let us see constantly the form of Natavara, longing from in our minds

All happiness is got in an agreeable way, what is the comparison with unity?

4

dusta jivane to kahe che Brahma re, Brahma jiva lekhe re;

chate Svamie saubhagyvanum sukha re svapne na dekhe re.

Evil people say that the soul is Brahma, in their estimate, Brahma is the soul,

Even so they do not even dream of the great happiness in Svami.

5

divyariipa cho sada sakara re anamdana rasi re!

bole anucita mayvika mugdha re te narakanivasi re.

You are divinely beautitul. always with form, a heap of joy!

Those dwellers in hell sav what is improper, full of delusion and foolish.

6

dpa Svami, sada hum disa re, nato ¢ nibhavo re;

ruce apane karavo tevi krti re. anva rakhe Iavo re.

You are the Lord, [ am always your servant, let this relationship endure;

Let it please you to happen as is your way, take away any other.
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7

vina lalacanum Lala! mune vhala re acalita apo re;
visayavasand prapamcani prita re Srikrsna! mari kapo re.
Lala, give me unchanging love without avarice,

Cut off my love of the worldly desire of the senses.

8

ananya seva, akhamda satsamga re Manohara! magum re;
Dayapritamaji! apo mune eha re. paye lali lagum re.

I ask for seva to you and no other, unbroken satsamga, Manohara!

Daya's Beloved, give me this, [ touch your feet with longing.

14 mahiario

R

mahiari malf calf mahi vecava. madhya Sriradha riipatano bhamdara jo;

gopijana konakona samge hatam? tenam kamieka nima karum uccara jo. mahiari.
The milkmaids gathered and went to sell yoghurt, among them was SriRadha, the
treasury of beauty,

Who were the Gopis who were in this group? [ shall enounce the names of several

of them.

1

Lalitaji, Camdrabhaga. Camdravali, Campakalata. Visakha, Viraja, Vrmda jo;
Ratnaprabha, Vimala ne Vrajamamgala, Nrtvakala, Ratna, Nagari ne Namda jo.
mahiari.

Lalitaji, Camdrabhaga, Camdravali, Campakalata, Visakha, Viraja, Vrmda;

Ratnaprabha, Vimali and Vrajamamgali, Nrtyakald, Ratna, Nagari and Namda.

227




Chapter 7: Selection of lyrics

2

Ratikala, Rasika, Rasalind, Rama, Bhadra, S vama, Kaveri ne Hira jo.

Chabidhama, Kalahamsa, Madhumadhavi, Malati, Mohani, Ketaki ne Ratidhira jo.
mahiari.

Ratikald, Rasikd, Rasalina, Rama, Bhadra, Syama, Kiveri and Hira;

Chabidhama, Kalahamsa, Madhumadhavi, Malati, Mohani, Ketaki and Ratidhira.

mahiarl.

3

Sucarita, Krsna, Kamala. Saurabha, Cimtamani, Kumdald, Sumdari, Ramga jo;
Kumudini, Hamsa. Lila, Manorama, Madhureksana, Pravina, Premada, Gamga jo.
mahiari.

Sucarita, Krsnd, Kamala. Saurabha, Cimtamani, Kumdala, Sumdari, Ramga;

Kumudini, Hamsa. Lila. Manorama, Madhureksana, Pravind, Premadd, Gamga.

4

- e adi sakht cali sau samajhani, manamam Mohana malavatano vicara jo,

ho sajani! kyama karavum? kyaham calavum? kaho, aja kyam malade
Namdakumara jo? mahiari.

- These friends and others went all of one mind, in their mind was the thought of
meeting Mohana.

'O friend, what do you want to do, where do you want to go? Say, today when will

you meet Namdalkumara?

5
kor kahe, danaghatimam dekhasum, koi kahe, kadamakhadimam bhelamn thaisum jo;

kof kahe, Syamaghdta hase Samalo, kof kahe Bamsibatamam jaisum jo. mahiari.
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Someone says, 'We shall see him on the toll-ghat.' Someone says, 'We shall gather
in the clumps of kadambas.'
Someone says, 'Samalo must be at Syama ghat' Someone says, 'Let's go to

Bamsibata.'

6

evamam Srigovaradhanani taletimim Amtarajamie kidho moralinada jo;

gayamise giri cadi Gopalaji samajhana padava lambo kidho sada jo. mahiari.
Meanwhile, the Amtaryamin made the sound of the flute at the foot of Mt.
Govardhana,

Gopilaji had climbed the mountain under the pretext of (looking for) a cow, he

made a long noise so that they would understand.

7

dirathaki sunt Vhalamani vamsali, lagi talaveli, talyum sau bhana jo;

sarva sakhi nami re Govardhana bhani, manamam aturatd ne pragatyum gumana jo.
mahiari.

Hearing the sound of Vhilama's flute from far away, agitation came upon them,
everyone lost her senses,

All the friends turned towards Govardhana, there was anxiety and pride in their

minds.

8

avi tyam jvam Alabeloji haia, simasami malyam nehanam nena jo;

mamda hase, mana mohvum bamnetanum, rasa vadhavane bolyam vamkam vena jo.
mahiari.

They came to where Alabeloji was, their eyes met together,

He smiles gently, the mind of both of them was infatuated, he spoke crooked words

to Increase rasa.
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9

Prabhu bolya: sambhalajo sau Gopika! sambhala Sri?.rkhabhénasuté! alabeli jo;
raho ubhi dana lage ahim dadhitanum, jao ghasi $um jobanamade chakeli jo?
mahiari.

Prabhu spoke: 'Listen all Gopis! Listen darling daughter of SriVrichabhana!

Stay where you are, here there is a tax on yoghurt, how do you go by In the insolent

intoxication of youth?'

10

ema sunine lalana bolf Lalasum, gumane galya cheka chakya sum calo jo?

vata karo agha rahi Alabelada! pase avi palavado ma jhalo jo. mahiari.

Having heard this, the beautiful woman spoke with Lala, 'Why do vou carry on
having surpassed all limits with your pride?

O Alabelada, keep vour distance then speak, do not come near me and pull my sari-

end.'

11

Kahana kahe, tum sahd maro chedalo, hum miakum to ye tum na miikesa jo,

hum adakvo, sate ada tum mujane, hum haryo Radha! tum jitl tharesa jo. mahiari.
Kahana says, "You seize my garments, if [ let go even then you wili not iet go,

[ touched you, in return vou touch me, [ am defeated, Radha, you will be certainly

victorious.'

12

marmatani vani siini kahe Svamini, bhali batavi harajitani cala jo;

bahu bhola! kahine nena nacavivam, adhara dasine comti didhi gala jo. mahiari,
Svamini having heard these words which had hidden meanings, says, "You showed

the good practice of the conquered,
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Saying you are very innocent, you make your eyes dance, biting my lower lip, you

pinch my cheek.'

13

Hari hasine kara sahyo syamatano, apa dana, mahi vece to le miilya jo,

gopa lahi paya maphata jo manuni! to & Vrajamam nahim kof tuja tulya jo. mahiari.
Hari smiled and took the hand of the woman, 'Give the tax, if you sell the yoghurt
then take this price,

If you give it free to every cowherd, proud woman, there is no one in Vraja equal to

you.'

14

kahe Radha: kara mitko kahum kvarani, vanamam stri roko e khotum kaja jo!

thao dahya, Lalal have mota thaya, nathi laheta tamo kaparum kamsanum raja jo.
mahiari.

Radha says, ‘Let go of my hand when I tell you, you stop a woman in the forest -
that is a wicked thing,

You are becoming clever. Lala, now you have become grown up, you do not
recognise the merciless rule of Kamsa.'

15

Krsna kahe: Kamsanum aham sum tpaje? Vrmdavanamam raja Madananaresa jo;
raho iibham, dna tamone retani, rijhavaso mujane to java desa jo. mahiari.

Krsna says, '"What is there to say here about Kamsa? in Vrmdavana the king is Lord
Madana.

Stop where you are, this is an order to you, if you please me then I'll let you go.'

16

ema kari chadi adi dhari Chelade, rasto roki iibhda Natavaranagara jo;
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Radhaji havam to uttara dpase, sinase Pritama Dayarama sukhasagara jo. mahiari.

Having done this, Chelado held his staff in front of her, Natavaranagara blocked the

path and stood there.

Now Radhaji will give her answer. Dayarama's Beloved, the ocean of happiness,

will listen.'

1 Gopt:

15 Kahanagopi

‘maragado miko re Mohanalalaji!

agha raho. Alabela! na karo ala jo,

varum chum hum sakhana rahejo Samalal
nahitara mara mukhani khaso gila jo." maragado.
Get out of my way, Mohanalalaji,

Keep vour distance. Alabela, do not play pranks,
[ forbid vou, stop this mischief,

Otherwise vou will get abuse from me.

2 Kahana: Hari bolva: ‘abala! tha ma akali,

3 Gopt:

cakhamtamam camaki sum thaya lila jo?

bola kharum tum gorasanum sum thidya che?

mula apine leisum taro mala jo.' Hari bolya.

Hari said. "Woman. do not be hot-tempered,

Why do vou become so red when [ am just tasting it?
You speak truly, what happens to the gorasa?

Having given a price, I shall take your goods.'

'china rahone sapapanum samajhum sau,

kalajadimam kapatavacana to thika jo.
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kahone, sane mukha lohyum muja chedale?

Juo, lagi ramga tambolani pika jo.' maragado.

Stay silent, [ understand all your cleverness,

This double-talk in your heart is alright,

Say, why do you wipe your face with my garments?

Look, your spittle coloured with betel is on it.

Kahana:'sina Syama! se'je ramga lagyo hase,

kapata amarum emam sum dekhaya jo?

a le tum kha bidi pyari! panani,

siate mare mukhade ramga lagada jo." Hari bolya.
Listen, Syama, this colour must have stuck easily,
What trick of mine is seen in that?

Take this roll of pan and ear it, my lovely,

In exchange, colour my face with it.'

ema sinine Radha bolvam risamam,

bhrakurimam ruci hasya madhurum bhase jo.

R . -

agha raho. adaso ma muja uramalane,

miiko mataki mahi marum dholase jo.' maragado.

Having heard this, Radha spoke angrily,

[n her crossed brow was the sweet appearance of smiling,
'Keep your distance, do not touch the gariand on my breast,

Let go of my pot or my yoghurt will spill.’

Kahana; Kahana kahe che: ‘dadhi momghum te ketalum?

mukhade magisa etalum apum dhana jo,
ke mujane le badho mahimilamam,

pana gorasa para lalaciyum mujfa mana jo.' Hari bolya.
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Kahana says, 'How expensive is your yoghurt?
If you ask me to my face I'll give you that much money,
Or take me as the whole deposit for the price of the yoghurt,

But the gorasa has tempted my mind.'

7 Gopi: ema sianine latake bolyam ladani,
'Vhalaji! vecavum che nahim sahela jo.
mahi pitamam Mohana! thaso mahyara,
karisa game tema rakhisa mare mahela jo.' maragado.
Hearing this the woman spoke flirtatiously,
'Vhalaji, it is not easy to seil this,
In drinking this yoghurt, Mohana, you will become mine,

[ shall do what I want and keep you in my house.'

8 Kahana: Hari bolya: 'sakhi Vrajamamdala sau,
godhanana sama hum taro. suna dara! jo." Hari bolya.
Hari said. 'All friends in the whole of Vraja,

On the oath of all the cattle. I am yours, hear me women!'

9

sani evi vani rifhvam Radhika.

managamatum gorasa Govimdane payumn jo.

balihari Daya! e jugalasvaripani;

parama pavitra carira mein Priyanum gayum jo. maragado.
Having heard such a speech, Radhikd was delighted,

She gave Govimda gorasa to his heart's content,

'T am devoted to the form of this couple,' says Daya,

'T sang about the ultimately pure deeds of Priya.'
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16 premani pida

R
premani pida te kone kahiye re ho madhukara? premani pida.
To whom may we tell of the afflictions of love, O honey-bee? The afflictions of

love.

1

thatam na jani prita, jatam prana jaye;

hithanam karyam te vagya haiye re. ho madhukara!

I knew not love when he was here, now he has gone, my life goes,

My actions now pain my heart.

2

Jjene kahiye te to sarve kahe miirakha;

pastavo pamine sahi rahiye re. ho madhukara!
If we tell it to someone they will all call us fools;

Having felt regret, we must now endure it.

3

dhikie dhamkyam ratadivasa amtaramam

bhiikha nidramam nava lahiye re. ho madhukara!
We smoulder away in our hearts day and night,

We shall not get our longing even in sleep.

4
hum ahim duhkhi ne Vhalo sukha mamhe mahale;
pana samovade kami tidham thaie re. ho madhukara!

I am sorrowing here and Vhalo is happy in a palace,
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But we shall breakdown in our rivalry.

5

dajhya upara lina didhum e Damodare;

peli $okladi stunine kalaje dahiye re. ho madhukara!
Damodara applied salt to our burns,

Having heard about our co-wife, we burn in our hearts,

6

abalano avatara te paradhina;

ramka kalpie pana kyam jaie re! ho madhukara!
The incarnation as a woman is always dependent,

We think ourselves poor, but where can we go?

7
snehano dajhada ghano maranathaki matho,

Sum kariye? vadhyam tene vahiye re. ho madhukara!
The burning of love is much worse than death,

What shall we say? when we are killed we shall endure it.

8

Dayaprabhu ave to to sadya sukha thiye,

mune dufikha didhum e Namdajine chaiye re. ho madhukara!
If Daya's Lord comes then happiness will arise instantly,

This boy of Namdaji's gave me great sorrow.

236




Chapter 7: Selection of lyrics

17 pritaladini rita

R
pritaladini rita ati atapatf, Odhavaji! che pritadini rita ati atapati.
O Odhavaji, the ways of love are very confusing, the ways of love are very

confusing.

1
thavano updya pana javano jade nahim, vajrarahene jadi te jadi. Odhavaji!

There is a remedy for being in it, but there is no way out, it has adamantine bonds.

2
prita na kahevaya te to svaratha samajhavo, cira divasa pragatine mati. Odhavaji!

Ifit has self-interest then it can't be called love, it comes and goes in a few days.

3

pidani bharell prita to ye kare pamdita, duhkha pame to ya chaya na ghati.
Odhavaji!

The pandits say it is love only if it is full of pain, only if there is sorrow then it is

not deficient.

4
Satruthi samtapa ghano snehathi male pana te ja mamhim sau mare mati. Odhavaji!

Torments from enemies are much better than love, but only in that everyone dies.

5
kahyidsamajhyamam na ave e vastu, jane jene hoya vitati vatl. Odhavaji!
This thing can't be obtained by speaking and understanding, only one who has

experienced it realises what it is.
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6
Dayand Pritama vina prita te ja pida, dharmalaja khoine mare khati. Odhavaji!

Without Daya’s Beloved, love is only pain, losing the restrictions of duty one dies.

18 S$yama ramga

1
$yama ramga samipe na javum, mare djathaki §yama ramga samipe na javum.
I'm not going near the colour black. From today, I'm not going near the colour

black.

2

Jjemam kalasa te to sau ekasarakhum, sarvamam kapata hase avum. mare,

All black things are the same. There must be trickery in all of them.

3
kasturikerT bimdi to karum nahim, kdjala na amkhamam amjavum. mare.

Ishan't wear a musk bindi, I shan't put kajal in my eyes.

4
kokilano $abda hum siinum nahim kéne, kagavani §akunamam na lavum. mdre.
I shan't listen to the voice of the cuckoo, I shan't take the crow's voice as a good

omern.

5
nilambara kali kamcuki na paherum, jamananam niramam na nhavum, mare.

I shan't wear a cloud-blue bodice, I shan't bathe in the Jamana's water.
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6
marakatamani ne megha drste na jova, jambuvamtyaka nd khavum. mare.

Ishan't see black emeralds and clouds, I shan't eat rose-apples and aubergines.

7

Dayana Pritama sathe mukhe nima lidho, mana kahe je 'palaka na nibhavum!' mare.
My mouth makes this vow about Daya's Beloved, but my mind says it won't last a

minute!

19 Mohanamam mohini

R
kiye thame mohani na jani re Mohanajimam kiye thame mohani na jani?
In what place was enchantment not known, in what place was enchantment not

known in Mohanaji?

1

bhrukutini matakamam ke bhalavani latakamam ke sum mohanibhareli vani re?
Mohanajimam,

In moving of his eyebrows, in his flirting looks, or in his voice filled with

enchantment?

2

khitaliyala kesamam ke Madanamohana vesamam ke morali Mohanani pichani re?
Mohanajimam.

In his curly hair, in his clothing which enthralls Madanamohana, or in the

recognition of Mohana's flute?
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3

$um mukaravimdamam ke mamdahasyaphamdamam ke katakse mohani vakhani re
Mohanajimam.

In his lotus face or in the snare of his gentle smile or in the depiction of love in his

sidelong glances?

4

ke $um amgeamgamam ke lalita tribhamgamam ke $um amga gheli kare $ani re?
Mohanajimam.

Or is it in his whole body or his /alita tribhamga pose, - how does his body make

the wise woman mad?

5

capalarasika nenamam ke chani chani senamam ke jobananum riipa kare pani re?
Mohanajimam.

In his eyes with their elegant movements or in his hidden flirting - how does the

beauty of his youth engulf me?

6

Dayana Pritama pote Mohanisvariipa che, tanamanadhane hum luatani re!
Mohanajimam.

Daya's Beloved himself is Mohanisvariipa [the incarnation of enchantment], I am

ravished in my mind, body and wealth.
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20 Syamani $obhd

R
$obha saliina Syamani tum jone sakhi! $obha saliina Syamani.

The beauty of lovely Syamal! Just look, friend, the beauty of lovely Syamal

1
koti kamdarpane lajive enum mukhadumn, phikki pade che kala kamani. tum jone.

His dear face shames a crore of Kamdarpas, the art of love becomes pale.

2
sadgunasagara natavaranagara! balthari hum end namni! tum jone.

The ocean of good qualities, the refined actor! I am devoted to his name!

3
koti abhiisananum e re bhiisana, sima tum che e abhiramani. turn jone.

He is the ornament of crores of adornments, you are the boundary of the handsome.

4
Je olakhe tene to che sara sarvano, biji vastu nathi kamani, tum jone,
He who recognises that he is the essence of everything, has no other matter of

desire.

5
anupama e alabelo rasiyo jivanamili dayaramani. tum jone.

The peerless one, the fun-lover, aesthete, the root of the life of Dayarama.
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21 maramidm $um dithum?

R

hum $um janum je Vhale mujamam s$um dithum?

varevare samum bhale, mukha lage mithum! hum sum janum je.
I do not know what Vhala sees in me.

He constantly looks at me, my face seems sweet!

1

hum jaum jala bharava tyam pamthepimthe ave;

vagara bolavyo vhalo bedalum cadave. hum sum janum je.
When I go to fetch water he follows me;

Unasked, my beloved lifts the pair of pots.

2

vadhum ne tarachodum to ye risa na lave;

kamikami mise mare ghera avi bolave. hum $um jinum je.
Even if I scold him or scorn him, he does not get angry;

On some pretext or other he comes and calls at my house.

3

dirathi dekhine mane dodayo dve dote;

potani maja kadhi paherdve mari kote. hum sum janum je.
Seeing me from far away he comes running at speed;

He takes off his own garland and puts it on my neck.

4
ekaladi dekhe tyam mune pavale re lage;

ramka thaine kamikami mari pase mage. hum $um janum je.
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When he sees me alone, he touches my feet;

He humbly asks me for anything.

5

Jyamjydm jati jane tydmtyam e ado avi dhiimke;

baheni! dayano pritama mari keda nava mitke. hum $um janum je.
Wherever I go he has turned up on my path;

O sister! Daya's Beloved does not get out of my way.

22  sasujini $ikha

1

Sikha sasuji de che re, 'vahiji! raho dhamge;

avado do asamgo re Syamaliyani samge?

The mother-in-law gives a lesson, 'Daughter-in-law! behave properly;

Why do you have so much desire for the company of Syamaliyo?

2

vate ne ghate re valago cho vite;

kahyum koinum na manyum re, dithum mari jate.
On the road and on the ghat you are engaged in chat;

I didn't believe anyone else's speech, I saw it myself.

3

vahiiarumanasa re! dahyam bahu thaso ma;

Jjala bharva ekaladam re aj pachi jaso ma.

You are a newly-mairied daughter-in-law! You won't become too clever;

After today you won't go alone to fetch water,
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4

alabelo 4 $erie re ave vahii! tama mate;

tamo tene kije re jao jamanaghate.

The beauty comes to this street for you, Vahii!

You go to the Jamana ghat for him.

5

caturiio tamari re sarve hum janum chum;

ko dahado nathi kaheti re dja mukhe anum chum.
I know all about your tricks.

I haven't said anything for days, today I must.

6

sasarfyamam rahevum re tyare ema nava Karie;

tamo to thayam nirlajja re, amo 1aji marie.

We do not do these things when we have to stay with our in-laws.

You have become shameless: we shall die of shame.

7

hum to mukha para kahum chum re, loko piimthala kahe che;
adosi ne padosi re mase mendm de che.

I say this to your face, people say it behind your back.

The neighbours taunt me.

8
vivekavita karatam re vahiji! duhkha nava dharaso;
dayana prabhukeri re samgata havam nava karaso.

Behaving well will not hurt you, Vahii
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From now on you won't see Daya's lord.'

23  vahiijino javaba

1

- evam vacana sinine re vadyam valatam vahiiji:
'Gamgdjalasarakham re sambhalo sasuji!
Hearing this speech, the daughter-in-law replied,

'Listen, mother-in-law, (pure) like Ganges water!

2

Jjena manamam jevumn re tevumn te sau dekhe;
saramnaratam saune re potasarakham pekhe.
You see everything as it is in your own mind;

Everyone has good and bad, you see according to yourself.

3

kaho cho tevam hoso re tyare ema siijhe che;
dosa Prabhuno $o ditho re jene jaga piije che?
You say that you may be thus, then I think this,

What fault of Prabhu's was seen, he whom the world worships?

4
havam vamka nahi maro re, kahum chum kahya piimthi;
eman kami nathi sacum re, e jugati sarave jithi.

Now the fault is not mine, I reply to you,

In this there is nothing true, this idea is altogether false.
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5

jema khiimdyam khamum chum re, nacavi nacum chum;

to ye pumtha na meli re tyare jao, sacum che.

I shall bear whatever miseries you give me, if you make me dance, I'll dance;

I'll follow behind you, wherever you go, this is true.

6

havam to nitya jaisum re Syamaliyani samge;
Vrmdavanaghate re sada ramisum ramge.
Now I shall always go with Syamaliya

I shall always play in pleasure on the ghats of Vrmdavana.

7

mana bhave te bolajo re, sahevaye to sahejo;
céle te karajo re, game tevum kahejo.

Say what you like, bear what can be bome,

Do what happens, say what you like.

8

tamara kahya upara re havam mare e karavum;
Dayano Prabhu bhajavo re, koithi nava daravum.’
About what you have said, now I want to do this,

Praise Daya's Lord, don't be afraid of anyone.
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24 Namdano Namdana

R

Namdano Namdana Chabilo Chogalo re!

sakhi re! enf aniyali amkha kalajakora re! Namdano.
Namdano Namdana Chabilo Chogglo re!

My friend! his pointed eyes are the piercers of my heart.

1

marum mana mohyum che e Alabele re,

hum balihari khamma ji, khamma ji khamma!
This Alabela has infatuated my mind,

{ am very lucky, may you be happy!

2

vari tumne khamma ji, khamma ji, khamma!

citta marum coryum che e Patalie, re, e S‘yéma_]ic re Namdano.
Good fortune was warded off you,

This Patalid, Syamalia has stolen my mind.

3

Natavaranagara saliino Syﬁma]iyo re;

sakhi! enum hasavum che mamda julami jora re. Namdano.
Natavarandgara tasty Syamaliyo;

O friend! his gentle smiling has oppressive power.

4
amgoamga madhuri manohara Mohanamam re;

kahent, kema visare ¢ Namdano kisora re? Namdano.
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There is charming sweetness in every limb in Mohana,

Tell me how may one forget Namda's boy?

5

Vrajapati vhalo nathi e je janane re;

sakhi! tenum vajra thaki kalajum kathora re. Namdano.
The people to whom Vrajapati is not dear,

My friend! Those people's hearts are harder than adamantine.

6

sakhi! mune vikala kari che eni vamsalie re;
khiibi eni khasati nathi nisabhora re. Namdano.
Friend! his flute has made me distracted,

It does not go very far away day or night.

7

avado riipalo sakhi! ene kone kidho hase re?

nendm mardm ena mukhacamdranam cakora re. Namdano.
Friend, who may have made him so beautiful?

My eyes are like a cakora to the moon of his face.

8
nehano nibhavana e Pritama pataliyo re;
hum to ene janum chum jivanani dora re. Namdano.

The support of love is this slender Pritama;

I know he is the thread of my life.
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9

Dayano Pritama have akhamda mare kilaje cadyo re;
sakhi! e to caturdna citadano cora re? Namdano.
Daya's Beloved has now climbed into my whole heart,

Friend! Is he the thief of the mind of the clever?

25 garabe ramaviane

R

garabe ramavane gori nisaryam re lola!

Radhika ramgili jemum nama abhirama, Vrajavasani! re lola!
tali detam vage jhamjharajhiimakha re lola!

samge saheli biji che ghani re lola!

kamieka hum kahum tenam nima, Vrajavasani! re lola!

tali detam vage jhamjharajhiimakha re lola!

gida gida toma chuma chuma chuma vaje ghiighara re lola. tali.
The fair girls set out to dance in the garaba,

Lovely Radha whose name is delightful, the women of Vraja.
Marking the beat, the jingling sounds,

There are many other friends with her,

I'll give the names of some of those women of Vraja

Giving the beat, the jingling sounds [lit. cluster, earrings, tassel]

The bells ring out.

1
Camdrabhaga ne Camdravali re lola,

Campakalata che caruriipa. Vraja. talr.
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Camdrabhaga and Camdravali,

Campakalata are lovely in form.

2

Lalita, Visakha, Vrajamamgala re lola,
Madhavi ne Malati anupa. Vraja. tali.
Lalita, Visakha, Vrajamamgala

Madhavi and Malati are unsurpassed.

3

Manmathamoda ne Manaaturi re lola,
Hamsa, Harsa, ne Hira nama. Vraja. tali.
Manmathamoda and Manaaturi

Hamsa, Harsa and Hira are the names.

4

Ketaki, Pragalbha, Premamamjari re lola,

- e ade sakhi sau sukhadhama. Vraja. tali.
Ketaki, Pragalbha, Premamamjari;

- These and the other friends are all abodes of happiness.

5

vividhanam vijimtra vaje chamdamam re lola.
talasvare mall kare gana, Vraja. tali.

They play various instruments in their frolics,

They sing, meeting on the beat and pitch.

6

lola’ kahetam arupa adhara opata re lola,
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latake nami melave sahu tina. Vraja. tall.
Saying, 'lola’ their tawny lips shine,

Bending in a graceful way they meet on the tune.

7

khela macyo te Vrimdavanamam re lola,
Bamsibatacoka rasariipa. Vraja. tall.
The play swelled in Vrmdavana,

Bamsibatacoka, the form of rasa.

8

garabo jovane Giradhara aviya re lola,
mohya joi Syamanum svariipa. Vraja. talr.
Giradhara came to see the garabo,

Seeing it he was infatuated with the form of Syama.

9

te pramane mohyam Syama Syamane re lola,
vyapo beu amgamam anamga. Vraja. talr.
Accordingly, Syama and Syima were infatuated,

Anamga pervaded both their bodies.

10

Lalitae lai melavyam nikumjamam re lola,
rasabharyam ramadyam ratiramga. Vraja. tali.
Lalitd took them and joined them in a bower,

They enjoyed lovegames full of rasa.
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11

anamdasagara tyaham iichalyo re lola,
maganathayam Ladali ne Lala. Vraja. tali.
Then the ocean of joy boiled up,

Ladali and Lala sank into it.

12

paramapavitra e caritrane re lola,
Dasadayo gai thayo nyala. Vraja. talL
About these most sacred acts,

The servant Dayo sang and became happy.

26 maniti vamsaladine

81

maniti tum che mohanatani ho vamsaladi!

ho ji tune vhalama kare che ghanum vhala re ho vamsaladi!

R

mitho avado $o $ora? mohyo namdano ki$ora,

tarum avadum sum jora? bhumdi! kalajum ma kora re ho vamsaladi!
lii

pie adharamyta piyutanum tum vamsaladi!

amare $okyasarikhum tum sala re ho vamsaladi! mitho.

You are Mohana's darling, O little flute!

Oh yes, the lover loves you very much!

What sound is so sweet? The son of Namda is enchanted.

What great strength 1s yours, wicked one? Don't pierce my heart,

You drink the nectar of the beloved's lip,
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You pain us like a co-wife.

2

vajivaji ne vikala karyam ho vamsaladi!

tum to pide amara prana re ho vamsaladi!
siinatam pade che hrde somsaram ho vamsaladi!
tara taukarathi mohabana re ho vamsaladi! mitho.
You have made us distracted with your sound,
You torment our life,

When we hear your call,

Darts of love pierce our hearts.

3

Jhera ghanum che tari jhapatamam ho vamsaladi!
bhalam tumthi bhalatalavara re ho vamsaladi!
ekivare ja tum hani namkhani ho vamsaladi!

o bhumdi! thodethode ma mara re ho vamsaladi! mitho.
Your attack is full of poison,

Spears and swords are better than you,

Kill me outright,

O wicked one! Do not kill me slowly.

4

pativratanam pana tem mukaviyam ho vamsaladi!

tem to chodavyam sationam satya re ho vamsaladi!
vanavana kumjekumje pheravyam tem ho vamsaladi!
fem to sauni kari che evi gatya re ho vamsaladi! mitho.
You have destroyed virtuous wives,

You have made good women break their vows,
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You have led them around the woods and bowers,

You have done this to all of them.

5

garaje gumanabhari avadi sum ho vamsaladi!

tumn to joni vicari tari jata re ho vamsaladi!

Jjotam tumn to kastakero karakado ho vamsaladi!
tumne dja mali che thakarata re ho vamsaladi! mitho.
Why do you sound forth, full of such pride?

Think about your origins,

To look at, you are just a stick of wood,

Only now you have power.

6
tem to naka ghasavyam sau naranam ho vamsaladi!
tem to lagadyum lalasum lagana re ho vamsaladi!

corani samge Sikhi tum corava ho vamsaladi!

vhale makhana coryum ne tem to mana re ho vamsaladi! mitho.

You have rubbed all women's noses (in the dust),
You have got married to Lala,
In the company of that thief you have learnt to steal,

The beloved stole butter and you are stealing minds.

7

mana na rakhyum mananitanum tem ho vamsaladi!
tem to saune karyam payanama re ho vamsaladi!
dayana prabhuni dati tum khari ho vamsaladi!
saune tede tum bethi thama re ho vamsaladi! mitho.

You have not preserved the honour of the adoring women,
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You have trampled over them all,
You are only the servant of Daya's Lord,

You are just the medium through which he calls everyone.

27 vamsaladina vamka

R

o vamsaladi! verana thai lagi re Vrajani narane;

$um $ora kare? jataladi tari tum mana vicarane.

O little flute, the women of Vraja have become hostile,

Why do you make a noise? Think about your origins,

1

turn jamgalakastatano katako,
Ramgarasiye kidho ramgacatako,

ali! te para dvado So latako? o vamsaladi!
You are a piece of a jungle stick,
Ramgarasiya did good things to you,

Friend, what is this great flirting with him?

2

tane Kahanavara to karamam rakhe,

tum adharatano rasa nitya cakhe,

tum to amane duhkhadam bahu dakhe. o vamsaladi!
Kahanavara keeps you in his hand,

You always taste the nectar of his lips,

You show us many sorrows.
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3

tum Mohanana mukha para mhale,

tuja vina Nathane nava cile,

turn to $okya thai amane sale, o vamsaladi!
You make merry on Mohana's mouth,
Nitha won't go anywhere without you,

You have become our co-wife and you pain us.

4

tumnne Harie hatha grahi lidhi,

tumne saumam Siromani kidhi,

ksanum mukhathi nava miki vhili, o vamsaladi!
Hari took you in his hand,

He made you the crest-jewel of all,

He didn't take you from his mouth for a moment, his beloved.

5

hum tujane avi nava janati,

nahi to tuja para mhera na aniti,

taram dala sahine miila tanati. o vamsaladi!

I do not know you were like this,

Otherwise I would have not shown kindness to you,

I would have seized your branches and pulled out your roots.

6

Dayapritamane purana pyari,

tumne alagi na mitke Murari,

tira bhedaguna dise bhari! o vamsaladi!

Utterly beloved by Daya's Beloved,
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Muirari doesn't put you aside,

Your special qualities seem great!

28 vamsaladino uttara

R

o Vrajanari! $§a mate tum amane ala cadave?

punya piiravatanam, tethi Pataliyo amane lada ladave.

O women of Vraja, why do you raise such false charges against me?

I have merits from former births, therefore Pataliyo cherishes me.

1

mem piirana tapa sadhyam vanamam,

mem tadhatadaka vethyam tanamam,

tyare Mohane mhera ani manamam. O Vrajanari!
1 did penance for ages in the forest,

I suffered cold and pain on my body,

Then Mohana brought his kindness to my mind.

2

hum comase cdcara raheti,

ghani meghajhadr sarire saheti,

sukhaduhkha kdmi dilamam nava lheti. O Vrajanari!
I used to stay at the crossroads in the rainy season,

T used to suffer many showers of rain on my body,

I used not to feel any sorrow or happiness in my heart.
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3

mare amge vadha vadhaviya,

vall te samghade cadaviya,

te upara cheda padaviya. O Vrajanari!
Blades cut into my body,

Then I was worked on a lathe,

Then I had holes put into me.

4

tydre Harie hatha kari lidhi,

saukomam siromani kidhi,

deha arpi ardha amge didhi. O Vrajanari!
Then Hari took me in his hand,

He made me the crest-jewel of all,

Having entrusted my body he gave me his upper body.

5

mate Dayapritamane chum pyari,

nitya mukhathi vagade Miurari,

mara bhedaguna dise bhari! O Vrajanari!
Therefore I am the beloved of Daya's Beloved
He always plays me with his mouth,

My special qualities appear great!

258




Chapter 7: Selection of lyrics

29 vena mid vaso mare amgane!

R

vena md vaso mare amgane, varum chum Vhalama! valivali ho ji re!

vena ma vaso mare amgarne.

mari sasu kahe che, jao vahil! vena vagi,’

ane deranijethani vamkum bhane. ho jire! vena.

Don't play your flute in my courtyard, I prohibit it, Vhalama, again and again!
My mother-in-law says, 'Go, vahi, the flute sounded,’

And my younger and older sisters-in-law blame me.

1

nirlajja hoya tene I3ja nava lage,

pana mujane to loka ghelamam gane. ho jire! vena.
The one who doesn't feel shame is shameless,

But people reckon that I am among the mad.

2

khijave che sarva mune Ki'na dvyo'kahi,

maro bhara gayo samga tamatane. ho jire! vena.
Everyone gets angry with me, saying, 'Kahana has come',

My burden went in your company.

3

Dasadayana Pritama! prita che tamare mare,

ema karo tyare to te kema bane? ho jire! vena.
Beloved of the servant Daya, you and I have love,

When you do this then what happens?
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30 si@ne samajhdvya

1

valatdm vhalamam re nacavyam lalacavyam locana!

parakhi amkhadi re haju Hari malavanum che mana,

Turning towards Vhala, my eyes were made to dance and were enticed!

Looking at his eyes, now my intention is to meet Hari.

2

nayane notarya re, sane samajhavya sau pera;

rami$um ratadi re, avajo, Alabelaji! ghera.

My eyes invited him, by a sign I explained to him the whole plan;

We shall play this night, come to my house, Alabelaji!

3

kahejo matane re, 'gaya eka khovani che aja,

Jjaum chum $odhava re," bamdhajo pani pahelam péja.
Tell your mother, ' Today a cow has strayed,

] am going to look forit,' first tie it up and give it water.

4

sasariyathaki re maro avasa che ekamta;

samcarajo sukhe re, rakhe kami bhaya dharata Bhagavamta!
My abode is separate from my in-laws,

Walk around at ease, if you have any fear, Bhagavamtal!
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5

vahela padharajo re, bethi joisa tamaro pamtha;
rakhe kami atakata re mara kamanagara kamthal!
Come early, I shall sit waiting for you,

Lest anyone stops you, my bewitching lover!

6

rakhisa divado re, manisum manamani moja;

Jjase jivado re Jivana ! jiitha padaso to ja.

I shall place little lights, we shall experience pleasure as we please,

Lover, my life will go if you are false.

7

sukha tyare thase re jyare ura lapatavi lapataisa;

Jjivyumn saphala thade re jyare hum adharamrta pi paisa,

Happiness will happen, when I embrace you as you have embaced me to your
breast,

Life will become successful when I drink and am given to drink your lip-nectar.

8

- ema kahi kamani re harakhi avi potane dhama;

Pritama Dayatana re aja mane maliya piiranakama!

Having spoken thus, the lover rejoiced and went to her own home,

Today Daya's Beloved met me and my desires were fulfilled!
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31 samdes$o

R

Uddhava! Namdano choro te namero thayo jo,
mune ekali mitkine Mathura gayo jo. Uddhava!
O Uddhava, Namda's boy has become cruel,

He has left me alone and gone to Mathura.

1

ene mitki jatam daya nava iipani jo,

mune bhramti padi che end riipani jo. Uddhava!
As he was leaving, no mercy arises,

Confusion has fallen on me because of his beauty.

2

koie kamana karyum ke phatakaryo phare jo;

kema dila enum muja upara na thare jo? Uddhava!
Someone has performed witcheraft or he wanders demented,

Why does his heart not fix on me?

3

Uddhava! samdeso kahine vahela avajo jo,

sathe Dayana Pritamane tedi lavajo. Uddhava!

O Uddhava, having told him this message, come back soon,

Invite Daya's Beloved, bring him with you.
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32 etalum kahejo

R

Uddhavajt! Madhavane kahejo etalum;

$a mate tamo pado cho vijoga jo?

nidra re divasa eke nathi avati,

Gopijanane pragatyo che kami roga jo. Uddhavaji!
O Uddhavaji, say this much to Madhava:

Why have you afflicted us with separation?

Sleep does not come to us on any day at all,

Some fever has appeared among the Gopis.

1

Jamunani tire re nhava ame gayam,

ocimta tyam avya Syamasarira jo,

vastra vegalam muki amo nhatam hutam,
chanimmanam cori lidhdm cira jo. Uddhavaji!
We went to bathe on the banks of the Jamuna,
Suddenly (it was as if) Syama's body appeared,
We used to bathe with our clothes far away,

He secretly stole our garments.

2

valavalava lagi re sau gopamgana,
kadamakhamdimam samtaya Srinitha jo.
Samaliyo $odhyo re amane jadyo nahim,

rudana kari joddvyd ene hatha jo. Uddhavaji!
Agitation struck all the bodies of the milkmaids,

Srindtha was hidden in a clump of kadambas,
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We sought Samaliyo but we didn't find him,

Having made us weep, he made us beg.

3

kahte, nanapanana divasa bhuli gaya,

tarachodo cho $ane Srijaduraya! jo?

amo abala asae valagi rahyam,

Jjora amarum jobaniyanum jaia jo. Uddhavaji!

Tell him: have you forgotten the days of our childhood,
Why have you abandoned us, Srijaduraya?

We women have clung to our hope,

The strength of our youth 1s fading.

4

mara sama Mohanane tamo jaine kaho,

eka vara to avo Gokulagama jo.

Kamagni Iagyo avine holavo

vahela valajo. Dayapritamana Syama jo. Uddhavaji!
On my oath, having gone to Mohana tell him

Come to Gokulagama once again.

Come and extinguish the fire of Kamadeva which has struck us,

Come soon. Daya's Beloved, Syama.

34 joine cilo

R

'vamka re vamka $um re himdo cho? avadum $um re gumana ji?

parandrini samge ramatam nathi vali kami sina, joine calo ji.'
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Why act wrongly? Why such great pride?
You should not play with another man's wife, come to your senses, just look and

then go on your way.'

1

'tum tard manamam vimala che, hum chum nanum bala jo,
kema kari mune moto jane? jiitham $ida cadave ala?' joine.
"You are pure in your mind, I am a little child,

Why do you take me for a grown-up? Why do you accuse me wrongly?'

2

'nana cho pana guna motana, nari vind kona jane ji?

amgoamgathi vihvala kidham, maryam locananim bana.' joine.

"You are small but you have the qualities of a grown-up, who but a woman knows
this?

You have caused anxiety in all our bodies, you have struck us with the arrows of

your eyes.'

3

‘nari to purusathi alagi, alagi valagi cale ji;

Dayaramana Pritama hasine bolya: 'have malisum kale.' joine.

‘A woman is different from a man, sometimes separate and sometimes together they
walk along.

Daydrama's Beloved smiled and said, 'Now we'll meet tomorrow.'
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35 Radhava$a Prabhu

R

Radhe! tum pyari ja, bijum avara na koi,

Jene jagata mohyum te to tumne rahyo mohi. Radhe!
Radhd, only you are dear, there is no one else,

The one who has infatuated the world, is infatuated with you.

1

Gokulani gori sau eni pumthe bhame che,
te re Vhalane tari galo game che. Radhe!

All the women of Gokula chase after him,

Vhala likes your abuse.

2

Vrajavama saune ¢ niaka ghasave,

te re Vhalo tare ghera vanatedyo dve. Radhe!

He rubs the noses of all the women of Vraja in the dust,

Vhailo turns up at your house uninvited.

3

hum pana janum enum malavum kyamthi?
ksanum eka alago na thaya tare tyamthi. Radhe!
How may I also know how to meet him?

He doesn't become separated from you for one minute.

4
tem vasa kidho Radhe! Dayano Prabhuji,

hum nava janum tem te kei gora piiji? Radhe!
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You have control of Daya's Beloved, Radha,

I do not know - what religious custom did you observe?

39 samo samajho

R

samo samo tamo samajho nahim ne karati himdo ala ji;

loka $um jane je teva padi che? mitke mathe gala. pera na jano ji.

Understand the appropriate time and don't go around pretending you're hurt;

Why should people know about this habit? They put curses on one's head. You do

not know the (right) way.

1

sdsu amdari sambhajatam mune $ida karo cho sada ji?

apana bene bolatam dekhi maro paranyo kare che vakhavada. pera na jano ji.
Why do you call aloud to me when my mother-in-law is listening?

When we are both speaking, my husband sees us and then quarrels with me.

2

mara amganald samum avine kale $ane kidhi sana ji?

mari nanadi marmanam vacana boli, 'bhabhi! jao tede che Kahana!' pera na jano ji.
Why did you come right into my courtyard yesterday and wink at me?

My husband's sister spoke meaningful words, 'Sister-in-law, go, Kahana calls you.'

3
atura jana to ditha ati pana tamathi ado amka Ji;
kaheva sarakhum dpana kariye tyare drijanano $o vamka ? pera na jano |Ji,

Eager people saw you, you can defeat all of them;
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If we do what can be talked about, then what fault lies with evil people?

4

gola potiane khiine khaie, karie ditho aditho ji;

pragata kari bajare betham sum lage che ati mitho? pera na jano ji.
Eat jaggery in your own comer, do this seen and unseen;

Doing it openly, sitting in the market-place, does it seem sweeter?

5

Jje dahadathi prita bamdhani te dahadani carane valagi Ji;

Dasadayana Prabhu! manamam samajho hum nathi tamathi aJagi. pera na jano ji.

I embraced your feet since that day when love was bonded,;

Lord of the servant Daya! Understand in your mind that I am not separate from

you.

40 avonl mdre ghera manava

R
avoni mare ghera manava ho ji Raja! avo mare ghera manava.

Come to my house to enjoy yourself, O king!

1
premarasa pyélo te pivane pava, jobanatirine palanava. hoji Raja!

To give the cup of the rasa of love to drink, to mount the steed of youth.

2
padati rate padharajo Pritama! koi nathi bethum janava. hoji Rajal

Come as night is falling, Pritama! Noone will be there to know.
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3

mari $erine che samtasadhu, parani na vata bese chanava. hoji Raja!
There are sants and sadhus in my street. They do not sit around investigating other

people's business.

4
prabhate jatam kof piichase to kahisum, tedya'td valonum tanava. hoji Rajal
When going at dawn, if anyone asks then we shall say, he was invited to pull the

churning vessel.

5
sarva taje pana samo sambhale rasiya te paramanava. hoji Rajal

Leave everything, but keep the time, to understand this pleasure.

6
Rajani riipali chabe citta marum coryum, samarana nathi vakhanava. hoji Raja!

The lovely beauty of the king stole my mind, remembering cannot describe it.

41 koni samge?

R
rataladi koni samge jagya? ghayala cho ji, nenabana keinam vagyam?
Who were you awake with last night? You are wounded, what eye-arrows struck

you?

1

vamkaladum tama samum kaie joyum?
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mohana cho, kei mohinie mana mohyum?

kel pranapyari kari citta proyum?

Did someone cast sidelong glances at you?

You are the infatuator, did some deluding woman infatuate your mind?

Did someone dear as life fill your thoughts?

2

bhala Bhagavata! vacanana saca,

kahoni kale kevi vadhya'ta vaca?

turatana turata dekhaya kaca! rataladi.

Well done, Bhagavata! your words are true,

Tell me, what about the words you said yesterday?

Immediately, your untruth is seen!

3

Juthasum tamta na karavo jhajho,

bola boli $akta nathi kami sajo,

Jitha sama khatam lagara na lajo. rataladi.
Do not quarrel more about what's false,

You cannot say a word that's entirely sound,

Don't waste time in swearing false promises!

4

haranam cihna de che iira dekha,

adhara para dise che amjanarekha,

malimali jiya che netrani mekha. rataladi,
Marks of a necklace are seen on your breast,
Lines of kajal are seen on your lip,

The lines around your eyes meet again and again.
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5

Jjesum ramya rajani 13gi te amoli,

bhile tenum nama javaya che boll,

tend sama tamane, kaho dila kholi. rataladi.

The one with whom you played at night was precious,
By mistake you said her name,

Swear by her, tell me freely.

6

sramita cho avo lagareka podho,

palotum paye, mate srama podho,

amganale i1bha alasa §ida modo? rataladi.

You are tired, come, lie down for a moment,

I'll massage your feet, your weariness will go, lie down,

Standing in the courtyard, how will you dispel lethargy?

7
rakhyum mukha prasanna hrdemam dadhi,
Jjase khasi vastu amulika ladhi,

samajhani $yama lidhum kama sadhi. rataladi.

She kept her face happy, (although she) burnt in her heart,

(Thinking,) 'Having found this priceless thing he will go away.'

The understanding and good woman accomplished love.

8
samasami nena nehanam maliyam,
chiityurn mana, sukhasimdhumam maliyam,

Dayana pritama beu palamge dhaliyam.
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Their eyes met together in love,
Her haughtiness went, they met in a river of happiness

The pair of Daya's Beloveds lay down on a bed.

42 have hum nahim bolum

R

havam hum sakhi! nahim bolum re Namdakumvarani samge;
mune 'Sasivadani’ kahf che re tyarani dajha lagi che amge. havam.
My friend, now I shall not speak to Namdakumvara.

He has called me 'moon face,' and so anger has struck my body.

1

Camdrabimbamam lamchana che, vali Rahu gale khata mase re;

pakse vadhe ne pakse ghate, kalapiirana nitya te nava prakase. havam.

There is a stain on the disk of the moon, then Rahu eats it every six months,

In the lunar fortnights, it waxes and wanes, it does not shine constantly as a full

circle.

2

te karatam 'Camdravadani’ kahi to karyam hum ne Camdra eka rise re;

tyare muja mukha pakhe Sum atakyum che? jose Camdra dkase. havam.

Doing that, having called me 'moonface’, you made the moon and me the equal in
the rdsa dance.

Then if he sees my face, why should he stay? He will see the moon in the sky.

3

nahim to Sivane samipa rakhase ne bhale Camdra dekhase re;
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prasanna thai pase rahese, nahi to kahevdya nahim nija dase. havam.
Otherwise, he will stay near Siva and he will see the moon on his forehead,

Becoming pleased, he will stay with him, otherwise, he cannot be called his own

slave.

4

evas$o Srama pana $ida kare? juo, Camdra potant pase re;

vama caranamam Imdu acaja che, sida rahe anyani ase? havam.
Why take so much trouble? Look, the moon is near to him;

The moon on his left foot does not move, why remain in hope of another?

5

Dayana Pritamane kahe sakhi, juo, Sagimukha sarakhum sukha pase re;

koti prakare hum nahim avum eva purusani adase. havam.

Friend, tell Daya's Beloved, look, happiness like the face of the moon is here,

There 1s no way I shall go near such a man.

43 Bamsibatane coka

R

Vrndavanamam re Bamsibatane coka manana manya Raja mune malya dirathi

dekhi re,
balava lagi Sokya. mana.

In Vrndavana on Bamsibata square, the king who is agreeable to my mind met me.

Having seen me from far off, my co-wife began to burn.
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1

samga koi na hotum re, asapasa nahim koi, bharajobanamam re

Jivane mujane joi. mana.

There was noone with him, there was no-one around, in the vigour of youth,

Jivand saw me.

2

mujane pachyum re, ‘ekaladi kem 3ja?" hum nava boli re
keri ghumghata dhari laja. mana.

He asked me, "Why are you alone today?' I did not reply,

I covered my face with my veil.

3

hathile hasine re jhalyo maro hatha, 'na, na,' kahetam re

balie bhidi batha. mana,

The stubborn one smiled and seized my hand, (as I was) saying No, no,’

The strong one embraced me.

4

cumbana karine re karyum adharamrtapana, thai hum paravasa re
gai mari sudha ne sana. mana.

Having kissed me he drank my lip-nectar, I lost my self-control,

My intelligence and sense disappeared.

S

rasika riipala re Natavara Namdakumara, mithum boli re,

ghano dekhadyo pyara. mana.

Natavara Namdakumira is a beautiful rasika, having spoken sweetly,

He showed me lots of love.
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6

mamda hasine re maryam locanabana, te samanum re
sukhaduhkha priche prana. mana.

Having smiled gently, he struck me with the arrows of his eyes,

Life understands the sorrow and happiness of that moment.

7

nakhasikha vapyo re Manmatha, kampe kiaya, mukhade nd kahum re

mana to malava chaya. mana.

Manmatha pervaded me from head to toe, my body trembled, I can't put it into
words,

My mind desires to meet him.

8
'ha, na' karatam re bhari Alabele amka, addhara tithavi re
lavyid kumja nih$amka. mana

(As I was) saying 'Yes, no,' Alabeld embraced me, he lifted me as I had no support,

He took me to a bower without hesitation [?7].

9

kuvalayadalani re siddha hati paryamka, te hum pami re
jema riddhi pame ramka. mana.

A bed was ready with leaves of blue-lotuses, I experienced it,

As a poor man experiences wealth.

10
sumdara varani re samge rami tyam ramga, bahu sukha pami re

Jityo ajita Anamga. mana.
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In company with the beautiful man, I enjoyed delight, I felt a lot of pleasure,

Anamga conquered the unconquerable.

11

prathama samagama re Pranajivanani satha, tana ghera avyum re

mana rahyum Mohana sdtha, mana.

That was my first meeting was with Pranajivana, my body came home,

My mind stayed with Mohana.

12

teha divasathi re kalaja koryum Kahana, Dayapritamane re

malava nisadina dhyana. mana.

From that day Kahana pierced my heart, day and night my intention is to meet

Daya's Beloved.

45 kema risai?

R

Syama! tum to $ida risavi re? kami eka karana mujane kaheni.
$ida mauna grahine rahi che re? uttarano pratiuttara deni. Syamal
Syama, why are you angry? Give me one reason.

Why do you remain silent? Answer to my question.

1

rise netra thayam che ratam ne adhara dase che damta re;

bhrikuti damanasaména kari che krodha dharine anamta. Syﬁmﬁ!
Your eyes have become red in anger, and your teeth bite your lip,

Your knitted eyebrow has become like a bow, as you bear unending anger.
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ke kami vamkum vena kahyum? ke kami kidhi samovada tari re?

avado rosa dhari $ida bethi? satya kaheni sakhi! mari, Syamal

Has someone said some crooked words to you or has someone become your rival?

Why do you sit bearing such anger? Tell me the truth my friend!

3

$um Vhale tujathi vhala ttaryum? ke prita avarasum kidhi re?

ke kami tarum vacana athapyum je avadrf hatha tem lidhi? Syamal

Did Vhala take away his love from you, or did he make love with another?

Or did he disobey your word that you have become so obstinate?

4

pana jodi paranama karine kahavyum che tire kamthe re.

Jjo tamo duhkhe amére dajho to paga dharajo 4 pamthe. Syamal

Having joined his hands and bowed to you, your lover has informed you,

If you burn in sorrow with him, then step out on this path,

5

nayane nira bhare che Natavara, mukhe jape Radhajapa re;

Dayana Pritamane malani manani! $amase sau paritapa. Syamal

Natavara fills his eyes with tears, his mouth mutters the prayer of the name of
Radha,

Meet Daya's Beloved, proud woman, he will allay all your grief.
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49 rupali Radhe!

R

Radhe! riipali rasili tarf amkhadi jo;

Jjodi Krsnasamana chabi phamkadi jo. Radhe! rapall.
Radha! your eyes are beautiful and full of rasa;

Joined with Krsna your beauty is great!

1

upamae adhika nahi tumthi mrgalocani jo,

vina amjana manaramjana bhavamocani jo. Radhe! riipali.
There is nothing excessive in comparing deer's eyes to yours,

Without kajal they are delighting and give mukti to the world.

2

tarum Camdravadana kahetam lajum taruni! jo

eka to kalamki visabimdu varuni jo. Radhe! riipali.
I am ashamed to call you moonface

For it is spoilt by a drop of poison.

3

vena Vasuki, jaditraratnarakhadi jo;

tane jotim bijum jovani thaya akhadi jo. Radhe! riipali.
Your plait is like Vasuki, it has threads studded with jewels,

Seeing you, I seem to see its double.

4
Rati riipatano garva mikine khasi jo;

Rasikardyana hrdemam tum sada vasi jo. Radhe! ripali.
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Rati puts away pride in her beauty,

Your are always settled in the heart of Rasikarayana.

5

Madanamohananum mana hara tumn Manamohani! jo;
nathi Viramcie raci tuja chabi sohani jo. Radhe! rupal.
Manamohani, you steal the mind of Madanamohana,

Viramei [the Creator] has not made your beauty.

6

sakala bhilpamam jotam tum ladhyo Srihari jo;

Uma , Rama ne Savitri Sripuramdari jo. Radhe! ripalf.

Looking in the whole king [seeing all queens in you??], Hari found you,

Umd, Rama and Savitii and Sripuramdari.

7

tari upamasarakhum bijum koi nathi jo;

thakya uitama kavi vedasmrtine mathi jo. Radhe! rapali.
There is no one else comparable to you,

The greatest poet became tired churning the Vedas and the Smrti.

8

rasikariipa Jugala! vaso hrdemam thari jo,

Dasadayane sukhadata eka tum Hari! jo. Radhe! riipali.
Pair of forms of rasikas! live in my heart,

Hari, you are the only giver of happiness to the servant Daya.
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51 sdcum manaje

R

sacum manaje ripalist Radhikal jo,

sakala sadgunanum dhama! rahita badhika jo. sacum.
Believe this is true, beautiful Radha,

You are the abode of all good qualities, you are without blemish.

1

tara kahya pachi kahum chum manani vatadi jo,

mare tharavano eka thama tari jatadi jo. sacum.

After you have spoken, I am telling you the thoughts of my mind,

I want to settle in a place in your body.

2

mari rasana Radharatana miikati mathi jo,

tare ripe marum manadum Ilidhum che mathi jo. sacum.
The repetition of 'Radha’ does not stop giving enjoyment,

Your beauty has taken my mind. [??]

3

tarum sarva mithum lage mane manani! jo,
Jagajivananum jivana sutd Brkhubhanani jo. sacum.
Everything about you seems sweet to my mind,

You are the life of Jagajivana, daughter of Brkhubhana.

4
pita varana taro mate pitambara dharum ho.

Sydma te mate tuja amjananumn cimtana karum jo. sacum,
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1 wear the pitambara for your golden skin,

1 think of your kajal and that's why I'm black.

5

kamala dharum tarum mukhadum thava dhyanane jo,
rakhum vamsali tard karava gunaganane jo. sacum.
I carry a lotus so I remember your face,

I have my flute to sing your praises.

6

netra samajhe tumne nirakhavana sukhane jo,

pana mukha nenane na, nena nathi mukhane jo. sacurn.
My eyes know happiness is looking at you,

But my eyes do not have a mouth, my mouth does not have eyes. [??]

7

makarakumdala capala kAmicka taram netrasam jo,
$amkhacakragadakamja kamkana kara jasim jo. sacum.
My flashing earrings are somewhat like your eyes,

The conch, the discus, the club and the lotus are like your bracelets.

8

kevi vhali che tum!' kahetam avadatumm nathi jo,

vani kalajadane hoya to te kahe kathi jo. sacum.

I don't understand why I am saying, 'How dear you are!',

If the heart has a voice then it says this.

9

sarva vastu dhanya pranapriya! mahari jo,
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e je iccha mune hela karum tahari jo. sacum.
All things are blessed my beloved,

Only this is my wish that I may have your love. [?7]

10

evo durlabha chum malato nathi koine jo,

te hum chum tare adhina jivum joine jo. sdcum.
I am so hard to get that I don't meet anyone,

I live considering my dependence on you.

11

Madanamanohara hum, muja citta tum cora che jo,
locana tara vadanacamdranam cakora che jo. sacum.,
I am Madanamohana, you steal my mind,

Your eyes are the moon face (to my) cakora.

12

tum te hum' ne ‘hum te tum,' - emam samdeha nahim jo,
agnijvala be jema ekavastuta sahi jo. sacum.

“You are me and I am you' - in this there is no doubt,

As the fire and the flame are two, so we are of one substance. [?7]

13

taromaro be maline eka prana che jo,

Jithum kaheto nathi vedamam pramana che jo. sicum.
Your and my lives met as two now are one,

I am not saying this falsely - it is said in the Vedas.
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bhiisana jagatanum hum, maro tum Sanagara che jo,
apana beno Dasadayane adhara che jo. sacum.

I am the ornament of the world, your are my decoration,

The servant Daya has us two as his support.

52 hathilini hatha

R

Lalita kahe, 'suno Svami re! hathili hath na taje, hum hari!

kahyum e to koinum na mane re, ap manavo potani pyari. lalita.

Lalitd says: Listen Svami! The stubborn one doesn't give up her stubbornness, I am
defeated.

She doesn't accept what anyone says, conciliate your beloved.

1

sdmadamavidhibheda Vhala! mem vividha prakarana kidha re;
eke vidhi mari nava cali tyare paga pacha mem didha. Lalita,
O Vhala! I've carried out the many kinds of diplomacy,

When even one of my methods did not work, then I came back.

2

hum paya padi trna damta dharine, 'Hari harya,’ kahyum mem jyare re

vamkum vadana kari vamae vacana kahyum eka tyare. Lalita.

I fell at her feet, with my head on the ground and when I said, 'Hari is defeated.’

Turning her face away, the beautiful woman said these words:
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'Camdramukhi mune sida kahi? kema Camdrasamovada jani re?
Jo jani to $ida jhiiro cho? Camdrathi lo sukha mant.' Lalita.
'Why did you call me "Moon-face'? Why did you say I'm equal to the moon?
If you think this then why are you anxious? Enjoy yourself, get your happiness

from the moon.'

4

'Kahetamam karana mem janyum, manano marma ja eha re;
Caturadiromani! eni upara karie ghate kami jeha. Lalita

Irealised the reason for her speech, this is the inner meaning of her pride,

Caturadiromani! Let us do for her what is fitting.

5

kahyum koinum e nahim mane havam koti prakare re

Dayana Pritama! mane ema siijjhe che - thase karaj apa padharye.' Lalita
She doesn't accept what anyone tells her now in any way,

Daya's Beloved, my idea is this - When you come to her this matter will end.

53 pyarine manava

R

Pyarine manavane karana re Mohane manamam mata vicari.
Prabhuji pote padharya re sumdara ripa sumdarinum dhari. Pyarine.
Mohana turned over in his mind a way to conciliate the Beloved.

Prabhuji himself went to her, taking the beautiful form of a beautiful woman.
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1

navasapta varasanam nautamajobana svariipatano bhamdara re
amgaamga prati amita madhuri, $um varnum sanagar? Pyarine
The treasury of beauty, the beauty of youth of sixteen years,

Measureless sweetness in each of her limbs - how may [ describe her adornment?

2

pili patoli paheri premada, mamhya kamcuki kali re

munijanane mana moha upajave evi amji amkha aniyali. Pyarine

Wearing a delightful yellow patola cloth, under which was a black bodice,

The kajal in her pointed eyes would give rise to love in the heart of sages.

3

nakhasikha $obha kyamlagi vamum? gbharanano ahim amta re
anupamani upama Si apum? pdra na pame anamta. Pyarine.

How may I describe her tip to toe beauty? There is a limit to ornaments.

How may I compare the incomparable? The endless never reaches an end.

4

eve adbhuta vese rama Radha samipe avyam re

cakita thal Brikhubhananamdini bhava sahita bolavyam. Pyarine
In such wonderful clothes, the beautiful woman came to Radha.

Brkhubhananamdini was astonished and made inquiries with feeling.

5

kyam raho cho? sakhi! kydm javum che? $um che tamarum nama re?
bhitlyamsarikham $um $odho cho? kaho, konum che kima?' Pyarine.
'Where do you live? Where are you going? What are you called?

What are you seeking as if lost? Tell me, with whom is your business?'
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6

'S'yéma]z' sakhi! che nama amarum, vasiye ame Namdagama re;
Jovane arthe jasum amo Natavara Sumdarasyama.

'My dear friend, my name is Sydmali, I live in Namdagama,

I am going with the purpose of seeing Natavara Sumdaradyama.’

7

kamani kahe ‘kami kapate hum khalum nahim to e nisce jase re

muja karatam riipe che ridi, dekhatam Lala lobhase.

The beautiful woman says, 'If I don't prevent her with some trick, then she'll
certainly go.

She is more beautiful than me, when he sees her Lala will desire her.'

8

$yama kahe, sakhi! e karaja tamo bhiile kadapi na karado re

malatam Mohana bhiiraki namkhase te pumthepiimthe pharaso

The lovely woman says, '‘My friend, you must never do this task in error,

Meeting Mohana, he will charm you and you will run after him.

9

apana saco sneha kijiye, lijiye paraspara kola re

tamo kaho te amo karum, tamo palo amaro bola

'Let's feel true affection, let's make each other a promise,

I'll do what you say: you keep my word.'

10
phari bolyana sama khadha ne vacana paraspara lidhum re

potapotanam manamam phule je ‘caturapanum mem kidhum!
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After speaking again, they swore an oath and made each other make a promise.
In each of their minds they were overcome with joy thinking that they had been

clever.

11

Radha kahe, 'sakhil magum - tamo Syama samipe na jaso re
sakhi kahe, 'hum pana e magum - tamo te upara ma risaso.
Radha says, 'Friend, I ask you - please don't go near Syama.'

Her friend says, 'And T ask you this, you don't be angry with him any more."

phari bolyana sama khadha ne palyam vacana thai raji re
valati Vhale nija ripa prakasyum! jotam juvatf 1aji!
After speaking again, they swore an oath and fulfilling their word, they became

happy.

Then Vhala showed his true form - seeing him, the young woman was shy.

12

Prabhue premada prasanna karine preme alimgana didhum re
viyogatapa talya, adharamrta banne paraspara pidhum

Prabhu made the woman happy and delighted, hugged her with love,

The pain of separation went away, they drank the nectar of each other's kisses.

13

chiityurn mana, ekarasa thai podhyam, anamda ura na samaya re

e dampatini dast thavane Dasadayo guna gaya.

Her anger vanished, being of one sentiment, they lay down, their joy could not be
contained in their hearts!

The servant Dayo sings their praises in order to become the servant of this couple.
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54 vamkum ma jaso!

R
ho jire! vamkum.
Do not cast sidelong glances, Varanagiya! When I see you something happens in

my heart!

1

aniyali amkhe Vhalama! prana mara proya che;

mohan mukhadum joi mana marum mohaya che, ho ji re! vamkum,
Your pointed eyes sew my life to yours, Vhalama;

Seeing your charming dear face, my mind is entranced.

2

mamdamithi hasani te to mohanino phamda che;

temam padya pachi kene nikalaya che? ho ji re! vamkum.
Your gentle and sweet smile is a snare for a beautiful woman,

Who has come out of it once they have fallen in?

3

nakhasikha ripa rasika, madhura, manohara;

Jyam joum tyam amkha thari jiya che! ho jire! vamkum.
From head to toe your beauty is lovely, sweet, captivating.

When I see it, my eyes are transfixed.

4

nasikdnum moti jhami rahyum che adhara para,
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tema mana marum ham re jhola khaya che! ho ji re! vamkum.
As the pear] dangles from your nose above your lip

So my mind sways about.

5

abalajana mohaya temam kataka kahevaya nahim;

mota Kamajeva phiitada vhevaya che! ho jire! vamkum.
Women are enchanted, what is surprising in that?

You are as beautiful as great Kéma.

6

aturatd age amtara dosa darda che;

te para adhina thaki sahevaya che, ho ji re! vamkum.
More than anxiety, the inner fault is pain

They suffer from their dependence on another.

7

Natavara Nagara Rasika Mugatamani;

Jagamohana riipa §astra gaya che, ho ji rel. vamkum.
Natavara Nagara Rasika Mugatamani;

Jagamohana - the §astras sing your beauty.

8

Dayana Pritamani mithi moralf siini jene,

te to vapnamille sarva veciya che! ho ji re! vamkum.

The one who has heard the sweet flute of Daya's Beloved

He is able to sell everything as valueless.
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55 vasakarani vamsali

R
vasakarani che tari vamsali, jotam vasa kari che Vrajnarane,
ho ji re! vasakarani.

Your flute is enchanting, [just] seeing it enchants the women of Vraja.

1

svara siinine hum to $uddhabuddha visari,
daradamam garada gai che mali, ho ji re! vasakaran.
When I hear its sound then I swoon,

I fall into deep pain.

2

sudhathaki re svida emam che ghano,

mune sakara karatam lage che ghani gali, ho ji re! vasakarani.
It is far more delicious than nectar

I think its sweetness is greater than sugar

3

catako lagyo re jheri damkhathi na atare,

Jheri jhajhi che te karatamn vali, ho ji re! vasakarani.
Once it has stung, the venom doesn't leave the sting,

It is much greater than poison.

4
dharakeram kiamakaja kami nava sijhe,
have loka kahe ¢ to cittathaki cali, ho ji re! vasakarani.

I can't think of any means of satisfaction
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Now people say that I am out of my mind.

5

dasadayano pritama premano payodhi malyo,

pritaladi piirvatani e phali, ho jire! vasakarani.

The beloved of the servant Daya found an ocean of love

This is the fruit of former loves.

57 mahole padhiro

R

mhole padharo mard Réja!l Manigara! mhole padhéro;
vhala vadharo Vrajaraja!l Manigara! mhole padharo.
Come to my palace, my R&ja, Manigara, come to my palace!

Increase my love, King of Vraja! Manigara, come to my palace.

1

kari rakhi che ckathi ghana divasani gotha;

Raja male to kijie, avi rahi che mare otha. Manigara!

The secret (sweet) talk of many days is gathered together and saved,

Rija, if you meet me, then we'll do it, it has come to my lips.

2

hum pana dasi ravari, bamhya grahyani laja;

Jobana lhere jay che, manone mara Raja! Manigara!

I'am also the servant, the shame of taking my forearm [keep your promise];

‘Youth goes in waves [my youth is ebbing??], enjoy yourself, my Rgjal

291




Chapter 7: Selection of lyrics

3

humsarakhi bahu apane, mare to eka apa,

rahevatum nathi Raja vana, kone kahum paritapa? Manigara!
For you there are many like me, for me there is only one you;

There is no way of living without the R3ja, to whom shall I tell my suffering?

4

seja samari phillade, anamda ura na maya;

Prénajivana! tyaham podhaso, hum to talamsi$a padya. Manigaral

I have adorned your bed with flowers, joy cannot be contained in my heart;

Pranajivana! If you sleep there, [ shall massage your feet.

5

Pritama! DasaDayatana Srivrajarajakumara!

ghana divasani homsa che, pro pranaadhara! Manigara!
Beloved! Srivrajarajakumara, of the servant of Daya!

I have the eagemess of many days, satisfy your lover!

58 tithio: agama premapamtha

1

suno Odhavaji! prematano pamtha agama tamo $um jano?

snehasagaranum nathi pidhum paya tyam lagi joga vakhano.

Listen, Odhavaji! What do you know of the incomprehensible path of love?

You will praise yoga until you have drunk a drink from the ocean of love.
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Jjuo pratipada yasa jeno mitho, te purusa ame manyo ne ditho;

kyam yoga thare te ura betho? suno Odhavaji!

See the first day, the one whose fame is sweet, we enjoyed and saw that man;

How can yoga satisfy when he dwells in one's heart?

3

bija vavyum snehanum sukha che jani, igyum anamdavrksa simcye vrehapani;
phalyum tyare lanyum Kubjarani! suno Odhavaji!

On the second day , knowing this seed is the happiness of love we sowed it, a tree
of joy grew, watered with our tears of separation,

When it bore fruit, Kubja Rani harvested it!

4

trija gata mari tanathi evi, e kapatl kamthe kidhi jevi;

mali kimkari Kamsatani tevi. suno Odhavaji!

The third (day) - the state of my body was such that my lover played a trick

Whereby it became like that of Kamsa's maid-servant [i.e. I looked ugly].

5

caturthi catura hum ene laheti, nama sughada jeha sarve kaheti;

Prabhu te catural meli vahetl. suno Odhavaji!

The fourth day, I thought he was clever, I was saying all good things about him,

Prabhu made those clever things known to others.

6
pamca mithyd nava kahe 3ja lahyum, prita na kariye kyahum sarve kahyum;

amo na manyum te duhkha sahyum. suno Odhavaji!
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The fifth day, the wise do not speak falsely, today I understood, they all said do not

love;

We did not believe them and so we bore that sorrow.

7

sasti sahune sukhamam so'vum, amare bhagye avyum rovum;

Sokyane vate patisukha hovum. suno Odhavaji!

On the sixth day, everyone else enjoys happiness, weeping has come in our fate.

The co-wife gets the delight of her husband.

8

sapta mithya Harina aje lahum, tamane taji kyuhum nahi jaie kahum;

emanum kahyum emani pasa rahyum. suno Odhavaji!

On the seventh, I know today the falseness of Hari, who said he would never leave
us,

His word remained with him. [He doesn't keep his word.]

9

asta milapa havam nathi thavo, dasina samgithi $o davo?

bhalum amane duhkha! ene Ihavo! suno Odhavaji!

On the eighth day, now there shall not be a meeting, what claim do I have on the
companion of a slave-girl?

Sorrow is suited to us! Let him be happy!

10

name te neha nathi ene, amo snehavalam padyam vasa vrehane;

nahi janiye viyoga pide $ene? suno Odhavaji!

On the ninth day, he doesn't have love, we loving ones have fallen under the control

of separation.
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Do you not know why separation causes pain?

11

dasami amo jani sarasa sadhi, tenum phala a vrehani pida ladhi;

teni jhale nisadina deha dadhi. suno Odhavaji!

On the tenth (day) we knew we had done something good, this affliction of
separation got its fruit;

Our bodies burnt day and night in its flame.

12

ekadast Srikrsna amo sevum, anya kothaki nathi levumdevumy;

amane ni$ce siijhe evum. suno Odhavaji!

On the eleventh day, I serve S$riKrsna, I do not have any connection with anyone
else

This is my resolve.

13

dvadase masa sukha didhum Sriji, temam $aradartun gata bifi;

ratirasamam bhimjavi ne bhimji. suno Odhavaji!

On the twelfth Sriji gave me happiness for a month, in that he gave me the opposite
condition of the season of autumn [i.e. rains??].

In the rasa of love, I drenched and was drenched.

14

terasa havam amo kyam maliye? ksanumksanum sukha sambhare ne baliye;
khadhi sakara, lina kaho kyama galiye? suno Odhavaji!

On the thirteenth, now where can we meet? At every moment remembering
happiness we burn.

We have eaten sugar, why, tell me, shall we eat salt?
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15

caudasda jenum jyam citta bhame, te yoga sidhye te $anum $ame?

amarum mana sada Sriharimam rame. suno Odhavajil

On the fourteenth, one whose mind wanders everywhere, how can it accomplish
yoga and how can it be calm?

Our mind always delights in SriHari.

16

punye mem kidhum pana nahi piirum, malyum ratna amiilya gayum dirum,
pahelum sukha pami havam jhiirum. suno Odhavaji!

T acted in merit but not completely, the priceless gem was obtained but went
faraway.

I experienced the first happiness and now I pine.

17

emdm sarve tithi sole dvi, vrehe viyogarasa bhari nitya gavi;

tethi Dayano Pritama vase ura avi. suno Odhavaji!

In this the whole sixteen days have come (and gone), one should always sing the
rasa of viyoga in separation

So the Beloved of Daya may come to dwell in my heart.

59 tithio: madhupadiita

1

padave Pranajivana pakhe

ke dhiraja nava rahe rakhye;
anubhavi lahe na bane bhakhye,
Madhupa! SriMadhavane kahejo.
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On the first day of the fortnight,
It is owing to the absence of the Pranajivana that patience cannot be kept,
The one who has experience may understand, but it can't be described.

O Bee, please tell Madhava.

2

bije sahu Brijani balt

talakhe Tribhamgalalite tali;

prita kari didhi pali, Madhupa! SriMadhavane kahejo.
On the second day, all the girls of Brija

Are filled with longing without Tribhamgalalita;

Lovingly, we waited our turn,

3

trije tapa ghano tanamam,

vrehajvala pragatl manamam;

kala na pade rajanidanamam, Madhupa! SriMadhavane kahejo.
On the third day, there was much heat in our bodies,

The blaze of separation appeared in our minds,

Comfort doesn't come, day or night.

4

cothe citta bhiidharamamhim bhame,

anyanum bolyum pana na game;

¢ duhkha osadathi na $ame, Madhupa! SriMadhavane kahejo.
On the fourth day, the mind wanders on Bhudhara,

We don't like even speaking of another,

This pain is not soothed by medicine.
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5

pamcami pera na siijhe kasi,

jheri te Natavaranage dasi;

lahera Madana romaroma vasi, Madhupa! SriMadhavane kahejo.
On the fifth day, no plan suggests itself,

Natavara, the poisonous snake, bit us;

Waves of love have settled in every pore.

6

chaththe chala chabile kidho,

matalaba sadhi dago didho;

paradhini prere prana lidho, Madhupa! SriMadhavane kahejo.
On the sixth, the Beautiful one played a trick,

Having achieved his purpose he deceived us,

Like a hunter he took our lives.

7

satme Sokyaladi samge

nitye rame Rasiyo ramge;

te agni lage amge, Madhupa! SriMadhavane kahejo.
On the seventh in the company of co-wives

Rasiyo always sports amorously,

That fire burns our bodies.

8
astami amtara duhkha sale,
konum dhana? kot sukha mahale;

rahiye bali! kamf nava cale, Madhupa! SriMadhavane kahejo.

On the eighth day, the inner pain aches,
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Whose is the reward? Someone (else) enjoys pleasure.

We are burning! There is no way out.

9

nome Namdakumvara ni'vya,

jogana samde$a kahavya,

bhoga to Kubjane bhivya, Madhupa! SriMadhavane kahejo.
On the ninth day, Namdalkumvara didn't come,

He sent messages of yoga;

Kubja enjoyed pleasure.

10

dasame davanala pragatyo,

vayadakero dina vatyo,

nd avyo e Lala latyo, Madhupa! SriMadhavane kahejo.
On the tenth day the conflagration appeared,

The day of the promise passed away;

That Lala did not come - he was entangled.

11
ekadast eka dina hati,

pase hata jyare Pranapati;

kyama pragata karum giidha gati? Madhupa! SriMadhavane kahejo.

The eleventh day was the one day
When Prianapati was at hand

How do I make my confused state of mind clear?

12

dvadasa siirajatano tadako,
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te vrehatapatano kadako;

tethf adhika muja ura bhadako, Madhupa! SriMadhavane kahejo.
On the twelfth day, the heat of the sun,

It is a portion of the heat of separation;

The blaze of my heart is greater than that.

13

terasa rita Kyaham havam,

kumja samketa kari javam?

kyam te adharamrta pavim? Madhupa! SriMadhavane kahejo.
On the thirteenth, now what way is there,

When shall I go to an assignation in the bowers?

When shall I be made to drink his lip-nectar?

14

caudasa sukha no'tum lekhum,

te te disa duhkhadum dekhum;

karana? e piyu nava pekhum, Madhupa! SriMadhavane kahejo.
On the fourteenth, I don't care for happiness,

In all directions I see misery;

The reason? I do not see my beloved.

15

Saradapitnama avi sukharas,

vhela avoni ghera Vrajavasi!

risa ramo samga lai dasi, Madhupa! SriMadhavane kahejo.
The Autumnal full moon was a heap of happiness,

Come, Vhela, to the house of the Vrajavasis!

Play the rasa taking along the slavegirls.
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16

¢ pamdara tithi te varani Prite,

snehasamdesanti rite;

Disadaye gii te gite, Madhupa! SriMadhavane kahejo.
The fifteen days, that one the Beloved girl described,
In the manner of a message of love;

The servant Daya has sung in that song.

60 masa: Radhaviraha

Kartakamase mitki gaya Kamtha re sakhi! mune,

hum to joumn chum Piyujino pamtha re palepale

vreha vadhe gatam gunagramtha re Radha kahe,

Sahiyara! mari re, Vhalamaji ghera na avya ji. sakhi!

Kamtha left me in the month of Kartaka,

I wait for Piyuji at every minute

My separation grows, as I sing of the volumes of his qualities,

My friend! Vhalama did not come to my house.

Magasaramase mamdira khava dhaya re sakhi! mune,

mune kyuhumye kasum na sohdya re vhala vina,

mare palaka kalpasama thaya re, kone kahum? sakhi!

In the month of Magasara, my friend, my household threatened me,
Nothing at all appeals to me without Vhalg,

For me every moment seems to be an age, who can I tell ?

Posamase Piyuji parades$a re, sakhi! mara,
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hum to ekaladi kyama rahesa re a ratamam?
marum jobana bale veda re philyum joni sakhi!
In the month of Posa, Piyuji is away

How will I stay alone at this time?

See, my youth blossomed in my costume as a child.

Mahe mana malava akaldya re Alabelane,

dhamkyum dhikhe kalaja, nd kahevaya re duhkha koine,
mare ratadivasa rotam jaya re Vhala vina sakhi!

In Maha, my mind was anxious to meet Alabeld,

My hidden heart burns, this sorrow can't be told to anyone,

1 pass day and night in weeping, without Vhala.

Phagana abilagulale ramgaroli re kesara iide,

Samaliya vina sini padi toli re sahelini,

mare haiye pragati c