THE VIDAGDHAMADHAVA : A CRITICAL STUDY

THESISSUBMITIED TO
GAUHATI UNIVERSITY FOR THE DEGRFEL OF
DOCTOR OF PHIT.OSOPHY
IN SANSKRIT N THE FACULTY OF ARTS

SUBMITTED
By
MIRA BARUAH
2012




THE VIDAGDHAM A DHAVA : A CRITICALSTUDY

THESIS SUBMITTED TO
GAUHATI UNIVERSITY FOR THE DEGREE OF
DOCTOR OF PHILOSOPHY
IN SANSKRIT IN THE FACULTY OF ARTS

SUBMITTED
By
MIRA BARUAH
2012



Dr Laksahira Gogoi-Chutia Guwahati - 781014
Professor & FFormer Head -5-2012
Department of Sanskrit

Gauhati Unversity

CERTIFICATE

I have the pleasure to certify that this thesis, entitled THE
VIDAGDHAMADHAVA : A CRITICAL STUDY has been prepared by Mrs.
Mira Baruah under my guidance and supervision. She has fulfilled all the require-
ments under Ph. D. Regulations of Gauhati University. No part of this disserta-
tion has been published anywhere in any form earlier. This dissertation has never
been presented earlier for any degree whatsoever to any University or Institu-
tion. It is entirely fresh and the original piece of research work done by her in the
Department of Sanskrit, Gauhati University.

o
(L. Gogoi-Chutia)
Supervisor



DECLARATION

[ Mira Baruah, hereby declare that the subject matter of the thesis entitled
THE VIDAGDHAMADHAVA : A CRITICAL STUDY is the record of original
research work carried out by me and is the result of'years of investigation. Data
collection, its analysis and the findings presented in this thesis represent my
original work that has not been previously submitted for a degree or diploma to
any University or institution of higher education.

To the best of my knowledge and belief, this thesis doesnot contain any
material written by another person except where due reference is made within
the thesis itself.

The thesis is submitted to Gauhati University for the degree of Doctor of
Philosophy in Faculty of Arts.

Mi o Pamual

Place : Gauhati Univeirsity (Mira Baruah)
Date :



ACKNOWLEDGEMENT

| avail the opportunity of expressing my hearty gratefulness to my
supervisor and one of my most honourable teachers Dr. Laksahira Gogoi
Chutia, Professor and former Head of the Department of Sanskrit,
Gauhati University for her most inspiring guidance and sympathetic heip
offered to me during the period of my preparation of this thesis. It would
not have been possible for me to complete such a project without her
inspiration and advice. | am extremly grateful to her.

| also extend my gratitude to the authorities and employees of the K
K Handique Library of Gauhati University and District Library of Nagaon
and Nowgong Girls College Library, Nagaon for permitting and helping
me in making use of these libraries in course of my investigation. Espe-
cially | must remain obliged to the employees of K K Handique Library,
Sri Prabhat Haloi and Mrs. Guna Kalita for helping me when needed.

| am extremly grateful to the scholars whose works | have studied
and utilised for preparing the present dissertation.

| also remain ever grateful to Dr Manju Laskar, Head of the Assamese
Department and Mrs Marami Gayan, Associate professor of Assamese

Department of Nowgong girls College for their valuable information and



supplying the Assamese book related on Radha's episode.

| am also thankful to the management of the staff of the Vahu-Anand,
Nagaon, more particularly Sri Pratyush Ranjan Bhagawati who helped
me In typing out the papers and many other ways.

| pay my sincere thanks to my daughters Miss Bhaswati Duarah and
Miss Bhargavi Duarah for their co-operation during my research-work.
Especially thanks to my youngest daughter Miss Bhargavi Duarah for
her all time help in respect of my thesis. | am also grateful to my all well-
wishers for their kind advice.

Above all, | would like to express my gratitude to my husband Mr.
Pradip Duarah who inspired and encouraged me every now and then to
complete this work and for relieving me from all domestic responsibili-

ties during the busy period of my preparation of the present work.

My A B{'\/LUA @L\
(Mira Baruah)



PREFACE

The present dissertation entitled ‘The Vidagdhamadhava : A critical
study’. embodies the results of a research work carried on by me under
the guidance of Dr. Laksahira Gogoi Chutia Professor and former Head
of the Department of Sanskrit, Gauhati University.

Since my student life, | was keenly interested in the legends espe-
cially, those in our epics and puranas. This interest was all the more en-
hanced as | had the pleasure and privilege by enjoying the Rasalila that
was performed by my native villagers at the Phulpanichiga Rasa Mandir
at Sivasagar in Upper Assam.

Moreover, the legendary characters of Radha and Krsna have cap-
tured the hearts of millions of people all over India through the ages. A
large number of lyrical poems, folk songs and also dramas have been
composed on Radha and Krsna in Sanskrit as well as regional languages.
Sothe Radha-Krsna love story is widely available all over India and mainly
in Bengal, Assam, Karnataka etc. Therefore | always maintained a strong
desire to write out a Ph. D thesis on this theme i,e. Radha and Krsna. The
present thesis also can be called a result of my life-long desire which

was built in my mind from my very childhood.
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The Vidagdhamadhava is a Sanskrit drama written by Rupa Goswami,
a Vaisnavite poet of Bengal who flourished in the earty 16th century AD. It
consists of seven Acts. The main theme of this play is culled from the
Krspnajanmakhanda of Brahmavaivartapurana and Patalakhanda of
Padmapurana. He also adopted some materials from lyrical poems like
Gitagovinda of Jayadeva and §rﬂq§qakarqé'mﬁa of Lilasuka. The union
of Radha and Krsna is the main purpose of the drama. The author de-
scribed Radha as a parakiya stri in his drama. Because he shows the
marriage between Radha and Abimanyu, a young man of Gakula. But
through PaurnamasT an old gopT who always wanted to unite Radha and
Krsna, the author tried to defend the illicit of R&dha by describing her
marriage as a fake one. He shows that her marriage was possible by the
help of Yogamaya. The marriage of Radha and Abhimanyu was organised
only to betray Karhsa (king of Mathura). In this drama the author describes
Krsna as a clever, intelligent and accomplish person. The last scene of
the 7th Act of the drama is the very example of cleverness of Krsna, for
which, the title of the drama, Vidagdhamadhava is obviously correct. In
this act Krsna disguises himself as an woman i.e, Goddess Gaur by
which he was able to delight the disappointed Radha's mind and as well
as deceit Jatila the mother-in-law of Radha and Abhimanyu (husband of
Radha). However, through this drama we have found the description of
amorous play of Radha, Krsna and other gopa and gopis of Vrndavana,

In fact, the present work is divided into four chapters. The first Chapter
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present a general discussion on the Vidagdhamadhava and deals with
the topics like Title of the play, About the author, Date of composition,
Story in brief, Sources and deviations. The second chapter presents a
critical appreciations of the drama. It deals with such topics like Plot Con-
struction, Characterisation, Delineation of Rasa, Assessment of Alamkaras
and Employment of Metres. The third chapter present a picture of the
Evolution of the concept of the character of Radha in Sanskrit Literature.
The fourth chapter presents a concluding remark on the total merit of the
drama.

After all it is not necessary to say that the present work is the result of
my investigation carried on for the last six (6) years with the valuable
suggestions and guidance of my Supervisor. | conceive and hope that
this present work may create more fruitful interest for the readers of puranic
lagend and especially of the Radha-Krsna legend. My labour will, how-
ever be amply rewarded if the present work comes at least to an extent
to be of interest and utility for the readers and researchers in the domain
of Indian legends especially in respect of the episode of Radha and
Krsna.

With these prefactory words, | now humbly present this work for its

assessment as | cannot be sure of its merits so long as it is not endorsed

by the concerned authorities.

Mica (e ah
(Mira Baruah)



ANOTE ON METHODOLOGY

The following mode of presentation is followed in preparing the
present dissertation entitled ‘The Vidagdhamadhava : A critical study’.

(1) Modern works, especially, the work of Assamese literature deal-
ing with subjects similar to that of our concern, more particularly those
relating to Radha episode, dramaturgy, purana, aesthetics are studied
and necessary help is taken with proper acknowledgement.

(2) Roman scripts are used in the number of verses especially in the
topics 'Employment of metre’.

(3) The pattern of transliteration attached is used to indicate the names
found in the original Sanskrit and vernacular sources e.g. Radha, Krsna
etc.

(4) Technical terms which begin with capital letters are not italicised.
The names of books are invariably italicised. Chapter heads or sec-
ondary/subtitles are given in bold letters. In respect of the names of
Madern authors, the scheme of transliteration is not applied.

(5) A list of Abbreviations is given in this dissertation. But these ab-
breviations are mostly used in the foot notes only.

(6) A list of Bibliography is given at the end of this dissertation.



The Scheme of Transliteration

Vowels Consonants
a/A = 5 i/ N = ¥
a/A = c/C = =
i/ 1 3 ch/ CH = B
171 3 jh = &
w/ U 3 /N = 9
e K VT E
‘R = = T TH = 3
e/ E = q (.] = g
ai/ Ai T dh = %
o/ O 3 /N = W
au/ Au = 3t b/B = 9
viV = 9
ks/ KS = 4«
§/ S = ¥
s/ S = ¥
S = 9q
h/ =
m = h
ji = 7
tth = e
= = 5
(avagraha)

The (avagraha) (s) is indicated by a comma [ ' ] at the right
top of the immediately preceding vowel.



LIST OF ABBREVIATIONS

(A) Name of Books :

As =
Bhagp

Brvp =
CM =
DL =
DR =
Dss =
DBhag

Dk

I

GG

Gss
Gv

I

Hbrs
KD

KLSV

Abhijfianasakuntalam.
=Bhagavatapurana.
Brahmavaivartapurana.
Candomafjari.
Dhvanyaloka.
Dasarfipaka
Durg&dsaptasati,
=Devibhagavata.
Danakelikaumudi.
Gitagovinda
Gathasaptasafi
Gaudaviha,
Haribhaktirasémrtasindhu.
Kavyadarga.
Kavyalarhkara-sitra-vrit.

Kavyaprakasa.




LRI

LM Lalitamadhava.

MBhag =Mahabh3gavatapurana
NCP

Nalacampu.

NLRK= Natakalaksanaratnakoda
NS = Natyasastra.

Pdmp= Padmapurana.

PT = Paficatantra.

PV = Padyavali

RV = Rgveda.

SD = Sanhityadarpana.
Skrk = Srikrsnakarnamrta.
UNM = Ujjvalanilamani.
URC = Uttararamacarita.
VM = Vidagdhamadhava.
VS = Venisarmhara.

(B) OTHER ABBREVIATIONS :
Chap/ch =chapter.

Comm =Commentary.

ed = edited.
edn = edition.
f =

‘and the immediately following verse/ page’.

ff

'‘and the immediately following verses’




PP

vol

page.
pages.
verse.

VErses.

volume.

(Ndit)
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CHAPTER - |

INTRODUCTION : GENERAL DISCUSSION ON THE
VIDAGDHAMADHAVA

Sii Riipa Goswami, a well known Vaignava writer of 16th century A. D.
composed the Vidagdhamadhava, a Sanskrit Nataka in seven Acts.
The theme of the drama centred round the playful activities of éri-Kgnga
while he was in Gakula-Vrndavana. Herein, the author delineates the
story of love-plays of érT-K(gna and Radha as depicted in the
K{gpajanmakhapga of Brahmavaivartapurana and Patalakhanda of
Padmapurana. Although the love-plays of Radha and Krsna is depicted
by Jayadeva in his lyrical poem, the Gitagovinda and by Lilasuka
Vilvamangala in his érfk{§pakarp§mﬁa, Rupa Goswami is the first au-
thor to give it a dramatic form.

Seven incidents are depicted in the seven Acts of the play, and, ac-
cordingly, the Acts are termed as, Venunadavilasa, Manmathalekha,

Radhasanga, Venuharana Radhaprasadana, Saradavihara and

Gaurivihara.
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1. Venunadavilasa - In this Act Radha is attracted towards Srikrsna
after she heard the Venuvadana of Krsna. Moreover she was mesmer-
ized by the portrait of Krsna, drawn by her friend Viéakha.

2. Manmathalekha - In this act the love-lorn condition of the hero
and the heroine is depicted and exchange of love-letters are portrayed.

3. Radhasanga - In this act Krsna enjoys the company of Radha with
the help of their friends.

4. Venuharana - Radha steals the Venu (flute) of Krsna in this act. In
this act, meeting of Krsna and Candravali is also depicted.

5. Radhaprasadana - Krsna appeases Radha as she was anger
with him hearing the name of Candravali in his speech.

6. Saradavihara - In this act Radha and Krsna enjoyed their amo-
rous play along with their friends in the Virndavana at autumnal season.

7. Gaurivihara - Krsna acts as Gaurito deceive Jatila Radha's mother-
in-law and Abhimanyu, husband of Radha and finally they are united
without any obstacle,

Apart from Radha, Krsna had affairs with another gopi viz, Candravalr.
Hence she posed as upanayika. Both Ridha and Candravall are
parakiya stri, so the concept of Rasalila with the cowherds’ wives stand
by, and our author does not deviate from the original concept of Rasalila.

Ripa Goswami contributed seventeen works to the Sanskrit literature.
Among these Vidagdhamadhava is a Nataka type of Rupaka. Generally

Sanskrit Rupaka is divided into ten classes viz, Nataka, Prakarana, Bhana,



Vyayoga. Samavakara. Dima. ihamrga. Anka. Vithi and Prahasana "' Ac-
cording to Natyasastra of Bharata the story of a Nataka should be taken
from the traditions. This rule propounded by Bharata is followed by
Dhanafijaya in his DasSaripaka and Visvanatha Kavirdja in the
Séahityadarpana. It is also said that the hero of a drama should be a king,
a royal sage or a god. This type of heroes may appear in human form. 2

As recommended by the dramaturgist, the story of the
Vidagdhamadhava has been taken by the author from a traditional
source like the Krspajanmakhanda of Brahmavaivartapurana and
Patilakhanda of Padmapurana. The hero of the drama is a god i.e,
Krsna in human form.

According to the rule, heroic or the erotic sentiment must be the domi-
nant rasa of a Nataka. So in our present play, the erotic sentiment is the
delineated as principal rasa while the other rasas are delineated as

subordinate.

Apart from these, Rupa Goswami followed ali the qualities and norms
of a Sanskrit drama, which are postulated by Indian dramaturgist. These
qualities are most essential to show the general structure and arrange-

ment of a Sanskrit drama.

1 natakamatha prakarapam bhanavyayoga samavakaradimah /
ihamrgankavithyah prahasanamiti rupakani dasah /
SO (vi). 3.
2 .. DR.(111)1.34.8D. v1. 7. 9.
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Generally, in Sanskrit, poetry is divided into two kinds viz, - drsya
(what is capable of being seen or exhibited) and ‘sravya (what can only
be heard or chanted). The drama falls under the first division. Rlpaka is
the general term in Sanskrit for all dramatic compositions.

Vastu or the plot of the play, neta or the hero and rasa or the senti-
ment, these three are the essntial constituents of a dramatic composi-
tion.

However, every dramatic piece opens with a prelude or prologue which
is called by Nandi. This Nandi suggest the gist of the whole plot. Some-
times the Sutradhara retire after the recital of the Nandi in which case
another actor called Sthapaka takes his place. In the prelude, the
Sdtradhara or the Sthapaka suggest the subject in the form of the Bja,
or by the simple beginning or by naming the character who is about to
enter. He must please the audience with sweet songs, descriptive of
some season and couched in the Bharati Vrtti.

The whole subject matter should be well determined and divided into
acts and scenes. A Nataka may be consisted of from five to ten acts.
The hero should be of the Dhirodatta class. But, in some cases, the
hero may be of any class among the four types of hero viz, Dhirodatta,
Dhiroddhatta, Dhiralalita, and Dhiraprasanta. The principal sentiment
should be é[ﬁgéra or Vira others being introduced as conductive to its
developement. An Act must not be tiresomely long. But it should be ful|

of Rasa and introduced by Viskambhaka. Its end is marked by the exit
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of all characters. The incidents like journeys. massacres. wars should
not be represented in a play. but they may only be indicated. The death
of the hero must never be exhibited. The play should end and began
with a benediction called Bharatavakya. As regards of the language to
be used in a piece, the hero and the higher characters should speak in
Classical Sanskrit, while female and other minor characters speak in
different prakrt dialects.™

All these norms of a Nataka are present in the Vidagdhamadhava

and thats why it belongs to the Nataka type of Rupaka in perfect form.

a) TITLE OF THE PLAY

Sti Ripa Goswam strictly followed the tradition of Indian dramaturgy
In choosing the title of his drama. As tradition goes, the title of a drama
Or a poem should be coined after the name of the hero or heroine or

the subject matter™

Visvanatha Kavirdja opines that the title of g Nataka should indicate

the very nucleus of the dramatic action.”s Sagaranandin also says that

3 Introduction of Abhijfidnasakuntalam.
edited by M R Kale. pp. 7, 8, 9.

4 ‘ityddyasesamiha vastuvibhedajatam ramayagnadi ca vibhavya vrhatkatham ca/
&sdtrayettadanu nelfrasanugunya ceitram kathé'mucitacé'ruvacabprapaﬁcaib Ve
DR. (1) 68.p. 71

S ‘ndma kaya natakasya garbhitarthaprakasakam /"

SD. (Vi) 142. p. 202
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the title may refer to the names of the principal characters or to some
Important ptvot in the dramatic action Following these rules Rupa
Goswami selected the name Vidagdhama&dhava for his dramatic com-
position. The main purpose of his drama is describe of the amorous
sports of Radha and Krgna. On the other hand, the character of Krsna
is a powerful, historical great person in the whole Indian tradition. There-
fore Ripa Goswami selected this character with his history as the main
theme of the play. Visvanatha Kaviraja also says, the main plot of the
drama should be famous one. So he says in his work Sahityadarpapa :

natakam khyéatavittarh syatpaficasandhisamanvitam /

prakhyatavamso réjarsidhirodattah pratapavan /

divyo'tha divyadivyo va gunavannayako matah //¢

Before discussing about the title of the play, we should first describe

about the playfull character of Radh3 and Krsna. In the prologue itself
the author delineates about the amorous sports of Hari through which
he tries to explain the title of his play as—

sudhanam candrinamapi madhurimonmadadamani

dadhana radhadipranayaghanasaraih surabhitam /

samantatsamtapodgamavisamasarhsarasarani

prapitam te trsparh haratu harifiiasikharipi /7

The author narrates the ‘L&' or sports of hari as ‘s'ikharig?’, which is a

——

SD (vi) 7. 9. pp. 170-171
7 VMf{stact 1.p. 1.
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kind of drink He means that a traveller can rémove his thirst arising
from his journey by drinking this type of drink such as 's’fkhan‘pf‘ as like
as a jiva’ can remove his thirst arising from the wordly agony by hear-
ing, learning and remembering the sportive activities of Hari. Here the
author uses the 'sikharin?” to compare the amorous sports of Hari j e.
Krsna.

When we observe, we find a vast description about the great charac-
ter of Krsna in the whole puranic literature as well as in the Mahabharata
and Harivamsa. The theme of the play is taken from the
Krsnajanmakhanda of Brahmavaivartapurana, wherein the elegant
Sports of Radha and Krsna is depicted. We have found, mainly three
Stages of life of Krsna in the puranic and historical compositions. Those
are viz 1. gopivallabha Krspa 2. Krsna as the orator of Gits and 3.
Krsna as a guide of the Papdavas. Though the principal theme of the
Mahabharata is the conflict between the Kauravas and the Pandavas,
the character of Krsna is depicted as a guide of the Pandavas through
the whole epic (Mah&@bharata). But puranic literature like the
Stimadbhagavata Mahapurana, Harivamsa, Vispupurapa etc. narrate
the character of Krsna from his very childhood to mahé’prayé‘oa. Krsna's
description in the Visnupuréna is similar to that of the S'r??nadbhégavata
Purana. However the fascinating episode of Krsna related with Radh3a
is the principal theme of Brahmavaivar'tapur§pa and Padmapurana.

All the puranic literature delineated the character of Krsna developed in
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various stages. Among them some puranas specially the Bhagavata
and the Vishnu purana portrayed Krsna as a ‘gopivallabha’ In the
Brahmavaivartapurana the birth story of R3dh3 is narrated along with
that of Krsna. In this way the life of Krsna may be divided in to three
stages viz.Vrajalila, Mathuralila and Dvarakaiila. In his Vrajalila we find a
description of miraculous activities of child Krsna which are scattered in
Gakula. Mathuralila occurs in his youth when Krsna along with Balarama
Came to Mathura and shows His strength by slaughtering Karisa, king of
Mathura and other opponents. Dvaraka Lil3 contains the description of
K[§ga as a perfect ruler of Dvaraka. The nature of Krsna as a true politi-
Cian is shown in the great epic Mahabharata. As an orator of Gita Krsna
adviced Arjuna to take refuge at His feet renouncing all worldly desires
and then only he will be able to conquer this and the other world. So we
find in the S?ﬁnadbhé’gavatagi’té that—

cetasd sarvakarmani mayi sarhnyasya matparah /

budhiyogamipastitya maccittah satatari bhava

maccittah sarvadurgani matprasadat tarisyasi /¢

The Bhagavatapurana depicts a lot of sports of Krsna with cowherd

lords and ladies in Vraja. The following verse quoted from the canto
tenth of the Bhagavatapurana, shows the sports of Krsna with gopis of

Vraja

8  Siimad Bhagavatagita. 18. 57. 58 pp. 576-577
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tatrarabhata govindo rasakridamanuvrataih /
Striratnairanvitah pitairanyonyabaddhabahubhih //
rasotsavah sampravrtto gopimandalamanditah /
yogesvarena Krsnena tasam madhye dvayordvayoh //
pravistena grhitanam kanthe svanikatamsriyah /

At that time Lord Krsna and the gopis confined in their embrace to
each other due to love lorn condition and danced together in
Rasamandala. Then Lord Krsna took his position in between each two
of them and started dancing by holding them by their neck. This made
the gopis feel that Krsna was too near to them and so, they enjoyed
dancing in the Rasamandala with Him. "

The Vidagdhamadhava also depicts the sports of Radha and Krsna
in the Vraja in a special manner where the name of Radh3 is adjoined
With Krsna. So it is necessary to delineate the character of Radha. In
the Gaudiya Vaisnava Literature, Radha occupied an unique place among
the beloveds of Krsna. In the puranic text, especially Bhé’gavatapurétga
Presents a description of ré"sakri?;jé in which Krsna dances with maig-
ens of\/{rndé’vana.He shows a special favour towards a particular maiden.
But there is no reference to Radha in this purana. In the same manner,
we do not find the name of Radh3 directly in the Vi§pupur§ga. In this

Purana it is stated that a particular cowherd lady became the most fa-

9  Bhagavatapurana. 10. 33. 2, 3.
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vorite of Krsna among the ladies of Vrndavana. This has been depicted
in this purana in the following manner—
‘atropavisya sa tena kapi puspairalamkrta /
anyajanmani sarvatma visnurabhyarccitoyaya /1
However, Radha appears in some major puranas like Padma, Vayu,
Brahmavaivartapurapa etc. Brahmavaivartapurapa states that Radha
was the beloved of Krsna whom the Lord intensely desired. In this purana
we find the birth story of Radha. It is stated that once Lord Visnu di-
vided His body in to two halves to fulfill His desire for sexual union. The
right halve of His body remains Krsna and the left part becomes Radhs. "
In the Padmapurana we find the different manifestations of Radh3
like durga, saci, savitrf, visnu, krsna etc. This purana tells us that Radh3a
herself assumes the form of Rukmini in Dvaravati Devaki in Mathura,
Sia in Candrakita,Sivananda in S'ivakupgla whereas she is known as
Radha in Vindavana.™
We find this description in the following verse of the Padmapuréna

as-

.

10 vispupurana : 5.13. 34. p. 336

11 svecchamayasca bhagavéanvabhuva ramapotsukab /#/
riramsostasya jagatam patyustanmallikivane /
icchaya ca bhavelsarva tasya svecchdmayasya ca//
etasminnantare durge dvidharupo vabhuya sah /
dakgsinarngaca st krspo vamardharmigaca radhika //
Brvp. prakitikhangda 48. 27. 28. 29, p. 506

12 padmapurana patalakhanda— 46. 36. 37 p. 387.
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sivakunde Sivananda vandini dehikatate /
rukmipi dvaravatyantu radha vrndavane vane //
devaki mathurayantu jata me paramesvari /
candrakute tatha sita vindhe vindhyanivasini /

After the puranic literature when we come to Sanskrit literature we
find a work named Gathasaptasati, actually which is a prakrt poem of
Christian era written by Hala, a famous poet of Sanskrit literature. Here
he introduces Radha as the lover of Krsna. The poet describes in a
poem of his work that Krsna lovingly blows off the pollens from the face
of Radha for which she becomes a source of jealousy for other lovers
of Krsna.™"

Again we find the name of Radha in a holi dance, described in a
drama named Balacarita written by Bhasa a famous dramatist who flour-
ished in the third century A.D.

The Paficatantra was written by Visnu Sarma in the fiftt century A.D.
Here he incidentally refers to Radha as a wife of Lord Visnu in the
- ‘Weaver Visnu' Story.™
In the seven or eight century A.D. We find Radha in the Nandi verse of

Venisariihara composed by Bhattanarayana. The verse runs as follows—

kalindyah pulinegu kelikupitamutsqjya rase rasam /

13 (S8S.1.89.p.67.

14 Radha ndma me bharya gopakulaprasita prathamasit. sa tvamatra avatima
tenahamatragatah. pt. 2. 4. [
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gacchantimanugacchato Srukalusam kamsadviso radhikam /

tatpédapratiménfves'ftapadasyodbhutaromodgate /

raksunno’nunayah prasannadayitadrstasya pusnatu vah /'

Vallabhadeva of Kasmira of tenth century A.D., Who in the comment-
ing the S‘?’s’upélavadha of Magha quotes a poem on Radha episode. In
his comment, he used the name of Radh3 clearly.”®

In this way, in Sanskrit literature we have found three stages in the life
of Radha. In the first stage there is no reference to Radh3 at all. We
could include the name of Bhagavatapurdana and Visnupurana in this
regard. In the second stage, we find the name of Radha in the puranas
like Padmapurana, Brahmavaivartapurana etc, and also in the Sanskrit
literary works like Gathasaptasati, Paficatantra, Balacarita, GTtagovinda
efc. In the third stage, Gaudiya Vaisnava poet Caitanya Mahaprabhu
and his disciples Rupa Goswami and Jiva Goswami have delineated
the character of Radha in their works. They tried to establish that Radha
is called the HIadin sakti of Lord Krsna. It is justified through a line of
Ujjvalanilamapi of Riipa Goswamr that- “h/adinT y3 mahasaktih
sarvasaktivariyasr”.

Inspired by these very sportive and illuminating character Rupa

Goswami had choosen the principle theme for his play.

15 vsS 1.2p.2
16 SPV.iv. 35 p. 139.
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The title of the drama Vidagdhamadhava may be divided into two
parts viz, ‘Vidagdha' and ‘madhava’. Generally the word ‘vidagdha' is
used to mean for ‘clever. in respect of the second word ‘madhava’ we
have found a etymological meaning in the commentary section of
Gitagovinda of Jayadeva. According to Rasamahjarikara the word ‘ma'
stands for ‘Laksmi” and ‘dhana’ stands for wealth. The wealth of Laksmi
means ‘pati’. So the word ‘madhava’ denotes the meaning pati as well
as husband of Laksmrt "

Now, in case of the word vidagdha’ it is necessary to discuss each
and every act of the play to know the meaning of the word ‘vidagdha’
whether it is appropriate or not for the title of the play. For this purpose
we have to study the role of Krsna in the entire drama.

At the very beginning of the drama, it is seen that an attempt is made
to create piirvaraga in the mind of the actors and actresses for comple-
tion of the purpose of the play, i.e. the union of Radha and Krsna. In the
first act we see that Krsna plays his fiute with a sweet tune to create the
plrvaraga in the mind of Radha. It is a nice example regarding Krsna's
cleverness. So Paurnamasi said that- “mohana, navyastabakottarisina
bhavataiva samullasito’yam kusumesurago ballavinam. tah
kathamito nivaryatam.”®

Her intention is that Krsna Himself creates the feeling of love in the

17 GG iv. after the V.N. 8. Hindi commentary p. 98
18 V.M. 1. after the V.N.— 31. p. 34,
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mind of cowherd ladies. Krsna used his flute as a weapon of love be-
Cause before seeing Radha he is deeply engrossed in Radha's love by
hearing the exquisite beauty of her in the words of Mukhard But he
skillfully concealed his feeling and pretended that he does not know
Radha and asked Paurnamasilike who the grand-daughter of Mukhara
IS,

Hearing the sweet tune of the flute, Radha has fallen in love and
became anxious to see the player. Thus Krsna cleverly create the
puUrvaraga in the mind of his beloved.

In the second act we find that Krsna was overwhelmed with love for
Radha, for which he does not mind the presence of his friend
Madhumangala. When Madhumangala asked him about it, Krsna tact-
fully said that he has enjoyed the charming shine of the Champaka flow-
ers— “Krsna-(savahittham) sakhe, campakalataya lavanyakrstena
maya nopadrsto’si”™®

On the otherhand Radha'’s mind is growing unsteady day by day and
very much afflicted with love for Krsna. Because of it, to satisfy herself
she sent a love letter to Krsna according to the advice of Paurnamast.
Lalita and Vis’é’khé', friends of Radha, handed it over to Krsna. After
Madhumangala, read out the letter to Krsna, Krsna knew Radha's love

for him and was very much pleased and satisfied. But in front of R3dha’s

—

19 VM. (Il). after V.N.— 26. p. 67.
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friends he did not show his feelings. instead he showed that he did not
care much for it. After seeing Krsna's such reactions. Radha's friends
considered him as responsible for Radha's condition. On the otherhand,
after showing such reaction for Radha, Krsna regrets for his behaviour
and he decided to write a letter describing his whole hearted love for
Radha and his letter created delight in the mind of Radha. All these
events can be described as impact of the cleverness of Krsna.

Apart from Radha, Krsna was involved in love affairs with another
cowherd lady, named Candravali. She also loves Krsna whole heartily.
In the fourth act of the play we see that Krsna cleverly tries to give
pleasure in Candravall's mind. So Krsna explained the meaning of the
name Candravall very fruitfully. He says, Candravali means line of the
Moon. (candrapanikti). Her face, nail, kundala, forehead etc. every parts
of her body are as shining as the moon.” Hearing such a praise of her,

Candravali became very happy. Again Krsna said to her that he hardly

spent his nights without thinking about Candravall. Even he tries to putt
off his fire of love by sinking his body in the rivulet of the forest "

But right in between of their talk when suddenly Krspa took Radha'’s
name, Candravali seemed to be very displeased with him. Krsna by
using all his might told the disappointed Candravalthat he was going to

pronounce something like ‘Dhara’ but mistakenly it became ‘Radha’ —

20 VM. iv. 8p. 154
21 VM. iv. 9. p. 156.
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‘Krsna- priye. dharetyavadam 2

Moreover, Krsna knew the technique how to attract his beloved to-
wards him. So, in the fifth act of the drama we find that He draws Radha's
attention by comparing her beauty with a pomegranate tree. Further He
says that the beauty of her teeth, lips and breast surpasses the beauty
of seeds, flowers and fruits of pomegranate tree.2?

Thus, the seven act of the play is more reliable to select Krsna as
an ingenious person. In last scene of this act, Krsna has been por-
trayed as an intelligent and accomplished man. Here we find that, to
test Radha's mind Krsna and Vinda hinted out a plan. Krsna uttered
the name of Candravali in half way i.e, Candra— and by saying her
hame in such a way, He showed himself to be in a unsettle state in
front of Radha. Vynda also by hiding herself said that “friend’ it should
not be opposite in merryment situation.” Hearing this conversation
Radha became so anxious and felt disheartened by the thought that
her lover has been confined to a chamber by Candravali Becoming
serious for this, she at once went away from that place for cooling
down herself. Seeing Radha, becoming disappionted. Krsna decided
to disguise himself as a woman in order to create delight in the mind
of Radha. To accomplish his mission he sought the help of Vrnda.

Madhumarigala friend of Krsna advised him to go to the temple of

22 VMivafterVN. 9. p. 156
23 jbid V. 50. p. 247.
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Gauri which was the proper place for fulfilling his mission. According
to their suggestions Krsna advised Vrnda to go to the temple of Goddes
Gauri with her friends. Madhumangala and He Himself gone there and
He disguised Himself as Goddess Gauri. Radha and her friend Lalita
were also present at the Gauri temple and they wished to worship the
Goddess Gauri having a great faith in their heart as the real incarna-
tion of Goddess Gaurl. They just started to worship Her, when inci-
dentally they found such mysterious behaviour from Gauri for which it
was possible for Radha to recognise Krsna disguised as Goddess
Gauri. In the meantime Jatila and Abhimanyu, husband of Radha, came
there in search of Radha. They have a intention to take away Radha to
Mathura the land of Kamsa. But there they knew that Goddess Gauri
instruct Radha to worship her and remain there to avoid some calam-
ity for Abhimanyu. Finding this favour of Gauri for escaping from evil
one, coming to his life, Abhimanyu and his mother were very much
pleased on her. They took a decision not to send Radha to Mathura.
Thus Krsna cleverly pleased the mind of Radha and made her remain
there so that he may meet her everyday without any obstacle.

After going through the whole drama it may be suggested that the
title of the play Vidagdhamadhava is a suitable one and it justifies the
events of the play. The word ‘Vidagdha'is used as the adjective of the
word ‘Madhava’ which was the purpose of the author and is unambigu-

ously correct.
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b} ABOUT THE AUTHOR OF THE VIDAGDHAMADHAVA

To know the life and date of a particular author one may depend on
two factors, those are internal evidences and external evidences. Inter-
nal evidences consist with the biographical data of the author supplied
by himself in his works. Moreover references made in the work of a
particular author to his contemporaries or predecessors are also de-
pendable evidence for determining the probable date of the particular
author. Besides, the name of a patron of a particular author may also be
considered as a help in this respect. The language and the style of a
literary work of that author may help us to know the date of the con-
cerned author. But external evidences include references to the author
and his work in the contemporary literary or other works.

Now, in regarding the date and life of SIi Rlpa Goswami the author of
Vidagdhamadhava, we may examine both the evidences. But fortu-
hately, we have to depend more on the external evidences, supplied by
his nephew Jiva Goswami .

Jiva Goswami tries to bring light into the life history of Rupa Goswam,
He composed 'Laghutosant in Saka 1504A.D. a short form of
'Vaigpavatosani' of Sanatana Goswami which is a commentary on tenth
skandha of Bhagavatapurana and at its end he furnishes his forefa-
thers name . He is the son of Anupama Goswami,the younger brother
of Sanatana and Ripa Goswami. He described about the contribution

of Sandtana and Rupa Goswami towards Vaisnava Literature. On the
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basis of Jiva Goswami's information's other authors endeavoured to
give a reliable information about Rupa Goswami and his family. From
the Bhakti-Ratnakara also some information about the relationship of
three Goswami's of Vrndavana viz Sanatana, Rdpa and Jiva Goswami
can be gathered.”

From the life history of Sri Rilpa Goswanii we know that he was mainly
famous for his devotion and knowledge in the Gaudiya Vaisnva society.
Sti Riipa Goswami was the very revered person among the six svamin
of Vindavana. He was the special one among the disciples of Caitanya
Deva.

The ancestors of Riipa Goswami were the Bharadvaja Gotriya
Brahmana of Karnataka . The name of the prominent man of his family
was ‘Jagadguru Sarvajfia who was a prince of Karnataka. He was the
perfect ruler of Karnataka as well as a conversant preceptor of the three
Vedas. The name of his son and heir apparent was Anirudha who was
expert in theYajurveda.

Anirudha had two wives who gave birth to Rupesvara and Harihara
The first son Rupesvara became an accomplished scholar but the sec-
ond took to evil ways and expelled his elder brother from his principal-

ity, Rupesvara, who by then was some where in the east,had a son

24 The Early History of the vaispva Faith and Movement in Bengal.

SK De- P, 146.
Vide— introduction of VM. P. 9.
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named Padmanabha, who settled down on the bank of the Ganges at
Navahatta Grama and performed a sacrifice (yajfia). He had five sons.
of whom Mukunda was the youngest. On account of a quarrel, with his
relatives Mukunda left Navahatta Grama and went to Fateyabad. Mukunda
had a son named Sri Kumara and he appeared to have three sons viz,
Amara, Santosa and Vallabha whom Caitanya Deva named as
Sanatana,Rupa and Anupama respectively . According to the script of

Jiva Goswami the structure of the family of Rupa Goswami is described

as followes—
Sarvajia jagadguru
\:
Anirucilha
) R
Rupesvara Harihara
J
Padmanabha
]
) 1) ¢ v R
Mukunda
\2
Sti Kumara
|
I ) R
Sanatana Rupa Anupama
J

Jiva
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Life circie of Rupa Goswami :

The life history of Rupa Goswami is available in the contemporary
work ‘Caitanaya Caritamria’ of Krsnadasa Kaviraja which has an undy-
ing popularity and contains the essence of all the works of Caitanya's
school. Besides Susil Kumar De, Prabhudatta Brahmacari, Valdeva and
a few others also describe the life history of Rupa Goswami in their own
works .

According to Caitanya Caritavali, St Kumara the father of Rupa
Goswami had a purpose to make his three sons as perfect ones. For
this purpose he had arranged for Sanskrit learning of his three sons
under the guidance of famous preceptor St Sarvananda
Sidhantavacaspati, a renowned scholar of Navadvipa of that time. As
the Parsi Language was the royal language at that period, the father of
Riipa had the intention to teach this Language to his sons so that they
may have some royal opportunities in their life. s

As a result they became perfect in Parsi Language along with San-
skrit. Knowing about the accurate knowledge of the two youths in both
the languages, Maladhara Vasu (Gunraj kha) the royal minister of Gauda
Pradesa introduced Ripa and Sanatana to the Gauda king. As a result
they were appointed in the royal court. Sanatana became a high official

at the Mohammadan court of Hussain Shah of Gauda and settied with

25 caitanya caritavali chp. iv. P 38
vide— Introduction— VM. pp 11-12
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his brothers at the village of Ramakeli. Rupa also appears to have held
some official position at the same court. Their manners and customs
appeared to grow like muslims as they had dwelled in the court of
muslims. Even Hussain Shah changed their names according to muslim
customs and kept Sanatana's name as Dabirkhash and Rdpa's as Sakir-
malik. Though they spent their life as employees in the court of muslim.
their devotion for Visnu does not become less than before. During
their stay as ministers in the court of muslims, they built a Martigala
named 'Kanhai mirtisala' which was well-known at that time and this
proved their devotion for Visnu. By virtue of their religious dispossition,
they were attracted towards the great reformer Caitanya Mahaprabhu.
Finding the good advice from Caitanya Deva the life style of Rupa
Goswami was totally changed.A great disregard was produced in the
mind of Rlpa Goswami for his royal position and worldly happiness. So
the ministrial works became burdensome for Riipa and therefore he
left for home along with his brother to become Caitanyadeva's disciple.

Rupa Goswami met Caitanyadeva along with his brothers. After hear-
ing the news that Caitanyadeva was going to Vrndavana Rupa and
Anupama, the youngest brother of Riipa renounced their home for [jv-
ing a religious life. They met Caitanyadeva at Prayaga and Kashi. They
stayed at Prayaga with Caitanya for ten days. During this period these
two brothers took lessons from him in the Bhakti cult under his direc-

tion. They and their nephew Jiva, settled at Vrndavana in the district of
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Mathura. They wrote a large number of books in Sanskrit on the tenets
of his creed on the philosophy and theology of Caitanya schools and
on the Lilas of Sri Krsna. Among them two special work of Ripa which
were mainly based on Krsna's Lilas namely Vidagdhamadhava and
Lalitamadhava were mentioned. These two books were so highly ben-
eficial that they were praised by the disciples of Caitanya and also by
Caitanya himself. By seeing the interest of Rupa for Bhakti-Marg
Caitanya advised him to write two books consisting of the creed of
Bhakti-cult.

Distributing his properties among the members of his family, he re-
turned to Vindavana and started worshiping God by staying at Brahma-
Kunda near Nandigrama. Though S'rTRG'pa was younger than Sanatana
he was popular as the eldest one in the Vaispava society for his initia-

tion under Caitanyadeva earlier to his brothers.

Ripa was the first reformer to turn the Bhakti-cult of Caitanya into a
S3straic one by means of composing different books like Nataka-
candrika, Bhaktirasamitasindhu, Ujjvalanilamani.

In this way the life of Rupa may be divided in to two parts. First part
includes the period from childhood to service of the royal court of the
Mahammadans of Bengal. The second part starts from the interview
with Caitanyadeva to the end of his life.

In the first part of his life, he was a perfect ruler as a royal minister of

king Hussain-Shah and in the latter period he became a3 famous poet
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and came to be known as a devotee of Krsna cult.

The date of Rupa Goswami :

With regard to the exact date of Rupa Goswami no authentic infor-
mation is available. But from his relation to Sri Caitanyadeva and from
the dates of composition recorded at the end of some of his own works
we can approximately fix the period of his literary activity. When we
observe the life history of Ripa Goswami we find mainly two kinds of
evidences to fix the actual date of Rupa Goswami. Firstly we may re-
course to the period of royal ministry in the court of Hussain-Shah, the
king of Gauda-Pradesa. Another evidence is the acceptance of dis-
cipleship of Caitanyadeva. According to history the ruling period of
Hussain-Shah was the last part of 15th century to first of the 16th cen-
tury A.D."¢

In this way the rising time of Caitanya was the 1485 A.D.*?

Acaryya Valdeva Uppadhyaya also admits the date of Caitanyadeva

as 1485 A.D™

26 The cambridge History of India Vol (Ill). P 270.
Edited by L. T. colonel wolseley Haig.
vide— Introduction—- VM P. 18.

27 The cultural Heritage of India.
Vol. iv. P- 186.Edited by H.D. Bhattacharyya.
vide— Introduction. VM. P 18

28 Bhagavata Sampradaya. P. 500
vida— Introduction VM. P. 18
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On the otherhand the date of Ripa Goswami is admitted as 1492 to
1591 A.D. by Acaryya Valdeva Uppadhyaya in his work Bhagavata
Sampradaya.

From these two historical data we may say that Rupa was the con-
temporary of Hussain-Shah and Caitanyadeva. So we may accept the
date of Rapa as the 16th century A.D.

But Prabhudatta Brahmacari admits the date of Rupa's birth as 1488
A.D. So we find that there is only four years difference between these
two opinions. Therefore it may be determined that the date of Rupa
Goswami was the last part of 15" century A.D.

Generally it is noticed that the author of Sanskrit works mention their
times at the end of their works. But Rupa Goswami doesnot mention
his date in some of his works. For example Danakelikaumudr,
Hamsaduata and Uddhavasandesa are the works wherein there is no
reference of offering homage to Caitanyadeva. Therefore it is cleared
that these books have been composed prior to meeting with
Caitanyadeva.

Among the works of Rupa Goswami two books viz.
Vidagdhamadhava and Lalitamadhava have been composed after
meeting and initiation under Caitanyadeva. Because, both in the

N&ndiverse and Prastavana of both the dramas, there is an eulogy to

—————

29 Bhagavata sampradaya. P. 506
vide— Introduetion VM. P. 18
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his Revered Guru Caintanyadeva.'* The name of the honourable Pre-
ceptor Caitanyadeva directly mentioned in the prologue portion of
Bhaktfrasémﬁasfndhu. So it proves that this work also have been com-
posed after the meeting with Caitanya.

The composition time of the some works are mentioned in the Puspika
portion i.e. at the end of the works viz. Vidagdhamadhava,
Lalitamadhava, Bhaktirasamitasidhu, Utkalikdvallari. In these works.
we have found two kinds of Samvat viz. Vikrama Samvat and Saka
Samvat. Therefore Vidagdhamadhava is included in the Vikrama
Samvat while the Lalitamddhava was S3ka Samvat. The
Vidagdhamadhava was composed in Vikrama Samvat in
1532A.D.(1589)"' and the Lalitamadhava was composed in Saka-era
in 15637A.D.(1459)™

Bhaktirasamrtasindhu contains the S'éika-Samvat l.e. the 1463 (1541
A.D.) In this process we find that Utkalikavallari the last work of Ripa

Goswami was composed in 1550 A. D. Thus from 1505 A. D. to 1550

———

30 anarpitacari ciratkarunayavatimal kalau
samarpayitumunnatoﬁvalaraséni svabhaktisriyam/
harih puratasundaradyutikadamvasamdipital
sada hrdayakandare sphuratu vah sacinandanaly/
VM. 1.2.P. 2

31 navasindhuravanendusarnkhye samvatsare gate
VM.~ puspika. p. 21. vide introducation - VM

32  pavenduvedendumite sakdvde sakasyamasasya tithau caturthyam.
L.M. Pugpika. F. 21, vide- Intraduction- VM.
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A.D.i.e. about 45 years Rupa Goswami was engaged in the activities of
literary compositions. So, the life circle of Rupa Goswami may be di-
vided in to three parts. i.e.

(1) ministry of Hussain-Shah.

(2) Disciple of Caitanyadeva and

(3) His different literary activities.

When Rilpa met Caitanyadeva for the first time he was twenty-seven
years old young man. But at the time of initiation under Caitanyadeva,
he was thirty years old. On the other hand, according to historical data
the death of Caitanyadeva was 1533A.D". But the famous drama
Vidagdhamadhava was composed in 1532 A.D. Therefore we may
say that Ripa Goswami composed this drama by the inspiration of
Caitanyadeva.

But we have found the different opinions about the death of Ripa
Goswami. A book named Vindavana yatra describes the date of the
death of Riipa Goswami as Vikrama Samvat 1620 (1563A.D) in the12th
bright fortnight of the month of Sravana."

But on the basis of historical data Rupa died in 1591 A.D.and it was

proved by the copper plate of the temple of 'Govinda' which was built

33 The History and culture of the Indian people. P. 567
vide. Introduction. VM. P. 22.

34 sricaitanya caritavalil V. Khanda~ P 243,
vide— Introduction— VM. P. 23,
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by Manasimha . disciple of Riipa Goswami, following the advice of Rupa
Goswami in 1590A D ."*

Moreover a disciple of Ripa Goswami named Sri Nivasacarya came
to meet Rdpa Goswami and Sanatana in 1592 A.D. But to his misfor-
tune he did not meet them by then as Sanatana had died four months
back and Rupa Goswami had died four days before With this consider-
ation it may be assumed that the date of the death of Ripa Goswam]
was 1591 A.D.

In this way the date of Rupa Goswami was fixed starting from
1488A.D.to 1591A.D. During this period Sikandarlodi and Great Em-
peror Akbar ruled the throne of Delhi one after another.Manasimha who
was a favourable person of Emperor Akbar was the disciple of Rupa
Goswami.

From this reliable historical data Valdeva Uppadhyaya determined
that the date of Rupa Goswami was the last part of 15th century to first
part of the 16th century A.D."* |

The works of Rupa Goswami :

The list of the seventeen works composed by Sri Ripa Goswan

- "F - - -
mentioned, according to Sri Jiva Goswami are as follows:

35 Bhagavata sampradaya. PP 509. 510
vide. Introduction VM. P. 23.

36 Sanskrit Sastro ka itihdsa. P. 257,
vide~ Introduction VM. P. 24
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(1) Harhsa data (2) Uddhava Sandesa. (3) Astadasa Chandasa
(4)Utkalikavallari (5) Vidagdhamadhava (6) Danakelikaumudi (7)
Lalitamadhava (8) Bhaktirasamstasindhu (9) Ujjvalanilamani (10)
Mathuramahima (11) Nataka-Candrika (12) Padyavali (13) Samksepa
Bhagavatamrtam.

But the Bhakti Ratndkara quotes some traditional verses from which
four more works are added to the list of Rlpa Goswamf's literary ef-
forts. They are named as (1) S Ganoddesa Dipika (both Brhat and
Laghu). (2) Prayuktakhyata Candrika (3) Krsna janmatithi Vidhi and (4)
Asta kalikaslokavall. Awork entitled as Smarana Mangalaikadasa is also
prescribed to ST Ripa Goswami.

A short discussion of some works among the works of Rapa Goswami

have been given below:

Harhsdiita and Uddhavasarhdesa :

This two poetical works may be regarded as the first effort of Ripa
Goswami. These works are found in the Devanagari Script in different
blaces. Mainly we can mention about the Jivananda Vidyasagara Kavya

Sargraha, Kalkata 1888.

Vidagdhamadhava :
Rupa Goswami composed this work on the basis of Krsna Liia. {t

Consists of seven acts. It has been described in details in the chapter

‘Story in brief'.
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Lalitamadhava :

Rupa Goswami composed this drama consisting of ten acts. It de-
scribes not only the episode of Sii Krsna's erotic sports at Vrndavana
but also at Mathura and Dvaraka. As the episode goes Paurnamasi
mother of Sandipani Muni and disciple of Devarsi Narada Muni reveals
the origin of Candravali and Radhika, as the two daughters of Vindhyagiri.
they were sisters, but they themselves were unaware of this fact. in this
drama it has been shown that Candravali and Radhika were wives of
Gopa Kumiras.

Candravali married Govardhana and Radhik3 married Abhimanyu re-
Spectively. It is described as the effect of May3. But factually they were
married to $rf Krsna. This is true in case of other gopis also, when their
S0 called husband, the Gopas, could never look upon them as theijr
wives.

The first Act of this drama is named as s3yabhutsava because Krsna
tried to meet Candravali and Radhika in the evening i.e.returning after
tending the cows. But their mother-in-lows prevented their meeting.

The second Act is termed as éaﬁkhacﬁgavadha. éahkhacﬁcja kid-
Napped Radhika but Krsna rescued her by killing éaﬁkhacﬁcja.

In the third Act Akrura comes to fetch Sif Krsna and Balardma as
Ordered by Kamsardja to Mathura. The sorrows of the Gopis is de-
Scribed, but the main theme of this act is called 'unmatta Radika'. Be-

Cause it consists of Radhika’s wailing and mad search for Krsna, Along
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with Visakha she jumped in to Yamuna and Lalita also jumped from the
peak of mountain.

The fourth Act changes the scene from the joyless Vrndavana to
Mathurd and reveals the sorrows of Sti Krsna due to separation from
Candravali , Radhika and other Gopis.

The Act fifth gives a new version of the abduction of Candravali at
Kundina Nagar, contrived by the scheme of Paurnamasi.

The sixth is concerned mainly with a new version of the winning of
Satyabhama, daughter of king Satrajita and recovery of the Syamantaka jewel.

The seventh Act describes the secret meeting of Satyabhama with
St Krsna who shows her a speaking image of Radhikd made by
Visvakarmana, but Candravali of course comes upon the scene and
interrupt the meeting.

The eight act continues the love affairs at Dvarika in a new atmo-
sphere. This act makes a little comedy of errors based upon Candravali's
jealousy of Satyabhama by the exchange of two baskets of ornaments
made by Visvakarman for the two ladies respectively.

The ninth act reports similar rescue of Padm3a, Bhadra and S’yémalé
as well as sixteen thousands one hundred Gopis, but its pricipal theme
is the depiction of love by Krsna to Satyabhama.

The tenth i.e. last act describes the denouncement with an allround
happy ending. The Syamantaka jewel at last is sent by Satrajita king. Sfi

Krsna enters in the disguise of one of the maids sent by the king with
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Syamantaka jewel. but the trick is discovered. This brings about
Candravali's recognition of Radhika and grace of the situation in the
approved style of Natika. The ends with reunion affected by the efforts
of Nanda, Yasoda and others who came to Dvarika, which is now con-
verted in to a really knew Vrndavana.

Haribhaktirasamrtasindhu :

Haribhaktirasamrtasindhu is a well known and important composition
of Rupa Goswami. Here Rapa Goswami tries to give Bhakti Rasa a
sastraic status. So this work is known as Bhakti. Formulation of the na-
ture of Bhakti Rasa is the main theme of this work. It is divided in to four
parts (Vibhagas). Those are -(1) Purva (ii) Daksina (iii) Pascima and (iv)
Uttara. Further they are divided in to Laharies. In the Pdrva Vibhaga
general definition of Bhakti, division of Bhakti like S3dhana Bhakti,
Bhavabhakti and Premabhakti are described. Moreover a special de-
scription of these three kinds of Bhakti are given. In the Daksina Vibhaga,
description of Vibhava, Anubhava, Sattvikabhava, Vyabhicaribhava and
Sthayibhava are given. In the end, the general definition of Gaunabhakti
Rasa is given.

In the Pascimavibhaga special forms of Bhakti Rasa are discussed.
In this Vibhaga there are detailed description of S%intabhakti, Pritibhakti,
Preyabhakti, Vatsalabhakti and Madhurabhakti,

Hasya, Adbhuta, Vira Karuna, Raudra, Vibhatsa and Bhayanaka are

discussed in the Uttara Vibhaga along with discussions about their simi-
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larity and contrarietry. According to Rupa Goswami Bhakti Rasa is the
principal one. Others Rasas like Adbuta etc. are originated from Bhakti
Rasa. This work is published in the Achyuta Granthamala siri's of Varanasi
which is edited by Sri Damodara Goswami in 1932.

Ujjvalanilamani :

Ujjvalanilamani appears to be the composition of the author as a
supplement to the Bhaktirasamrtasindhu. It contains with a vast de-
scription of Madhura é{ﬁgéra. The meaning of the word Ujjvala is
§{ﬁgéra. Description of the Uddipanavibhava, Sattvika,
Vlyabhicaribhava and Sthayibhava of Madhura Rasa are given in this
work. Here details description of different dasas (moods) of the two
types of Srigara viz. Sambhoga and Vipralambha are also given. In
the Ujjvalanilamani Rupa Goswami has divided the four kinds of Nayaka
which are prescribed by the Sanskrit poeticians in to two categories like
Pati and Upapati. These two types are further divided in to three as
Parna, Parmatara and Pirnatama. Again Rapa Goswami has extended
this division of Nayaka in to four categories are Daksina, Dhrsta, Anukula
and S'agi;na. Thus we have found sixteen types of Nayaka in the
Ujjvalanilamani according to Rupa Goswami.

In this way in the Ujjavalanilamani it has been described the division
of Nayika in to two types viz. Svakiya and Parakiya. Svakiya Nayik3 of
Krsna is eight in numbers. Those are (1) Candravali (Rukmini) (2)

Satyabhama (Radhika) (3) Jamvavatj (4)Arkanandini (5) Saiva (6) Bhadra
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(7) Kausalya and (8) Madri.

Parakiya Nayika also divided in to two kinds-Paroha and Kanya. All
the Gopis of Vraja are regarded as Paroha type of Nayika. This Paroha
type of Nayika is divided in to three kinds viz. Sddhanapara, Devi and
Nityapriya. Thus we have found Sadhanapara is of two kinds-Yauthikya
and Ayauthikya.The Nayika which is belongs in to group called Yauthika
and it has two divisions 'Muni' and '‘Upanisada’. The types of Nayika in
which the sages take birth as Gopis of Vraja is known as Muni types of
Nayika and the other in which Gopis acquired the attribute of Goddess
through their own meditation are known as Upanisadas type of Nayika.

There are two division of Ayauthikya Nayika viz. Pracina and Navina.But
Cadravali and Radhika do not belongs to these type of Nayikas. They
are known as Nityapriya types of Nayika.

Thus, in the Ujjvalanilamani all the Nayikas are again divided in to
three kinds viz. Mugdha, Madhya and Pragalbha. In fact through this
process, the author of Ujjavalanilamani delineated about three hun-
dreds sixty types of Nayikas before us.

Ripa Goswami opines that Premarati is sthayibhava of égﬁgé’ra Rasa.
There are six kinds of Srrigara viz. sneha, mana, pranaya, raga, anuraga
and bhava. This book is published in Kavyamala series in 1913, Bombay.

Anandacandika is the name of commentary on Ujjavalanilamani.'»

37 Saskrit sastro ka itihdsa. P 259
vide— Introduction of VM. P 32,
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Natakacandrika :

According to Vaisnava Sampradaya, Natakacandrika is a work on
dramaturgy. Some rules accepted by Visvanatha Kaviraja are not suit-
able to Rupa Goswami's literary compositions.Therefore he has formu-
lated some new rules in this works so that the principle of Gaudiya
Vaignavism are not violated.

In the Sahityadarpana Visvanatha Kaviraja describs all the Gopis of
Gokula as Paroha Nayika and Krsna is depicted as Upapati. The love of
Radha and Krsna delineated as Rasabhasa which is not accepted by
Rapa Goswami. Instead he explains the love of this divine couple as

paramanand for which one may feel delight in his/ her mind.

¢) DATE OF COMPOSITION OF THE PLAY

The date of a work can be determind on the basis of two factors
i.e.internal and external evidences. The date of our present work under

study can be determind from the internal evidences.

In this regard, the poet himself declares the date of the completion
of his work in the colophone of the 'puspika' of his work. He indicates
the date in a chronogrammatic form i.e.

navasindhurabanendusamkhye samvatsare gate."s

In this expression the word 'Nava'stand for the nine number (be-

38 VM. ‘puspika’2. P. 369.
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cause ‘Nava means nine number) the word 'sindhura’ stands for eight
number (Sindhura means elephant, therefore eigntelephant or astagaja
of eight directions) the word bana stands for the five number (five ar-
rows or pancasara of kama deva) and the word indu stands for number
one (because there is only one moon in the sky.)

Following the formula of Nyaya i.e., '‘ankanam vamato gatih', when
we read the numbers reversely, we find the year viz 1589 AD_ |t implies
the period of Hussain- Shah, the ruler of Gauda and his contemporary
Caitanya Mahaprabhu who was the preceptor of Rupa Goswami. Ac-
cording to the historical patronage, Hussain-Shah ascended the throne
of Gauda in 1493A.D.™

So his reigning period was the last part of the 15th century to the first
part of 16th century. On the otherhand , from the literary composition
we have found that Caitanya Mahaprabhu flourished at 1485 A D *#

From the reliable source i.e. 'Caitanyacaritavali', of Prabhuy datta
Brahmacari, we have come to know that our athour Rupa Goswami was

the minister of Hussain-Shah™ Therefore the composition date of our

39 The Cambridge History of India, Vol - (lil)- P 270
edited by L. T. Colonel wolseley Haig.
Vide- Introduction of V.M. P 18

40  The cultural Heritage of India Vol. |\ P 186
edited by H.D. Bhattacharyya,
Vide- Introduction of V.M.-P 18

41 caitanyacaritavali- chap. (1V). vide-introduction. /M. P 1 2
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play may be considered from the external evidences also. Acarya
Valdeva Upaddhyaya, the author of Bhagavata Sampradaya says that
the time of Rupa Goswami has to be taken from 1492 to 1591 A.D. So
the birth time of Rupa Goswami should be taken as 1491 A.D."*" An-
other famous poet sri Prabhu datta Brahmacari has admitted the time
of Rlipa Goswami from 1488 to 1545 A.D. So, the time of Rlipa Goswami
can be accepted in the last part of 15th century A.D., because we have
found only four years difference between these two opinions.

To know the date of our present play we must collect the other con-
temporary work of Rupa Goswami.When we have observed, we find
that among them, three famous dutakavyas viz Danakelikaumudi,
Hamsaddta and Uddhavasandesa have been composed by Ripa
Goswami before initiation as a disciple of Caitanya Mahaprabhu. Be-
cause no other word mentioned in the benedictory verse of these works
is of reverence to Caitanya Mah@prabhu. From this expression it may
be said that these three works have been composed in 1427 A.D. which
has been regarded as Sakatime. After initiation as a disciple of Caitanya
Mahaprabhu Ripa Goswami tries to develop the Bhakti-Rasa from the
view point of S’éstraic angle. For this purpose he composed

Bhakti;résé'mrtasindhu and other two literary works viz.

e,

42 Bhagavata Sampradaya. P. 506.
Vide- Introduction. V.M. P 18.
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Vadagdhaméadhava and Lalitamadhava, both are of the Nataka vari-
ety. In both the works of Ripa Goswami, there are reverence verses to
Caitanyadeva in the prologue as his preceptor.

In the Bhaktirasamrtasindhu also like Vidagdhamadhava and
Lalitamadhava he has eulogised Caitanyadeva as his preceptor who
have inspired him for composing these works. We find the eulogy for
Caitanyadeva in the Nandi verse of Bhaktirasamrtasindhu as follows-

hrdi yasya prerapaya pravartito'ham varakarupo'pi /
tasya hareh padakamalamh vande caitanyadevasya //+

Regarding the date of composition of Nataka-candrika it may be
said that Riupa Goswami have composed it after the composition of
Lalitamadhava and Vidagdhamadhava because of the fact that he
cites quotations from these two natakas to examplify his opinions.

However, Riipa Goswami clearly mentions the dates of compositions

of his Vidagdhamadhava, Lalitamadhava and Bhaktirasamrtasindhy

————

X (@ anarpitacari ciratkarupayavatirpah kalau
Samarpayftumunnatoﬁvalarasérﬁ svabhakti sriyam/
harif purag‘asundaradyutikadamvasarﬁdibitab
sada hdayakandare sphuratu val sacinandanah//

VM1 2 p. 2

b)Lm 1.3

Vide~ Introduction of VM- p- 20
Hbrs. sloke No. 2

Vide~ Introductuction. p. 20

44




(39)

in the colophone of these three works. "

Depending on the composition time of his some works we have found
two kinds of Samvat as it is mentioned in these works viz.Vikrama
Samvat and Saka Samvat. The Vidagdhamadhava is included in the
Vikrama Samvat while the Lalitamadhava was S3ka Samvat. There-
fore the Vidagdhaméadhava was composed in Vikrama Samvat in 1589
(1532A.D.) and the Lalitamadhava was composed in Saka era in 1459
(1537A.D.). Bhaktirasamrtasindhu contains the Saka Samvat ie. the
1463 (1541A.D.). In this process we find that Utkalikavallari the last
work of Rupa Goswami was composed in 1550A.D. So the period of
Rupa Goswami may be started from 1505 A.D.

From the above discussion, it may be said that the date of the
Vidagdhamadhava may be got by the following formula

'ankanar vamato gatil)' as the year 1532 A D.

——

45 1. navasindhuravanendusamkhye sarivatsare gate/
vidagdhamadhavam néama natakarh gokule krtam//
Vidagdhamadhava— Pugpika.
2. navenduvedendumite sakavde Sakasyamésasya tithau caturthyam/
dine dinesasya harim prapamya samapayam bhadravane pravandhamy/
Lalitamadhava— Puspika
3. ramarika sakraganite sake gokulamadhisthitena/
stibhaktirasémitasindhuvitarikitah ksudrarupenas/
Hbrs- Puspika.
vide : Indroduction of VM. p. 21
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d) STORY OF THE PLAY IN BRIEF

Rupa Goswami's Vidagdhamadhava is a Sanskrit play consisting of
Seven acts. The main theme of the drama is taken from the
'Krsnajanmakhanda of Brahmavaivartapurana. It consists also

Patalakhanda of Padmapurapa, Gitagovinda and Srikrspakarnamrta.

Act - |

The first act of the play is started with 3 benedictory verse. After the
benedictory verse, Sitradhara appeared on the stage and announced
that the devotees of Krsna, who came to Vrndavana from various parts
of the world, are gathered in Keditirtha. To make these devotees of
Krsna happy, Lord Siva had told him in his dream to setup a drama on
Krsna Lila.

After the benedictory session, Paurnamasi entered the stage with
her companions. She told them that her first job was to unite Krsna and
Radha as they are attracted to each other. She disclosed the secret
and told her friends that a false marriage was set up for Abhimanyu and
Radha with the help of Yogamaya. But in reality Radha'’s love was only
for Krsna. This marriage was performed only to betray Kamsa. But when
Abhimanyu came to know of Radha's love for Krsna he decided to take
her away to Mathura in order to keep her away from Krsna. But

Paurnamasi tried her best to stop Abhimanyu from doing so. So, for
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making Radha and Krsna more attracted to each-other Paurnamasi
appointed Nandimukhi. Paurpamasi and her friends came to know from
Nadimukhi that in order to gain Krsna as lover, Radha was performing
Surya puja and Chandravali was performing Candi puja.

Moreover; Paurnamasi advised Visakha to draw the portrait of Krsna
and show it to Radha who, in turn, will be very happy and satisfied. Right
at that moment Nanda and Yasoda came to the stage along with Krsna.
They all had long time discussions on various topics. And right in the
middle, in one occasion Nanda suggested Yasodi to find out a bride
for Krsna. But Yasoda refused the suggetion of Nanda and told him that
Krsna's age was not suitable for marriage and prevented Nanda from
doing so. Krsna didn't take part in their talk and instead took a look in the
scenic beauty of Vrndavana and started playing his flute in joy. The
pleasent sound of the flute made everyone very happy and Balarama
and Madhumangala praised him. Even the gods came down from heaven
to listen it. Krspa along with his friend Madhumangala move around in
order to have a look at the scenic beauty of Vindavana. Right at that
moment Paurnamasi appeared there carrying some ladoos in her hands
and told them that the ladoos were made for the marriage ceremony of
Radha. Having heard Radha’'s name, the expression that struck over
Krsna's face, made clear to Paurnamasi that he loved Radha dearly. On
the other hand Radha also along with her friend Lalitd came over to

have a look at the scenic beauty of Vindavana. Radha felt the presence
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of Krsna as soon as she stepped out. After having heard Krsna's name
from Lalitd’s mouth Radha felt very shy to come to the front of Krsna.
When they were moving around, they heard the sound of the flute and
Radha was very anxious to see the flute player. Right at that moment
Visakha came over there with Krsna's portrait and handed it over to
Radha. They all wanted to see the portrait and so they all sat under a
tree to have a look at it.
Act -l

In the memory of her lover Krsna, Radha’s condition was becoming
worse day by day. After having known about this, Nandimukhi went to
Mukhara's house who was Radha’s grandmother and what she saw there,
was very terrible. Nandimukhi saw that Mukhara was crying for Radha'’s
if-heaith and she was in a very pitiable condition. So, Nandimukhi went
to R&dha herself and saw there that the depressed Radha was sitting
with her friends Lalitd and Visakha. When NandimukhT asked why was
Radha so upset, they told her in reply that her condition was so bad only
because of the portrait of Krsna drawn by Visakha, which was shown to
her. Radha also told her that her love rose for three persons i.e. Krsna,
Vainavika and S'ﬂfé'mala Kisora at the same time. But her friends told to
her that these three persons were no other than the one and only mighty
Krsna. On the other hand, when Mukhar3 asked Paurnamasi about how
Radha can be cured of her bad condition, Paurnamasi told her in reply

that it was because of some evil spirits tookover Radha and to remove
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that spirit her meeting with Krsna is essential. But Mukhara told that it
would not be possible to do so as the evil Jatila, Radhas mother in law,
would stand on their way. Then Paurnamasi told Mukhara to tell Jatila
that by means of Yogavidya, Paurnamasi could create Krsna and Radha
can easily meet that Krsna.

After seeing Radha's deep love for Krsna and to satisfy her mind
Paurnamasi told her to write a love letter to Krsna.

At this moments Krsna was also eager to meet Radha and was
discussing about it with his friend Madhumangala, Lalitd and Visakha
suddenly appeared there and hand over him Radha'’s love letter. After
Madhumarigala had read out the letter to Krsna, Krsna knew Radha's
love for him and was very pleased and satisfied. But in front of Radha's
friends he didn’t show his happy feelings, instead he showed that he
didn't care much for it. After seeing Krsna's such reactions, Radha's
friends considered him as responsible for Radha’'s condition. Radha’'s
friends wanted to see whether Krsna has the same feelings, for Radha
as Radha had for him or not. So, they played a trick to read Krsna's
mind and garfanded Krsna with Radha’s garland. But Krsna didn't
accepted the garland and he gave back the garland to Radha's friend.
But unconciously he handed to them his garland along with Radha's
one. After they got Krsna's garland, Ragha’s friends became very happy
and moved out from there. On the otherhand after showing such

reactions for Radha; Krsna decided to write a letter to her After that
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Visakha and Lalita went to give Radha Krsna's garland to make her
happy. Thereafter, Visakha and Radha both went to perform Surya puja.
After having heard the sound of anklet, Krsna and Madhumangala who
were present there beforehand listened to all their talks. When Krsna
knew from their talks that Radha was very much attached to him Krsna
flung himself in front of them. Finding Krsna standing so near to her,
Radha was overjoyed. But her happiness was soon parted from her as
the cruel Jatila stood there right in their front.
Act -l

When Lalita and Paurnamasi were walking together discussing about
Radha's love for Krsna, they met Krsna and his friend Madhumangala
on their way. Paurpamasi told Krsna about the love-lorn condition of
Radha and also added that none other but Krsna himself can cure her.
And hence she told him that a gopi will be standing under the Mango
tree after the sun set and he will be taken to a desired place. Krsna took
leave of them and left with his friend. And Paurnamasi and Lalita also
left to meet Radha.

Visakha informed Radha that she will soon meet Krsna. It makes
Radha hopeful of fulfilling her desire. Paurnamasi, in order to test
Radha’s love for Krsna, lied to her that Krsna was not attracted to her.
After hearing this, Radha turned very sad and depressed. Purpamasi
then told her, about her plan and she told her the real fact. Vigakha, who

was sent by Paurnamasi to bring Krsna with her, was present there




43

along with Krsna right at that time. In order to test Krsna's love for Radha
Visakha told him that Abhimanyu has taken away Radha to Mathura
After hearing this Krsna turned to be very displeased and dissatisfied,
and when Visakha saw such condition of Krsna she told him the truth.
And then Visakha took Krsna to Radha. Seeing Krsna standing in front,
sudden appearance Radha was very much surprised and she felt shy
to appear before him. So she quickly hide in the back of the bushes.
Having seen Krsna's eagerness for her, Radha stepped out from the
bushes. Right at that moment Mukhara suddenly appeared there and
scolded Krsna for making the girls mad by playing his flute. Krsna calmed
Mukhara by playing a trick and Mukhara believing it to be the truth move
away from there. Visakha and Lolitd decided to leave Krsna and Radha
all alone to talk and so they moved away from that place. So, for their
union Radha and Krsna went to the bank of the river Yamuna.
Act-IV

Nandimukhi came to know that Krsna was going to the Govardhana
Mountain at that time. And that is why Nandimukhi decided to meet
Krsna's friend Suvala. As Nandimukhi was about to leave, Candravali's
friend Padma came to her and told her that Candravali was eager to
meet Krsna. And so Nandimukhi told her to tell Candravali that Krsna
loved all the gopis as He did to Radha. Right at that moment they heard
Krsna coming by playing his flute. Nandimukhi told Padma to go and

console Candravali and she herself went to meet Suvala. On the




(40)

otherhand Candravali along with Vrnda was also coming to find Padma.
As soon as Padma saw Candravali, she in order to satisfy Candravali
told her that Krsna was coming to meet her.

After hearing, Krsna playing his flute, Candravali, who was coming by
that way, met Him along with his friend Suvala and was taken aback with
excitement. Krsna also, after seeing Candravali came closer to him
expressed his love for her. To give pleasure in Candravali's mind, Krsna
explained the meaning of the name Candravali very fruitfully. Krsna's friend
Suvala told Candravali about Krsna's love for her. Right in their conversation
when suddenly Krsna took Radha&’s name, Candravali seemed to be very
displeased with him. Krgna by using all his might told the disheartened
Candravali that he was going to pronounce something like ‘Dhara’ but by
mistake it became Radha. And so he told Candravali not to be
disheartened. But Candravali was not pleased with Krsna's words and so
she went with her friend Padma to worship Goddess Kali. After this
incident Suvala, seeing his friend Krspa very upset, gave him the idea to
meet R5dha. When Padma was coming by that way with Madhumarigala
she saw Krsna very upset and thought that the only reason for this could
be Candravali and so she brought Candravaiito him. After hearing Radha's
Name again from the lips of grief striken Krsna, Candravali was again left
heart broken. But Madhumarigala interpreted the meaning of the word
Radh3 as something else to Candravali and made Krsna devoid of guilty,

Then Candravali who was filled with shame went to Kggga and put the
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Ranjanmald in Krsna's neck. Then Padma and Madhumangala left them
alone. Krsna also left with Candravali to some other place fearing Radha's
presence there.

Radha along with Lalita came to meet Krsna in that place. But Krsna was
not there. So she started searching Krsna behind the bushes. Krsna also
came to that place depicting the Radhas condition and sat on the alter of
Sun worship. After some time Radha saw him sitting on an altar and went to
meet him. Having been made waited by Krsna for a long time, Radha got
angry. So in order to make Radha satisfied and happy Krsna brought some
flowers for her. Radha, as soon as saw the flowers was very much affected
by them and begged to Krsna for them. Krsna was so pleased that without
his knowledge he gave away the flute with the flowers.

Madhumangala, who came there in search of Krsna, saw Radh3 and
Krsna together and went to meet them. Right in between their talk
Madhumangala told about Krsna's union with Candravali and this
dissatisfied Radha very much. But the witty Krsna satisfied her by saying
her that she was the only girl whom he loved. After that, when
Madhumangala was about to take Krsna with him, Krsna suddenly
realized that his flute was missing and when he asked Radha about it,
she told him that she didn’t know even a pie about it. Right at that moment,
Mukhara appeared there and took Radh3 with her.

Act-V

Right in the beginning of the act five Suvala and Vrnda showed their
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respect for Paurnamasi. Paurnamasi told them that Abhimanyu came to
know about Radha and Krsna's affair and was going to take Radh3
along with him to Mathura. This is the only cause for Paurnamasi's tension.
And then after having told Vrnda and Suvala to wait under the Kadamba
tree, Paurnamasi herself went to meet Radha. She met Lalit5 on the
way, and Lalita also told Paurnamast about Radha's love for Krsna, When
Paurnamasi and Lalita saw Radh3 very sad they decided to take her to
Krsna. Right at that moment Visakha came to them carrying a letter
from Suvala in her hands which she handed over to Lalita, and she read
it. Having thought about Krsna’s loneliness Visakha made Radh3 to be
patient. Right at the moment, when Radha heard the announcement
about Krsna’s flute has been stolen, R3dha took out the hidden flute of
Krsna and played it. When Jatila, the mother in law of Radha, heard
Radha playing the flute, appeared along with Vinda. No sooner had
Jatila saw the flute in Radha’s hand, she became furious and snatch the
flute away from Radha. And when as Suvala saw that Jatila was taking
away the flute, he in order to take it away from her, played a trick with her
| and told her that some evil monkey has entered her house. But Suvala’s
trick about the monkey came to be true. A monkey had really entered
Jatila’'s house. Jatila, who became furious by that time, threw the flute at
the monkey and as a result the monkey took away the flute with him and

climbed up a Kadamba tree.

On the other hand Suvala and Vinda made a plan to get back Krsna's
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flute To get back Krsna’s flute Suvala disguise as Radha and Vrnda
disguise as Lalita and when they got it they threw it to Krsna. As soon as
Krsna got the flute he was much over joyed and played the flute. After
hearing the sound of flute real Radha and Lalita came there and Krsna
and Madhumangala thought them to be Vinda and Suvala in disguise.
When V;ndé' told the truth, their misunderstanding disappear. Right in
between of their talk, Jatila appeared suddenly and took away Radha
along with her friends.
Act-Vi]

When Jatila heard that Radha was wearing a pitamvara, she asked
Visakh3 to bring Radha. Visakha brought Radha to Jatila. As soon as
she saw Radha wearing that Pitamvara, she became angry. When Radha
sought help from Visakha, she wittily told Jatild that while they were
playing, mistakenly the mixture of some kesor and turmeric fell on
Radha's cloths and became yellow. Jatild insulted and scolded Visakha
for taking Radha to the festival. After this scene Padma along with Lalita
Came to meet Radha and Vigakha Seeing the pitdmvara that R3dha
was wearing, Padma teased Radha like anything. But Lalita has managed
the situation. On the other hand Krgna sent a letter to Radha through
Lalita. As per Krsns's letter Radh3 and Lalita went up to him. At that
moment Krsna played his flute. Having heard the sound of Krsna's flute
they went along with their companions to Vindavang Having met Krsna

suddenly, Radha appeared to be very shy and so she rushed to the



(5(h

bank of the river Yamuna. But Krsna obstructed her way. To satisfy Radha.
Krsna wanted to make a crown out of the feathers of a peacock for her
In order to do so Krsna went in search of the peacock feathers. Having
taken that goiden chance Radha hide herself behind a tree. But Krsna

found Radha easily and they went to play on the bank of the river Yamuna.

Act-Vil

Abhimanyu came over Paurnamasi to sought her permission to take
Radha to Mathura. Paurpamasi told Abhimanyu that Radha cannot hide
her beauty from crual Kamsa. And therefore it was not indeed good to
take Radha to Mathura. While Paurnamasi and Virnd3 were busy talking
about Radh3, just then Lalitd stepped in and interrupted them in their
talk. Lalita told them that she had seen the garland which was given to
Krsna by Radha in Padma’s hand. Paurnamasi told the friends of R3dh3
that she was about to create union between Radha and Krsna in the
night of the full moon day. On the other hand Padma3 also wanted to
Unite Candravali and Krsna on that day. So, she brought Candravali to
that place where Krsna and Radha were about to meet. Right at that
moment Visakha told them that Candravali's mother in law Karala had
Ordered Candravali to stay with her husband on the full moon night.
After hearing this news everyone was over joyed. After that Lalita was
ready to take Radha to Gauritirtha. On the otherhand Karala ordered

padma and Saiv3 to take Candravalf along with them to Govardhana
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mountain. Two friends of Candravali were happy to hear the command
as because Gauritirtha was just next to the Govardhana mountain. While
taking Candravali to the Govardhana mountain they met Krsna on their
way. After the union of Krsna and Candravali Radha's friends, Vinda
and Lalita, presented themselves in front of them.

In between their talk Karald suddenly appeared and took Candravalf
along with her. Right at that moment Vinda and Radha appeared before
Krsna. Then to test Radha’s mind Krsna and Vinda hinted out a plan,
Krsna uttered the name of Candravali in half-sense i.e. Candra... and by
saying her name in such a way, he showed himself to be in a unsettle
State in front of Radha. Vinda also by hiding herself said that “friend, you
should not show such behaviour in a marryment situation.” Hearing this
Conversation Radha became so anxious and felt disheartened by the
thought that her lover has been confined to a chamber by Candravali,
Being serious for this, she at once went away from there to calm-down
herself. Seeing Radha disappointed, Krsna decided to disguise himself
as a woman in order to create delight her mind. To accomplish his mission
he sought the help of Vind3. Madhumangala, advised him to go to the
temple of GaufT which was the proper place for ful-filling his mission,
According to their suggestions Krsna adviced Vinda to go to the temple
of Goddess Gourf with her friends. Madhumarigala and He Himself gone
there and disguised Himself as Goddess Gaufi. Radh3 and her friend

Lalitd were also present at the Gauri temple and they wished to worship
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the Goddess Gauri having a great faith in their heart as the real incarnation
of Goddess Gauri. They just started to worship Her, when incidentally
they found such mysterious behaviour from Gauri for which it was possible
for Radha to recognise Krsna disguised as Goddess Gauri. In the
Meantime Jatila and Abhimanyu, husband of Radha, came there in search
of Radha. They have a intention to take away Radha to Mathur3, the lang
of Karmsa. But there, they knew that Goddess Gauri instruct Radh3 to
worship her and remain there to avoid some incoming calamity for
Abhimanyu. Finding this favour of Gausf to escape from evil one coming
to his life, Abhimanyu and his mother were very much pleased on Her
They took a decision not to send Radha to Mathura. Thus Krsna cleverly
Pleased the mind of Radhd and made her remain there so that he may
Meet her every day without any obstacle.

Then Paurnamasi appeared that place and all of them showed their

féSpect for her and they went away from there.

€) SOURCES AND DEVIATIONS

ltis observed that the Vidagdhamadhava of Rupa Goswam is based
Mainly on the events delineated in the Brahmavaivaﬂapuréga and
Padmapuré'pa.

The stories of the sportive activities of Radha and Krsna is found in
Poems and dramas apart from puranic literature. Regarding the puranic

literature our author mainly depends on the Krspajanmakhanda of the




{33)

Brahmavaivartapurana and Patalakhanada of the Padmapurana Apart
from these Puranas he is indebted to the Kavyic Literature like
Gitagovida and Srikrsnakarpamrta also.
(1) The following element of the story are adopted from the
Brahmavaivartapurana :
(@) Lord Krsna plays his flute to excite Radha along with cowherd
ladies of Vindavana.™®
(b) Radha has stolen the flute of Lord Krsna.™
(c) Description of union between Radha and Krsna.™#
(2) Riipa Goswami was indebted to the Padmapurana in respect
of the following events
(@) The flute of Krsna is stolen by Radha.™®
(b) Krsna disguise himself as a Brdhmana.*
(3) The elements of the story have taken from the Gitagovida are
as follows :
(@) Naming every act of the play.™

(b) Description of the ten incarnation of Lord Visnu.'s2

46 BVP- (krsnajanmakhanda) 28. 6, 18, 19, 20, 21, 23. pp. 324, 325, 326,
47  ibid~28. 135-141. pp-335.

48 BVP (Assamese) pp-312-320,

49 Pdmp. Pétalakhanda- 52. 48, 49, 50.

50 Pdmp. (pétélakhaggia) 52.77, 78, 79, 80.

51 Introducetion of Gitagovinda. p-1.

52 GG DasGvatara stotram. canto - 1, 1-10, pp 11-23
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(C) Krsna plays his flute.'s3

(d) Drawing the picture of Lord Krsna. s

(e) Radha's suspect on Krsna."ss

(f) Radha wears the pitamvara of Krsna. s
(4) Srikrsnakarnamrta -

(@) Radha has stolen the flute of Krsna.™?

Sources and Deviations from the original sources :

(1) The Brahmavaivartapurana is the most important and wellknown
Puranas among the eighteen Mahapuranas. It consists of all the
Characteristics features of a Mahapurana, which are listed in the
traditional definition of the purana.’ss According to some puranas
Vedavyasa’ the author of Mahabharata is the author of eighteen
Mahé’purégas. It is justified in the Matsyapurana in this way-—

a§fadasa puranani kjitva Satyavali Sutah /

bharatakhyanam akhilam cakre tadupabrmhanam. /75

—
93 GG-59.p. 117
54 ibid-4, 6. p. 96
55 ibid-7, 11. p. 141

- 56 ibig-7, 42, p. 160

+ S7  Skrk Hindi commentary of V. N. 21. p. 36.
. 58

Sargasta pratisargasca vamsamanvantaram ca/
vamsanucantam caiva purdnam pahcalaksanam. //

59 Matsyapurana. 53, 70,
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Among the puranas, Vayupurana praises the Brahmavaivartapurana
as the- “vivartanad brahmanaste brahma vaivartamucyate” The whole
purana delineates the glories of Lord Visnu. This purana is divided into
four khandas or books. Viz (i) Brahmakhanda, (ii) Prakrtikhanda, (iii)
Ganapati khanda and (iv) Krsnajanmakhanda. Among the four books or
khandas, last one i.e. Krsnajanmakhanda is considered as a unique
and principal one. The supremacy of Lord Krsna is established here by
describing His mervellous deeds from his birth to youth. This purana
also narrates the different stories of the divine couple ie. Lord Krsna
and his favourite consort Radha.

Our author has selected the story for his play from the
Krsnajanmakhanda of Brahmavaivartapurana. He mainly depends
Upon the story of union between Radha and Krsna which covers the
chapter twenty eight (28) of the Purdna in dialogue form where in
Narayana narrates the story to Narada.

Thus by drawing the materials from the above mentioned sources,
Rupa Goswami made up the story and composed his play. However
While making up the story he sometimes deviated the incidents as per
as the situation by creating some new incidents and inserting some
nNew characters.

(a) Brahmavaivartapurana describes that in the full moon day of
the autumnal season Lord Krsna plays his super-natural flute with g

Sweettune. Lord Krsna was very much attracted to the beautiful scenery
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of Vrndavana. The place with its scenic beauty made his mind a fruitful
one and so he wanted to dance with the beautiful gopis of Vrndavana
with his whole heart and soul. Krsna as everyone knew was the master
of one’s mind and heart. He and his super-natural flute were just enough
to attract the gopis towards him. And it so happen that beautiful Radha
of Vrndavana, when she heard Krsna play his flute, she was very much
eager to see his face as she thought that she would find a lover's face
in this player's outlook. So, to find this lover of her she came out to find
him by giving up all her bondage of a wordly life. Just like Radha, the
other cowherd ladies also left their household works and moved out to
find this world charmer.

In the ‘Vidagdhamathava' Ripa Goswami does not deviate this
situation from the original source of Brahmavaivartapurana. After having
heard the sweet tune of the flute, Radha’s condition is depicted by the
author in the following way—

ajadah kampasampadi sastradanyu nikrntanah /
tapano'anusnatadharah ko'ayam va muraliravah //

Though the tune of the flute is neither hot nor cold or sharp, the sound
pinches Radha’s heart every now and then by piercing, burning and
making her tremble.

(b} From the 28th chapter of Brahmavaivartapurana, we have got

60 VM act-1. 35.
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a hint that Radha had taken away the flute from Krsna. Once Radha and
other cowherd ladies took part in a jalakrida along with Krsna. During
their play, suddenly Radha became angry with Krsna due to his ill
behaviour. Only because of it, excited Radha snatch-away the flute from
Krsna's hand and threw it to a far-off place to take revenge on him.

But our author took the incident and modulated it and created such a
situation so that Radha could get the flute without hurting Krsna’s
feelings.

We came to know from the 4th act that when Radha went to meet
Krsna under the bushes of the Kesara tree, she found that Krsna was
not present there, at that moment. And only for this reason Radha
became very anxious as she thought that her beloved Krsna was busy
spending time with another girl named Candravali. On the otherhand
Krsna was waiting for Radha at the altar. When Radha with her
companions came to that place where Krspa was waiting for Radh3,
and they i.e. Krsna and Radha met each other. At the very first moment
Radh3 was angry with Krsna because he made her wait for a long time
but the clever Krsna tried to console her by saying that he went to bring
some Vakula flowers which she liked the most. After hearing this, Radha
was very much satisfied and happy. She was very much pleased with
her beloved Krsna and begged from him the flowers, he had brought
for her. When Krsna saw that he had pleased his Radha he let the

flowers move on Radha's lap. But uncosiously, he also gave the flyte
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with the flowers to Radha. This scene is describes in the following way~
"Krsna was so attracted to Radha’s fruitful glance of eyes that with his
mind lost in her eyes, he gave the flute with the flowers to Radha."s
Radha as well as everyone knew that it was very rare to fetch Krsna's
flute. So, when Radha got the fiute so easily from Krsna she tried to
hide his flute in her ancal as soon as possible.

() The story of the union of Radha and Krsna is narrated in the
fourth book i.e. Krsnajanmakhanda of the Brahmavaivartapurana.
According to the description of this puréna the story runs as follows—

Radha was born as the daughter of Vrsabhanu by dint of the curse of
Stidama of Golokdhama. Her father arranged her marriage with Ayana
a youngman of Braja. But Radha falls in love with Krsna and consider
him to be her beloved. Radha and Krsna often met each-other and
played in their youth along with Radha'’s friends. Radha was so deeply
in love with Krsna that she secretly cameout to meet Him during the
night time.

Once Radha pretended to pluck the flowers and worship God in order
to meet her beloved Krsna secretly. But Radha was nhot blessed
according to her plan. She was overviewed by her sister-in-law Kutil3.
Kutila followed her and when she saw Radha and Krsna together, she

humiliated Radha for her character. The evil Kutila also tried to divert

61 VM (IV) 34. p-179
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Ayana's mind by telling him that his wife was a crook and she was deeply
engrossed in love with Krsna. She even didn't spare Radha's friend
Vrnda and scolded and blamed her for inspiring Radha to do this
misdeed. The wicked Kutila told her mother Jatila about the misdeed of
Radha. She also added that Radha was known as a spotted woman of
Vraja. Jatila, the mother in law of Radha became furious and warned
Radha not to meet Krsna again.

Radha felt very much depressed after hearing this as she knew that
she wouldn't be able to meet Krgna for a long time. She became very
anxious to meet him. But she proved to be very intelligent and
accomplished. She made a plan with Vinda in order to meet Krsna.
Vrnda advised her to decorate herself and go to Rasamandala when
the people of Vraja will be sleeping soundly at night. But the evil kutila
followed Radha to Rasamandala to find out the real fact. After seeing
Radha and Krsna at Rasamandala she immediately returned home to
give this message to her brother. “She told her brother that his wife is a
wicked woman. She is not a pure woman instead she is a woman who
plays tricks with her husband in the midnight.”®2 Hearing this evil report
about his wife from Kutila, Ayana was furious and he promised, if it
turned to be real he is going to punish them. Then ﬂyéna went to the

Rasamandala with Kutild in search of Radha. When Ayana saw Radh3

62 BVP (Assamese edition) p. 319,
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in the Rasamandala from far away, he became very angry with Radha.
Seeing furious Ayana, Radha was very much frightened and she began
to pray Lord Krsna to save her somehow from Ayana. By rescuing her
from danger Lord Krsna told her not to fear Ayana. Then Krsna himself
appreared as a image of Goddess ‘Kalr" with his super-natural power at
his own position. Radha aiso shows her devotion by worshiping the
image of Goddess ‘Kal'. When Ayana saw that Radha was worshiping
an image of Goddess ‘Kal’ his anger subsided. ﬂyéna was also a
devotee of Kali. So, he worshiped the image of Goddess ‘Kali alongwith
Radha.

But our author RUpa Goswami describes this incident by deviating it
from the original one some what like this. He describes this scene in
the seventh act of the play. According to the scene, to test Radhs's
mind Krsna and Vrnda made a plan. Krsna, at first uttered the name of
Candravaliin a half-way i.e. Candra.... and by saying her name in such a
way, he should himself to be in a unsettled state in front of Radha.
Vrnda also by hiding herself said that “friend, it should not be opposite
in merryment situation.” Hearing this, Radha became anxious and felt
diappointed by the thought that her lover has been confined to a chamber
by Candravali. So she went away to calm-down herself. Seeing Radh3
becoming disappointed Krsna decided to disguise himself as a woman
in order to create delight in the mind of Radha. To accomplish his mission

he sought the help of Vinda. Madhumangala friend of Krsna adviceq
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him to go to the temple of Gauri which was the proper place for full-
filling his mission. According to their suggestion Krsna advice Vrnda to
go to the temple of Goddess Gauri with her friends. Madhumangala
and He Himself gone there and He disguised Himself as Goddess Gauri.
Radha and her friend Lalita were also present at the Gauri temple and
they wished to worship the Goddess Gauri having a great faith in their
heart for the real incarnation of Goddess Gauri. They just started to
worship Her, when incidentally they found such mysterious behaviour
from Gauri for which it was possible for Radha to recognise Krsna
disguised as Goddess Gauri. In the meantime Jatila and Abhimanyu,
husband of Radh3a, came there in search of Radha. They have a intention
to take away Radha to Mathurd. But there, they knew that Goddess
Gaurf instruct Radha to worship her and remain there to avoid some
calamity for Abhimanyu. Finding this favour of Gauri to escape from
danger Abhimanyu and his mother were very pleased and took a
decision, not to send Radha to Mathura. Thus Krsna cleaverly pleased

the mind of Radha and made her remain there so that he may meet her
every day without any obstacle.

(2) Padmapurana :

Padmapurana tells us that it is called padma or padma purana
because it is based on the account of the lotus (padma) that existed
before creation.”®® such as

63 Pdmp 1. 56 (Srstikhanda).




(62)

etadeva mahapadmamudbhutam yanmaya jagat /
tadvrttantasrayam yasmat padmamityucyte tatah //

This purapa is pure and spotless due to the greatness of Visnu, which
Hari, the God of gods first narrated to Brahma and whichever portion
Brahma had formerly narrated to Marici that alone. Brahm3 narrated as
Padma in the world. That (purana), the refuge of all beings, is called
padma by the wise.™®

About its importance it says that it is a great holy text and gives the
fruit of all the Vedas."® It says that every purana is a part of the body of
Visnu and padma is his heart.*®

This purana has seven khandas— (i) Srsti, (ii) Bhumi, (iii) Svarga, (iv)
Patala, (v) Brahma, (vi) Uttara and (vii) Kriyayoga.

Srsti khanda tells how Brahma was born in the padma. It then
describes creation according to the samkhya terminology. lts speciality
is that Brahma is given a prominence which is absent in the other puranas.
It glorifies the supremacy of Vignu. The importance of sraddhas is stated
by this purana. It describes the lunar dynasty more elaborately than the
solar, Sf§;ikhag<;Ia also dwells on various Vratas or observances of vows,
The second part or Bhiimikhanda, describes the lives of Prahlada and

Vitrasura, as also of Vena, Prthu etc. it deals mainly with the geography

——

84 1.1. 57-60 (Srstikhanga)- PAmp
85 ibid (1) 62. 24. (Svarga). Pdmp
86 ibia (1) 62. 2 (Svarga). Pdmp
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of the earth It then proceeds to enumerate the human embodiments of
holiness and the sacred shrines of Mahakala, Prabhasa, Kuruksetra etc.
The third or Svargakhanda tells about the upper spheres inhabited by
the gods. If describes the four varpas and the four 4sramas and their
duties as well as karmayoga and jfianayoga. The fourth or patalakhanda
describes in detail the exploits of the kings of the Solar dynasty. The
Bhagavata purana is praised in this purana as the last and the best of
the puranas. About the fifth or Brahmakhanda is already described in
detaits. The last part of the purana is the uttara khanda, which deals with
the story of Jalandhara. it praises the mantra “om Laksmi
ndrdyanabhyamnamah” as the greatest of all mantras. It says that it
can be taught to all classes including the sudras and women after diksa.
This purana also discusses kriya-yoga, which deals with practical
devotion as distinct from dhyana-yoga or the path of contemplation.®?

(a) We find in the Padmapurapa that Krsna went to herd the cattles
and then spent time with his friends playing a lot of games. And some
times Krsna along with some of his friends went to see his beloved with
eagerness to Vrndavana. On the otherhand, when Radha came to know
that Krsna also had gone to the forest, she also in order to meet him
pretended to fetch some flowers for Surya pUja and went to the forest.

After having met Krsna in the forest she played a lot with him. Thus,

67 Cuiltural Heritage of india. Vol. 5§
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they met each other and spent time playing different games with their
friends. Sometimes they set on swings and one of their friends used to
push them. And sometimes Radha in between of this games used to
hide Krsna's flute out of fun. Then Krsna used to find his missing flute
by saying “where my flute is?" Radha and her friends also played various
tricks so that Krsna couldn't find his flute for a long time. When Krsna
got tired of finding his flute and sat down, the gopis used to hand over
him the flute faughingly. Krsna was also very happy to get his flute back.
This event has been describe in the Padmapurana in the following
way—

“vihayaivividhaistatra vane vikrigto.muda /

dolaficaiva samarudhau sakhibhiddorlitaukvacit //”

kvacitvepum kayasrastam priyayapahnutari harih /

anve§ayannupélabdho vipralabdhah priyaganaih

hasitairvavahodha tabhirhasitastatra tisthati

vasantavayuna justam vanakhandam kvacidmuda

But our author dscribes this event in his own manner. In the 4th act of

the play Riipa Goswami has told that Radha was very angry when Krsna
for making her waiting for a long time. And then Krsna brought the most
lovable flowers of Radh&’s choice to satisfy her. Radha was very pleased
to see the flowers and begged them from him. Seeing Radha was
pleased on him, Krsna mistakenly gave his flute with the flowers in to

the laps of Radha. This event is already described clearly in the context
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of Brahmavaivartapurana

It has been described inthe Padmapurana that Radha and her friends
had hidden the flute of Krsna to have fun with it. And they themselves
gave back the flute to Krsna. But our author describe that Krsna gave
his flute mistakenly with the flowers in to the laps of Radha. He creates
a new incident to find the flute back by Krsna in his own way. For this

purpose he makes Suvala and Vinda as Radha and Lalita who help

Krsna to get his flute back.

(b) According to the description of Padmapurana once, Lord Krsna

after having done jalakriya with his friends felt very tired and took rest in

a divine palace and slept there. After rising from his sleep he took

permission from his beloved and went to Vrndavana.

In the mean time Radha also along with her friends went to Surya-

grha to worship God Suarya. But omnipotent Lord Krsna after having

gone a little far, came back again disguised as a Brahmana and set

forth to the Siirya grha. Having seen the Brahmana (Krsna) Radha and

her friends requested him to perform their ceremony. And so, the

Brahmana i.e. Krsna merrily accepted their request and started to recite

the Vedamantra. As s00N as, the clever gopis heard the Brahmana recite

the Vedamantras they quickly guessed that the Brahmana was none

other than Krsna and SO they were overjoyed to find Him present near

them. This story has been described inthe Padmapurana in the following

way-—
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krsnah kantamanujnapya gavamabhimukhamvrajet.
sa tu Sdryagrham gacchet sakhimandalasanyuta
kiyadduram tato gatva paravrtya harih punah
vipravesam samasthéya yali Saryagrham prati
stryam prapujayet tatra prarthitastatsakhijanaih
tadaiva kalpitavedail parihasavigarhitaih
tatastd jAiapitarn kantarn parijfidya vicaksnah
anandasagare lina na viduh svarh na capayam.
The impact of this Krsna's story has been found in the play of Rupa

Goswami But the author has described it completely in his own way.

The seventh act of the play describes the story in which Krgna took

disguise, to satisfy the dissatisfied Radha, Krsna took the disguise of
Gauri Devi and entered the Gaun Temple. When Radha and her friend

Lalit3 entered the Gauri temple to worship the Goddess, Krsna in disguise

of Gaurf tried to embrace Radha. Seeing such behaviour of the

Goddess, both of the giris quickly recognised that it was Krsna and

they were very happy 10 find him there. The author Rupa Goswami has

Created this scene of Krsna's disguise in his play to fulfil the purpose of

the drama. He had tried t0 solve the main purpose of the drama i.e. the

Union of Radha and Krsna by creating this event in his play.

From this event wé have found that our author finishes his work with

the description of Krsna's disguise as Gauri imitating the character of

Padmapura'na ie. Krsna's disguise as a Brahmana.
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(3) Gitagovinda : Apart from the Brahmavaivartapurana and
Padmapurana, Gitagovinda might have inspired our poet to compose
this drama. Gitagovinda or ‘the song of Lord Krsna' is a immortal Iyric
poem of Jayadeva who was a court poet of king Laksmansena of Bengal.
He was born in Kindubilva a place of Orissa. The poem describes the
love of Krsna and Radha in the form of conversation among Krsna, Radha
and the latter's companion. Jayadeva composes this poem in a typically
lyrical language. The poem may be described as a lyrical drama as it
contains some dramatic elements. It touches all the phases of love. Krsna
stands for the Supreme Being and Radha for the individual soul. The
poem treats of the relationship of hero and heroine (nayakanayikabhava)
as existing between the God and the individul souls. It bears all the
characteristics of Sanskrit love poem. This work is also treated as
devotional lyric. Because Jayadeva was a true devotee of Visnu and he
sings the divine love of Radha and Krsna in it.

This work is divided into twelve cantoes. Although its value as a
devotional lyric cannot be minimised, its value as an erotic lyric is greater.

Ripa Goswami have taken the ideas from the Ghtagovinda for his
play as follows :

(a) Jayadeva has created his Gitagovinda in 12 cantoes. According
to the act of the characters he has named each act of the drama as the
following— (i) Samodadamodara, (ii) Aklesakesava, (iii)

Mugdhamadhusidana,  (jv) Snigdhamadhusiidana, (v)
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Sakamksapundarikaksa, (vi) Dhanyavaikuntha, (vii) Nagaranarayana, (viii)
Vilaksanalaksmipati, (ix) Mugdhamukunda, (x) Caturacaturbhuja, (xi)
Sanandamukunda and (xii) Supritapitambara.

From these titles of the cantoes, it is clear that Jayadeva keeps the
name of the cantoes according to the mental condition of Lord Krsna.

Though Rupa Goswami has adopted the version from Jayadeva he
had made several changes in it according to his will. Rapa Goswami
does not depended on the thoughts of his characters as Jayadeva did.
He named the acts according to the incidents of every act of his drama.
Therefore the name of the seven acts of the play are as follows — (1)
Venunadavilasa, (2) Manmathalekha, (3) Radhasarhga, (4) Venuharana,
(5) Radhaprasadana, (6) Saradavihara and (7) Gaurivihara, s

(b) In the beginning of the Gitagovida jayadeva had composed a
song describing the ten (10) incarnations of Lord Vispu. These ten
incarnations of Lord Visnu refers to the different presiding deities of
ten rasas. Such as Mina (fish) is the presiding deity of the disgusting
sentiment (Vibhatsa). Accordingly the kiirma (tortoise), siikara (boar),
Narahari (sphinix), Vamana (dwarf), Parasurama, Rama, Haladhara
(Balarama), Buddha, Kalki are the presiding deities of the sentiment of
Marvellous (adbhuta), Terrible (bhayanaka), Parental affection (vatsala),

Friendship (saukhya), Furious (rudra), Pathetic (karupa), comic (haysa),

68 Introduction of Vidagdhamadhava. p-42.
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quietistic (santa) and Heroic (virarasa).

Thus. the author of Gitagovinda presents his worshiping God Lord
Visnu as the presiding deity of all sentiments as well as he describes
the ten immortal incarnations of Lord Visnu in his work.

But Rapa Goswami has described the ten (10) incarnations of Lord
Visnu as compared to the parts of the body of Radha. In the 4th act of
his play, he has described the 10 incarnations as cited below-

caficanminavilocanasi, kamathotakrstastani sarigata /
krodena sphuratd tavayamadharah prahladasamvardhanah //
madhyo’sau valivandhano, mukharuca ramastvaya nirjita /
lebhe sridhanatadya, manini manasyangikrta kalkita //

Her eyes as mina (fish), Her breasts as turtle, her chest as boar, her
lips as sphinix, her triboli as dwarf, her face as Ram, Parasurama and
Valarama. Just like her éfidhanatd as Buddha and her mind as Kkalki
avatara.

(c) Jayadeva has described the playing of Krsna's flute as a trick to give
a hint to his beloved Radha to meet him. In his play he has described it as—

namasametam kitasariketam vadayate mrduvepum //
vahu manute’tanu te tanusangatapavanacalitamapi renum //
The gopis always told Radha that Krgna plays his flute only as a sign

to meet her and spend time with her. But our author Riipa Goswami has

69 VM. 4.41. pp. 185-186
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changed Jayadeva’s description and has rewrite it as ~

Lord Krsna plays his flute only because he was in love with the scenic
beauty of Vrndavana in the autumn season. Krsna played his flute so
well that by hearing it, the gopis were much attracted to it and a feeling
of devotional love rose in their minds and so in order to meet Krsna
they all came out of their houses.

(d) Keeping Radha's love for Krsna in his mind Jayadeva has
described it as —

“vilikhati rahasi kurangamadena bhavantamsamasarabhitam”

To satisfy the eagerness of love for Krsna Radha often used to sit
alone in a lonely place and draw the portrait of her beloved Krsna.

The scene of drawing portrait of Krsna is also seen in the play of
Rdpa Goswami. But the author has shown us that the portrait of Krgnais
not drawn by Radha but it is drawn by one of her friends named Vis5kh3.
Paurnamasi always tried to make union between Radha and Krsna.
Therefore in order to console anxious Radha, Paurnamasf has told the
expert painter Visakha to draw the portrait of Radha’s beloved Krsna. It
is described in the following way in the play-

“Paurnamasi — putri, madgira sarﬁdis’yatéma'lekhyavr’cakgapé‘
visakha yatheyarm Svasakhinetraravindayoranandanaya nandasiinoh

praticchandam nirmati”7°

70 VM 1. paragraph after verse 16, p. 18
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(e) In his Gitagovinda Jayadeva has imagined Radh3 as a utkanthita
woman. And that is why he has described that when once Krsna had not
come to the bower of a cane where Radha was waiting for a long time
she became very anxious for him. She had thought in her mind that
Krsna was busy spending his precious time with some other girl. The
author describes this scene in his work as cited below-

tatkim kamapi kaminimabhisrtah kim va kalakelibhir

vaddho vandhubhirandhakarini vanabhyarpe kimudbhramyati /
kantah klantamana managapi pathi prasthatumevaksamah
sanketikrtamarfijuvahjulalatakufije’pi yannagatah /

But though our author Rupa Goswamii derived the incident from
Jayadeva he has cleared in his new description that the woman was no
one else but Candravali. He describes it in his own way that—

ruddhah kvapi sakhihitarthaparaya sarike harih padmaya /
prabtab kufijagrham yadesa na tamiyame pyatikramati //

paulomiratibandhudinmukhamasau ha hanta saritapaya /
nnunmilatyabhisaralubdharamanigotrasya satruh sasr //7

(f) Inthe 7th canto of Gitagovinda it has been described that Radhs
has worn the yellow garments of Krsha and Krsna has worn R3dh3's
blue garment. In the morning the gopis started laughing at the sight of

the couple’s wearing each other's garments. Radha was filled with

—————

71 VM4. 25 pp. 171-172
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shame when she saw her friends laughing at her like that.

In his Gitagovinda Jayadeva has describe it as cited below—
pratarnilanicolamacyutamurah sambitapitarisukar /
radhayascakitan vilokya hasati svairam sakhimandale //

But our author Riipa Goswami has described this scene in the 6th act
of his play as— when Radha's mother-in-law, Jatila saw Radh3 in Krsna's
garment, she was very angry and furious with her. The frightened Radh3
sought help from Visakha in order to save herself from her mother-in-
law. Visakha's mind ran as fast as wind. She has proved to be very
Clever. She tricked Radha's mother-in-law by saying her that by mistake
while playing, the mixture of turmaric and kesara feli upon the clothes of
Radha which made her clothes yellow. In his play Rupa Goswami has
described this incident cf.~

‘muda ksiptaif parvottaralahrda yébhfryuvatibhib
payahpuraih pitikitamatiharidradravamayain”
dukialam dormiilopari paridadhd@nam priyasakhin
katharh radhamarye kutilitadrgantarh kalayasi'?2
(4) S’rikgg.gakargémgta :
Lilasuka is the author of S’r?kggnakargé'mt_‘ta, a devotional lyric poem

Wherein he dedicates his body and mind to Lord Krsna. He must have

- flourished about 12th century AD. He was the son of Damodara andg

e ———

72 yMe. 1. pp 254-255
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Nivi. Somagiri and Isandeva were his preceptors. Lildsuka was a devotee
of Lord Krsna and his devotion for Krsna is known as ‘Madhura bhakti.
The S}fk[;spakarpémﬂa is regarded as a store house of the love episode
of Radha and Krsna. Here we have found some devotional poems which
are dedicated to Radha and Krsna. These are composed in a lyrical
essense wherein the imagination of poet is manifested. We can say
that the event ‘vepu harana’ is an impact of this lyrical poem on the
work of Rlipa Goswami.

The author has described in his work S'rﬂqgrgakaraémﬁa that S?Tpriyé,
the daughter of Vrsabhanu and other cowherd ladies always wanted to
take a chance to steal the flute of Lord Krsna. One day, when they were
roaming in the Vindavana, they found that Lord Krsna was sleeping,
under a bower of a cane, as he was tired for searching them. Meanwhile
a cowherd lady who was plucking flowers saw Krsna and called other
cowherd ladies along with SFTpriyé in order to steal the flute of Lord
Krsna. None but S?Tpriyé' had the courage to steal Krsna's flute. Being
encouraged by her companions, Sripriya went to steal Lord Krsna's
flute without making a sound of her ankiet. But Krsna proved to be tao
Smart for her and while S'n'priyé' was going to steal his flute, he quickly
got up from his deceitful sleep and embraced her.

But our author took the scene to suit his idea and created such a

Situation so that Radha could get the flute herself.

We came to know from the 4th act that when Radha went to meet
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Krsna under the bushes of the kesara tree. she found that Krsna was
Not present there at that moment. And only for this reason Radha became
very anxious as she thought that her beloved Krsna was busy spending
time with another girl named Candravali. On the otherhand and at the
Same time Krsna was waiting for Radha at the altar, When Radha with
her companions came to that place where Krsna was waiting for Radha
they i.e. Krsna and Radha met each other. At the very first. moment
Radhs was angry with Krsna for he made her wait for a long time but the
Clever Krsna tried to console her by saying that he went to bring some
bokula flowers which she likes the most. After hearing this, Radha was
very much satisfied and happy. She was very much pleased with her
beloved Krsna and begged from him the flowers he had brought for
her. When Krsna saw that he had pleased his Radh3a he let the flowers
Move on Radha's lap. But without his knowledge, he also gave the flute
With the flowers to Radha. This scene is described by the author in his
Work as cited below —

‘nidragame’pi sakhi nandasutasya hartu

yan saknuvanti na parah pasupalavalah

dhanya ka!gk:sakalayé kila mohayantri

tan radhikadya purato muralim jahara”’?

Radha as well as everyone knew that it was very hard to fetch Krsna's

\
73 VM. 4.34.p. 179
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flute. So. when Radha got the flute so easily from Krsna she tried to
hide his flute in her Ancal as soon as possible.

Thus we find that our author ihas described the heroine as Radha

while Lilasuka has described her as ér'l”priyé.



CHAPTER - (ll)

A CRITICAL APPRECIATION OF THE VIDAGDHAMADHAVA
Generally, a nafaka is characterised by three principal elements. These
are (i) the vastu or plot of the play (ii) the neta or the hero (iii) the rasa or
the sentiment.” Without these essential constituents a dramatic com-
position cannot survive. Therefore, a dramatic composition need a well-
knit plot to be successful and good one. The hero and other characters
of the drama must be well depicted and its sentiment shouid be well

relished.
a) PLOT CONSTRUCTION :

The plot of a nataka should be derived from some authoritative source,
such as history or tradition. It should be constructed in such a way that the
story should have five junctures (sandhis) and the whole plot should be
divided into a number of acts from five to ten. The characters should grow

and shape themselves out of the dramatic design. Some Indian and west-

1 cf vastunetérasastesérh bhedakah.
DR. 1. 11.
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ern critics are of the opinion that the dramatist should be careful not to use
unnecessary element and to eliminate everything that are not essential for
the development of the plot.? Three technical terms are to be taken into
consideration so far as the plot of a nataka is concerned. These are
arthaprakitis (characteristic element of the plot) avasthas (stages of de-
velopment of the plot) and sandhis (junctures). These three constitute the
different aspects of the plot. According to Dhanafijaya the plot of the drama
has two broad divisions viz, adhikarika and prasarigika. Adhikarika is the
principal or main plot of the drama while prasangika is a part of the principal
theme or the dimension of an episode or an incident.™

ArthapraKitis are the very life of the dramatic story. Visvanatha Kaviraja
says that the arthaprakitis should be employed properly. Arthapraktis
are five in number, such as bija (germ) bindu (drop, which again sets in
activity the course of the drama which seems to be already interrupted).

patakéa (episode), prakari (incident) and karya (denouement).*

2. cf yukto na bahubhif karyairbijasamhrtiman ca
nanavidhanasamyukto natipracurapadyavan
avasyakanam karyénamavirodhadvinirmitah //

SD. (Vi) 13. 14.

3 c¢f vastuca dvidha,

tatradhikarikam mukhyamangam prasangikam viduh //
DR. (1). 11

4.  cf bijam binduh patéka ca prakari karyameva ca/
arthaprakrtayah pafica jidtva yojya yathévidhin //

SD (V). 64
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Arthaprakrtis serve the purpose of the play.

According to Visvanatha Kaviraja. bjja is the cause of the ultimate
result. It is manifested at the beginning of a play in a very small form,
but which gradually undergoes various developments.™ cf.

alpamatram samuddistam bahudha yadvisarpati /
phalasya prathamo heturbijarn tadabhidhiyate //

Therefore, bija is called the very seed of a dramatic theme.

In the first Act of the Vidagdhamadhava it is stated that being fasci-
hated by the scenic beauty of Vrndavana Lord Krsna become so intoxi-
Cated that he plays his flute with a melodious tune for which all of
Vrndavana became joyous, even Gods include Brahma and Siva came
down from heaven to listen this supernatural tune. By the influence of
this melodious tune, the nature is also able to change its original form to
an another one. viz, the streams becomes stone, the stone meits, the
shivering things becames like a pillar, the moving things give up their

Motion and become motioniess.™

After hearing such a sweet tune of the flute of Krsna, Radha attracted
toward him and very much eager to see his face as she thought that
she would find a lover's face in this player's appearance. This was the
first cause to create pirvaraga in the mind of Radha for completion of

the purpose of the play, i.e, the union of Radha and Krsna. This events

"“-..._________
5 Shvi 65
VM 1. 25
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serves as the bija of our present play.

Bindu is that stage, which bridges up the break caused by some
incidental topics or digression. It is defined by Visvanatha Kaviraja as
when the main purpose of the play is interrupted by any incidental top-
ics, the cause which resume the context is called Bindu.”

According to Dhanika a bindu is s0 called because it spreads out as
oil on water.™

After the benedictory session, Paurnamasi entered the stage with
her companions. She told them that her first job is to unite Radha and
Krsna as they are attracted to each other. She also disclosed the se-
cret and told them that a false marriage was set up between Abhimanyu
and Radha with the help of Yogamaya. This marriage was performed
only to betray Karhsa, the king of Mathura. But Abhimanyu felt that Radha
engrossed with love for Krsna. So he decided to take Radha away to
Mathura for keeping her away from Krsna. This event would interrupt in
the development of the main purpose of the plot of the drama. But it
was again set into activity when Paurnamasi tried her best to stop
Abhimanyu from doing so. So, for creating union between Radha and

Krsna, Paurnamasi appointed Nandimukhi. Moreover, she advised

7 avantardrthavicchede binduracchedakarapam.
SD. (V1) 66. DR. (1) 17
8  binduh jale tailabinduvat prasaritvat.
DR. () 17
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Visakha to draw the portrait of Krsna and show it to Radha so that Radha’s
love for Krsna would grow deeper. Thus the story of the play continued.

Pataka is the third variety of Arthaprakrtis. It is an episode which
contributes greatly to the development of the plot. Visvanatha Kavirgja
defines pataka as an episode or incident which is extensive and con-
textual.” According to Dhanahjaya pataka is an episodal theme which is
connected continuously with the topic.”"® Pataka is also defined by
Bharata, in his Natyasastra that a story which is meant for others and
which is helpful in respect of the development of the main theme and it
appeared like the main story.™

The event Venuharana which is depicted in the fourth act of the play
may be called a pataka. it is stated that, Krspa brought some Bakula
flowers for Radha to appease her who was angry with Krsna because
of Candravali, another beloved of Krsna. Seeing Bokula flowers, Radha
was so pleased and begged them from him. Seeing Radha's happi-
Ness Krsna is overjoyed and without his knowladge, He poured the flute

with the flowers into the laps of Radha. Then Radha secretly hid it in her

9 of vyapi pra‘saﬁgikarﬁ vritam pataketyabhidhiyate.
SD. (VI) 67
10 cf “sanubandharh patakakhyarm’”
DR. (1) 13
11 ¢f yadvritarhhi parartham syatpradhanasyopakérakam
pradhanavacca kalpyeta sa pataketi kirtita //
NS. (XXI) 25
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Karya is the final unravelling of the plot. According to Visvanatha
Kavirdja a karya is the attainment of desire for which all efforts are
made and the achievement of which closes the action.™*

According to Dhananjaya., Karya is nothing but trivarga or three goais
of human life. (dharmarthakama). Karya is mentioned as phala or ulti-
mate result of a dramatic composition. Further he states that a karya
may be suddha if it deals with one of the three goals as stated above
and may be misra (mixed) if it is associated with one or more objects.™*

In fact karya is the principal arthaprakrti in as much as it is the very
fruit of one’s action.

The union of Radha and Krsna by staying of Radha at Gakula forever is
the example of Karya. In the seventh Act of the play it is stated that Krsna
acted himself as a woman ie. Gauri to please Radha who was disap-
pointed on Krsnha by hearing the name of Candravall in his words. This
was the plan of Krsna and Vinda for meeting Radha. And when Radha
and her friend Lalita entered into the temple of Goddess Gauri to worship
the Goddess, Krsna was recognised by Radha and Lalita when they saw

his foolish behaviour. At that moment the angry Abhimanyu came there

e

14 cf apeksitarh tu yat sidhyamarambho yannibandhanaly /

samapanarh tu yat siddhyai tat karyamiti safnmatam
SD. (V1) 69

ekanekanubandhica”,
DR. () 16

1S cf “karyam trivargastacchuddham
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w' . o -
ith his mother Jatila with the intention of taking Radha to Mathura away

W . .
hen he knew about her eternal love for Krsna. Seeing Abhimanyu there,

Rédha at-once pretended to worship the Goddess in order to save the

[ :
lte of Abhimanyu from the danger that was supposed to surrounding

him, Knowing about the critical moment of his life, Abhimanyu and his

Mother worshiped Goddess Gaurl and begged a way to protect his life.

sed them that he could
the rest of her life. Hearing this, they

Then Krsna, as Gauri, advi save his life only by

Worshiping Gauri alone at Gakula for
Were satisfied and promised not to send Radha to Mathurd. Thus through

this trick of Krsna and Vinda, the author s showing the purpose of the

rthaprakitii,e. Karya.

drama. This event serves a8 the fifth @
ges which are called

Again a dramatic plot develops through five sta

avasth3s. These are—

ement), (2) yatna or prayatna (endeavour), (3)

(1) Irambha (commenc
(4) niyatapti (certainity of attainment),

Praptyasa (prospect of SuCCessh
jayoga (attainme
ions of avastha@s in

e S'élhity&d&lrpa.v;:af;:.‘"3

nt of the desired object).

(S) phalagama or pha
the drammaturgic works

We have found these divi®

Starting from the Natyasastra to th

—
16 ¢f (a) prﬁrambhas"caprayatnas’ca tatha praptesta sambhavah /
niyaté ca phalapréptﬂ:l phalayogas’ca paficamal //
NS. (XX1) 9
asya prérabdhasya phalarthibhif)

(b) avasthah pafica kary ST
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The purpose of the avasthas is to attain the fruit of the action.

Again, while these stages are in progress of a dramatic plot, they
must have some links to connect them with the principal and subordi-
nate parts of the main action (episodes and incidents). These are called
sandhis or junctures. Sandhis are five in number. viz, Mukha,
pratimukha, garbha, vimarsa and nirvahana. They carry each of these
stages of action to its natural conclusion. After all, when the order of the
avasthas is settled, the sandhis also follow this order.*"7

The first stage of an action of a dramatic composition is the arambha
I,e. beginning. Here, the desire of the dramatic character to attain the
final end is indicated. Dhanafijaya defines arambha in his Dasaripaka
as the curiocity of the hero, heroine for the achievement of the ultimate
result.”®

In the present play, the scenic beauty of the Vindvana encourages
Krsna to play his flute and hearing that sweet tune, Radha desires to
see the player. And knowing Radha’s desire, Paurnamasi instructed her
attendants to draw a picture of Krsna and give it to Radh3. Thus the

dramatic action is started and this stage is known as arambha. This

17  arthaprakftayal) pafica paficavasth&samanvitah
yathasarmkhyena jdyante mukhadyah pafica saridhayah
mukhapratimukhe garbhah savamarsopasarfhrtiy //

DR (1) 22. 24.

18  autsukyamatramarambhah phalalabhaya bhilyase

DR. 1. 20



183)

stage is characterised by the bija.

Yatna or prayatna is the second stage in which the hero, the heroine
and the others exert themselves for the achievement of the final re-
sults. So Visvanatha Kaviraja says

prayatnastu phalavaptau vyaparo titvaranvitah™®

In our play, Paurnamasi tried to stop Abhimanyu from his evil thoughts
of taking Radha to Mathurd. So, she appointed Nandimukhi and ad-
vised Vigakha to draw the picture of Krgna and show it to Radha for the
achievement of the final result of the play i,e. the union of Radha and
Krsna.

This stage is characterised by bindu that cements the break.

Praptydsa is the third stage in which the possibility of attaining the
final end passes through an uncertain state due to advantages and dis-
advantages. The Sahityadarpanpah and Dasariipaka express about
praptyasa that when the possibility of obtaining the desired object is
doubtful on account of the presence of some obstacles but hope is not
finished, then it is called praptyasa.'®

In the fourth Act of the play, Radha becomes angry with Krsna hear-
ing the name of Candravali and tried to go away from him. To appease

R3dha, Krsna brought some bokula flowers which was her favourite.

19 SD.(V) 72
20 upéygpéyas’aﬁkébhyé'n‘: préptyasé praptisambhavah.
SD. (V) 72, DR. (I) 21
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And when the flowers are given to Radha, flute is also given along with
the flowers by mistake and Radha hides it. And through this incident
hope arises in the minds of the hero and heroine to meet eachother
again and it helped to attain the final end, i.e, the union of Radha and
Krsna.

The fourth stage is called Niyatapti in which the obstacle in the way
of achievement of the final end is removed. Visvanatha and Dhanafijaya
are of the opinion that the certainty of getting the success on account of
the absense of obstacle is niyatapti.

In the fifth Act of the play Radha was playing the flute of Krsna that
she got along with the flowers. Hearing the Venunada Jatila came and
snatch away the flute. At the moment Subala, a friend of Krsna, was
present there and recovered it from Jatila. On the otherhand, at that
moment Mukhara, grand mother of Radha comes there and takes Radh3
away for worshiping Goddess Candli. Krsna is in a depressed mood.
Subala and Vinda acted as Radha and Lalita so that Krspa is pleased
and also Jatila is cheated. This incident fulfills the stage of Niyatapti.

Phaldgama or phalayoga is the final stage where the attainment of

the desired object is indicated. Dhanafijaya explains that phalagama is

21. (i) apayabhavatah praptirniyataptih suniscita,
DR. () 21
(i) apayéabhavatah praptimiyataptistu nisCita.
SD (V1) 73
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the success in the fulfilment of the result and Sahityadarpanah says
as— “attainment of the entire result.”#

In the seven Act of the play, Krsna skillfully find out the way to unite
with Radha by disguissing himself in the from of a woman i,e. Goddess

Gauri. And this is the very example of phalayoga.

From the above discussion it appears that Rapa Goswami has the
conception of the plot as @ whole in his mind. He followed the norms of

a drama postulated by dramaturgists. He has displayed his artistic skill

in some cases of the play.

b) CHARACTERISATION :

Characterisation is an another special feature of our present play.
Because the plot of a drama depends wholly upon on the method of

characterisation. Characterisation is the second essential constituent

among the three of a dramatic composition. The other two constituent

are, the plot construction and delineation of Rasa. Characterisation of a

drama helps in making it a successful one. Because various activities

of characters give a clear vision of the subject matter to the audience

and the development of 3 drama depends upon making those charac-

ters lively and active. This opinion May be compared with the words of

s,

2 ) “samagraphalasan’:patﬁb phala

yogo yathoditah’”.
DR. () 22
yogal? syadyal} samagraphalodayah”

i} “sgvastha phala
(i) “sdvastha p <D. (Vi) 73
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A B keith. viz— A drama proper can only be said to come into being
when the actors perform parts deliberately for the sake of the perfor-
mance to give pleasure to themselves and others, if not profit also.” 2

A play should consits of four things in creating and making the char-
acters of a dramatic composition. Firstly a character must be good, i,e.
whatever disposition a character may manifest it must be good, so far
as the dramatic plot is concerned. Secondly, the characters should have
propriety. A male character should be attributed with bravery and manli-
ness, whereas the female one is always tender and bashful. The third
requisite factor is vermilitude (having the appearance of truth) and the
fourth is consistency. The dramatist should be careful to represent his
persons as consistant throughout, however, inconsistent they might seem
to be in the original. The most important factor in the characterisation in
a drama is impersonality.

The characterisation of the Vidagdhamadhava may not fulfill all the
norms. But it is to be noted here that characters are not altogether de-
void of individuality. Our author has made an attempt to create all the
characters as suitable as to the main theme of the plot. The main theme
of our present play centred round the union of Radha and Krsna. The
author has given emphasis on singing the victory of Lord Vispu in some

verses of the play. In our play, the male as well as the female charac-

———

23 Sanskrit drama. p. 24
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ters are drawn with due care Altogether 23 (twenty three) characters
are introduced here out of which only nine are male while female char-
acters are fourteen in number,

The principal male characters in our drama are Krsna, Madhumangala,
Suvala and Abhimanyu while the female characters are Radha,
Candravali, Paurnamasi, Lalita, Visakha, Vinda and so on and so forth.
Female characters like Radha, Paurnamasi, Lalita, Visakha, Vrnda per-
form a significant part in developing the love story of Radha and Krsna
and they have helped the drama to move towards the successful end
of the plot.

A brief discussion of the individual characters are drawn in the follow-
ing paragraph—

Krsna - the hero of the play

As the theme of the Vidagdhamadhava is centred round the love
story of Radha and Krsna, the latter i.e. Krsna is considered as the hero
of the play. He is a dhiralalita type of nayaka as he possesses the
qualities of a Nayaka of that type.

Bharata and other eminent authorities classify the heroes into four

types. viz— (i) dhirodatta, (i) dhiroddhata, (iii) dhiralalita and (jv)

dhiraprasanta. 2

_-_-'-"‘-‘——__
24 ¢f dhirodhatta dhiralalita dhirodattastathaiva ca

dhirapragantakascaiva nayakal parikirtitah //
NS. 34. 17, DR. (1) 3, SD. (lll) 31
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These classification is made under the certain specific qualities pos-
sessed by these four types of characters. The hero of a drama must
possesses certain important qualities. He must be a young man, born
in a noble family, he must be powerful, active and steady in his pursuit,
he must be humble and gentle, his spirit of self sacrifice is also an
essential quality. He should possesses some other qualities like the
purity of character righteousness and firmness in his cause.”

Now, a dhiralalita type of hero is one who possesses some impor-
tant qualities. This type of hero possesses the qualities like humble,
gentle and firmess. Another great quality of such a hero is that he keeps
himself always busy in studying the artistical literature like art and cul-
ture.™

Now, In our present play we may regard Krsna as a dhiralalita type of
hero as he possesses all the qualities of a dhiralalita type of hero as

described by the Rhetoricians. He appeared in first act of the play after

25 (i) tyag kiti kulinal sustiko rupayauvanotsahi
daksonuraktalokastejovaidagdhya$ilavanneta /
' SD. (Iff) 30
(1) neté vinito madhurastyagi daksah priyamvadah
raktalokah stcirvagmi rughavamsah sthiroyuva
buddhyutséhasmgtiprajﬁa‘kaléménasamanvftal;
Suro drdhasca tejasvi sasracaksusta dhatmikah /#/
o DR.(I) 1. 2.
26  nidointo mrduranisam kaldparo dhiralalitah syat.
SD. (1) 34.
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the Viskambhaka. He was the dearest son of Nanda and Yasoda. In the
drama He was described as alamvana vibhava of Madhura srrigara
Rasa. However he was characterised as a Vrndavana Vihari and per-
fect player of the flute. Because of these qualities of Krsna, the three
world including nature, became very influenced by the supernatural tune
of His flute. In the play we find a fine example of His mighty influence on
nature in the following verse.
jatastambhataya payamsi saritam kathinyamapedire
gravano dravabhavasarivalanataf saksadami mardavam /
sthairya vepathuna jahurmuhuragajjayadgatim jarigamanm
vamdim cumvati hanta yamunatatikrdda kutumve harau//?
“Hearing the melodious tune of the flute of Krsna the streams be-
comes stone, the stone melts, the shivering things become like a pillar
the moving things give up their motion and become motionless.”
Through the sweet tune of Krsna's flute all the deities of heaven in-
Cluding Brahma, Siva also became intoxicated, Krsna is fascinated by
the scenic beauty of Vindavana as He is a deep lover of nature. He
loves Radha whole heartedly for which he felt Radha to be everything
of the whole V[ndévana. The author present Him as an intelligent and
accomplished person. He cleverly conceals his eagerness for Radh3

before the friends of Radha. The last scene of the seven act of the play

“-.,_.__-___
7 VM. 1. 25
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reveals to the audience that He is a master of the presence of mind.
Because in this act, we find that, to test the love of Radha for him, he
cleverly played a trick along with Vrnda by pronouncing the name of
Candravali who is another beloved of Krsna, in a half way manner i.e,
candra... etc. Because of it Radha was angry with him and went away.
Then Krsna again applied His presence of mind by changing Himself to
a form of woman i.e, Gauri to create delight at the mind of Radha. In the
form of Goddess Gauri, Krsna is able to betray foolish Abhimanyu who
wanted to take away Radha to Mathura and also fo find out the way to
keep Radha at Gakula without any obstacle. Thus Krsnha cleverly solved
the way of their union.

Radha : the heroine

After the hero, the heroine is the most important character of a play,
According to Sanskrit rhetoricians, the heroine must possesses some
important qualities like purity, chastity and others. There are three types
of heroine. viz. (i) sviya, (ii) anya and (iii) sdmanya. These classifica-
tions of the heroine mostly depend on the relation with the concerned
hero.

Rapa Goswami presents the character of Radha as the heroine of
the drama— Vidagdhamadhava. Radha is a young lady of sixteen years
old. So, the author of our present play delineats her as the image of a
beauty and moonlight of delight. She is the eternal lover of Krsna and is

known as hladini sakti of Lord Visnu. In her real life, though Radha mar-
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ried Abhimanyu, a cowherd boy of Gakula, she whole heartedly desires
Krsna so much so that she becomes intoxicated even by hearing him
name only. In our present play we have found that, the author describes
another special character of Radha that she was a true lover of music
for which she is easily attracted by the sweet tune of the flute of Krsna.
In the first act of the play the author through Paurnamasi creates the
purvaraga in the mind of Radha by arranging for showing the portrait of
Krsna, which was drawn by Visakha. Seeing the portrait, the instinct of
love evokes in the mind of Radha for Krsna. Radha was delineated as a
store-house of patience. She could equally conduct both the sides viz,
love and virtue in her life. Though she is always anxious to see Krsna
yet, she consoles herself by writing a letter to her lover. sometimes
Radha becomes full of ego due to deep love for Krsna. cf. “mufica
muficaficalam, ito gatvaryam vijfidpayisyami.”?® When she had lost
her opportunities to meet Lord Krsna for her ego, she then realized that
it was her fault. cf. “dhigvam vidhimastu yena garalarh manabhidharn
hirmame”."?®

The author portrays Radha as a jealous woman. She becomes jeal-
0us on Candravall when she heard her name in the words of her lover
le, Krsna. Sometimes, as a worldly lady she is delineated as a coward

One. Because of this, she was afraid of Jatila, mother-in-law of her.

"-..________
28 VM (1)) after verse no. 44.p. 137
29 VM. (v) 7p. 205
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When Jatild becomes angry on her by seeing the pitamvara (yellow
cloth) on her body and thinking it to be of Krsna's, Radha gets an awful
shock and fleds to seek help from Visakha. She told her that— “hal3
tvameva sarapam’. Like the hero (Krgna) Radha was also an intelli-
gent and accomplished woman. The most important character is her
cleverness. On account of her cleverness she could protect herself
from the hands of the fierce and jealous Abhimanyu.

Radha is the true beloved of Krsna. Radha's company always de-
lighted Krsna's mind and so she has been declared as Rasesvari of
Rasakrida. She is also known as Kadamvini of the love sentiment of
Lord Krsna, Radha has been imagined as divine-jyoti, image of love,
and Mahabhavasvarupa of Gaudiya Vaisnva society. She was regarded
as the jewel- of women in Indian society, After all Radha is described
as feelings, imagination and sweetness of the literary world.

Paurpamasi :

The most fascinating and outstanding character of the
Vidagdhamadhava is Paurpamasi Among the female characters, the
position of Paurnamasi is most important after Radha in the play. The
poet has delineates her as the mother of Sandipani Muni, a dweller of

UjjvayinT and a disciple of Devarsi Narada. She is a humble yogi and

always wears a red coloured dress. To see the union of R&dha and

Krsna was the main purpose as well as the most important duty of her

life. She is delineated as a fervent devotee of Visnu. So, when she
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heard about the incarnation of Radh3 and Krsna at Gakula, from her
preceptor, (Narada) she at once came to Gakuia from a long distance
I.e, from Ujjvaini for the union of Supreme Brahma Lord Krsna and Kdyé-
Sakti Radha. She always thought that her life will be a fruitful one by
serving the Lord Krsna and Radha. Through her character, the author
tries to delineate the character of Krsna as the Supreme Being in his
play. She is the first one to arrange for introducing the lovers Radha and
Krsna to each-other. When Abhimanyu the husband of Radha, desires
to take her to Mathura after knowing the love affairs of Radha and Krsna,
Paurpnamasi was the only person, who was able to prevent him from
doing so. In the second act of the play it is stated that Radha was
engrossed with love for Krsna. So, she was brooding over this matter
day and night. While Mukhara the grand-mother of Rédha told
Paurnamast about her not well condition of Radh3 and asked her the
way to cure Radha, Paurpamasi told her that some evil spirit had taken
hold of Radha and to remove that spirit, her meeting with Krsna is es-
Sential. She also advised all the friends of Rahd3 and Krsna to create
the union of Radha and Krsna anyhow in order to achieve the final end
of the play. In fact, Paurpamasi is the representive character of the
author through which he achieves the main purpose of the drama i.e,

the union of Radha and Krsna.

Candravali :

Among the women characters Candravali is 3 remarkable character
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Inthe play She is delineated as a Pratinayika of the play. She appeared
in the middle and last part of the drama. She was naturally a beautiful
lady. In her real life, she married young man of Gakula, named
Govardhana. But she was embodiment of love for Krsna. Hearing the
sweet tune of the flute of Krsna she became anxious to see the player.
The author portrays Candravali as a jealous lady. Like Radha, she also
becomes upset and angry with Krsna when she heard the name of
R3dha in the words of Krsna. But she knows to keep her patience in this
situation as she was a humble and calm lady in nature. Even her lover
Lord Krsna also praised her nature in the following way—

nyavisat nayanante kapi saralyanistha

vacasi ca vinayena stotrabhangi nyavatsit /

ajani ca mayi bhilyansambhramastena tasya

vyavrnut hrdi manyum susthu daksinyameva /%

As a deep lover of Lord Krsna she always worshiped God Sirya for

Uniting with Krsna. She is delineated as a simple and kind hearted be-

loved of Krsna. As like as Radha, her heart was not broken by the pang

of separation from Krsna. Another special character of Candravali as

We have found in the drama is that she was @ true lover of natural beauty.
She liked everything related to nature. She was attracted by the charm-

ing Scenary of Vndavana for which she was roaming the whole Vindavana

\_‘_—__
3
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with her friends. Though Candravali is described as a virtuous lady as
well as Pratindyika of the play, yet she may not fulfil the norms of a
pratinayika ascribed by the Rhetoricians. So, our author has not given
much importance to this character of Candravali which he did in respect
of Radha.

Madhumangala and suvala :

Madhumangala and suvala are the most interesting character of our
present play. Among the friends of Krsna both were best and intimate
friends of him. Madhumangala is presented by author as Vidisaka in
character in his play. The eminent Alarhkarika Visvanatha Kavirdja de-
fines the characteristic of Vidusaka as follows :

kusumavasantadyabhidhah karmavapurvesa bhasadyaih /
hasyakarah kalaharatirvidigakal) syatsvakarmajfiah /731

He always tries to create delight in the mind of Krsna by helping him
in respect of love. Vidligaka was most important character in a Sanskrit
drama. Madhumangala was the son of Sandipani Muni and belongs to a
Brahmana cast. He appears from the beginnig to end of the play. The
author delineated Madhumarigala as a well wisher and true adviser of
Krsna. He is described as a coward person and he liked sweets to eat

very much.
Suvala was also an intimate friend of Krsna. He appears at the fourth

—————
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act of the drama. The main purpose of this character is to create delight
in the mind of Krsna. Therefore, the event which covered the fifth act of
the play, is a very example of this. We have found that when Krsna
didnot get Radha due to the obstacies that surrounded them he was to-
tally in panic and was very sad. In such a situation when his dearest
friend was mourning, Suvala, in order to delight him disguise as Radh3.
In fact suvala was the true secretary of lover Krsna. Thus the efforts of
both friends of Krsna is praiseworthy in respect of iove.

Lalita and Visakha :

Lalita and Vigakha are also important characters in our play. Both are
main and real friends of Radha who helped her ali the time, either it be
happiness or sorrow. Lalita is the first one who introduced Radh3, the
name of Krspa. Even Lalita is such a true and intimate friend of Radh3,
that she was able to know about all the problems Radha had and was
always eager to solve the problems by any means. She has been also
Mmade a loving friend of Radha. She always helped Paurnamasito make
the eternal union of Radha and Krsna for which it was possible to make
their misson a successful one. The author has delineated the ideal char-
acter of Lalits a paragon of love, beauty and sympathy. He also delin-
Cates her as a eloquent, clever, inteligent and accomplished lady. Be-
Cause of these virtues, she was always praised by Radha and Radh3

herself was proud on her.
Like Lalit3, Visakha was also an intelligent and intimate friend of Radha.

|
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She was an embodiment of art and culture. She painted a portrait of
Krsna and show it to Radha so that the waves of emotion and passion
touched her heart deeply. She always tried to create the union of Radha
and Krsna as Lalitd and Paurnamasi did. When Radha became sad by
suffering from the pang of separtion, Visakha consoled her and ad-
vised Radha to keep her patience till the union with Krsna. In fact the
author tries to achieve the final resuit of the play— by the help of charac-
ters like Visakha, Lalita etc.

Padma and éaivyé :

Padm3 and Saivya are the loving and active friends of Candravali the
lady who was delineated by the author as.the pratinayik3 of the play.
Both the two friends had a great desire and effort to unite Candravalr
with her lover Krsna. After being attracted by the sweet tune of the flute,
Candravali was anxious to see Krsna and so Padma tried her best to

create union of Candravali and Krsna. She was also delineated by the

author as an eloquent and inteligent lady.

On the otherhand éaivy‘é, another intiment friend of Candravali, al-

ways helped her at any step of hardness of her life. She came into

being in the fourth act of the drama.

Nandimukhi and Vrnda :

Nandimukhi is a relative of PaurnamasT. In the play, through

Nandimukhi's character Paurnamasi was able to solve her purpose that

IS the union of Radha and Krsna.
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Vinda is described by the author as the presiding deity of Vrndavana
For the union of Radha and Krsna, She turned the whole Vrndavana a
charming one so that the wave of love and lust evokes in the minds of
the lovers. She was also delineated as a kindhearted lady. Seeing the
mental condition of Krsna due to speparation from her beloved, Virnda
tried to create delight in the mind of Krsna. For which she and Suvala
made a plan and disguised themselves as Radha and Lalits. in this
form, they were able to find the flute of Krsna which was stolen by
Radha.

Jatila, Karala and Mukhara :

Among the other minor characters of this play we can mention Jatila,
Karala and Mukhara. These three were the oldest of all the gopis of
Vindavana. Among the three, Jatild was delineated as the mother of
Abhjmanyu who was the husband of Radha. Mukhara was the grand-
Mother of Radha. She appeared in the first act of the play. She organiseq
the marriage of Radha and Abhimanyu. we have came to know from the
Play that Mukhara was the foster-mohter of Yosoda. But Jatild was de-
scribed as an angry woman in the play. She has been betrayed all the
time by others like Krsna, Paurnamasi, Lalita and Madhumangala for
her foolishness, Karald was the mother in law of Candravali. She also
didnot like the union of Candravali with Krsna. Thus, the principal deed

of thege three mothers was the creation of obstacles at the union of

Radha and Candravali with Krsna.
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Abhimanyu :

In our present play Abhimanyu is described as Pratinayaka who was
the husband of Radha. In the first act of the play, it is stated that the
marriage of Abhimanyu with Radha was organised with the help of
Yogamaya for betraying Kamsa, the king of Mathura. Abhimanyu didnot
get the well treatment from Radha as a husband. Because though R3dh3
married Abhimanyu, she loved Krsna whole heartedly. So, when
Abhimanyu came to know about her love for Krsna, he decided to take
Radha to Mathura from Gakula. But Paurnamasi a well-wisher of Radh3
and Krsna, cleverly prevented Abhimanyu from doing so. He has been
delineated as a simple young man of Vraja in the play. He is depicted
as an idle, timid and foolish man. Indifference was the bad habit of his
life. For his foolishness Krsna, the others and even Radha insulted him
at the last act of the play.

In the Vidagdhamadhava, Abhimanyu was portrayed as Pratindyaka.
The characteristic of a Pratin@yaka defines in the Sahityadarpanah that~

“dhiroddhatah papakari vyasani pratinayakah’3?
As a Pratinayaka Abhimanyu may not fulfil these characters,
From the above discussion it is come to our notice that Riipa Goswami

delineats each and every character in such a way that he can achive the

final end of the play.

—
32 SD. () 131p. 93
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c) DELINEATION OF RASA IN THE VIDAGDHAMADHAVA
Rasa is regarded as the most essential constituent of a Nataka. Dra-
matic compositions seem to be the best media for rasa realisation. In
other words Rasa is the life of Indian dramas. Some critics like Vamana,
Abhinavagupta and others accept drama as the greatest form of litera-
ture. Rasa seems to grow from the poetic sensibility. According to
Vamana dramatic composition is the best form of literature because of
its nature as variegated, complete and wonderful as a picture. cf
sandarbhesu dasaripakari sreyah /
taddhi citram citrapatavadvisesasakalyat /%
Bhavabhdti a great dramatist of sanskrit literature has given more im-
portance on the delineation of various rasas in a drama along with other

components, like a good plot, valour of the hero etc. cf.

bhiimn3 rasanam gahanah prayogal sauhardahrdyani vicestitani /

auddhatyamayojita Kamasdtrarm citrah katha vaci vidagdhata ca //*

(Delineation of various rasas, pleasing action for close association,

valour expressed to win the love and marvellous plot and dexterity in

dialogues, these, should be the qualities of a nataka.)

Abhinavagupta opines that drama is the perfection of literary compo-

sition. According to him ras@ itself is an Anand. Because at the point of

e ——
33 KLSV 1. 30. 31
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relishing a rasa the knowledge of sthayibhava ensues. such a delight to
the heart of a sahrdaya that he hardly can distinguish between the rasa
and the delight. cf.
anubhavavibhavavabodhanottarameva
tanmayibhavanayuktya tadvibhavanu bhévocita
cittavrttivasananurafijitasvasam vidananda
carvanagocaro’rtho rasap.™”

Mammata also says that Rasa is the meilting point of a mind.
(Vigalitavedyantaramanandam).

Bharatamuni, the author of Natyasastra has observed that rasa is the
most essential part in a dramatic composition. He claims that no mean-
ing proceeds without sentiment or rasa. cf.

na hi rasadrte kascidapyarthah pravartate™

Further he says that sentiment or Rasa is produced from the combi-
nation of determinants (vibhdva), consequents (anubhava) and
complementary psychological states (vyabhicari bhava). So he pro-
pounds the Rasa theory in the following manner-—

vibhavanubhavavyabhicarisamyogadrasa nigpatti.*

The Anuvarnéyadloka clarifies the Rasasutra of Bharata.cf

bhgvg.bhmayasambandhén sthayibhavamstatha budhah /

————

35 locanaonDL.1.p. 137
36 NS.vi
37  ibid. vi
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asvadayanti-manasa tasmannatyarasah smitah /3¢
Here the word bhava, means both Vibhava and Vyabhicari-bhava,
while abhinaya means the Anubh@vas. Thus, the whole anuvamsya
verse indicates that when the permanent mood of the men of taste
(budhah) or Sahtdayas (as called by Abhinavagupta) are made mani-
fested from the combination of Vibbhava, Anubhava and
Vyabhicaribhava, that state of mind is known as rasanigpatti or Rasa in

general. The Rasa here implies Natyarasa.

Following the definition of Nétyasastra Visvanatha Kavirdja defines

rasa in the following way—

vibhavenanubhavena vyaktah sarhcaripa tatha /

rasatameti ratyadih sthdyibhavah sacetasam /39
According to him rasa is manifested in the heart of sahrdaya when
the sthayibhava like rati etc. are stimulated by vibhava, anubhava and

vyabhicaribhdva. Again he clearly mentioned that Rasa is the life of kavya.

of “vakyarh rasatmakarh kavyam.”* In this regard, some rhetoricians

like Bhoja and others also accept the Rasa as essential factor in poetic

Compositions.

According to Bharata, the stha@yibhavas of rasas are eight in num-

bers. Those are rati (love), hasa (laughter), soka (sorrow), krodha (an-

38 NS-vi 33
39 SD-(i 1
490 sp.y



(105)

ger), utsdha (enthusiasm) bhaya (fear), jugupsa (disgust), vismaya
(astonishment). These eight sthayibhavas are connected with the rasas
like srrigara, hasya, karupa, vira, bhayanaka, vibhatsa and adbhiita.

These eight rasas are known as nafyarasas. So, we find in the

Natyasastra as cited below.
srigarahasyakaruna raudravirabhayanakah /
vibhatsadbhiitasamjfiau cetyagtau natye rasah smyta /'

Some Later dlarikarikas recognised the nineth rasa ie. Santarasa

and its permanent mood is the Nirveda. We find in the kavyaprakasa

about Santarasa in the following manner—
nirvedasthayibhavo'sti santo’pi navamo rasah."?
Dasariipaka does not directly admit the santa as rasa in dramatic

composition. So he says in the following manner.

ratyutséhajugupséb krodho hasah smayo bhayam sokah /

damamapi kecitprahuli pustirnatyesu naitasya //*°

The word Rasa is derived from the root ‘ras’ which means taste or

relish. But what is tasted or relished is called rasa. In this regard.

Natyadastra says in the following way-

rasa iti kap padarthal, ucyate asvadyatvat."

—_— I
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In this way the Taittiriyopanisad. described rasa as supreme bliss
or Brahman and thus says- raso vai safl rasam hyevayam
labdhvanandi bhavati.'*®

As regards vibhava, Visvanatha says that the excitant of sthayibhavas
ie. rati etc are termed as vibhavas. cf.

ratyadyudvodhaka loke vibhavah kavyanatyayoh //

Mammata also says that the basic emotion ie, love for god is transi-
tory by nature is called bhavas or vibhava. The love for sage, preceptor,
king and son etc can also be included in the bhava or vibhava. But

permanent mood of love for its beloved is known as erotic sentiment or

Stiigara rasa.cf.
ratirdevadivisaya vyabhicarl tatha'fjitah
bhavah proktal ddivisay@nmunigurungpaputradivisaya
kantavisaya tu vyakta srrigarah /¥

Thus, most of the Slarhkarikas define and discuss rasa in various

ways, |t is noticed that all the poetical compositions cannot be com-

Plete without rasa. So proper delineation of rasa is the most important

factor in respect of a drama. According to some Alarhkarikas, any one

of the nine rasas may be delineated as principal one and the remaining

Others as subordinates. About this Anandavardhana gives a proper defi-

e ———
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nition in his work Dhanyéaloka.cf.

‘prasiddhe pi prabandhanam nanérasanibandhane /
ekoraso 'ngikartavyastesamutkarsamicchata //+

So, dramatic compositions are concerned srrigara or vira should be
delineated as principal one. That is why Visvanatha Kaviraja says—

eka eva bhavedangi srigaro vira evava™?

In our present discussion, we find that Vidagdhamadhava is a fine
example of poetic genious of Srf Rlipa Goswami. He is a good master
in delineating rasa, alamkara and chandas. It may be said that his ob-
servation on both literary method of composition like bhavapaksa and
kalapakgsa is unique one. In regards of rasa he strictly follows the rules
of dramaturgy. According to rules of dramaturgy srrigdra or vira should
be the principal rasa while other rasas remain as subordinate. More-
over the final result of a drama is regarded as the central point in the
consideration of rasa and which rasa has been enjoyed by the hero at
the end of a drama, may be regarded as the principal or angirasa of the
concerned play. From this point of view our play is also concerned with
$trigara as the principal rasa.

As the episode of Vidagdhamadhava goes, it shows that the eternal
union of Radha and Krsna is the main theme of the drama. So the au-

thor maintains sffigdra as principal one and other rasas as subordinate.

48 DL () 21
49 spvi) 10
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The author has delineated the events successfully so as to devolop the
main plot. According to the subject theme of Vidagdhamadhava, Krsna
is described as Nayaka and Abhimanyu, husband of Radha, is described
as Pratinayaka. Radha is presented as nayikd and Candravali as
Pratinayika. It has been already mentioned above that rasa is mani-
fested in the heart of sahrdayas by stimulating the vibhava, anubhava
and vyabhicaribhava. Vibhava is also mainly divided into two types.
Alamvana and Uddipanavibhava. In this drama, Krsna is supposed to
be &lamvana vibhava of sprigéra of which Radha is the part and parcel
of the same. The natural scenario of Vrndavana, bank of the river
yamuna, spring season, touching of monsoonal wind are described
as the uddipanavibhdvas. Love of Radha for Krsna i,e, Rati is delin-
eated as sthayibhava or permanent mood of Srhgara. Besides these
elements, two types of §[ﬁg§ra, viz sambhoga and vipralambha are
he author in an equal manner. In this respect it is

also delineated by t

mentioned that pirvaraga can be regarded as the first stage of love

lorn condition of a yearning couple. The vipralambha s‘;ﬁgéra which is

due to love in its unaccomplished stage is called pdrva-raga or love-in-

longing. It is aroused by various means viz, the first is the very first sight

of the object of interest. It could be otherwise even in a picture or in

Course of a vision. The charm of a damsel or a youth can effect over

the loving heart even in absentia by hearing of the beauty or the virtues

of the person, which may pe possible through the agency of bards or
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common friends. Vidvanatha Kaviraja defines it in the following way-
vipralambho'tha sambhoga ityesa dvividho matah /
yatra tu rati prakrsta nabhistamupaiti vipralambho'sau //
sa ca pdrvardgamanapravasakarunatmakascaturdha syat /
sravapaddarsanadvapi mithah samruharagayoh //
dasdaviseso yo'prapto pirvardgah sa ucyate /
Sravapam tu bhavettalra diitavandisakhi mukhat //5°

Our playwright has delineated plrvaraga condition through Visakha,
common friend of Radha by showing the portrait of Krgna in the first act

of the drama. This event is depicted by the following passages-
Visskhs- sakhi, radhe tava vedanavidhvamsanam

kimapyetadaugadham mama haste vartate tatsevasvaitat.

Ridhika— visakhe, ehil anganopakanthe phullakarnikdramandali

cchayamadhyéasya preksya vahe.™’

Visskhéd— O friend Radha, | have brought some medicines to heal

you from your agony-you must take it and use it properly.

Radhiks— “come Visakha, we shall sit together under the shadow

of this kamfkar.ﬂower‘s free and enjoy this portrait”. For all these rea-

son srrigara may be positively taken as angirasa or principal sentiment

of Vidagdhamadhava.

However, in the Vaignava faith of Bengal, sfrigararasa termed as ujjvala

— L —
50 sp gy 186, 167, 188, 106"
81 vm (1) gast part) p- 44
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or Madhura. Madhura Rati or priyata is the sthayi bhava or permanent

mood of this rasa of which the origin cause is the union of Radha and
Krsna. This rasa is different from the terestial matrimonial relation of hu-

Man beings. The Madhura rasa is not only represented in its secular as-

Pect but also primarily as a phase of Bhakti rasa and it is expressed as
he*'=""53nly one by nature itself. Vaispava theology admits five rasas as

forming the five degrees or aspects of the realisation of Bhakti or faith,

Viz $anta (tranquillity) dasya also called priti (servitude or humility) Sakhya

(also called preyas friendship or equality) vatsalya (parental affection)

and madhurya (sweetness). The last also called the ujjvala rasa being
the principal, is termed bhakti-rasa-rat. The Krgna Rati or the love of Krsna,
forms the sthayi-bhava of this Rasa and, the recipient here is not the
terary sahydaya but the bhakta, the faithfull. This sthayibhava is known as

Madhyrg rati, which is the source of this particular rasa and it is defind in

terms of love of Krsna. The nature of Nayaka and Nayika is defind in the

Same manner and their feelings and emotions illustrated by examples

dduced from poems dealing with the love stories of Krsna and Radha.

Therefore this type of work is essentially a Vaignava religious treatise

Ad it presented in a literary gurb. Krsna is depicted here as a ideal hero. "2

The rumour of Krsna as upapali and the Radha as the parakiya stri

s\ e
2 “Some problems of sanskit poetics
S.K. DE

+pp. 217-218.

chaper— “The theory of R&s8



(1il)

IS not present in the madhura or Ujjvala rasa. Ripa Goswami adduced
himself by bringing verses as the example of it from the Ujjvalanilamani
and Nataka-candrika, two other technical work of him. Both verses are
mentioned in the following—

(1) yatparohopapatyosca gaunatvam kathitam budhaih /

tattu Krsnasca gopisca vineti pratipaditam // (Nataka-candrika)

(2) laghutvamatra yatproktam tattu prakrtanayake /

na Krsne rasaniryasasvadarthamavatarini // (Ujjvalanilamani)?

S. N. Sastri observes that how Ripa Goswami very appropriately
considers the eight kinds of sattvika bhavas or physical states belong
to four different grades. The sattvika bhavas are perspiration (sveda)
stupefaction (stambha) tremor (kampa) tears (As’ru) horripilation
(romafica) change of voice (svara bheda) swoon (pralaya) pallor
(vaivarnya).

According to their expressional values they have known by the name
as fumade (dhumayita), flagrant (jvalita) gleaming (dipta) and aglow
(uddipta). On the analogy of the existence of the fire which becomes
only surmisable in its smoky form, visible when it is burning, bright when
inflamed, and brilliant when it is blazing. Similarly when a consequential

state existing all alone or grouped with another is only is an inferential

stage and is capable of being concealed, it is said to be in the fumade

————

53 VM. Introduction p. 69
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form. 9

When a particular mental state coupled with one or two allies as-
Sumes a noticable form and can be concealed only with great difficulty,
it is said to be in a flagrant form.”® When a feelling associated with a
larger number of its auxiliaries (say, three, four or even five) becomes
SO manifest as cannot be concealed it is said to be in its gleaming
bright form.s6

Once after becoming manifest when it is devoloped into a full-fledged
form it is said to have blazed aglow.™"

Rlpa Goswami further adds that the consequential states look very
charming wnen they have assumed their brilliant (suddipta) form and
they then help a good deal in the manifestation of the prevailing senti-
ment.™®

Though the sriigara rasa is taken as the principal sentiment, all the
other rasas almost delineated in a equal manner. A brief description of

all the rasas given in the following paragraphs—

54 Locana-rocini- “Isad vyakta apahnoturn sakya dhiumayita matah”
UNM p. 338

55  “sakyah krcchrena nihnotur jvalita iti kirtita”
UNM. p. 340

56 “samvaritumasakyaste dipta dhirairudahrtah UNM- p. 340.

7 Arugha paramutkarsamuddiptd iti kirtitéh. UNM. p. 341

8 “Laws of sanskrit drama” pp 246-247
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(i) Srngara or Erotic sentiment :
Srngdra in accordance with the situation of love is two fold, love in

union or sambhoga srigara and love in separation or vipralambha

Srigara. All the alamkarikas like Mammata, Visvanatha and

Annandavardhana accept these two types of srngéara. According to

Mammata. S’rr‘ngéra is divided into two types as the lovers concerned

are united with or separated from each-other.”®

Inthe sambhoga-srigara, the passionate love of two enraptured souls

IS manifested in bashful smiles, coy glances, faltering accents, mock

Quarrel, thrilling expectation etc. In the vipralambha $rigara, it is mani-

fested in pining for each-other's company, in hot sighs and copious

tears, fasting, in dwelling upon the delightful experiences of the past

ete.

In regards of Singéara rasa Dhanafijaya says in this way—

viprayogas'ca sambhogasceti sa tridha /

ayogo

tatré"yogonurége’Pf navayorekacfttayob /%0

According to him, Stfigara is three types ayoga, viprayoga and

Sambhoga.

Our author delineated the both types of Strigara ie. sambhoga and

—

99  tatra srigarasya dvau bhedau sambhogo vipralambhasta.
tatradyah paraspar‘a'valokan
p‘énapaﬁcumbanédyanantabhe
KP vritiof 28 p. 112

60 PR (1v) 50 p. 259

glinganadhara
datvadpari cchedya eka eva ganyate/
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Vipralambha in equal manner Therefore we have found how Radh3
shows the love lorn condition of her mind at the sight of Krsna through
the following verse-

chinnah priyo manisarah sakhi mauktikani

vrttanyaham vicinuyamiti kaitavane /

mugdham vivitya mayi hanta drgantabhangi,

radh& gurorapi purah pranayad vyatanit /76

Radha casts her glances full of love on Krsna on the pretext that her
Neclace is torn. While taking the pearls scattered on the ground she
looks lovingly Krsna even in everyone's presence.

On the otherhand, Ripa Goswami puts many beautiful poems in the
lips of his heroine to suggest vipralambha srrigéra, here and there in
his drama. He describe the impact of a lovers portrait in a lady's heart
Which g regarded as the example of vipralambha srrigara. it describe
in the following verse-

ekasya srutameva lumpati matim krsneti ndmaksararn
sandronmadaparamparémupanayatyanyasya vamsikalap /
esa snfgdhaghanadyutfrmanasi me lagnah sak{dv?’kgagét
kastamn dhikpurusatraye ratirabhunmanye mrtih Sreyasr /762
In this :erse, the purvaraga of vipralambha is being depicted. Here

Radhg says that she is so deeply involved in love with Krsna that even

67 v
62 M(Hl) 3. p. 100

Ml 9 p. 54
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the beautiful dark-cloud reminds her the form of Krsna. Even she feit
that her mind is taken away by the bisyllabic name as Krsna. The sweet
tune of his flute is tormenting her so badly that she becomes mad and
she is unable to bear the unbearable love afflicted life.

In this way the following verse also consist with S:rﬁgéra rasa. Here,

Radha describes her serious love lorn condition to her friend Lolita.

The verse is mentioned below-
vikridantu patiraparvatatatisarmsargino marutah
khelantah kalayantu komalataram pumskokilah kakalim /
sarmrambhena Silimukha dhvanibhito vidhyantu manmanasam
hasyantyah sakhi me vyathampara mami kurvanti s@hayakam //¢3
At the beginnig of spring, when the malaya breeze blows slowly, and
Cuckoos sing sweetly Radha is very much afflicted with love for Krspa.

But she intends to take resort to some means by which she will be

relieved from the unbearable afflictions of love.

So on, in the first act of the drama, Sprigéra dercribed NandP's words

as followes— "yatha kath@prasange esd Krspeti ndma spnoti, tada
- . - ./ : s n*G4
romafcita kamapi bhavam vindati.

(ii) Hasya rasa (Humour)
According to Visvanéatha, Kavirdja hdsya is the permanent mood of

the sentiment of humour. Dhananjaya also supports this opinion of

.-_.""'l-l——_
63 vmu7p. 52
64 vmup. 16
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Visvanatha. The excitants of this sentiment are unnatural dress etc. 65

This rasa is created by determinants such as unseemly dress of or-
naments. impudence, greediness, quarrel, defective limb, mentioning
different faults and similar other things. It is represented by consequents
like the throbbing of the lips, nose, cheek opening eyes, colour of face
etc. Complementary psychological states in it are~ indolence sleep,
dreaming, dissimulation and the like.’s

According to Bharata Hé'sya-rasa‘is of two kinds viz. Subjective or
Self-centered and objective or centerd in others. When one laughs him-
self it belongs to the first type and when one makes the other laugh it is
of the second type. Further he observes that generally the comic setiment
is found among the low characters and women, "

Ripa Goswami creates a scene of humour on the description of love-

lorn condition of Krspa. Krsna was so much attracted by the beautify|

——

65 (i) vikjtakaravagvegacestadeh kuhakadbhavet /
hasyo hasasthayibhavah sveh pramathadaivatah //

SD ) 214. p. 115
(i) vikrtakrtivagvegairatmano'tha parasya va/
hasal syatpaniposo’sya hasyastriprakrtih smytah //
DR(IV) 75
66 NS (Vi)
87 (i) evamatmasamutham ca tath parasamutthitam /
dvividhastriprakrtikal sagbhedo'tha rasal smytap //
NS (vi) 61
(i) “strinicaprakytavesa bhdyistharn drsyate rasap”
NS (vi) 51
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damsel Radha that he felt that eyerythings around him was Radha. That
is why he embraced the Sthala-Padmini tree thinking it to be Radha,

which created humour into the mind of Madhumangala as well as to the

audience. The description IS found in the following passages—

Krsnah- nigthure, tistha. tarpamasau te dhartatagarvamapaharami.

(iti samantatpasyan. saharsam) vayasys, pasya, sahaseyamavapta
gaurangr priya (ityupasarpati)-

Madhumangalah— (vihasya) bho vayasya, cakravatena trpavartena

bhramitasya te’'dyap! nunarmm bhramo na gatal. pasyaisa

pitaparagapufijapifijarita sthalanalin?.®®

Another example of Hasyarasa is given below from the the 2nd act of

our drama.

visakha—
ityasmé'bhiravakravikramalavédutkgipta govardhano

hetostvarm kila pankajaksa yadubhistatrasi nigtarikitah

Madhumangala— 8yl vacalike, tistha tistha. drsto maya utksipta

dandamandalafgopafgovardhaﬂo dhrtah. tvam kasmadekameva

m se:uﬁbhé‘v.a'::'fyais;r'.‘*"9

Priyavayasya
a is relished in the words of Madhumangala.

In this portion Hasy

(ifi) Karupa Ras2 (pathetic)

arises from the dominant state of sorrow. It grows from

Karuna rasa
—_ S
68 vM (Vi) p. 288
69 vm (1) 35p. 75
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the determinants such as affection under a curse, separation from dear
ones, loss of wealth, death, captivty, flight, accidents etc. This is to be
represented on the stage by means of consequents like as lamenta-
tions, change of colours, dryness of mouth, loss of memory and so on.
Anxiety, yearning, fainting, sadness, illness epilepsy, fear etc. are re-

garded as transitory states of this rasa.”

So, Vidvanatha Kaviraja and Dhanahjaya also gives their definition on

this rasa by following the line of Natyasastra.

In this regard, Mammata says, it gives the highest delight as the heart

Melts completly. (vigalftavedyéntarama“nandam).

The speciality of karuparasa observes the Bhavabhuti’'s emphasis

upon karuna rasa in his Uttararamacarita. cf.

eko rasah karupa eva nimittabhedat,
bhinnah prthak prthagivasrayate /

avartabudbud tararigamayan vikaran,

ambo yatha, salifameva hi tatsamastam /7

According to Bhavabhuti, ‘pathos (karuna) is the only statement, the

"Il-..___-._-__
70 atha keruno ndma sokasthayibhavaprabhaval

Sa ca S'épaklesfavinipéteg!ajanaviprayogavibhava_
”53’8vadhabandhavidravopadhétavyasana
sariyogadibhirvibhavaill samupajayate...

bhedadayah.
Y= NS (Vi) p. 258

7
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other statement are merely its modified forms, as bubbles, ripples, ed-

dies are simply modifications of water which it assumes under different

Casual conditions”.
As in the case of Vidagdhaméadhava lamentation of Radha for not
getting her beloved Krsna though they had a great eager to meet cach

other, is an very instance of karupa rasa. It is delineated in the 2nd act

of the drama in the following way—
akarunyah krsno yadi mayi tavagal kathamidam
mudha ma rodirme kuru paramimamuttaraktim /
tamalasya skandhe vinihitabhujavallaririyam

yatha vrndaranye ciramavicala tisthati tanuh V/ak

Again the lamentation of Radha in the 3rd act itself contain Karuna

rasa. The poem which consist of karuna rasa is described in the fol-

IOWing way—
maya te nirvandhanmurajayini ragah parihrto

mayi snigdhe kimtu prathaya paramasistatimimam /
mukha’mododgéragrahﬂamatfradyaiva hi yatah

pradosdrambhe syam vimalavana malamadhukari //73

Another instance of karupa rasa is inserted in the sixth act containig

the lamentation of Krsna. He suffers from pang of separation. There-

fore he tries to call Radha by blowing his flute.
~——
"2 VM (1) 47 p. 87

ibid (11f) 16 p. 112
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He expresses his sorrow by the following words—
divyo rathargi samayah sakhi sarmgamasya
jajfie vararigi tarasa kuru paksapatam /
adhvanamardhanayanena vilokamanah

Sokadayarh sahacarastava raurviti /7

(iv) Vira-rasa (Heroic sentiment)

According to Bharata, the besic mood of vira rasa is utsaha. cf. ‘atha
viro nama uttamaprakrtirutsahatmakah™ It is produced from the de-

terminants, such as presence of mind, diplomacy, discipline, military

strength, reputation of might and the like. The firmness, patience, hero-

ism, charity, diplomacy are assumed as its consequents, Transitory or

complementary psychological states of this rasa are contentment, pride
agitation, energy, judgement, horripilation etc. Mahendra is the God of

this rasa and the colour is like that of gold.™

The ancient have observed that utsaha appears to be running in four
channels of human mind. It may be in respect of gifts (dana), in show-

ing compassion (daya). in combating the enemy (yuddha) and in ob-

servance of duty (dharma). Thus the heroism may produce four types

of heros and accordingly four types of sentiments (heroic). So

e apapp——————

e,

74 VM (VI) 6. p. 265
75 NS (VI)
76  ibid (Vi)
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Visvanalha Kaviraja delineates four types of Vira like as Danavira,
Dharmavira, yuddhavira and Dayavira.”’

In our present play Vira rasa is not directly depicted by the author.
But it has delineated in case of some valour deeds of Krsna. Qur author

tries to show the ten incarnation of Krsna as Vira rasa which are said to

be the result of the great power of the divine Soul Krsna.
Krsna tries to appease Réadha by telling that she is more powerfull

than Him as she is winning over Him in valour deeds which He did ear-
lier like subduing kaliyanaga, palambasura etc. Again she is supposed
to be more powerfull than Him who had shown valour in His ten

amsavataras. Using slesa vira rasa is appears to be suggested.

The following poems are indirectly related with vira rasa as depicted

In the 3rd and 4th act of the drama.
(i) ahino bhrigucchah kutilavalanairvestayati mari

kharaste netranto mayi vitanute tadanavidhim /

pralamvah kesénto harati hathavrttyd mama balari

bhajadbmstvémetairahamiha jitairasmi vijitah //

(i) caficanminavilo
sphurata tavayamadharah prahladasarvardhanah
a

canasi, kamathotkrstastani samgata

kroden

madhvo’sau palibandhano, mukharuca@ ramastvaya nirjita
aany

e e ¢ _
\Sa Y dohairadayayd 8 samanvitastaturdha syat
ca danadha

SD (11) 234 p. 118
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/ . _ L
ebhe sridhanatadya. manii manasyangi krta kalkita // 78

(v) Bhayanaka Rasa (terrible)

Dh B ;s -
anahjaya, the author of Dagariipaka defines Bhayanaka rasa as

fo"OWes_

kan‘asvarasattvéderbhayabhévo bhayanakah

SafVérigavepathusvedas"ogavaicittyalaksapap

dafnyasambhramasammohatrésa‘dfstatsahodara@ /79

F . -
ear is the permanent mood of bhayéanaka rasa. The fearful sounds

a
Ppearances of person is the uddipanavibhava of this rasa. Trembling

of mi . .
mind and body, sweating: pecoming pale, thinking etc are the

anishh s -
ubhava or Consequents of Bhayanakarasa. Weakness of a person

sva of this rasa.

his rasa in this way— the deter-

iS r .
egarded as alamvanavibh

Bharatamuni also originally explains t
Minants of its like hideous noise, sight of ghosts, panic and anxiety due
' untimely cry of jackals and owls, empty house of forest etc. Trem-
bling of the hands and the feet, horripilation, change of colour are the
ate of this rasa. The transitory states are

ac
cept as the consequent st
ion, agitation, death and the like."°

Paralysjg, perspiration, fear stupefact

so explain the Bhayanaka rasa like the

Vidvana iy
iSvanatha Kavirdja 2|

\ /
() VM (1)) 42 p. 135

(i) ibid (1) 41 pp. 185-186

DR (1v) 80 p. 279

NS (vi) 69. 70. 71. 72.
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Natyasatra and Dasariipaka.

Terrible is delineated in the first act of the drama. It happened in the
mind of Madhumangala when he saw four headed Brahma with other

gods in the sky that he was very much terrified as he was thinking

Brahama as a demon or Rakgasa send by Karmsa from Mathura. This

scene is depicted in the following passages—

Madhumangala— (urdhvamavalokya sabhayam) are, murkha

Gopala, kirh na pasyasi. esa samarudhahamso nagnena

bhujangadharina kenapi vetalena sardham caturmukahah ko'pi yakso

raksaso vagacchati. hi manyamahe, ete caksibhih puritasarvarnga

kamapi danavamagrekitya apare’sura gaganamakramanti.taccharike

hatakarmsasya kimkara phavisyanti.”'

Another example of phayanaka rasad in our present play is—

cetastamyati me bhayormfbhiralarﬁ panidvayam kampate

kanthah sajjati hanta ghurnatl sirah svidyanti gétranyasi /
gosthékhandla candasahasawdhou tenasmi naham ksama
yaddarédabhfséﬂto nidi bhavanetanmama ksamyatu //%2

Mere Bhayanakarasa arnses in the mind of Radha which was told by

her friend Lalita to Krsna.

(vi) Adbhuta rasa (sentiment of wonder)

Vismaya or the mental state of surprise is the permanent mood of

"-\______ /
81 VM 1. pp. 27. 28
82 ibid (i11) 35p. 129
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Adbhutarasa. It is created by the vibhavas or determinants such as

Sight of heavenly beings or events attainment of desired objects, en-

trance into a superior mansion, a temple, an unexpected incident, per-

formance of the impossible like feats of jugglers, illusory and magical

acts. So Bharatamuni says in his work that wonder is generated by

impossible and unexpected incident— ‘asambhavadvastu

Pradarsanam.’®®

Wide opening of eyes. looking with fixed gaze, uttering words of ap-

Probation are the anubhavas of consequents of this rasa. The

Vyabhicaribh3va or tranisitory state is the manifestations of various un-

Usual signs like the expansion of the eyes, agitation, stupor, perspira-

tion and the horripilation etc.™

Adbhuta rasa is depicted in Séhityadarpauah as followes—
andharvadaivatah

adbhuto vismayasthayibhavo g
/A

kétigamé’lamvanarh matam

pitavarno, vastu 10
The colour of this rasa is yellow and the name of its God is Gandharva.

his view in respect of adbhutarasa that-

Dhanaﬁjaya also prOIDC’U“dS
= dvismayatma raso’dbhutah /

atilokaih padarthaili Y8

dhuvédé's’ruvepathusvedagadgadéfg /

karmasya sa

—_ S
NS (v p. 267

ibid (V1) p. 267

SD (111) 242 p. 120
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harsavegadhrtipraya bhavanti vyabhicarinah //%
Adbhutarasa is produced from the superstitious elements. Vismaya
or surprise is the sthayibhava of this rasa. A cry of well-done, trembling

of the body, perspiration and speaking are the consequents of this

rasa. The superstitious elements are the alamvanavibhava and the

description of the quality of the superstitious things are described as

the determinants of this rasa.

Some Alamkarikas considered adbhuta as the very life of all the rasas.

They say that camatkara which i regarded as something that causes

surprise is called the basic ingredients of all the rasas.

The sentiment of wonder is very successfully delineated in several

Places of Vfdagdhamédhava- At the very beginning of the drama of

the first act, the description of the marriage of Radha with Abhjmanyu

Which has been conveyed by the words of Paurpamasi actually is a

false one. but is seems to be true b the power of Yogamaya. This

Scene is a cause of wonder for the audience. The event is depicted in

the following passages—
Nandi : bhagavati, yas’odédhétrya' mukharaya &tmano naptri radhika
9okulamadhya aniya Ja;iléputrasyébhimanyorhaste udvahiteti,
tadrsame Vgsamaﬁjasamépatitam. yasmatkrsnato' nyena purusena
tadféfnérﬁ karaspar§ana asahayam, tasmatkatharn tvam niscinteva

—— /
% DR (1v) 78-79. p. 279
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drsyase.

Paurnamasi— tasyaiva hetoh.

Nandi- kathamiva?
Paurpnamasi- (vihasya) tadvaficanadyartha meva svayar

Yogamayaya mithyaiva pratydyitam tadvidhanamudvahadikam.

Nityaprayasya eva khalu téh krspasya.™
Another example of Adbhutarasa is found in the description of melo-

dious effects of tune of the flute of krsna. The following poem contains

with the description that-

jatastambhataya payamsi saritam kathinyamapedire /

gravano dravabhavasamvalanatal saksadami madavam //

sthairya vepathuna jahurmuhuragajjadyédgati jangamam /

vamsim cumvati hanta yamunatatikradakutumve harau /7%
By hearing the melodious tune of the flute of Krsna the stone is being

Melted, the trembling thing stays like a pillar, the moving things giveup

their motion and become motionless. All these circumstances are the

Cause of wonder for the audience-.

In the context of our persent play it may be noted that our author has

Strietly followed the rule of dramaturgy that the adbhutarasa must be

de“neated in the Niwahana-sandhi of the drama. (karyo

”i’Vahane’dbhutah) So, wonder is created by the author in the 7th act

—
‘a; VM1.p. 12
VM 1.25. p. 25
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of the drama wherein Krsna has acted himself as nikuhjavidya and
appears to be Gauri. It was thought by all that, this was the incarnation
of Gauri, but finally found out that she is not Gauri but Krsna. It creates

wonder in the minds of the audience. This scene is depicted in the

following passages.

Radhika—- (sabhriibhangam) vrnde, yuktarh yuktamasmasu tava

Jihmatvam.

Vinda— (vihasya) sakhi, na vedmi kirh tavakdtam.
sakhyau- (sasmitam) vinde, vijfiatd te mohinibhita nikufijavidya.
Santarsa (Quietism)

Visvanatha Kaviraja defines S3ntarasa in his work S&hityadarpanah

In the following way-

santah samasthayibhava uttamaprakrtirmatah /

kundendusundaracchayal] drinarayanadaivatah //
anityatvadina ’s’egaVastunibsératé tu ya/
paramatmasvarupar v3 tasyalamvanamisyate //

;ouur,-y¢§~s’ram&'harik.s«faz‘ratIv"n.‘l‘wa'rea'n’ly&‘Vé‘*"édéi‘yffn‘!1 /

mah§purusasaﬁggdyé'stasyoddbanarupiqap /

roméﬁcé‘dyés’cénubhévé'stathé syurvyabhicarinah /

asmarapamaﬁbhﬁtada
at sama or tranquillity is the permanent mood

adayah //°
nirvedahars yadayal

This definition echoes th
\ __/—-——-_______

8
VM (vii) pp. 360-361
SO (11} 245, 246, 247, 248.p- 121
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of santarasa. A great noble soul bearing sama as a salient character
and having the knowiadge of spiritual truth, and also the knowladge of
unreality of worldly objects is the alamvanavibhava It is to be repre-
sented by uddipanavibhavas such as the holy hermitage, holy spots
like the residential place of Visnu, Ramyakanan and the like. The effect

of harripilation etc are anubhavas. The passiveness, delight, repetition

of the glory of the Supremeé Being and kindheartedness are the

Vyabhicaribhavas of this rasa.

Mammatabhatta also says that the permanent mood of Santarasa is

hirveda. He observes the dantarasa in the Kavyaprakasa that—

nirvedasthayibhavo’sti danto’pi navamo rasah /

ratirdevadivisaya vyabhicari tatha ‘fijitah //°

In Vidagdhamadhava santarasa is delineated as one of the subor-
dinate rasa, it is manifested particularly in the description of Hari (Krsna)

the divine soul. Being based on the horilila, the play is supposed to

bear some elements of santarasa. In the prologue of the play through

Some verses including Nandi verse our poet depicts some of the great
Activites ag well as Supreme qualities of Hari. (Krsna). Like-wise some

Poems are consisted with it by which Hari is gloryfied. An example of

this is mentioned below from the 1st act of the play in which we find the

i i
Mpact of $antarasa.cf.

9\ /
T KP(v) 34 pp 125127
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mamasminsandarbhe yadapi kavita nétilalita

mudar dhasyantyasyarm tadapi harigandhadbudhaganah /

apah sfé'lagréméplavanagarfmodgérasaraséb

sudhih ko va kaupirapi namitamiirdh@a na pivati //*

Another instance is mentioned here bearing the glory of santarasa that—

yadavadhi tadakasmadeva vismayitaksam

"avatagfdabhiré'm dhama saksadvabhiva /

tadavadhi cfracinta'cakrasakté virakti

abhoge yoginiva prayati Y/

double meaning, external and internal. Ex-

mama matirup

This verse consists with

terna"Y it means about Radha and internally it expresses about Para

brahama, S0, Radha and parabrahma are the alamvanavibhava of this

fasa. Affection to Radha of Krsna and the devotion of Yogijana (saint)
for Parabrahma are the yddipanavibhava. Thinking of Krsna for Radha
rded as vyabhicaribhava of this

nd the meditation of Yogijana are rega

fasa,
In this way Riipa Goswani delineate the dantarasa in the play.

LAMKARAS

d) ASSESSMENT OF A
krit Literature began from the very early

The use of Alarnkara in San°
rika prays to his presiding deity in

"Mes. Ruyyaka, the famous Alariika
g¥ //
VM14p. 5

VM (11) 24 pp. 64-65

93
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thP, N n i e h A\ T
a di V 1
rse Of 1S work |8l karasarvasva as fO“OW
S

namask am vacan /
rtya param vacam devim tribidhavigraham/

gurvalamkérasﬁtrépém vrttya tatparyamucyate//*

It implies that, it [
t it is possible to create the
whole world b
y the potenc
y of

ate th iati
e consisting of words through the three powers of Vakd
evi like

Abhidha > fiana
a, Laksana and Vyanjana. According to him Alamkaras a
re pro-

duce ' 3 A m
d from this power of Vakdevi. nother famous Alamka
arika

Ré-a ’ . R
jasekhara considers alarnkara as the seventh anga of the Ved
N | edas due
its usefulness.’® Without the knowledge of Alamkara one ca
nnot pro-

ceed i : i
ed in understanding the meaning of the Vadas. In the primitiv
e period

pe
ople seem to have compal‘ed the unknown thing with the famili
ilar one if

th T
ey had seen or felt similarity between those two things. This meth
; od of

rison handed down from oneé generatio
n to another
generation

known as Alarmkara.
In this way in later period Rupaka

and atlast it is This method of comparison gen
ated the alarmkara like upama. N
Atigayokti etc.came tnrough this process. Thus Alamkaras played an i
Portant role in the poetiC composition. The figure of speech is Ca::(;

e it makes poeti
ous Alarnkarika Bhamaha named his work
K as

Alamks
Ish-

3
ble. So, because of it, fam

e

94 o L
Alarhkararsarvasva. (Nandi verse) p-1
h sapz‘amamar’rgam iti yayavariyah.

95 -
Upakérakarvédalamkara
Kavya Mimamsa- (1)
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Kavyalarmkara. Dandi, Rudrata and other famous Alarhkarikas created
innumerable Alarmkaras, so that poets could utilise them for beautifica-
tion of their composition. And this alarkara tradition becomes
prasiddhaprasthana. A prominent Alarkarika Vamana defines Alarhkara
as beauty. He says in his work in the following way—

kavyarh grahyam alarhkarat /

saundaryyam alarhkaral / 96

Further, he says that Alarhkara not only creates the charm of poetry

but also is the base of poetry. According to him a poet becomes ador-

able on account of using Alarhkaras. The alamkaras enhance the beauty

of postic creation with the help of gunas.
In Sanskrit literature, it to be said that Dandin the author of Kavyadarsa

IS the first systematic Alarhkarika who contributes a accurate definition

of Alarhkara which has been found in his work as follows—
kavyasobhakaran dharmé'nalarﬁké'ré'n pracaksate /

te cadyapi vikalpyante Kkastan kartasnyena baksyati // %
According to him, the beautifying attributes of kavyas are called

Alathkara, In later period the opinion of Dan
f\lanﬁké’rikas viz. Bhoja, Abhinavagupta and Apayadiksita. They accept
ya as the main characteristics of

gin was followed by some

the beautifying attributes of kav

A'afﬁkéras But some critics $aY that Bhamaha is to be the first system-

\ ___——-—‘___—_——-——"—g_
9 = s ) 3.6.
y Kavyalanmikara Satrani— 1.1.2.P F.
Kavyadarsa- (Il) 1. P. 74
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atic writter on Alarmkara Sastra before Dandin and Vamana. He consid-
ers that Vakrokti is the underlying element of all Alamkaras. Further he
says that \Vakrokti alone may render the beauty of kavyas. Moreover in
ease of Vakrokti. Kuntaka, a famous Alamkérika opins that Vakrokti is
the life of Kavyas. Uktivaicittra is the root of Vakrokti."**

In respect of alarhkara Mammatabhatta also defines in such way-
ye'figadvarepa jatucit /

//‘99

upakurvanti tam santam
haradivadalankaras te’nuprasopamadayabh
It implies that, as the ornaments like necklace are essential to en-

hance the beauty of a lady, the Alarhkaras are in that way essential fac-

tors in creating rasa of a poem by beautifying either words or sense.

Another Alarhkarika Ruyyaka considers that Alamkara is a group of

Some words through which it is possible to create a melodious poetic

effect. So he says that -

(St “iearah’™100
“abhidhana prakaravisesa €va alamkarah

Among the Alarhkarikas of Sanskrit literatu
Bhamaha accepted Alamkara as @ great element of Kavya Sastra. So,
ce to Alamkara says in his work that a

re, Udbhata, Rudrata and

Bhamaha by giving more importan
lagy though naturally peautiful, her beauty does not shine without

Ofhament cf.

\ /
Sahityavidya parikrama. P, 68.
Kavyaprakasa— (V). 66-F 343,

00 Atarikara sarvasva— (Vi) 67

99
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“na kantamapi nirbhasarh vibhati vanita ananam.”'""

In Vedic Literature also emphasis was laid— upon the Alarkara-Sastra.
Some Alarhkaras like Upama, Rupaka, Atisayokti are mostly employed
in the Samhita and Upanisadas in Vedic period. Among them, upama
has to be supposed as oldest one. Therefore we find a famous mantra

in the Rgveda which describe about goddess Usa, contains with upama

Alarkara cf-

abhrateva pumsa eti pratici, gartarugiva sanaye dhananam /

E] z satl suvasa, usa va nirinite apsah /'
jyeva patya usati suvasa, usa hasre r psal

Another example of Rgvedic mantra which is composed with

Atisayokti Alamkara describing the Jivatma and Paramatma as two birds

living on 4 single tree. Itis described in the following way-—

dva suparna saija sakhaya samanam vrksam pansasvajate /
tayoranyah pippalar svadvantyanasnannanyo abhi cakasiti //'%
‘ atha Kaviraja gives a more

Taking cue from these rhetoricians Visvanat

Comprehensive definition of Alarkara. He stats that=
sabdarthayorasthira ye dharmah sobhatisayinaly
r asé‘dihupakurvanto'Iamkaraste igadadivat // "%
Those inconsistent properties that enhances the beauty of sound

SN—— /
101
102
103
104

«sanskrit sastroka jtinasa” P. 160

troka jtihasa”

Kavyalamkara. 1. 13.
Rgveda. 1. 124. 7. vide- i
RV. | 164. 20. vide—- wsanskiit $8

SD. X 1.p 273
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and sense by complementing the sentiment (rasa) are Alamkaras like
eardrops etc.

Yaska the author of Nirukta offers a discussion on Alarmkara by the
fule ‘athato upama’.”'** He classifies the upama alamkara into four types
viz, Bhiltopama, Rapopama, Sidhopama and Luptopama.

Originally, Bharatamuni mentions about four kinds of Alarmkara in his
work Natyasastra are Dipaka, Upama, Ripaka and Yamaka.

But, we have found mainly two categories of Alamkaras like
Sabdalamkara and arthdlamkara which are divided on the basis of

Sound and sense.
Ripa Goswami employed a good number of Alamkaras in his drama

Vfdagdhamédhava. After surveying the drama we have found that the

Author has given more importance in the formation of special words

and sense. Therefore Sabdalarkara an
®mployed in most of the verses of the drama. Sabdalarkaras, such as

d Arthalanikaras are effectively

aNuprasa, yamaka and slesa are employed in case of some verses.

As well as upama utpreksé', ripaka which are alamkaras of senses

are also ysed in a good number of verses in the drama. Among the

Mthalamkaras Ripaka Alamkara is found to be used profusely by the

thor je from the beginnind to the end of the drama. So, Ripa
GOSw'a'mi' is known as the king of Ripaka in Sanskrit literature.

\ /
1
05 Nirukta. 3. 13. 23
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A com ive di -
prehensive discussion on Alarhkaras is made in the following

pages.
A. SABDALAMKARAS :

(1) Anuprasa

Anuprasa is a kind of Sabdalarnkara in which the same letter or simi-

lar . . .
consonantal sounds with a difference in meaning are repeated. So

V-: - Lo -
isvanatha Kaviraja, the author of Sahityadarpanah defines this

Alafnk3
lamkara as follows—
t“‘lﬂé

Anuprasah sabdasémyarh vaisamye'pi svarasya ya
It can be further explained as @ kind of Alarhkara in which, the word
on besides the different meaning lies

s o "
vllables remain in similar positi

nd. Therefore the camous Alarhkarika Mammata

of
the consonantal sou

explains this Alamkara— "varnasé’myamanupra‘sap"

‘pi vyafijana
akrsto yéso’nupré's

r
e categories, namely Vrttyanuprasa

sadrsatvam varnasamyam /

svaravaisadrsy®e
a’;’ //’ 107

rasadyanugatalt P
vided in to fiv
prasa, Antyanup
und that all the poet have a great desire to

Anuprasa is di
rasa and Latanuprasa.

Chekanuprasa, Srutyanu

In Sanskrit literature, itis fo

s a unique one by using this figure of speech

make their works 2
Called Anuprasa of alliteration-

Dandin renders the definition
~— ‘//—

1
106 SD. X. 3. p. 275
07 Kp (x. 105. vittion it P 362

of Anuprasa Alarhkara in his work
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Kavyadarsah as varnavritiranuprasah’ The repetition of letters is called
Anuprdsa. Visvanatha Kaviraja accept the five types of Anuprasa as

V[ttyénuprésa. Chekanuprasa, Srutyanuprasa, Antyanuprasa and

Latanuprasa.
Ripa Goswami shows his artistic skill in using this Alarnkara in re-

gards of some verses of his drama. He defines these five kinds of

A“UDr'a'sa in the following manner—

(i) Vrttyanuprasa :
According to Visvanatha Kaviraja Vrttyanuprasa is the one in which
the repetition of many consonants in same order or the repetition of

Many consonants in many times or the repetition of single consonant

More than once is called vyttyanuprasa. cf.=

anekasyaikadha samyamsakrd vapyanekadha /

ekasya sakrdapye$?d vrityanup
Mammata bhatta also defines this Alafnkara in his work Kavyaprakasa

rasa ucyate //'®

N the following way-

ekasyg'pyasak!tpara@ ekasya ap
hukrtvo va sadrsyarh vittyanuprasah /1%

isabdadanekasya

vyafijanasyadvirba
d as an instance of vrttyanuprasa

One of the verse is mention®

Alaicara in the following-
astabhih s}utiputakafnavavaigavakakalfm kalayan /
-~ "
0
8 SD.x 4.p 275

10
 Kkr ix. 78. (SU) 108. p- 363
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satadhrtirapi dhrtimukto maralaprsthe muhurluthati VN

In this verse we notice that the consonantal letters 'ka' ‘na’ 'va', and

ra’ are repeated in many times.

(i) Srutyanuprasa :
Visvanatha Kavirgja defines the Stutyanuprasa Alamkara as—

uccaryatvadyadekatra sthane taluradadike /

sadrsyarh vyafijanasyaiva srutyanuprésa ucyate //""

It means that Srutyanuprasa is that one where the consonants hav-

ing the same position of arﬁculation(sthé'na) are repeated in a verse.

Srutyanuprasa Alarhkara is present in the following verse—

antahkandalitadarah s’rutipugimudghé'gayansevate

yaste gokulakelinirmaIaSudhésfndhutthavindunapf /

radhamadhavikamadho madhurimasvarajyamasyarjayan

sadhiyan phavadiyapadakamale premormirunmilatu // *!7

Here. the dental letters like ‘ta', 'da', 'dha'and 'na' are repeated. So it
anuprasa Alamkara.

May be regarded as an example of Srutya

(iii) Antyanuprasa :

The definition of Antyanuprasa Alarhkara is given by the author of

Séhityadarpagal;l 25—
vyafijanar cedyathévasthaﬁ’l sahadyena svarepa tu /

—_— -
10 vm 1 28. P 29.

"1 sp x5 p. 276

12y viny 62. p. 368
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avartyate'ntyayujyatvadantyanuprasa eva tat //''"
Antyanuprasa is a kind of Alarkara in which the last letter of a word
or a lines if possible with visarga or anusvara or any sanyuktavarna
are alike. Antyanuprasa Alafnkara is mainly divided in to two kinds. Viz.
padagata and padagata. We have found some verses of the play are
end-ryhming; hence they may be regarded as padagata antyanuprasa.

An example is mentioned from Vidagdhamadhava as cited below.
gokularamapreyasi nikufijavidye kathoradhistvamasi /

yatpravanamapi puratah pariramya sakhim na rafijayasi /!

From the above verse we have found that the last letter of the first

line ie. 'sj of the word 'masi has a same pronounciation with the last

letter of the second line ie, ‘s’ of the word ‘rafijayasi. Thus making it an

Sxample of padagata Antyanuprasa Alamkara.

(iv) Chekanuprasa :
Chekanuprasa is that kind of anuprasa in which consonants belong-
INg to different classes are repeated once in the same way.

Visvanatha Kavirgja give the definition of Chekanuprasa as follows:

asya sakgtsémyamanekadhé'",*u 1s

“cheko vyafijanasarigh
ekanuprasa as :

Mammatabhatta also defines this Ch

so'nekasyasakrt parval

\ /
;:3 SD X 6. p. 276.
11: VM (Vi1) 56. p. 359

SD(X) 3p. 275
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anekasya arthad vyahjanasya
sakrdekavaram sadrsym chekan uprasah.'*
Vigvanatha and Mammatabhatta give their opinion on chekanuprasa
that the term cheka implies the expart (vidagdha or rasikajana) in rel-

ishing rasa. Because of use and loved by cheka or vidagdha this

anuprasa is known as Chekanuprasa.

The following verse is an instance of Chekanuprasa Alamkara.
sakhi kuggaIfkﬁaéikhagdamaaqalo
natatiha té‘qqavfkahﬁtfrargdajab /

na kadapi krspamudireksanam vina

- # » Jf7
mudireksane ksanamap! svasityasau //

In this verse we find the repetition of ‘nda’ in the words kundali,

sikhanda, mandalo and tandavika and ksana in the words ‘ksane’ and

ksanamapr

(V) Latanuprasa :

According to Vigvanatha Kavirdja when the repetition of the words

ang meaning of a verse oceurs but the difference lies only in signifi-

Cance, then it is called Léténuprésa.cf.—

Sabdarthayoh paunarUKtyarﬁ phede tatparyamatratah /

\_-_‘__ I
;16 KP (1X) 107 and vrtti on it. P- 363
7 VM (viy) 34 p. 338
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latanuprasa ityukto /"""
Latanuprasa i ‘
uprésa is explained by Mammatabhatta in this way—

-S'- - - -
abdastu atanupraso bhede tatparyamatratah™'"
The e ; ot |
ssential characteristic of [ atanuprasa is that the words identi
cal in f ' -
orm but different in meaning are presented in succession

Mamm
ta have the opinion that this alliteration is known as Latanuprasa

becau 3 -
se of | i f
of its populal |ty amond the people of Lata country. Viévanatha

aISO a .
ccept this opinion in respect of this Alamkara.

This alafkara i
s alamkara is present in the following verse—

‘tunde tandavini ratim vitanute tundavalilabdhaye

karnakrodakadamvini. ghatayate karnarburdebhyah sprham /

cetahprarigapasarigint vijayate sarvendriyanan kitim

no jane janitd kiyadohiramitail kisnet varpadvayr // "

(2) Yamaka :

T - .
he definition of Yamaka has given by the author of Sahityadarpanah

s follows—

satyarthe p(thagarthéyéf] svaravyafijanasamhateh /

V[tmyamakam vin
are repeated in same order with differ-

kramepa tenaiva igadyate /'

W
hen two or more syllables

”\ -
8
v SD(X)7.p. 277
KP(1x) 80 (su) 113. P- 364
12, VM (1) 15. p. 16
8D (x) 8. p. 280
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sasi vyomotsahga sasinamabhitah kantilahari
purovindaranyam sumukhi sahasa kantilaharim/
harirvrndaranyam harimapi kileyam tava sakhi

125

sakhim premnah puro nijasusamayamandyadayam //'

Here the word 'sasi', ‘hari’ and 'sakhf'are repeated is seen.

(3) Slesa : (Paronomasia)

Visvanatha Kavirsja defines Slesa as follows-
gne slesa isyate /

/26

slistaih padairaneké'dhé'bhidh

varpapratyayalfﬁgénéri? prakptyoh padayorapi
When a word expresses more than one meaning which bearing one

Signification is called slesa or paronomasia. According to Visvanatha

Kaviraja Slesa is divided in to two types, Viz, Sabda Slesa and Artha

S'e§a. In this definition we have found, the first interpretation ie, the

Word naturally bearing oné signification serve to distinguish this figure

e arthaslesa from sabda slesa and the second interpretation ie, ‘ex-

Pression’ serve to distinguish this figure from dhvani.
Again Visvanatha Kaviraja divided Sabda Siega is of three types viz.
Sabhariga Slesa, Abhariga Sjesa and Ubhayatmaka Slesa. In case of
§|e§a there is ; great divergence of opinion among the different writers
author of Alarhkarasarasaringraha speaks

0
" Rhetoric. Udbhata, the
y. But he also accept the two varieties

that §|e§a is an Arthalarnkara onl
T2 VM. 3. 49 P 145
SD. (X) 11 p. 282
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of Alarnkdra as Visvanatha Kaviraja did, ie. sabda and artha Slesa.

Mammata's opinion to this Alarnkara is that—

'slesah sa vakye ekasmin yatra'nekarthata bhavet."'”

Dandin the author of Kavyadarsa defines the S'Iega as—

slfgg‘amfgg‘amanekérthamekarupé'nvitarﬁ vacah /

tadabhinnapadarm phinnapadaprayamiti dvidha //"'%

An example of Slesa has been given in the following—

dhﬁapadmotsavasantatfralabdhadosodayé' sada sphurati /

sakhi krsnapaksapurna candravaliradbhuta tvamasi //'%

Here the only word Candravall expresses more than one meaning

Consisting one signification thats why this verse regerded as an ex-

ample of Slesa.
(B) ARTHALAMKARA :

As the play contains a large qumber of verses, Rupa Goswam used

a good number of Arthalarikara in vidagdhaméadhava. These are

Upamz, ripaka, utpreksa. atisayokti etc. Now, we proceed to present

3 brief discussion on these in the following paragraph.

(1) Upama (Simile)
ves a fruitful definition of Upama Alamkara in

Visvanatha Kavirdja gl
\ /
1
127 KP (X) 45 su (148) p- 4 15
128 KD (1) 310 p. 195

S vmviy 11.p. 318
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'samyam vacyamvaidharmya vakyaikya upama dvayoh™'*
When similarity exists between two things expressed in a single sen-

tence and there is no statement of difference between two things then

itis called Upama.
Among, all the figure of speech of the Alarkdra Sastras,Upama is

the predominant one. It is called the root cause of some Alamkaras

which are based on similarity, (sadrsyamdila). Some Alarkarikas like

Ruyyaka, Rajagekhara and Appayadiksita says that Upama is the mother

and bija of the other Alamkaras. A quotation from Appayadiksita would

Suffice to support the view. cf.

upamaika sailusi samprapta citrabhtimikabhedam /
rafijayati kavyararige nrtyanti tadvidam cetah /"%
He compares simile with an actress who able to delights in the heart
of the wise by performing various roles in the stages of poetry.

Mammta adopts Upama through his opinion that—

mupama phede upamanopameyayoreva

sadharmya
na tu kéryakérapédfkayob,

sadharmya bhavatiti tayoreva

armena samvandha
ctors or constituent elements . Those are

- upama //''%
samanena dh P

Upama has four common fa

\__ /
:g‘: SD (X) 14. p. 292
13 CM upamaprakarana p- 6

KP (X) su-126. p. 390
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(1) common property
(2) the word implying comparison.
(3) the object of comparison

(4) the standard of comparison.

U - . . .
pam3 is divided in to two categories viz. PUrnopama (fully expressed

Si : - T . s
mile) and Luptopama (elliptical simile). When all the four element or

fa 3
ctors of Upama are expressed then it is called fully expressed simile

0
n the other hand when one, two or three of the four beginning with the

¢ v
Ommon property are omitted, it is known as elliptical Upama.

Riipa Goswami has composed several numbers verses in Upama

A ¢ - .
lamksra. The following Verse has been mentioned from

Vfdagdhamé'dhava as an example of this alamkara—
kastiirikeva duravacchadasamgameyam
gopitatirmadama yi kila picchild ca /
dé'ksigyatastanubhﬂé'manuraﬁ'jano’yan‘v
antakari /"%

vayuriva hanta mura
owherd ladies are com

vasanta
pared with the Kastdri deer

Here the group of ¢
h the monsoon.

a .
"d Krspa is compared Wit
nother verse of the said drama that—

Again, Upamd is noticed I" and
uniraja dhitast
5dtE munigosthiva cakasti bhanuja /11

viratobhiriyam S dhojjvalasatvasamtatih /

Sphugak!"sparud’y am
1\

33
N VM (v) 36. p. 238
VM (v) 40 p. 241
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tad rupakambhedo ya upamanopameyayol /
samastavastuvisayarn srauta aropito yada /'

Rupa Goswami has composed a vast number of verses in Ripaka

Alaink3ra. One verse is mentioned in the following—

édamvaro;jvalagatfrvarakuﬁjavaddhab

svairi parfsphuritapugkaracéruhastab /

dhanyasi sundari yaya mydulam hasantya

bandﬂ{ﬂastaraIaballavakuﬁjaro'yam /138

In this verse, the Lord Krsna is described as 'Upameya' and 'Kufijara’

thats means elephant is described as Upamana. 'Krsna' is identify with

Kufijara'. This identification I8 derived because of their extreme resem-
blance, So the Upamana Kufjard superimposed onthe Upameya Krsnal
and it described as an Rupaka Alarhkara is correct.
Another example lies in the vidagdhamadhava which consist with
Mél3ripaka type of Alamkara. This example is mentioned through the

f°"°Wing verse—
trapébhicarapakfame paramasfdhiratharvap;

tathé'tmaparamé'tmanorupaniganmay: samgame
1 ira 139
vilisamuralibhava virutiradya vairayate //

-

1
137 KP X. 92. pp. 407-408.
123 VM. (Vi) 21. P. 285

S vmvy 11.p. 273
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Here the word 'Muralibhava viruti' stand for upameya. Atharvani siddhi.
S&madheni dhvani and Upanisada stands for upaméana. These three
Upamana superimposed on the word ‘Muralibhava Viruti'as upameya.

Therefore this verse belongs to Malaripaka kinds of Alarhkara.

(3) Utpreksa (Poetical Fancy)

The definition of Utpreksa is found in Kavayadarsa of Dandin as:-

anyathaiva sthitd vittiscetanasyetarasya va /
anyathotpreksyate yatra tamutpreksam viduryatha /7'

But the author of Séhityadarpal;lalj explain this Alamkara that Poetical

Fancy is the imagining of an object under the character of another,cf.

'bhavetsambhévanotprekgé prakrtasya paratmana' 4

Here the word prakrtam means upameya, paratmana means

upama‘narupena sambhavana means utkatakotikah sandehah. Now

Al our notions can be relegated 0 three categories. Firstly, we are sure

i hether it is one or
Sout 5 thing. Secondly we are Il doubt whe the other,

lastly we may be in doubt, but we lean more towards one side than
ay .

Owars another. Thus, in this Alarhkdra our mind leans towards the
.upaman o' than towards \ypameya' According to Visvanatha Kavirsja,
Uorekss is givided in to two types % 2% & and pratiyamans.
Agai nd Vigvanatha Kaviraja holds that utpreksa occures
everyw:::n;;n?i er‘elation of identity. So Mammata defines as thig
140\ S

1q, Ol 221p. 156

SD (x) 40 p. 315
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Alamkara as—
"sambhivanamathotpreksa prakftasya samena yat". ™'

When the imagination of an object is described as identical with the

similar object it comes to be known as utpreksa alarnkara.

Rupa Goswami employed this Alamkara in several places. An instance

IS mentioned below-

smitarucivirajitar té mukhagiva nirdjayatyadhiraksi /

uhfturni’rajar‘é’ﬁ' marudbhramita//"’'¥

nirajabandhavad
(4) Atisayokti (Hyperbole)

The definition of Atidayokti is given by Vidvanatha Kavirdja, runs as

fOlIOWs_
itdhatve'dhyavasayasyatisayoktimigadyate™
plete then it is styled as Hyperbole

When the introsusception 1S com
e explained as when't
together takes in the visaya ie, the subject

. he visayin ie', 'Upamana’
O Atigayokti. It may b it pamana or

8prastuta swallows up Of al
rimposed and there is an apprehen-

oN which something else 1 supe
ption or Addhyavasdya. When

Sion of identity then it is called Introsusce
ed with certainty, the Addhyavasaya is com-

the Subject is apprehend

Pleted in Atigayokti Alarkara:

is Atisayokll Alarkdra in his Kévyadarsa in the

Dandina explains th

-

1

142 KP (x) 138 p. 405
143 VM (V) 41 p. 242
% SD(x) 46 p. 323
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fO"OWiﬂg way—

vivaksa ya visesasya lokasimativartini /

asavatisayoktih syadalarkarottama yatha //''*

The following verse is shown as an example of Atisayoki Alarmkara.
sotkaptham muralikalaparimalanakarnya ghurpattano

retasyaksisahasratall surapaterasruni sasrurbhuvam /
citram varidharanvindpi tarasa yairadya dharamayair
duratpasyat devamét(kamabhJdv;ndé’{avfmapgialam /146

Ripa Goswami seems t0 used Atisayokti in describing the supernatu-

ral tune of the flute of Lord Krsna. He describes that by hearing the su-

Pernatural tune ,more than thousands of eyedrops of Indra makes the

®arth wet which is actually activated by the raindrops. In this description

the 'Visayin' (eyedrops of Indra) swaliows up the 'visaya' (raindrops).
Therefore this example belongs to the Atisayokti types of alarkara.

st, Dissimilitude)

(V) Vyatireka (Contra
he Vyatireka Alamkara thus- when the

Visvanatha Kaviraja defines t
ana, it is known as Vyatireka, cf.

Upameya excels or falls short of the Upam

édhikyamupameyasyopamanannyunatathava vyatireka"!v

I‘|€!re, the word Vyatireka means
Aty of s AJaricira is the excelience o1 e u
\ /

M5 Kkp (i 214 p. 153

14
46 VM (11) 30 p. 30
7 SD (x) 52 p. 333

difference or excellence. The speci-

pamana over the Upameya
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or the excellence of the upameya over the upamana. Some prominent
Alamkarikas like Mammta, Jaganatha and others say that Vyatireka oc-

curs only when the Upameya is superior to or excels the Upamana in

some way or the other.

Therefore Mammta has given the appropriate definition of this

Alamk3ra as below—

upamanad yadanyasya vyatirekah sa eva sah /

hetvoruktavanuktinam traye samye nivedite ///1*

Ripa Goswami composed the following verse in Vyatireka that

parfgatavarabi}'aSpardhfdantorubha'sag

kUSumamupahasantya'stanvi dantacchadena /

phalavijayikuca yéstvadbhayé"ddégimTyam
nadola'dambhatap kampate'dya /¥

mrdulapava
of pomegranate tree is said to have sur-

In this verse the beauty
Passeg by the beauty of Radha. The Upameya i.e. the seeds, flowers

ANd frujt of the pomegranate tree excels of falls short of the Upamana

that s teeth lips and breast of Radha. And that s the reason this Alarkara

S &xplained as Vyatireka Alarhkara.
(Vl) Samasokti (Speech of Brevity)
i Alarhkara defines as cited below-

N the Sahityadarpanal? samasokt
atara ké'ryalingavfs‘e§anaffy/

samasoktih samairy
B,
; 43 KP (x) 104 p. 430
VM (v) 50 p. 247
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vyavaha e
yavaharasamaropah prastute’nyasya vastunah//'*"

Wllen tll h i r f I I bed to tlle f -
e behaviour O anothe s ascC i SUbjeCt of d
eSCIip

tion fro
m i
a sameness of action, sex or gender and afttribute, the fi
. igure

iS Ca"e - . .
d Samasokti. In this definition the word ‘another means a th
a thing

which i . .
s not the subject in hand. Thus it is seen that the aprakit thi
rtthing is

entioned in words. On the prakit, the behaviour of the aprakrt i
i Is

Superi
m o
posed on account of @ similarity of actions or on account of th
e

dende i
r or on account of adjectives. In Samasokti Alarmkara the nat
ure

Of one i
ne is apprehended as identical with that of another. It may be said
’ idin

this wa of one S ['eplesellted to be de t
y that the behaVi0U| ' I n |Ca| Wlh
i

that of another.
We found the definition of gamasokti Alamkara in the Kavyapraka :
sa

as follows-
‘naroktir bhedakaill glistaih samasokti™"*!
is called Samasokti because one

According to Mammata this figuré
y convays two things. cf.

an
d the same word briefl
pepénhadvayakathanét samasoktih"'5

's§ samasena samkse

omastic adjectiv
aviour of the aprastuta is attributed to th
e

H
e says paron es are necessary to constitute

Sap.=
amasokti and the beh

Prastytg.

-

15, SD (x) 56 p. 336
15 KP(X) 95p. 415
KP (x) 95 and its vriti P- 415
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Samasokti Alamkara is present in the following verse—
ayi sudhakaramandali mandaya tvamatavim mrdupadavisarpanaih /
udayasailatatinihiteksapo nanu cokorayuva paritapyate//'s

Here, on the description of Moon and Cakravaka (prakrta or upameya),

the behaviour of Radha and Krsna (aprakrta or upamana) superimposed

on account of the similarity of action. So, this verse may be explain as

Samasokti Alarhkara.

(VIl) Arthantaranyasa (Corroboration)

The Arthantaranyasa Alarhkara is defined by Visvanatha Kavir3ja that

When a general proposition is strengthened by a particular or a particular

by a general one and when an effect is justified by a cause or a cause is

lustified by an effect, either under 2 similarity or a contrast than it is known
%S Arthantaranyasa Alarhkara. This Alafnkara is divided in to eight fold cf-

samanyam va visesena visesastena va yadi
karya ca ka"ragenedarh karyena ca samarthyate /
renérthéntaranyéso', tadha tatah /1"

sadharmyeneta
view that the name of Arthantaranyasa is

Dangina and Bhamaha's
pinion in such way~

Signiﬁcam. So, Dandina renders his ©
Fso vastu prastutya kificana /

Jiieyah so'rthantarally
tatsé‘dhanasamadhasya nyaso yo'nyasya vastunah /%

-

15

,53 VM (vi) 9pp 271-272

Ts: SD (x) 61. 62. pp 346-347
KD (i1) 169 p. 135
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In regards of this alamkara Mammata says that Arthantaranyasa oc-
curs when a particular is supported by a general proposition and a gen-

eral by a particular there is Arthantaranyasa Alamkara. of.
s@manyam va viseso va tadanyena samarthyate /

yat tu so'rthantaranyasal sadharmyenetarena va ///'%

Ripa Goswami gives an example of Arthantaranyasa Alamkara in his

Play as follows-

kuru kuvalayam karlglotSarﬁge lavangambhanguram

vikira cm’kurasyE::"mr‘n'ammaIl?'sraij&'ﬁlF ksipa vaksasi /

anagha jaghane kadamvim me pralamvaya mekhalam
kalayatu na mamalivindam hare niralamkrtim /%7
In this verse, the last line I8 the cause of all the effects which are
c"’-"a‘.t:riba,-j in the above thréé lines. That is why this verse falls in to an

Atrthgntaranyésa Alamkara.

(viii) Vyajokti (Dissembler)

We have found the definition of Vyajokti in Sahityadarpapah as

o
ited bellow-
*158

vy&joktirgop anarh Vygjédudbhinnasyépi vastunah.
the artful con

Vyajokli Alarmkdra. It has three categories-

, nt of a thi .
According to definition: cealment of a thing, though it

h
aS become clear is called

-

15

156 KP (x) 108 p. 438

157 VM (Vi) 46 p. 344
8 S (x) 92 p. 364
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first| Lo .
y something is at first hidden, secondly it is manifested some how
and thj it i

thirdly it is represented as not being due to what really causes it

but :
to something else. The reason why this figure is called Vyajokti is

tha ' i
t there is a putting forward that means 'uktfof a pretext ie. vyaja

re ! .
Presenting a thing as due to something else. In the explanation of
V ai : - — .y

Yajokti Alarhnkara, it is seen that only one is expressed and the other

0 " /7
Fthe 'Visaya' which is concealed under a pretext is only suggested

According to Mammata theré is no resemblance between ‘prakita’

and ' -
Nd ‘aprakrta’ in VyGjokti Alarnkara. He defines this Alarhkara as fol-

lows.

vy&joktis chadmanodbhfnnavasturupaniguhanam,-m
Vyajokti Alarkara is present in the following verse of the

Vidagdhamadhava
o nahi nahftyuktirmadenakula

bhrubhedah smitasamvit
suskam tatha krandanam /

visrantoddhati pé’pfrodharacanan
ayd muhura yam sam

murabhidi vyaktah samantapabhiit //'%

Srsto yah sakhi radh gopanopakrama

bh3vastena hrdi sthito
eal her mind, her behaviour to krsna

Here, though Rdha artfully €0n°
sna is an example of Vyajokti

Cla
arly express her great love for Kr

Alarhigra,

— S

16 KP (x) 117 p. 458
VM (vi)) 38 p. 340
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(ix) Svabhavokti (Natural Description)

The definition of Svabhavokti Alarhkara is found in Sahityadarpanah

as follows—

'Svafbhé’bokthrd:.lrn.'héi'rl‘hasva'rk.r'afyéhr'upa*vamamarn““ﬂF

When the description of actions and characteristics of an object or
Person peculiar to it but not easily perceived by all is called Svabhavokii

Alarkara. Vidvanatha Kavirgja says that the Natural Description is not

In this definition the word «Juruha' means ‘o be apprehended by the

Poet only' ‘artha’ means @ child and the like women etc. The word ‘svah’
Means of such which belonds solely to that object.

rs of Alamkara like Dangin, Rudrata, Bhoja de-

Some ancient writé
fives the figure Svabhavoktl 8 jati.

says about Svab
dimbhadel svakriyarupavarnanam®'s

peculiar or natural to the persons like

=~ Alamkara that-
Mammata pavokti Ala at

'svabhaboktis tu

When some action and form
bed it is called 'Natural Description’

child, women and others 8" descr!

Or Svaphavokti Alamkara-

f Svabhﬁbokti Alarhkara is adopted from the

An example ©

Vidagdhamé'dhava that-
- /—
161 S (x) 92 p. 365

162 kp(x) 110. p. 443




(157)

bhaktana
am a
udgadanargaladhiyam vargo nisar
gojjvalah

A O‘p}/aSSU
/

Iebhe & A 5 = —
arvafatam ca 2] e H?da a bhab
tandavaw’dh v Qa abhur
Al / t Vi 15
i -

f&ﬁ.//”“j

Ekavali
avali (Necklace)

The defi
efiniti avali nka
on of ekavali Alamkara is given by Vidvanath
atha Kavirgj
ja

ru
NS as followes :
pdrvarh pi Vi
arh pirva pratl visesanatven param param/
Stha 1 a
pyate pohyate va cetsyé'ttadaikévalf dvidha// %
gis affirmed or denied as a
n

plies that if each succeeding thin
thing, then it is called Ekavali Alamka
ara.

-

This
Alaricsis i

arhkara is two fold. The first v
eceding one. The second

INg th
ing | :
" g is affirmed as an attribute of each pr
ety is
that where a negation of each succeeding thing as an att
attribute

The #

figure is called ekavall

ted chain as two pearls in a chai
n

Suc
Ceed- .
ing thing present oN® connec

kavall alarmkara 1

a kind of hara (necklace)

do
.S .
ome critics say that €

ha '
V]n arls
g 0Illy one string of pe rls.
ma’ga and Ruyyaka speak of

In
r nka
€gards of Eké'vah'A/amkafa Mam
ceeding thing is affirmed or negati
Ived

On|
Y th =
at Ekavali, where each su¢

76
3
Vv
164 Sgl (I) 8. p. 7
(X) 78 p. 356
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|
I .
as a visesana (adjective) of each preceding thing. Therefore.

ME=‘mmata s definition lies on ekavali alarmkara in the following way.

e vapi yathapurva param param/

ikavali dvidha//"'%

sthapyate pohyat

visesanataya yatra vastu 5@
| Ripa Goswami seems to Us€ ekavaliin describing the scenic beauty
' of Vindavana. He describes it through the following verse-—
| vindévanarh divyalatéparitam latastu PUSpaSPhU"fagfabhajah/

dhuvratani madhuvrat
s are affirmed as a qualiﬁcation of the

Puspanyapi sphitama

|
; In the above example, creePe
| v - . .

Ind3vana flowers are introduced as @ qualification of creepers, bees

ion of the flowers a

Ued as g qualification of the bees. So here each succeeding thing is

are mentioned as a qualificat nd the singing is attrib-

a .
firmed as a qualificatio

€) EMPLOYMENT OF METRES :
nda which means ‘to delight'. In

The Sanskrit term fof metre 1S cha
rature Chanda of Metre occupied an im-

b
oth Vedic and Classical lite
re also.Without Metre

for prose literatu

Portant place. Metre is important _ .
al composition can easily attract

go the metric
ver this type
ndian literaturé

DOet
ry cannot be poetry:
Y of composition easily keep

tha m:
"e mind of the readers- More0 .
tof composed in verse,

in
Memory. Therefore 2 vast P2 o i i
ofic composutuon is emphasised since

The imponancM-
\

Tog KP. (x) 130 p. 473
VM (1)) 24 p. 25
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the ancient times. The Vedas, which are regarded as apauruseya as
they are said to be revealed to the seers, are preserved in verses. The
proper recitation with correct pronunciation of the Vedic mantras are
Necessary to find the due result from Vedics mantras. For this purpose,
the knowledge of metres or Chandas is very essential. Moreover we

have found in the traditional lore that the Vedic mantras were learnt by

the student by heart from their preceptors. [n this regard, the metrical

forms of the mantras helped the most. In the Brhaddevata , it is main-

tained that one who performs a sacrificial rite without knowing the

Isi.chandah and the devatd concerned with the particular mantra be-

Comes sinful. 167

The importance of metrical form of composition is that it can easily
influence. a reader with its charming power, that is called rythm. The
y takes the minds of the listeners to a con-

Ythm or Chandas graduall
et comes closer to the heart of the

Scious but turiya state where the po

"®aders. In other words, Chandas play the part of ¢
loof from the worldly affairs and thus

he uddipanavibhava

Which keeps the readers’ mind a

“168
helps the readers in relishing the rasa.

\ /

167

¢f. aviditva rsim chando
daivatarh yogarh eva c8/

yo'dhyapayejjapet vapi
Papiyan jayate tu sah// -5 13.6
B_rhadde"ata‘ ' iksd, in the Studies in Indology’. p. 126

1 is
% vide, L Gogoi-Chutia, ‘A note o1 Kav
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The importance of metre in the classical Sanskrit literature is

also evident from the utterance of Valmiki, that came out of the Adikavi's

mouth and after which the Ramayana was composed. cf.
mé nisada pratistham tvamagamah sasvatih sama /
yatkrauﬁ'camirhunédekamavadhflp kamamohitam //

In the Paniniya siksa, the Chandas is said to be the feet of the

V9dapuruga, (chandah padau tu vedasya). Like a man without legs the

Vedapumsa bereft of Metrical science is unable to move forward.Sayana

in hig Rgbhésyopakfamaﬂiké gives various derivative meaning of

Chanda. He says "Purusasyé papasambandham varayitum
acchadakatvat chanda ityucyate"- It is called Chandas because it re-

e root Jchad is to cover.

Moves sins of man. Th
Jastra gives importance to the knowl-

Bharata the author of the Néfya

€dge of metre. He admits the necessity
here is no word without metre and a metre

of metre in respect of poetical

Composition. He opines thatt

Cannot exist without word.” %

Dandin also accept the position of metre in the

A famous prose writef

fielg of literary work, Accordin
ea of poetry. "

g to him metrical knowledge is the ship

for Crossing the deep S

\___ / ’ .
dascasabda varjitant’

1 , . .+ 1y'sti na cchan
89 ¢f ‘chandohino na $abdo stin NS. XIV. 47

sagaram.
Kavyadarsa. 1. 12

iy iram kavya
170 s vidya naustitirsuna™ abhira (%Y
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Halayudha explains the word Chandas in his Kavirahasya. He says

that there are four forms of the root vchad. Those are chadayaty, chadati,

chadayati and chadayanti.

In Sidhantakaumudi the root vchad is used in the sense of restric-

tion. "samvaranam chadi samvaraie”.

Ksemendra an eminent prosodist holds the view that a poet should

employ all the metres in their compositions only after considering their

Suitability to the rasas and the subject described.”"

In classical literature generally two kinds of metre are found namely

Vitta and j4ti. Vrtta is regulated by aksaras or syllables and jati is regu-

lateq by syllabic instances(métrés). Gangadasa the author of

Chandomaﬁjaﬁ‘ says that @ verse is composed with four feet or pada.

Pada is either regulated by @ number of sy
strgs. The metres which are contained with

llable or aksaras or by a

Number of measures or Matrd

%ksaras called vytta and contained with m
vrita are found those are sama, ardhasama

atras are called jatis. In San-

Skrit, generally three kinds of
esura is also an important part of

and Visamavitta. Yati Of pause O ¢3
n each syllable of a verse help to choose the

Verse, The short or lond i

kurvita sarva vrttané

Sastrakéavye ticlirg hapar e ttani kaVYawt//
a
kavyasastre’pi vrttani r asay Suvritatilaka= (11). 37.
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difference between the groups.

The great writers have often preferred some special metre as did
Pénini the upajati, Kalidasa the Mandakranta, Bharavi Vansgastha etc.
In respect of metres a large aumber of verses composed by Rdpa
Goswami in Sardulavikriditam Chandas. Moreover he selected the

Metres like Sikharipi, Arya, Vasantatilakam, Mandakranta etc. However
he uses the Sragdhara metre only for once in his drama. Total number
of metres used by Rupa Goswanmi is twenty one (21) in his play. Metres

Used by the author of Vidagdhamadhava in his play are

(1) Sikharini (2) Sérdilavikrigita

(3) Prthivi (4) Vasantatilakam

(5) Rathoddhaté (6) Harini

(7) MalinT (8) Indravajra

(9) Mandskranta (10) Varhsasthavila

(1) Upendravajra (12) Sragdhara

(13) Praharsint (14) Prabodhita

(15) Rukmavati (16) Drutavilamvita

(17) MafijubhasicT (18) Sundari
(20)Anustubh and

(19) Puspitagra
(1) Ary3
r'ya
details In the following pages.

These Metres are giscussed "

Sikharint

The definition of the gikhar

had given by Gangadasa the

ini metré
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author of Chandomanijari as ‘rasai rudraischinna yamana sabhala gah

Stkharini”. The scheme of this metre is formed by ‘'va', ‘'ma’, ‘'na’, 'sa’,

bha' "la' and ‘ga’ ganas. 'Yati' of this metre exists after the sixth and

eleventh syllable. Gangadasa used the word ‘rasa’ in the definition to

Mean the sixth syllable and 'rudra’ for the eleventh syllable. This metre

is a combination of seventeen syllables in each quarter. So it belongs

o 'Atyast? class of metre

Ksemendra opines that valour take place easily where §ikhariqT is

Used. 172

It is interesting to note that RUP3 Goswami mentions the very name
of this metre, i.e. Sikharipi in the benedictory verse itself. He mentions
S"ikharirﬁ as a drink,made of curd and sugar in the form of the lila of
S;r"‘!?@a i e.the worldly activities of Lord Visnu (harilila sikharirii) in the
iNcarnation of Srikrsna. Hence he preferred to compose the greater
Portion of verses i_;g;1 (sixty one) used in the play. The following verse

'S an example of Sikharint metre:
attah prakitilaght
harigupamay? vah krtirlyam/

abhivyaktd m rupadapi budha
vidhatr siddharthan
pulindenapyagnif kimu samidhamunmathya janito

paharati néntabkalugaté’m,

hirapyasreninama
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Act-1v6

In this verse ya.ma,na,sa,bha.la and ga ganas are present respec-

tively. The distribution of verses in the Vidagdhamadhava composed

In this metre is
Act-(1) i, iii, iv, vi xi, xix, Xxiii, XxXi, Xxxii
Act-(2) i v, vi, Xi, xvi Xix XXl Vi, XXX, XXXV, XXXV, XXXXVIlT XXX

Act-(3) i, xv, xvi xxviii XXIX XXX, XXX, XXXiV, XXXVi Xxxviii Xxxxii, Xxxxiii,

XXXXV, XXXXIX XXXXXil
Act-(4) iv x, xxiif, xoxvii, XXXV XXXXIX XXXXX
Act-(5) xix xxiv, XXV XXX, XXXl
Act-(6) i, vii x, xvii, Xix XXiV, XXiX, XXXV, XXXV
Act-(7) i, xxxxii XXxxvi, OO XXXXXV
Sardiilavikridita

As the *Afighrt? class of metre it is constituted with
2, 'sa’, ja’, 'sa’, ta’, ‘ta’, and ‘ga’

nineteen syllables

Na foot, The combination of ganas 'm
ra exists after the twelvth (

gadasa gives the definition of this

| dvadasabhih) and
N each quarter and a caesu h)

the seventh (saptabhi) syllables. Gan
ajastatah saguravall
e author of Suvrttatilakam opines

m , sardalavikriditan’.
etre as ‘siiryasvairmas

Regarding this metre Kgmendra th

e king's Valour."”

that it is ysed to describe th

~—
1 Y - g = f
73 Sauryastave nipadingm 5

rdﬁlavikri’ditaﬁ‘.' matam /
suvrttatflaka. (). 22.
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e [
. | e ICate
* l I i l | i

Metre for i
eulogising personal Gods as well as presiding deities of
s of the

three world.

P oswami compose 3 large number of verses of his play in th
in this

Metre,
He composed altogether seventy four (74) verses of this pl
ayin

this m
. ‘ , ”
tre. To prove his unique position on this metre we may menti
ntion

Only
on
e verse among all those verses.

am kulafrmahnaya
astava padam ddribhava prariganat /

krdrapa
apamalin krtyarn na me malaya

Valaham kimu narmall

arani paritah svap
payati klesena ratridivam //

Act. (). V. 1

jtyé-dfhf durak§ ne tathé jégare

Jalpanti jalajeksain@ Kksa

n of ganas ‘ma’, ‘sa’, ja’, ‘'sa’, 1a’, ‘ta’, and

| .
N this verse the combinatio

92’
are present respectively:
which aré composed in sarddlavikridita

.
he numbers of the Verse®

A
ct.(1) v, viii, xv, xiil. X XXV, X
xii, XV

cvil, il o, X0 XXXV, XXXV,

Ag .
t. (2) 1, ii, iv, vii, X,
x »*

XXX, xxxxi, XXXXil, XXXV, X000 XXXXX

\ /
vrtta muddhatam /

174

Sukumararasasyatra raks sayal v

glitam kavina mtamalpatam /4
suvyitatilaka (11). 40.

Vakpakenaiva g
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ayam nayanadandita pravarapundarikaprabhah /
prabhati navajégucjavrajaquambipitémbarah Y
araqayajapariskrfyédamftadivyavegédaro /

harfnmanfmanoharadyutfbhfroﬁvaléﬁgo harih //

Act- | V-17
In this verse the ganas ja, $a, ja, sa, ya, la and ga are present in each

Quarter. The following verses are composed in the prthvi metre.

Act. (1) ii, vii, xvii.
Act. (5) xxxiv.
Act. (B) iii, xi, xxiii.

Vasantatilakam

When the ta, bha, ja. ja. 92 and ga, are present in each quarter of a
Stanza then this metre 1S styled as vasantatilakam. This metre is in-
Volved with sakkar? (sakvafl) class as it is consists with fourteen syl-
lable in every quarters respectively. It is defined in Chandomafijari that

haja jagau gal”

JReyar vasantatilakaim tab
ntatilakam shouid be used to indicate

Ksemendra opines that Vasa

the combination of Vira and Raud
e first, second, fourt

ra’176. In respect of this metre

h, eighth, eleventh and

Vittamafijar7 says that t
yllable of @ quarter are long.

then the thirteenth, fourteent °

Ripa Goswaml contributed thi

~—_ //Wr:w "

176 . i nkare V!
v , bhatt sam
asantatilakam v atilake~ (). 1 9.

ity six (36) verses altogether to this
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metre in his play. An example of Vasantatilakam metre is—
nadah kadambavitapantarato visarpan /
ko ndma karnapadavimavisanna jane //
ha ha kuImaglrhf(?@aaagarhapi]/a'm /

: yenadya kamapi dasam sakhi lambhitasmi //
3 Act-1.v. 34
nd 'ga’ ganas are present in every quarters.

Here ta, bha, ja, ja, 9a. @

The list of verses which are treated in the Vasantatilakam metre in the

Play are given below—
Act (1) x, i, xx, XxXiV
Act (2) X, XXV, XXX, XXXVI.
Act (3) iii, v, viii, xiii, XXXXIV, XXXV

Act (4) xii, xox, s0xxii, 00KV, Y000V

Act (5) xi. xvii, il i, xooxvi, 000
Act (B) vi, xxi, XXX, XXXi-
Act (7) vii, xiii, xxiX, KxxV, ooVl xxxxii,

Rathoddhata |
ra.na, a, 1a, and ga present in each quarter

The combination of ganas
dhata. Garigadasa gives the defini-

of a stanza form the metré Rathod
at para:maralagar
metre as it consisted with eleven (11) syl-

i rathoddhatad’. This metre be-
'on of this metre as @

Q“QS to the Tristup class of . .
2. he author of Vittamala admits the same

|ab|es in a foot. Kavikarﬂapura'
[ - -y i hiS
%nas ingicated by Gan98da%® "

Chandomafijart but Vrttamafijar



(169)

llustrated this metre whenever the first, third, seventh, nineth and elev-
enth syllable exist at the position as long syllable. the metre is styled as
Rathoddhata. The yati of this metre exists at the end of each quarter.

Ksemendra opines that Rathoddhata should be used to indicate the

Vibhavas like rising moon etc.””’

Riipa Goswami composed four verses in this metre. The distribution

of this metre is—
Act (1) xiv,
Act (4) xi, xxxxvi

Act (7) xxxix.
The following verse may be mentioned as an example of Rathoddhata

Metre--
ginam Iqrgaabh{ﬁgamadhigatya matsari /

ballavinavalatasu raf
netumicchati punarvanantaram//

Ré'dhiképurafapadmin?’maya!ﬁ
. V14,

Harini
ss of metre as it constituted with

HarinT metre belongs t0 Atyasli o2
he metre is, as stated by

aT
Seventeen syllables in @ quarter of a stanz
g with 'n@, 'sa’, 'ma’, 'ra', 'sa, 'la’ and

Gaﬁgédésa, said to be comprisin

rer of a stanza: So the definition of this metre is—

99’ ganas in every qua

177 o phavya
¢f. ‘rathoddhata vibhaves suvritatilaka. (. 18.
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nasamarasaia gah sadvedairhayairharini mata’. Caesura in this
case exists after the sixth, fourth, and seventh syllable in a foot. Only

six verses of the play are composed in HarinT metre. Those are stated

below-
Act (2) xxiii
Act (3) xvii.
Act (4) xxii
Act (5) xii, xxxxvi
Act (7) xxxxv

An example of this metre is mentioned fro
prekséalavaya bhavadayo /

m Vidagdhamadhava-

amitavibhava, yasya
bhuvanaguravo'pyutkag;};é‘bhistapé‘s: vitanvate /

5drstanam te phalam
krsnasta veksanatrsnaya //

kimabhistuve /
ahaha gahan

sutanu sa tanurjajiie
Act-iii-17

MalinT o
definition © alinT metre as—

Gangsdasa furnishes the

malini phogilokaifi”.

‘hang uteyam
mayayayutey na, ma, ya and ya in each

In thi e scheme of gar. -
his metre th | pause is said to be existing after the

. ica

Warter of 4 stanza. Yal! Of metric .

ole. It is ind

‘ s S ‘asfanaga’ a d ! '

org definition the word ‘bhogt: means agianaga’ and ‘loka
Ing to the defin

'bhOQF is

, cated by the definition Itself, Ac-
Sight and seventh syli2

-elated with eight syllable as well as

Means Saptaloka. SO
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loka' with seven syllables.

Ripa Goswami uses this metre in twenty one verses of his drama.

One verse is quoted as an example of Malini metre in the below-

daravicalitabalya vallabha bandhavanam/

viharasi bhuvane tavim patyuramodapatri I

ahaha pasuparamakamino mohanatvam /

tvamapi yadamunéntarbéqlgamunmé'ditési I Act. (I1)-13

In this verse respective ganas are na na, ma, ya, and ya. The distri-

butiO"' of this metre in the play is—

Act (1) xxi, xxvi.
Act (2) xiii, xxiv, X000

Act (3) xi,

Act (4) vii, xiii, xxiV, YO0V, XXXXIV.
Act (5) i, viii, Xiv, X000X:

Act (8) iv, xvi, i, sowvil, Youvl 0

]

i ot, it is
Constituted with fifteen syllables in @ fo

¢
lass of vrtta group

lndravajrﬁ v o’ i@, 'ga’, and 'ga
nofganas- ta', @, Ja. ga, ana ga are

Whenever the combinatio | N
en that metre is called Indravajra metre.

Pesent in a foot of @ verse then

tﬁgﬂﬂﬁsas'syédwxﬂavakgjkuﬁtanagau
me

S .
O the definition of this
gahn

*
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This metre contains eleven syllables in a quarter, therefore it belongs

to Tristup class of Samavrtta metre. It is also stated by Ksemendra in

his work Suvrttatilaka that Indravajra metre consists with eleven syl-

lables comprising of groups of 'ta’ type joined to a 'ja’ group and two

long syllables. "7

This metre is used by Rapa Goswami only for six times in the

Vidagdhamadhava. The following verse is mentioned as an example

Otthe indravajra metre.
=nanm tatranumeyah paramo'nubhavah /

yatra prakrtya ratiruttama
asya hi jAapayati prasastim./

: = irdesa
naisargiki k{§pamrganuvﬁt"‘r d
Actiiv. 32

e Indravajra metre in the drama
The followi re used 28
ollowing verses @

Act (2 xxxii. xooxviii

Act () xiv.
Act (7} vi, ix xoxviil
Mondakranta o
As th oes in the Chandomaﬁjan Mon@akranta metre con-
e definition g
en the every quarter con-
Sisteq with seventeen Syuables in a foot. wh y n
tai 4, ta' 'ga', and 'ga’ ganas as with a metrical
Ining Wlth umau nbha"'na . 1 !
’ llab!
Pay (s after courth, sixth and seventh syllables the metre
se or yati exists @
Se—— fh gumyugena 03/

a .
78 takarabhyamjakare”ay ukt adasaksaram //

mtame
'ndravajrabh:dham prah sumtatﬂaka. (. 18.
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IS o
styled as Mondakranta metre. This metre is a Atyasti type of metre

Gangads . . .
ngadasa defined this metre In ‘Chandomanjari as ‘mandakrénta

a .
mbudhirasanagairmobhanau tau gayugmam®.

In the definition the term tambudhi’ indicates the four ocean, ‘rasa’
indicates the six flavour and the term naga’ indicates the seven moun-
tains, So the yati or pause falls after fourth. sixth and seventh syllables.

According to Ksemendra, this metre IS suitable to depict the condi-
ner is away from home.””

fon of 4 nayaka or nayikd whose life part
or of Vfdagdhamé'dha

cting the virahavastha of Radha and

The position of the auth va is a special case.

B ) -
ecause he is successful N dep!

osed eleven verses in this metre. An example

Krsna. The poet comp
Mentioned in the following~™

okhilajagatigé
avasatfn’! sang
nanandano nanda
ah kandaré'mandiréya /

krtva varhsim sarmgatabhang
infim vamapanau /

sarigibhavaprathalm
sunur

esa premna vrajati naya

hanaéikhari@

mandarih govard
Act iv, v.2

The distribution of ti metre in the play 15—

Act- (2) xiv, xx, XX XXXV, 000001

Act- (3) iv, xi, XX, xxVii.

\ /‘,—’:’
dgkré'nta virajate

176 o
® “prévrtpravésa yyasane man "
| suwttatf!aka- (). 21.




(174)

Act-(4) ii

Act- (6) xviii.
In it li alidasai
Sanskrit literature Kalidasa is famous for using this metre becau
se

he c ]
omposed entire Meghaduta in this metre. So says Ksemendra

Kalids
idasa excels in Mandakranta.™®

e 4
Vamsasthavilam

According to Gangadasa the author of Chandomafijari that metre
IS o .
called Varhgasthavilam where the ganas ja, ta, ja and ra exists in

lls at the end of a foot of the stanza. So the

e
ach quarter and yati fa
de 4 ) H g

finition of this metré runs as vadanti vamsasthavilam jatau
Jaray" i

rau". It falls in jagati class of Vrtta group @S it contains twelve syl-

is widely used metre in Sanskrit Kavya and

| ,
ables in each quarter. It
peauty of the heroine. Second \fourth

m .
ore suijtable for describe the

fi , i
lfth, eight, tenth and twelve syllable of its are long and the rest are

Short.
e only for three verses in his drama

mif used this metr

rses that are

Ripa Goswa
composed in this metre are-

The distribution of the V€
Act-(2) xxxviii
Act-(5) xxvii
Act-(7) sooocxvii

\ |
dékrénté pravalagat:”

18
0 of “syvads kalidésasy? man ‘
suv;ttatflaka- (). 34.
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One is mentioned below as an example of this metre is—
tavanukaratsubalar didrksuna maya tvamapta puratah sudurlabha/
sadrsyatah kacamivabhilasyata premagrabhumirvanija harinmanih/

Act- v, 27,

Upendravajra

Upendravajra is a Tristup class of metre containing eleven syllables

~in a quarter. As the definition goes in Chandomafijari, whenever the

ganas ja, ta, ja, ga and ga remain in a quarter and yati lies at the end of

the foot, the metre is known as Upendravajra metre. The definition of

this metre is found in the work of Garhgadasa as "upendravajra prathame

laghau s&". Which means the first syllable of a quarter is short as op-

posed to Indravajra metre. The author of Vittamafijari also accepts

this position.
Only one verse has been composed by Rupa Goswami in the

Upendravajra metre i.e. the verse no. (9) of the first act of the play.

The verse is mentioned in the following—

udasatam nama rasanabhijfidh krtau tavami rasikah sphuranti /
kramelakail kamamupeksite i pikah sukham yanti param raséle //
Act1v g

Sragdhara
Sragdhara metre i$ defined by Gaiigadasa as "mrabhnairyanap,
trayena trimuniyatiyuta sragdhard kirttiteyarm ". The ganas concem i
Sragdhara metre are ‘ma, 2 pha, na, ya, ya and ya respectively. yay;
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exi
ists after the every seven syllables in a quarter So, the quarter o
' ' r
foot divi -
ot divided into three equal measures. According to Ksemendra the

a ,
uthor of Suvrttatilaka, @ foot of this metre begin with a syllabic in

stanc _
ance having the vowel ‘o' and end with visargas.”"®" Existing by twenty

0 ; ;
ne syllables in a quarter it belongs to prakrti class Of Vrtta group

S - . .
ragdhara metre is a special and famous one in Sanskrit literature. Such

a metre is also used by Rupa Goswami though only for once in his play

The verse which is treated as Sragdhara metre is—

turigastamrorusmngah sphuradarunakhuro ramyapingeksanasrih

bighanto dharaniviluthitocc

ratulakakunmandlo nacikinam

kanthavyalam andalariuladandah/

so'yam kailasapandudyuti

o me pan’malatulh‘otphullapadmabkakudm}' /Y

cakre bhati priy
Act- vi. 8

Pl’ahar§i|:ﬁ'

Pfahargirﬁ metre consists of thirteen syllables in @ quarter of the
Stanza. go this metre becomes atjjagatr class of Vitta group. It is a
®llection of 'ma' 'na’ 'ja' ra’ and 'g2 ganas and yati falls after the third
Nd tenth syllable in a foot. The definition of Praharsini metre stated by

Qap =
Ngadasa runs as follows™
4 T K — . - am‘.
tr yasabhirmanajaraga praharsiiy

Inta visargino

'8

1 i, g

Cf. akaraguruyumadfpa!ya”fa )
ara rajaté taram -

asafﬁsyutavfra'mé ca srag h
atitaka— (I ). 41.

suvit
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Sri Ripa Goswami has composed two verses only of his drama n
| this metre. Those are second and sixth (2, 6) verses of the 7th act of
i his play. Respective ganas, indicated by Gangadasa, ‘ma’ ‘'na’ ‘ja’ ‘ra’
}i and ‘ga’ are found in every quarter of these two verses. An example of

this metre is—

sarvasvam prathamarasasya yah prathiyan
karmsarerudayati radhaya vilasah /

vakturn ko viramati tarh janah samanta
danandastirayati ced girém na vrttim //

Act. Vii. V. 2

Prabodhita

According to Chandomafijari that metre is called Prabodhita where

the ganas- sa, ja, sa, ja and ga are found in a foot of a stanzg The

metrical pause Of caesura falls at the end of the quarter. Garigadssa

defines this metre s 'sajasa jagau ca bhavati prbodhtita’. It is gn

Atijagaff kind of metre by existing thirteen syllables in a foot. Prabodhits

" metre is known by @ new name as 'sunandinT in Vrttamafijarf,

Ripa Goswémi'composed only four verses, of his play in this metre

One verse is quoted below=

bhavadaﬁgasaﬁgavfgaye priyoktibhir

muhurarthito'pi madiraksi madhavah /

manute managapi na hiti hrdvyatha
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pratikarayuktirapara vidhiyatam //
Act. iii, v. 14
Here the scheme is formed with the ‘sa’, Yja’, 'sa’, 'ja’ and ‘ga’ ganas.The
No of verses which were written in this metre are—
Act. (3) xiv
Act. (4) xvii
Act. (5) xxxix
Act. (7) xxxiv

Rukmavati

Ganhgadasa defines the Rukmavati metre as “rukmavali s& yatra
bhamasagah"i.e. the ganas like bha, ma, sa and ga constitute a foot of
a verse. This metre is recognized as parikti kind of metre since it con-
tains ten syllables in each quarter of a verse. Moreover the first, sec-
ond, third, fourth and then fifth, sixth and eight syllables are long of this
metre. In case of yati it exists at the end of the quarter. This metre is
known by two new name that Rupavati and Campakamala.

Only one verse, that is the 16 (sixteen) verse of the first act of the
drama has been composed by the author of Vidagdhamadhava in
Rukmavati metre. This metre is rarely used metre in Sanskrit poetry.
The verse in mentioned below :

daivataseva kevalamiha vanayatranusarini mudra/

vrajasubhruvam tu krsne sahajah prema sa jagarti//
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Act—(l). 16.

Drutavilamvita

Drutavilamvita is a jagatf class of metre. It has twelve syllables in a
foot. The ganas indicated by Gangadasa in Chandomafijari are 'na'
'bha' 'bha’ and ‘ra’ respectively. So he rendered the definition of this
metre as "drutavilamvita maha nabhau bharau®. In this metre the
fourth, seventh, tenth, eleventh and twelve syllable are long and rest are
short. Yati or metrical pause exist of the end of the each quarter of a
stanza.

The famous poet in Sanskrit literature, Magha is also in favour of this
onsiderable number of verses of his work in

metre. He composed a €
this metre. In this connection a famous verse of 'Sisupalavadham’ viz-

navapalasapalasavanapural... etc. may be mentioned. Ripa

Goswami composed only three verses with this metre. One verse is

quoted from those three verses is—
ayi sudhakaramandali mandaya tvamatavim mrdup&davisarpanaif /
udayasailatatinihiteksano nanu cakorayuva paritapyate //
Act.vi v.9

In this example the respective ganas- na, bha, bha and ra are present.
The distribution of the verses which are composed in Drutavilamvita
Metre as follows—

Act.(3) xxvi

Act.(6) ix
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Act.(7) xxxvi
Manjubhasini
Whenever the ganas in a quarter are 'sa’ 'ja' 'sa’ 'ja’ and 'ga’ the metre

is termed as Mafjubhasini. So the definition of this metre is found in

Chandomanjari as follows—

“sajasa jagau ca yadi mafjubhasini®.

This metre is regarded as Atijagati class of Vrtta group, because,

this metre is consisted with thirteen syllables in each quarter of a verse.

According to Vrttamartjari the third, fifth, nineth, tenth, eleventh and thir-

teenth syllables of this metre are long with a caesura falls at the end of

the root. This metre is called Kanakaprabha in Vrttamafjari. Ripa

Goswami chooses this metre only for four verses in his play. These

are mentioned below-
Act. (3) xiv
Act. (4) xvii
Act. (5) xxxix
Act. (7) xxxiv

One verse is cited pelow as an example:

re'pi gufijati niku
astu maninu puradhvanim /

Aiakotare
bhrama jars

manute man
anilena caficatl t(paﬁcalebf tam
puratah prfyémupagaté'rﬁ visarikate //

Act-iv.17
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Sundari
Sundari is the ardhasama type of Vrtta among the three type of

Vitta, sama, ardhasama and visama Vtta. The definition of this metre

is given in Chandomahjari as follows:
"ayujoryadi sau jagau yujoh sabhara lagau yadi sundari tada"
When the ganas 'sa’ 'sa’ ja' and 'ga’ are present in two odd quarters
of a stanza and the ‘sa’ ‘bha’ ‘ra’ ‘la’ and ‘ga’ ganas in the even quarters
the metre is called Sundari. There are ten syllables in the odd quarters

as well as eleven in the even quarters in this metre. In this metre the

third, sixth, eight and tenth syllables are long in each odd quarters and
the third, fourth, seventh, nineth and eleventh syllables are long in even
quarters and the yati exists at the end of a foot.Sundarm metre is termed
as priyamvada in Vittamala.

The position of the author of Vidagdhaméadhava in this metre is a
Meagre one. He contributed three verses to his play in this metre,

The distribution of versés in the drama is—

Act. (3} ii, xxxxi.

Act. (7) xxxi

One verse is quoted here.

trapaya nitardm pararimukhi sahasé smerasakhidhrtaricala /

gamita'dya hathena radhika na katham hanta maya bhujantaramy/

Act.-(iii). 2
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Puspitagra

Puspitagra metre is also a ardhasamavrita class of Vrita group. The
definition given by Gangadasa in his Chandomafijari of this metre is
“ayujinayugarefato yakaro yuji ca najau jaragasca puspitagra®. As
the definition goes this metre consists with the ganas like 'na’ 'na’ ‘ra’
and 'ya' in two odd quarters and 'na’ ‘ja' 'ja' 'ra’ and 'ga’ in the even
quarters. In this metre twelve syllables are exists in each odd quarters

and the thirteen syllables exists in the even quarter of a stanza.ln each

odd quarters of this metre, the seventh, eighth, nineth,eleventh and

twelveth syllables are long as well as in the even quarters the second,
fourth, fifth, eighth, tenth, twelveth and thirteenth syllables are long. Re-
garding the yati of this metre, it falls at the end of a quarter. Riipa

Goswami composed only one verse i.e. the verse no fifteenth of the six

act of his play in the Puspitagra metre. The verse is quoted below-~
iyamatitrsitar varanuragojjvalasumanah kamaniyapatralekha /

mama varatanuracakarsa cittam madhupamasokalateva puspitagra //
Act. (vi) 15

Anustubh
Anugtubh metre belongs to Visamavitta where all the padas are con-

stituted with different number of syllabic instances. Gangadasa defined

this metre in his Chandomafijari as follows—

paﬁcamarﬁ laghu sarvatra saptamar dvicaturthayoh

guru sasthafica janiyat sesesvaniyamo matah/
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prayoge prayikam prahuh kehasvetadvakiu laksanam
lokehanustuviti khyatam tasyastaksarata mata//
According to this definition the fifth syllable of all quarters and the
seventh syllable of the second and the fourth quarters are laghu. But
the sixth number syllables of all quarters is guru and no fixed norm for

the other syllables of this metre. It is consisted with eight syllables in

each quarters. Various types of this metre are found, yet, the most com-

mon in use has eight syllables and is called Anustubh. This metre is

also called $loka metre and frequently used in Sanskrit works and plays.

The Ramayana and the Mahabharata are composed in this metre. More-

over the different authors of different times used this metre in their

works.

Some specialities areé found in respect of this metre according to

Navya system. There must not be used 'ma’ and 'na' ganas after the

first syllables in odd quarters and ‘ma’ and 'ja’' ganas also not applied

after the fourth syllable in said quarters. Again ‘ra'gana also not used

after the first syllable in this metre. Ksemendra says that this metre

should be used in composing works on Sastrakavya because it makes

the meaning clear.”*

Our author Rupa Goswami composed seven verses gl together in

———— —

182 of d5strarn kurydtprayatnena prasannarthamanustubha

yena sarvopakaraya yati suspastasetutam//
suvrttatilaka. (111). 6
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this metre
Those verses are—
Act. (1) xXix , XXXV
Act. (2) viii, xviii, XXXXXil
Act. (3) xviil
Act. (8) i

As an example of this metre is mentioned below—

tvadvértottaragi'tagumphftamukho venuh samantadbhut

tvadvesbcitas’ilpakalpanamayf sarva babhuva kriya /

tyannamani babhuvurasya surabhivrndani vrndatavi

radhe tvanmayavallfmaggalaghané jata'dya kamsadvisah //

Act. (lIt) 18

Arya-

Generally a verse in Sanskrit consists of four feet or quarters or padas.

Each pada is regulated either by a number of syllables or by a number

of Syllabic instance Of measures (Matras). The metres regulated by

aksaras are called vrita and those regulated by matras are called jatis.
a &

Arya is a variety of jati class which is common in Sanskrit works. As the

dis a

definition goes in the Chandomahijari that metre is called Arya where
inition

the first half of @ stanza should be consisted with seven ganas and the
e nrs

guru in the ast position and the first, third, fifth and seventh of these
I

seven ganas must not havé 'ja' gana respectively. In this metre the sixth

gana becomes jalin the second half of the said stanza. Some times
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na’ gana occurs with one laghu syllable in second half of the stanza.

In respect of yati Gangadasa Says that, in the first half of a stanza
there are four laghu syllable in the sixth ganas and yati exists before the
second laghu syllable while the four laghu syllable in the seven ganas

then yati falls after the sixth gana. In this way in the second half, if the

fifth gana possesses the four laghu syllable, the yali exists before the

first laghu syllable. Thus there are thirty matras inthe first half and twenty

seven matras in the second half of a stanza.”"®

Rapa Goswami composed six verses in total in this metre in the

Vidagdhamadhava. These verses are listed below—

Act. (1) xiii, xxii, Xxviii
Act (2) xxvi, XXX, XXXXXV

An example of this metre is—

raginamapi sukathoram suvrttamapi muhurudirnamalinyam /

yuvatinamiva phavarh nahi gufijaharamicchami //

Act. (ll) 39

183 cf “laksmaitat saptagal
sastho jasca nalaghu va prathamehardhe niyatamaryyayah//

sasthe dvitiyalét parake nale mukhalacca sayatipada niyamal/

caramehardhe pahcamake tasmadiha bhavati sastho lah"//

& gopeta bhavati neha visame jah/
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CHAPTER - il

EVOLUTION OF THE CONCEPT OF RADHA IN SANSKRIT

LITERATURE :

Radha occupies a significant place in the Sanskrit literature. Radha’s
character, has been described as an illustrious female character in the
whole range of Sanskrit literature. There is a gradual development of
the character of Radha and the Radha legend from the time of Hala
onwards. The early poems mostly lyrical in character, related to Radha
are of a secular nature. The various poems written on Radha’'s mental
stages give us a clear idea of a dedicated indian lady who has devoted
her love for Kysna. Radha appears more {o be a character of this world

than as divine personality in earlier Sanskrit poems. In the earlier stage

Radha’'s name is mentioned as a ordinary beloved of Krsna. When
Radha's name enters into the field of religion and philosophy, the sig-
hificance of the word of Radha is totally changed. If we read puranas
We can learn that R&dha’s character has not been mentioned in some

burapas. Among them we can first of all speak of Srimad




-

(187)

Bhagavatapurana. In this purdna it is mentioned that there was only
one gopi whom Krsna loved dearly. We can find a clear picture in this
regard through the following poem of srimad Bhagavatapurana.
anayaradhito nunam bhagavan haririsvarah /
yanno bihdya gobindah prito yamanayad rahah //

The word Radha has produced from the word anayaradhitah of this
verse. The word Radha may be explained in the following way— radhyate
ya s& radhd and aradhyate harill anaya So, the word anayaradhitah
priate for the word Radha. The second interpretation

Is said to be appro

i.e. arddhyate harih, also indicates the name of Radha. Because she

was the great devotee of Lord Visnu. In the Caitanya Caritamyta, Krsna

dasa Kaviraja gives his opinion regarding of the meaning of the word

Radha as follows—
krsnavaficapurti rupa kare aradhane /
ata eva radhika nama purane vakhane //?
The derivation of the word Radha has been found in a different way in

the Brahmavaivartapurana. It runs as follows—

raabdoccaranadbhakto rati muktim sudurlabham /
dhadabdoccarapaddurge dhavatyeva haref padam V&

According to this verse, the word Radha is divided into two parts viz.

1 Bhag. p—10.30. 28.
2 Caitanya critamyta”, “Vrajavuli Sahitya Mukur” p. 19
3 Brav, p.— praktikhanda— 48. 40. p. 507.
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v5' and ‘dhd. The word 'rd" stands for salvation and ‘dha’ stands for

‘visnudham'. So the poem interpretes that one can attains his goal of

salvation by pronouncing the word 'r& while he gain the ‘visnudhama
by singing the word ‘dh&.

Moreover, the word ‘Radha’ has been derived from the verd ‘radh’.

Which is in concordance with other religious sources. Radhopanisad

says that Radha is known as Hiadini Sakti of Lord Visnu. Visnupurana

describes the ‘Hiadini Sakti' as cited below-

hladini sandhint samvitvasyeka sarvasamsthitau /

hiadatapakari misra tvayi no gunavatrjite //*

R3dha's name has been mentioned in different works of the sanskrit

literature. For the first time We have found the name of Radha in the

works of Hala, a prakit poet of the early part of Christian era. When the

name of Radha has been known to the society, he introduced Radha as

a lover of Krsna through his work Gathasaptasati. In this respect we

can mention the following verse—

mukhamarutena tvarm krsna gorajo radhikaya apanayan /

etdsam vallavfnémanyésémapi gauravam harasi //°

In this verse he described that Krsna lovingly blows off the pollens

from Radha's €yes for which she became a source of jealousy for other
lovers of Krsna.

— .

4  vignpurdna- 1. 12. 69.

5 Gss. 1.89.p- 67
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Then we find the name of Radha in a holi dance described in a drama

named Balacarita written by Bhasa a famous dramatist who flourished

in the third century A.D. The name of Radhd is clearly mentioned in a

story of Paficatantra written by Visnu sarma in the fifth century A.D.

According to the description of the story the son of Tantuvaya, Krsna

enterd the palace of princes to whom he was attracted and said to her

that | had a wife, named Radna in my earlier birth at Gokula. So, due to
my great love | am coming 10 meet you'. cf.

‘Radha nama me pharya gopakula prasuta prathamasit. S3 tvamatra

avatirna tenahamatragatah

In the seventh or eight century AD, We fi nd the name of Radha in the

Nandiverse of a drama named Venpisarnhara written by Bhattanarayana.

He described Radha as a angry wom
¢ the time of Rasakrida.”

an who was disappointed by the

behaviour of Krgna a

Again, we have found the name of R&dhain a prakrt historical Kavya

hamed Gaudavaha composed by Vakpatiréja in eight century A.D. He

Composed a poem in his work where we find a description about the

otted by the nail marks of Radha.™

chest of Krsna which was sp
aw v __—-—-__—.-_-____

Paficatantra— Mitrabheda— 5. episode.
kelikupitamutsfjya rase rasam /

7 cf Kalindyah pulinest
hato srukalusam kamsadviso radhikam //

gacchant:manugacc
tapadasyodbhutaromodgate /

tatpadaprattmamves:
raksunno ' nunayah prasannadayxtadr;;tasya pusnatu vah //

ra— Nandiverse= 2.

—Venisamha
8 Guv1.22
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Dhvanika. the commentator of Dagdartipaka mentioned a verse of

Rudra where we find the name of Radha. The poem has been de-

scribed in such way-

nirmagnena maya’mbhasi smarabharadali samalingita /

kenalikamidarn tavadya kathitarh radhe mudha tamyasi //
ityutsvapnaparamparésu sayane $rutva vacah sangirnah /
savyajam sithilikrtah kamalay@ kanthagrahah patu vah //*

From the description of this verse we come to know that when Krsna

was sleeping accompanied bY his consort Laksmi of Kamala, he was

talking with Radha in his dream. He tries t0 console Radha who is dis-

appointed on Krsna due to his misbehaviour. He said that someone

had given a fake news to her about him, that he embraced a friend of

her while she was taking bath. Hearing these words from Krsna, Ka-

mal3 i.e. Laksmi move away from him. I this illustration the jealousy of

co-wife is expressed-

ineth century AD, Trivikramabhatta composed a poem on
R5dha-episode in his work Nalacampu in which he described Radha
asa parak‘l'yé heroine.

Vallabhadeva of Kashmira was 2 famous commentator of sanskrit
courtepics who flourished in the first part of the tenth century AD. He

also wrote 8 commentary on the Sisupalavadha of Maghapandita. in

e

g DR.iv.60.p.P 264-265.
10 N.C.P. as in SDS, p. 126
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the
fourth canto of the poem there occurs a word focaka’ in the verse

35; :
. To explain the word Yocaka’ Vallabhadeva quotes one of the oldest

vers : =
e. In this verse the name of Radha is clearly mentioned. The verse

's quoted below—

yo gopijanavallabhal kucatagavyébhogalavdhéspadam

chaya vatra viraktako vahugunascaruscaturhastakal /
Krsnah so’pi hatdsaydpyapahitah satyarm kaya'pyadya me
kirh radhe madhusudano nahi nahi pranapriyo locakah /™

Gangadasa a poet of tenth century AD composed a poem as an
Sxample of Rathoddhata Chanda in his work Chandomahjari. In this

Poem he describe R3dha as an ordinary cowherd lady who was deeply

N love with Krsna.
radhika dadhivilodane sthita k(gpaveaunfnadairathoddhata /
yamunari taganikui’ijamaﬁjasé s3 jagama salilahyticchalat //"

s verse, when Radh
e was S0 deeply involved in love with him that

According to thi 5 was churning milk she heard,

Kisna playing his flute. Sh
ended to fetch water from the Yamuna

i
N order to meet him she pret

bank
andra composed a work on dramaturgy named

Ramacadra and Guna ¢
twelve century AD. In this work we have

the Natyadarpana in eleventh
foung the reference of @ sanskrit drama named Radha-vipralambha

‘h-.,‘_-___

1 .,

1’ Sidupalabadha~4- 35
2 Chandomafijar— €xamp

p. 139.
le of Rathoddhata. p. 49.
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which was written most probably before 10" century AD."3

In 13 century AD, Sagaranandi wrote his work Nafakalaksana
ratnakosa where we find a reference of vithi type of drama named
Radha. The text book of this drama is not available at present.

Now, we are going to discuss about the concept of Radha from the

puranic literature to works of Riipa Goswami of the 16th century AD.

(a) CONCEPT OF RADHA IN THE PURANIC LITERATURE

After the Vedic age, the puranas are ruling the religious world of India.
The puranic literature brings about a religious concept in the minds of the
Indians. And because of this concept, the Indians worship various gods
and goddesses, such as Kali, Durga, Siva, Laksmii etc. The method of
their worship has also been adopted from these puranas. So we find that
Goddess Laksmil has appeared in the Visnupurana as the consort of Lord

Visnu and worship by people as Great Goddess. Thus the other Goddesses

like Durga, Swaraswati, Radha etc has got their places in the puranas.

However, Radha's character has not been found in each and every
purdna. Her name is mainly not mentioned in the three main puranas
viz. Sfimadbhagavatapurana, Vispupurana and the Kurmapurana, But
the Vispupurana, Kurmapurana and many other puranas discuss about

the concept of Sakti. These Sakti are the different qualities of Lord

13 Natyadarpana—p. 102
14 NLRK. p. 300.
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Visnu. The three Sakti of Lord are viz, hiadini, sandhini and samvid
and these are clearly described in the Visnupurana. So érikggga or Lord
Visnu is described as ‘Sacciddnanda’. ‘Sandhini’ is described as power
of sources, Samvid as power of knowledge, and through Hladini, Lord
Visnu seems to be the embodiment of Supreme anand and he spreads

this Enanda to his devotees. In this regard Caitanya Caritamita, it is
said-
saccid-anandamaya krsnera svarupa /
ataeva svarupa-sakti haya tinarupa //
snandarise hladini sadafise sandhini /
cidarise samvid yare jfiana kari mani /15
In this regard Visnpu purana also says as cf.—
hiadini sandhini samvitvasyeka sarvasamsthitau /
hiddatapakari misra tvayi no gunavarjite //°

But, the name of Radha has not been mentioned directly in this purana.
We find here the description of some other gopis. Among them the
one, for whom the Lord was greatly attracted. Krsna always was far
away from the other gopis in order to spent time with this beloved one.

Visnupurdna also describes in the following way-

——

15 “Caitanya caritamria”, “Vrajavuli Shitya Mukur’p. 22
16  Vispu purapa— 1. 12. 69.




atraopavisya sa tena kapi puspairalamkrta /
anyajanmani sarvatma visnurabhyrcito yaya /"’

Like the Vispupurana Radha's name has not been mentiond in the
Bhagavatapurana also. In the Bhagavatapurana there is a story which
tells us of the Rasakiida of Krsna-along with the gopis of Vrndévana.
Here also Krsna's attraction for one gopi was listed, whose name was
not mentioned here. It has been described in the Bhagavatapurana in

the following way—

anayaradhito nunam bhagavan haririsvarah /
yanno vihdya govindah prito yamanayad rahah//*®

Definitely she will be ‘aradhika’ of omnipotent Lord Visnu. So, he has
engrossed with love for her by leaving others. In this verse the word
Radha is explained as ‘aradhyate harif) anaya’.

Vrndavana has been mentioned as the place of union between Radha
and Krsna in the Bhagavatapurana. This purana also describes that the
bank of the river Yamuna was the union site of these two young lovers.

This purana describes Krsna as a ruler of Dvaraka.

In the Padmapurana Radha’s character has been attributed with a

philosophical significance. This purana presents Radha in this way

e ——

17 VP 513 38
18 Bhagp. 10. 30. 28
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vahirangaih prapancasya svamsairmayadisaktibhih /
antarangaistatha nityarm vibhitaistaiscidadibhif //
gopanaducyate gopl radhika krsnavallabha /

devi Krspamayi prokta radhika paradevata VA

According to this description the word ‘gopi’ does not mean the

Meaning of ‘cowherd lady’. The etymology of the word ‘gopt’ is derived
from ‘gopana’ or ‘rakgana’. So it is clear that Radha conceals this external

world with her s'akti i.e, Maya. This purana illustrate the immortal love of

Radha and Krsna by describing their unlimited desire not to part from
eachother, Moreover, this purana rightly describes Lord Krsna and Radha

as non different from each other [t has been described as follows~

s5 tu saksanmah@laksmi Kisno narayanah prabhuh /

naitayorvidyate bhedal svalpo'api munisattamah //*°

And thus, we find that both Sakti and Saktiman or Divine power and

their place are connected in such way that no one can part them from

each other. According to this purana Radha is one incarnation of the Lord.

This purana telis us that Durga, Visnu, Rudra, Krsna, Indra, Sag

Brahma, Savitri etc. are the different forms of the same Goddess

Radhika. So says in this purana-

———

19  pdmp patélakanda- 50, 51-52, p. 435.
20  pgmp patéla khanda— 50, 55. p- 433
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iyar durga hari rudrah krsnah Satru iyam saci /
savitriyarn harirbrahma dhumornasau yamo harify /%
In the Rgveda a description with the same information like this one
has been signified as cited below=
ekarn sad vipra bahudha vadantyagnim
yamam maétaridvanamahu /%

In this regard, we may mention another description of such view in

the Durgasaptasati when the demon Sambhil said to Durga thus-

palavalepadduste tvarm ma durge garvamavaha /
anyasam palamasritya yuddhyase yatimanini /%
“O you shrew Durga, don't be proud of your arrogance of strength;

you, who are exceedingly haughty, are fighting having based on the
strength of other goddesses”.

In reply Goddess Durga announced about herself in this way-
ckaivaharh jagatyatra dvitiya kd mamapara /
pasyaité dusta mayyeva vidantyo madvibhitayah /%

“| am indeed the only one here in this world, who else is the second

21 Pdmp patala khanda— 50. 56. p. 436.
22 RV.1.164.46

23 DSS- 10. 3. p. 140.

24 DSS.10.4.5.p. 140-141
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(goddess) one except me? O you wicked, behold, these (goddesses)

who are indeed my divine powers, entering into me”.

In this verse the word ‘vibhuti’ denote the meanig the creative power
of Goddess Durga. In the Durgasaptasati the Goddess Candika is
described as, her body consists of the entire powers of all the gods.

and she is adorned by all the gods and the great sages. cf.—
yasyah prabhavamatulam bhagavanananto /
brahma harasca nahi vaktumalam balamca //
sa candikakhilajagatparipalanaya /
nasaya casubhabhayasya matim karolu //#

“Whose immense majesty and strength are beyond the knowledge
of the Eternal Lord (visnu) Brahma and Siva may such Candika protect

the whole world and to dispel the fear of evils.”

Here it is described that the great Gods i.e. Brahma, Visnu and Rudra

are present to play subordinate role near the ‘Supreme Goddess'.

But, in the Padmapurana Radhika has been described as a powerful
form and Durga and a few other Goddesses have been imagined as
Radhika's form. Moreover in this purana, the devotees of R3dha have

tried to establish her as a dominating power of the Universe.

‘Devikrsnamayi prokta radhika para devata’this sloka clearly signifies

——

25 DSS4.4.p. 56
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that R&dh3 is the ‘Great Goddess’ who cannot part from the Lord Krsna.
S0, she is described as “kfggamayf’. She is the Great Power of the
Lord. Radha is mentioned as the hladinT sakti’ of Lord Krsna. According
to the Patsla Khanda of padmapurana the description of Radha as
hladinT sakti has been described as below—

tatah sa procyate vipra hiadintti manisibhifh /%

The word ‘hiadini’ suggest the meaning ‘Blissful character

(&nandamayatva) of the Supreme Being i.e. Parabrahma. in this way the

Padmapurana refers to Radha as the ‘Store-House of the Mayadi Sakti.
In the Brahmavaivartapuré'ga R3dha has been described in a totally

different way. In this purana we come accross the story of the birth of

R3dha and her sportive [i1a with Krsna. Here, the story of Radha and

Kggqa has been delineated differently from other purana literature. This

Purina came into existence probably in later period of the developemt of

the puranic lore- The touch of the popular tradition, cannot be totally ignored

According to an esta

e help of Sanskrit sources, Radha was a parakiya

in the legend. blished tradition which cannot be

corroborated with th
lady, a married woman who fell in love with Krsna. The Indian society has
never forgiven such an irregular Social norms in which the wife must not

resort to any infidelity, yet Radha engrossed in love with Krsna. She

became anxious by hearing the name of ‘Sydma’. Such love of Radh3

-

26 p.p. patdlakhanda~ 50.

54. p. 435.
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has been described by the poet Candidasa in a Bengali lyrical poem -
sai, keva sunaila syamanama
kanera bhitar diya,

marame pasila go.

akula karila mora prana.

According to the Brahmavaivartapurapa Radha was

ayonisambhava, though in the eyes of others, she was the daughter of

Vrsabhanu. 28 cf.

vrsabhanosca vaisyasya sa ca kanya babhuva ha /

ayonisa;ﬁbhavé devi vayugarbha kalavati //

This purana describes that Radha and Krsna lived in their Divine Abode

(Goloka), both of them descended on earth and was married. As Radh3

has been delineated as ayonisaribhava in this pirana, she possessed
‘Infinite Divine power - When Radha's so-called father Vrsabhanu settled

her marriage with Rayana, Radha created a false image of her and left it

in her original abode. This fictitious Radha was actually married to Rayana

While the real Radha was married to Lord Krsna in Vrnadavana.®

It has been described a8 Radha ayonisambhava, not born of any

—— it

27 Vrajavuli sahityd Mukur. p. 115

28 Bryp, praktikhande— 49. 37-35.p- 512.

29 ppp prakrtichanda~ 49. 39-40, 43-44.p. 512-513
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parent. Thi i
his reminds us a same reference fromthe Durgasaptasati that

devanam ké’ryasiddhyarthamévirbhavatf sa yada /

utpanneti tada loke s nityapyabhidhiyate Y/

In thi sna. it i ibed |
this purana, it 1s described In regard to Radha’s birth, once Krsna

desired to have sexual union and sO he divided his body into two halves
The right side of his body i$ Krsna and the left side is Radha. This stor;(
¢an be derived from the following passage -
riramsostasya jagatén'? patyustanmallikévane

tsarva tasya svecchamayasya ca /

icchaya ca bhavé

durge dvidharupo pabhuva sah

mardhanga ca radhika /3!

. etasminnantare
daksinamga ¢2 Srikrsno va
It has also been further <aid in this purana that all the maidens (gopis)

Who took part in the @58 kriga, emer

ged from the body of Radha and

orn from the body of Krsna. cf.

a
I the cowherds (gopas) P
dyo gopariganaganah /

upebhyalt 58

tasyasca Jomak
paiva ¢8@ tatsamah //

a vese
nakupebhyal sadyo gopagapo mune /
a vegegaiva ca

3
30 DSS. 1. 65. 66. 9
31 Brvp. prakitikhande” 8. 28. 242.
° Bnp. Brahmakhalde” 5. 40.

avirbabhuva rupeld

krsnasya 10
tatsamah //%




(201)

Another important feature of the character of Radha as narrated in
the Brahmavaivartapurana is that she is the presiding deity of
Agriculture. Though all of us think that Laksmi is the Goddess of
Agriculture and wealth, but in this purana Radha’s name is mentioned in
place of Laksmi. In this regard following passage may be mentioned.

cf,
tadarhsa martyalaksmisca grhinarica grhe grhe /
Sasyadhisthatrdevi ca sa eva grhadaivati // 3

Some puranas like Padma, Brahmavaivarta and Bhavisya purana say
that in the Radhastamivrata the Goddess has been described as
“sarvalaksmimayi devi para cfcchakﬁrﬁpiaf‘ and she is the Supreme
Power of Lord Krsna. Thus, in the Brahmavaivartapurana when we

observe Radha's character, we find that Radha is a Great Power from

whom the Lord also acquires his powers.

The Devibhagavata purdna is treated by the worshipers of Sakti as

one of the eighteen Mahapuranas. It glorifies Parvati under the name of

Devi at the expense of all the gods including Siva.

In the Gaudiya Vaignava religion, Radha is considered as a Great

Goddess. “sri radhdyai svaha' is the popular mantra to worship Radh3

through which they belive that, they can easily gain the spiritual goal.

e ——

33 Brp. prakitikhagda—48. 47
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A i - 5 :

ccording to this purana this mantra was told by Narayana to Narada

Nr3 - ' |
arayana tells his devotee that Krsna and all other gods recite this mantra

fi '

egularly in order to proceed smoothly to their spiritual goal.

Radha is elevated to the status of a regular Goddess of the Vaisnavas

In this purana. This purana depicts in this way—

krsnarccayam nadhikaro yato radharccanam vina /

vaisnavaih sakalaistasmat kartavyarh radhikarccanam />

This verse reflects the pelief of the followers of this sect and they

faithfully worship R&dha regularly as their deity.

In the Devibhagavata purana Radha is mentioned as the consort of
Krsna. Radha is the inherent power of the Lord, without whom, there is no

identity of Krsna. Here, we have found a new elymology of Radha. that-
radhoti sakalan kémérﬁstasmédrédheti Kirttita /
atroktanam manunéﬁca [sirasmyahameva ca /%

adha as the permanent dweller of Goloka in

This purana describes R
o to the world of mortals and took birth

heaven, But some how, she ¢&™

as the daughter of Vrgabhénu. gut the real fact i.e. of why she came to
aceful heaven was not mentioned in this

the world by leaving the pe

s due {0 ‘some’ reason (kenacit karanenaiva) cf.~

Purana. It simply s@

.

:4 D Bhag. IX 50. 16. P- 482
5 D Bhag. Ix 50. 18- P- 48
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kenacit karanenaiva radha vindavane vane /
vrsabhanusita jata golokasthayini sada //*°
Devibhigavata purana again describes Radha as the milaprakytiwho
emerged from the left side of Supreme Soul. When Lord Krsna wished

for creation, the miilaprakrti appeared in front of him and was divided

into five prakrtis, who played the most important role in the case of

creation.™”

It says—
“vogenatma srstividhoau dvidharupo vabhuva sah /
pumamsca daksinarddharigo vamarddha prakrtih smyta //

svecché'mayasveyacchayé ca dri Krspasya sisrksaya /
savvirbhilva sahasa milaprakrtirisvari //
tadajfiaya paficavidha systikarmavibhedika /
atha phaktanurodhadva bhaktanugrahavigraha //

According to the Sankhy philosophy of Kapila, the milaprakiti is the

principal cause of creation. It is described in the following way-

mﬁlaprakﬁirvikﬂirmahadédyab prakrtivikitayah saptah //38

Creation is possible through the pafica-tanmatra which is evolved from

36 D BhagIX. 50.43. p. 483
37 D.BhagIX. 1,9.12. 13. pp. 379, 360
38 Sarmkhyakériks— V. 2.p. 9.
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the Mulaprakiti.

The description of Radhd’'s emergence is mentioned in the
Devibhagavata purana as once the Supreme Soul Krsna created a
beautiful Goddess from his left halve of the body. Again He divided her
into two halves. The goddess of the left side was regarded as Devi
Laksmi and the goddess of the right side was as Devi Radha. The Lord
also divided himself into two halves. The four handed one was Narayana
and the other one was He i.e. Lord Himself. The Lord offered Laksmi
as the soul-mate in Nrayana's hand and accepted Radha as his own

consort. This description is found in following verses. cf.—
atha kalantare sa ca dvidharipa vabhiva ha /
vamarddhamgacca kamald daksiparddhaccha radhika //
etasminnantare Krspo dvidharupo vabhiiva saf /
daksindrddhasca dvibhiijd vamarddhasca caturbhtjah /
uvaca vagim Krspantdm tvamasya kamini bhava /
atraiva maninT radh@a tava bhadrarm bhavisyati //>

This puréina also tells us that, Radha became angry on Susil, a gopi
of Goloka who deeply involved in love with Krsna. One day when Radha
saw that Susila was sitting on the lap of Krsna, Radha became furious

and she cursed Susila for her misconduct.

39 D.Bhag. X 2.54.55.56.p. 385
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We have also found in this purana that, Radha, in order to get Krsna
as her husband performed Durga pdja for thousands of Divine years.

Moreover Narayana has praised Radha as the mother of the Universe.
We have also got the information in this purana that the goddess, like

Durg3, Saraswati, Garigd, Padmavati, Savitri, Laksmi were the synonym

of Goddess Radhika.

Mahabhagavatapurana :
As a fact we have also found that Radha still plays the leading role in
the Rasasport as per as descried in the Mahéabhagavatapurapa. From

the stories of Padmapurapa it has been cleared to us that originally

Radha and Krsna lived in Golokdhama and descended to the earth.

The Mah@bhagavata verifies that Radha and Krspa roamed about in

Vrndavana and as a fact Krgna through his melodious flute invited all
the gopis of Vrndavana. We have found in this purana that when the

Risa Krida stepped in its climax then Radha and Krsna vanished

together to the much depression of the other gopis. This purana

describes that the eight forms of Radha and Krsna are same to the

eight forms of Siva.
This purana narrates that Radha and Krsna are the incarnation of Siva

and Parvati. Once Siva being attracted by Parvati's mesmerized beauty

extended his desired t0 incarnation as woman. And so he expressed

his desire to parvati and told her to become his husband. Parvati, in
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order to fulfill her husband's desire she in her Bhadrakali form born in
the earth as Krsna and diva as Radha. Siva's eight forms took
incarnations respectively as Krsna's wives. All the Bhairavas of Siva
born as gopis of Vrndavana. The two friends of Parvati i.e. Jaya and
Vijaya took birth as Sudama and didama, friends of Krsna, Lord Visnu
also took birth in two forms like Balarama and Arjuna, the third pandava

of Candravarisa, and dearest friend of Krsna.

In this purdna we find the mysterious and magnificiant story of the

parents of Krsna. In their former life they were the father and mother of

gods in the form of Kasyapa and Aditi. As per as this purana we have

found that they were longing and praying to have Goddess Parvati as

their child. And Goddess also blessed them with a boon would appear

on earth as Krsna and that they would be her parents. This story of Aditi
and Kasyapa is depicted in the srikrsnajanmakhnda of
Brahmavaivartapurana that—

Kkasyapo asudevasca devamata ca devaki /

pgwapugyaphalenafva praptub Sriharim sutam //%

When Parvatiin her Bhadrakali form took birth as Krsna, she as per ag

being desired and prayed by Devaki showed them her real form as Krsna

and Durga respectively. At that time Vasudeva also eulogised her."

e
40 Brvp. Sriksnajanma

41 cof mBhag. 50. 89. 92.

khanda. 7. 4.p- 72.
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On the otherhand Siva was born as Radha, the daughter of Vrsabhanu.
This purana describes that Radha married a young man of Vraja, named
Rayana. But Siva's behaviour was in same for Parvati (Krsna) in the
rebirth of him as Radha. Because Radha (S;iva) used to go to the house

of Krsna, the one with the lotus eyes, took him in her lap and gazed at
his face with great love. This purana also narrats that Krsna, Valarama

o L |
and other two friends of them Sudama and Sridama playing all games

in the Vrndavana.
The Rasa-krida of Krsna with Radha and other gopis in a full moon

night of autumnal season is also described in this purana (chapter 53).

Moreover we have found a description Parvati's incarnation as Krsna

to remove all the devils from the earth. Thus it has been established in

this purana that R5dha is the inherent power of Lord Krsna and she is

the Goddess of all the gods and goddesses.

(b) PLACE OF RADHA IN THE GITAGOVINDA

Besides the Puranic Literature we have found some classical literary

works wherein the story of Radha and Krsna is delineated. In this regard,

Hala's Gathasaptasati and Jayadeva's Gitagovinda may be mentioned,

Gathasaptasatiis a prakit work whereas the Gitagovinda is a devotiona|

lyric composed in classical Sanskrit. In this lyrical poem, sportive activities

of Radha and Krsna as well as the immortal love is beautifully delineateq.

It is a mixture of semi-dramatic form and intensely lyrical poetry.
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This poem is divided into rwelve sargas or cantos and each canto is

prefaced by an introductory verse narrating the situation or the

background of the scene to follow. The author ends each canto with a

beautiful verse on the Lord. The actual scene is narrated in two or three

lyrics tuned with ragas and talas. These are expression of erotic

conditional moods of Radha and Krgna. In fact, this lyrical poem bears

all the characteristics of a love poem composed in classical Sanskrit
which mainly deals with the union, separation and reunion of lovers.
(lywe have found that Rédha Kisses the cheeks

In one place of the canto
of Krsna out of her intense ernotion. Jayadeva depicts this scene by

mbhoga Smgare. O
man who Was always
at all the relation of Krsna with other girls. And

n the otherhand, the poet describes

delineating the sa
jealous of the other beloved

R3dha, as a jealous WO

of Krsna. She can't tolerate

leaves the soene out of jealousy and anger and conceals

that is why she
of creepers. Jayadeva describes it

place of a grové

herself in a secluded
nto of G:tagovmda as follows—

in the second (2nd) ¢@
e radha sé'dh‘a'ragrapraaaye harou /

viharati van
vasena gata 'nyatah /

vigalitanuotkarsad irsya

guﬁjanamadhuvratamaggalr /

idapi jatakufije

kvaci
lina ding pyuvaca rahah sakhim //%

mukharas:khare

S

42 oG oanto2 1.5
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Though her behaviour to Krsna was like this, she told about her deep
love for him to her friends. She loved him so much that she satisfied

herself by telling her friends about his beauty. Radha describes Krsna's

beauty in the following manner.

candrakacérumayuraéikhagqakama{?dalavalayitakes'am /

pracurapurandaradhanuranuraﬁjitameduramudirasuvesfam 4

gopakadambanitambavati’mukhacumbanalambhitalobham /

bandhuj;’vamadhuré'dharapallavamullasitasmitasobham /A

The scene where Radha kisses Krsna in an amorous mood is an

example of sambhoga drigara rasa and other one when Radha parted

from Krsna for sometime is an example of vipralambha S'!ﬁg'a‘ra rasa.

In Sanskrit literature there is an adequate analysis of different types
of love. Bharata and his followes have classified Srigara-rasa or

Amorous sentiment broadly into two groups : sambhoga (love in union)

and vipralambha (love in separation) srigara rasa. In sambhoga

e union of the lovers d
krit works from the Ancient India. The work

‘a5 inates t i
Smgara rasa, th ominates the sentiment. It appears

in the different Sans

of Jayadeva pears a clear evidence of this.

Gitagovinda

There are four tyP€S of sub-divisions of vipralambha srigara rasa

Viz pirvardga vipralambha.

.

43 GG canto 2. 34~F 61

mana-vipralambha, pravasa vipralambha
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Though her behaviour to Krsna was like this, she told about her deep
love for him to her friends. She loved him so much that she satisfied

herself by telling her friends about his beauty. Radha describes Krsna's

beauty in the following manner.

candrakacé’rumayuras.'ikhaggiakamapcjalavalayitakes’am /

pracurapurandaradhanuranuraﬁjftameduramudirasuves’am /

90pakadambanitambavati'mukhacumbanalambhftalobham /

am /4

bandhujfvamadhuré'dharapallavamullasitasmftasobh

The scene where Radha kisses Krsna in an amorous mood is an

example of sambhoga Sirigara rasa and other one when Réadha parted

from Krsna for sometime is an example of vipralambha $migara rasa.

In Sanskrit literature there is an adequate analysis of different types

‘ [ 0
of love, Bharata and his followes have classified Srngara-rasa or

roups : sambhoga (love in union)

Amorous sentiment broadly intotwo g
gara rasa. In sambhoga

and vjpralambha (love in separation) sri
fthe lovers dominates the
s from the Ancient India. The work,

Srigara rasa, the union © sentiment. It appears

In the different Sanskrit work
r evidence of this.

Gitagovinda of Jayadeva pears a clea
b-divisions of vipralambha sfmgara rasa

There are four types of SU
ralambha, pravasa vipralambhg

Viz piirvaraga vipralambha, mana-vip

'N.._‘-___ /
43 GG canto 2. 3.4-p- 61
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and Karuna vipralambha. These are described in the following line in

the Sahityadarpanah. cf-

“saca pGrvarégam'a'naprav‘ésakaruqétmakascaturdhé syat.”

The other Alarmkarikas have also accepted these four kinds of

Vipralambha srigara rasa. Among them, piirva-raga-vipralambha, the

incipient love arises from the eagerness of the lovers. This eagerness

arises, when the lover seé his beloved or by hearing the beauty or virtue

of her or his.

Mana-vipralambha 18 caused by abhimana or jealousy on the part
of the heroine which keeps her away from her beloved for some time.
re and hardly produces any serious

This state of mind is temporary in natu

Consequence.
m the separtion of lovers wherein

bha is aroused fro

Pravasa vipralam
and lives in a far off land. Hence, creating a

Ohe of them moves away
he lovers. [N karuna vipralambha, a

overs became pathetic. Such

Situation is create
cursed by some gods or

Vipralambha is sometimes

Sages.
his work that Radha's vipralambha

But Jayadev . .
y Jealousy and pride. Again Jayadeva

t.
Sthigara rasa took pla

S

4 gp. 3 187.p- 106
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desari - =
escribes Radha as a great woman in his work. Though Radha is jealous

of Krsna's behaviour and keeps herself away from him, she is so deeply

involved in love with him that each and every moment she is on

describing his beauty and never blame him. So, Radha tells her friends

that “Krsna's love for other gopis was increasing day by day. She tells

that Krsna has adopted the nature of loving the other gopis besides

her. And that is why she doesnot want to remember him. But her mind

Creats an obstacle for doing so thing. Though she didnot want to

remember him, her mind brings about some flashback memory of him

His behaviour and character attracted her towards him™®

he vibhava, anubhava and

According to sanskrit poeticians,
a very important role in the consummation of Rasa

Vyabhicaribhava play
ava is the principal and final stage of the

Among them vyabhicaribh
q Kaviirdja indicates the different kinds

development of Rasa. vidvanath
s of $rigara ras@ (t
itation), dainy@ (miserable state) sSrama (fatigue)

(indifference), dvega (29
uliness) augraya (irritation) moha (infatuation)

Mada (intoxication) Jagata (d
(dream) apasmara (forgetfulness)

vivoghaly (awakening) svapna
) unmada (mad
gence) vyadhi (disease) santrasa (terror) /ajj5

s) sarika ;
autsukya (eagerness ness) sarika (apprehension) smyt;

(reminiscence) mati (intell
(bashfulness) harsé (joy) @8

.

465 GG 2 10

iya (jealousy) dhiti (patience) capa/ayz
a
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r _ . | o
(restlessness) glani (exhaustion) cinta (anxiety) vitarka (judgement)

visa A
isada (dejection)“ etc. AmMONg these, four kinds of vyabhicaribhavas

. e {a .
e. autsukya, visada, cinta and vitarka are the important states of mind

which aggravate in love lorn condition.

autsukya in this way-when a lover

Vidvanatha Kaviraja describes
due to the eagerness in order to meet her/his

become impatience

beloved, it is called autsukya.™ cf.

f-?!fénavépterautsukyaﬁ? kélakgepésahfgputé /
cittatépatvarésvedadfrghanibsvasfté’dfk(t /

g gutsukya In his work by the following

Jayadeva describes Radha

verse—

kathitasamaye’pf harirahaha @ yayau vanarm/

' alamidamamal

m sakh?janavacanavaﬁcité //48

arupamapf yauvanam

miha darana

Vidvanatha Kaviraja defines visada in the following manner
upéyébha’vaja nma tu w':sédaig sattvasamk§aya@ /
nihsvésocohvésahﬂfépasahéyénve.Sa?éd"kﬁa 7

-

46 sp, 3. 141.p- 99
47 sp. 3. 159.p- 190
48 GG 7.3 p 137

49 sp. 3. 167.p- 102
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‘Visada' arises in the minds of two lovers when they donot get the

chance to meet eachother. Radha's Visdda is described as follows~—

mama maranameva varamiti vitathaketana /

kimiti visahami virah@nalamacetana // ™%

‘Cintd is the anxiety due to not obtaining the desired thing. It produces

emptiness, heavy sighing, mental agony etc. Jayadeva describes

Radha's cintd in his work as cited below=

mamahaha vidhurayati madhuramadhuyamini /

kapi harimanubhavati krtasukstakamini // 51

gement whenever any confusion arises in the minds

‘Tarka' is the jud
of lovers. It is accompanied by the srowning, movement of the head
explains it in this way-

and fingers. Vidvanatha Kavirdja

tarkovicarall saﬁdehédbhrﬁéiroaﬁgulfnaﬂtakap /52

Jayadeva gives an example of tarka in case of Radha thus—~
tatkin kamapi kémfn!'mabhisgta{? kim va kal&kelibhir
dhubhirandhakéﬂpi vanabhyarne kimudbhramyatis

gapi pathi prasthatumevaksamah

baddho ban

kantah kléntamané’ mana

.

5% GG 75p 138
51 GG 7.6.p 139
52 sp. 3 171.p. 104
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Samketﬂ(ﬁamaﬁjuvaﬁjulalatékuﬁje’pi yanné’gatah//‘ 53

rom the above description We find that the poet Jayadeva has painted
&

th . i - =
e portrait of Radha which tells us that Radhawas a utkanthita heroi
G ow ne.

Depending on the psychologicai conditions in refation to the hero, th
| , the

d by the Sanskrit poet
ita, kalahéntan’té, yasakasajja, abhisarika

heroi - icians i
roines are divide icians into different kinds. They

can be named as— utkanil
Vipralabdha, khandita, progitabhart{k'é and svadhinabhartrka
inda paints Radh

4 heroine is called utkanthita when she

Jayadeva in his Gtago” 5 as varied kinds of Naylka

According to Séhftyadafpafi’a'

s disappointed by 1€ non-arniva
5. Viévanatha Kaviraja defines as—

| of her beloved due to some

unexpected Ci
tum krtacitto’pf dafvé'nné'ya”ﬁ cetpriyah/

parta virahotka

agan
tadné'gamadul]k nthita tu sa /%
kasajja lady is one who adequately

q vasa

Visvanatha Kaviraja says
iate dresses and apparels with a kee
n

decorates herself with apProP’
over in @ ghort time- He defines in Sahityadarpanah

desire to meet €' |

in the following Man""
iiite yasavesmani/

i yasyah 8
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sa tu vasakasajja syadviditapriyasarhgama //°°

Jayadeva has beautifully and vividly portrays Radha as vasakasajja

NZyika in the 6th canto of Gitagovinda, Jayadeva has describes Radha’s

condition as a vasakasajja heroine in the following manner—

(i) tvaritamupeti na kathamabhisaram /

haririti vadati sakhimanuvaram //
(ii) bhavati vilambini vigalitalajja /
vilapati roditi vasakasajfa / %6
The heroine who used to send a lady messenger to her lover for

union but her lover rejects it then that heroine becomes as vasakasajja.

The author portrays his heroiné Radha as a typical vasakasajja lady
again in the following verse-
arigesvabharanarh karoti bahusah patre’pi saficarini /
praptam tvam parisankate vitanute sayyam cifarfv dhyayati /
ityékalpavikalpataIparacanésarﬁkalpalﬂés’ata /
vy&saktapi vina tvaya varatanurnaisa nisam nesyati /7

In the Gitagovinda, we find that, the lady messenger externally

55 SD 85.p. 81

56 (i) GG 6.6.p. 130
(i) ibid 6. 8. p. 131

57 GG 6.11.p. 132
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describes Radha beautifully dressed and waiting for her lover.

Jayadeva describes Radha as a svadhinabhartrka heroine also in
his work. A heroine, who can keep her lover under the contro! of her
hands is called svadhinabhartrka. Radha is presented as a

svadhinabhartrka heroine in the first verse of 12th canto of Gitagovinda
cf-
gatavati sakhivinde’'mandatrapabharanirbhara /
smaraparavasakitasphitasmitasnapitadharam //
sarasamanasarm drstava radham muhurnavapallava /
prasavasayane niksiptaksimuvaca harih priyam //%®

In this way Radha is described sometimes as khandita, sometimes
as vipralavdha in the Gitagovinda, Besides these, she has been
described as tdmasi abhisarika. So far as the abhisarika heroine is
concerned, it is divided into two types viz, fyotsni and tamasi, are found
in the Ujjalanilamani of Ripa Goswami.

Thus, at the end of the kavya, we have found that, through the union
of Radh3 and Krsna Jayadeva gives the importance on sambhoga
Srigara in his description.

(c) RADHA IN THE SRIKRSNAKARNAMRTA :

£
We have found some devotional poem in Srfkfgrgakamémrta which

58 GG12.1.p. 216
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are dedicated to Radha and Krsna. These poems are composed in a

lyrical manner where the imagination of poet was adequatly manifested.

The poet Lilasuka portrait a clear picture of unsettled mind of the

lovers in his work. Lovers have @ world of their own. The lovers who are

deeply involved in love, sometimes seem to forget about everything

else around them. They, for once seem to forget the world completely.

So, he has described the same cpndltlon for Radha and Krgna who are

involved in deep love, in the following verse—

radha punatu jagadacyutadattacitté'

manthanamékalayatf dadhiriktapatre /

stanastavakaoaﬁcalaloladfggfr

tasyah

devo’pi doha
as described that Radha was attracted to Krsna

In this verse the poet

that she completly forget about the reality. Due to such

in such way
nd, she absently chumns the curd in an empty vessel.

condition of her Ml
me condition of mind and thus he wrongly fas-

Krsna also ha$ the sa
bull instead of ¢co
ology of an absentminded lovers.

tened the w for milking. This is an appropriate ex-

ample of psych
is a devotional lyric poem where the imagination

Stikrspakarmam!ta
t reached the extreme point. in this lyrical poem, sometimes

of the poe
we find an innovative gescription that Radha, consort of Krsna identifyed

J
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with Laksm, the consort of Vignu. Krsna is a form of Visnu and so, hig

beloved Radha has been also described as synonyam of Laksmi. Thig

description is clear from the following verse =

tejase’stu namo dhenupaline lokapaline /
fom o 2 &0
radha payodharotsarigasayine dosasayine //
= a5 Wi i1 is com
it implies that the identification of Radha with Laksmi | pared tq

adha is described as the
h all of us think that Laksmi is the

= residing deit
a story of purana where R P g detty of

Agriculture in place of Lakgmii thoud

presiding deity of Agriculture.™’
Poet Lilasuka described Radha as a heroine who 18 suffering frop,
the stage of cinta. Vidvanatha Kaviraja describes the vyabhicaribhaygg

of §rngararasa as followes—
nirvedavegadainyasramamadajagata augrayamohau vivodhay ;
Svapnépasméragarvé maraaamalasatémarganidrévahitthéb /
autsukayonmadasankah smitimatisahita vyadhisarntrasalajja /
harsasiiyavisadah sadhrticapalata glé'nfcinté'vftarké{? as

Among these vyabhicaribhavas autsukya, visada, cintd and vitar,

are four important states of mind which aggravate the lover's ming.

Vidvanatha Kavirdja defines ‘cintd’ in his work as—

60 Skrk. 1.75.p. 39.
61 Brvp. prakitikhanda. 48. 47.
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dhyanarh cintd hitanaptel siinyatasvasatapakit /°

Cinta is described a mental anxiety for not attaining the desired thing

which produces emptiness, sighing and mental agony.

Lilisuka describe the cinta of Radha through the foliowing verse—

astokasmitabharaméyatéyaté’kgarﬁ

nfbs’egastanam(ditam vrajéﬁganébhf@ /

nﬂgh}'mastavakitan‘ﬂakéntidhéram
ahaste /%

m tribhuvanasundaran’: m

drsyasa
We have found that in the eyes of the poets Radha is an intelligent

and accomplish lady who can effectively play upon puns. Though Radha
is an uneducated lady in modern sense there is no lake of clearness

he character of Radha.

and inteligence in t
ribed Radha as @ dhira and gambhira heroine in

Lilasuka again desc
anxiety, Krsha said that— ‘you are the dhira

his work. Seeing Radha’s
Il cowherds ladies of Vraja— you should

and gambhira lady among the 2

ot be fickle in such wa¥, YO frie
come such unsteady. No other friends of yours is

nds try their best to understand you,

however, why you P€
res Thus through the character of Krsna, Lilasuka

as unsteady as you ar®:
f Radha as a gambhira and anxious lady

tries to present the nature ©
escribe Radha as dhirad and gambhira

o

63 sp, 3 170.p 19%
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lady in the ujjvalanilamani.®

In sanskrit poetics, there is a vast description about different types of
heroine including married ladies and adequately mentioned their name
according to their nature.

According to this process we have found the name of these heroine
as utkanthitd, kalahantarita, vasakasajja, vipralabdha etc. The poet
Lilasuka also beautifully depicts the vivid picture of the different types
of heroine in his work in regards of Radha. Visvanatha Kavirdja ad-
equately describes the nature and characteristics of the heroines in his
work. He defines kalahantarita heroine as cited below—

catukaramapi prananatharm rosadapasya ya /
pascattapamavapnoti kalahantarité tu sa // 67

This types of ladies known as kalahantarita who quarrel with their
husbands and remain separated while sleeping on the same bed. After
this situation she regrets herself for her misconduct.

Now coming to the Shk(gqakamémﬂa we find that the author portrait
his heroine Radha as a kalahantorita lady in the following poem.

he deva he dayita he bhuvanaikabandho
he krsna he capala he karunaikasindho /

he néatha he ramana he nayanabhirama

66 UN- Riadhaprakarana. 39. 40. p. 90.
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ha ha kada nu bhavitasi padarm drsorme /%

O’ Lord when will thy come before my eyes. you are so kind, you are

only friend of the whole world, O Krsna, you are fikle, you are the only

occean of pathos, O natha, you are lover, you are the gracefulness of

our eyes.

After the disappearance of Krsna the fainted Radha woke up by hear-

ing the sound of Krsna's anklet and started to search for him and when

she didnot find him she thought that He must be with some other gopies.

And like this, the anxious Ridha sometimes prayed him, sometime con-

demned Him and in another time insulted Him. With the thought that
Krsna might be spending time with other gopies she droved him away.
e became anxious and started to

Again after not having seen Him sh

pray to find Him.™
According t0 Sahityadarpana @ heroine is called utkanthitd when
she became disappointed by the non-arrival of her beloved due to some

d circumstances: So, Visvanatha Kavirdja defines this

Unexpecte

utkanthita heroine as—
agantur krtacitto'pi daivannayati cetpriyah/
rta wfrahottk‘en:r,tb.‘té~ tu sa /7

tadnégamaduf}khg

cribed the condition of Radha as a utkanthita heroine

Lilasuka des

- 65
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and sings the following way-
vaksahsthale ca vipulam nayanolpale ca
mandasmite ca mrdulam madajalpite ca /
pimbadhare ca madhurarin muralirave ca
palar vilasanidhimakalaye kada nu /7
Due to her pang of separation from Krsna Radha totaly lost her men-
tal balance and said to her friend that when shall | see my lover
Vilasanidhi and Syamakisora Krsna and embraced him. when shall |
enjoy the graceful glance of him and hear the sweet fune of his flute.
S?ik;gpakarnémﬁa is a complete devotional poem of Lilasuka. so
Lilasuka beautifully delineated his devotion and great desire to see Lord

Krsna through the description of Radha’s character in his work.

(d) PLACE OF RADHA IN SANSKRIT DRAMA

Since ancient times Radha's hame is associated with Indian culture.

We have also seen that Radha's name is mentioned in the folk literature

as well as in classical literature although in a brief manner. But in the

dramatic composition we find that, the episode of Radha and Krsna

has been significantly started in the benedictory verse of the

Venisarhhara composed by Bhattanarayana. In this verse, it is stated

that Krsna follows Radhika for pacifying her when she walked off on the

sandy bank of the Kalindi, giving up all interest in the Rasa-dance and

71 Skrk. 66.p. 108.
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with her face sullied with tears. And when Radhika saw Krspa putting

His steps on the foot-prints of hers then she became well-pleased. cf.
Kalindyah pulinesu kelikupitamutstjya rase rasam
gacchanti’manugacchatc;’s'rukalugém kamsadvisu radikam
tatpédapratimanives’ftapadasyodbh&taromodgate—
raksunno’nunayal prasannadayitadrstasya pusnatu vah/

Besides this, few references have been found in the dramaturgical works
like Natyadarpana, of Ramacandra and Gunachandra, Bhavaprakasana
of Saradatanaya, Né’;akalakgagaratnakos'a of Sagaranandi,
Alamkarakaustabha of kavikarnapura, about works dealing with the story
of Radha. However, full treatment of Radha's story in dramatical form has
been written in the 16" century AD by the Vaignava poet Sri Riipa Goswarni,
ple of SiTCaitanyadeva, the Vaignavaguru. His main dramas

He was the disci

are Danakelikaumudi, Vidagdhamadhava and Lalitamadhava. Besides

these three dramas, the character of Radha is elaborately treated in his two

works on poetics and dramaturgy namely the Haribhaktirasamitasindhu
and Ujjvalanilamani.
(i) Radha in the Danakelikaumudi :

Among the three dramas of Ripa Goswami the Danakelikaumudr is

a bhanika type of upartipaka. Though the drama is composed in one |

act we find that the story of Radha has been beautifully described in

this play. The tittle of this play illustrate the danalila’s episode of the
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Radha legend. According to the story of the play, Radha along with her
friend were carrying the pitchers of the ghee to the sacrificial place near
Govindakunda where Vasudeva was performing the sacrifice.
Paurnamasi came to know from Nandimukhi that Krsna along with his
friends was also turning up there. Due to pranks of his youthful, Krsna
came in the way of Radha and created obstacle for her by demanding
tax from her as the Lord of Vindavana. But Radha refused to pay the
tax. And that is why they quarreled for a long time. Lalita and Visakha,
friends of Radha, took the side of Radha whereas Suvala and
Madhumangala took the side of Krsna. But the elderly Paurnamasi was

able to handle the quarrel. She said that Radha herself was an appropriate

and beautiful tax for Krsna.

But in the Padavali-literature of Candidasa and Vidyapati, this story
has been described in another way. They narrate that Radha and her
friends always went to the Market of Mathura to sell milk and other dairy
products. One day Krsna appeared in front of Radha as a dani and his
intentions were to clear the toll (sulka) from Radha. Dramatist Riipa
Goswami has painted Radha as a Parakiya heroine in his
Danakelikaumudi. Though Radha ofﬁcially married to someone else
her heart still beats for Krsna. In order to be not humiliated by the society

Radha was always aware of her character.”

72 Dk. Paragraph— 189-191, P. §7-58.
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Vinda admiring Radha’s natural beauty, said that by adding all the

beauties of Krsna's lovers, Radh3 had her beauty and glance.”™ So,

Krsna has deep love for Radha only. We have found in same sense in
the words of king Dusyanta in the Abhijfidnasakuntalam that—
citre nivesya parikalpitasattvayoga /
rapoccayena manasa vidhina krta nu //
striratnasrstirapara pratibhati sa me /
dhaturbibhutvamanucintya vapusca tasyah /™
The dramatist has described Radh3 as an intelligent and brilliant girl.

Because she could speak both the languages, Sanskrit and prakrt

eloquently.

Rupa Goswami has depicted the excellent beauty of Radha with

great poetic fervour in his play as cited below.

Seyam mugdhe dikharadasana padmaragadharausthi /

rajanmukta smitamadhurima candrakantasyavimba //

uddiptendropalakacarucih pasya hiradhiketi /
tyaktuﬁ’r yukta nakila tarupiratnamald mahistha /46

Her teeth were sharp, her lips were as beautiful as ruby, her smile

73 DK-51P 16
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was as glowing as a pearl, she is described as how a chain made of

pearl is the best, she was also the best of all the womenfolk. Her face

was like the moon and her hair was silky and lusterous as the sapphire.

In Ripa Goswami's composition, the description of Radha’s beauty

has reached the extreme limit. We can say this, because, we find that in

one of the verses of Danakelikaumudl 7 Radha's body parts has been

compared to that of Lord Siva. He describes that the forehead of Radha

is like the moon in diva's head. The expression in Siva’s eyes while

burning Cupid were the same a8 that of Radha who was always raged
in search for Krsna. Radha's beauty spread over her body resembles

y of pMahadeva. Then Krsna request Radha to

the ashes in the bod
embrace him as Siva has the great serpants on his chest.””®
ion of the coronation of

Ripa Goswami gives an elaboraté descripti
svana.”’ A gorgeous description of the

Radha’ in the throne of vindav
he mouths of Vinda, Nandimukhi, Citra, Lalita etc.

Where in five goddesse® including Sarasvatl W

jikaumudi, W€ h

coronation is put in !
ere present.

ave come-across some of the

In the play Danake
n of RUpa Goswami. As an example~ we

Stories from the imaginat®
nt of flute had taken place in the

how the incide

have found that
also s0Me rela

, ting episode has taken place
Vidagdhamadhava: |

e
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in the Danakelikaumudi. Once Radha was playing dice with her lover
Krsna. Suddenly, Lalita friend of Radha, falsely announced that Radha
won the game and she snatch away the flute from Krsna. But Krsna
didnot even realized an ihch about what was happening around him and

so he didnot speak.”®
And that is how Ripa Goswami has elaborated Radha’s character in

to a fruitful manner.
(ii) Radha in the Vidagdhamadhava

Vidagdhaméadhava is a seven Acts play consisting the description
of the story of union between Radha and Krsna. In this play we get a full
version on about Radha’s disappointment. Radha passes a long period
through suffering suspenses and anxiety till she is finally united with her
beloved Krsna. In this play R&dha has been described as a parakiya
lady. Though she was officially married to Abhimanyu she still loved

Krspa whole heartedly. The dramatist has delineated the different
characteristics of Radha in this play.

Ripa Goswami has portrayed Radn as a clever and fully developed
woman. Some of the dialogues of the character of Radha in the
Vidagdhamadhava bear the clear sign of Radha's super-itelligence.

R5dha, the heroine of Vidagdhamadhava, can fluently speak Sanskrit

78 DK —para— 268, P-82
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as well as prakrt as she did in Danakelikaumudi. Though Radh3a loved
Krsna whole heartedly, she sometimes get frustrated with his odd

behaviour. So, she blamed Kysna for this mental condition of her. As an
example we can give the following verse—
grhantahkhelantyo nijasahajavalyasya valanad
bhadram bhadram va kimapi nahi janimahi manak /
vayarh neturh yuktah kathamsaranam kamapi dasarm
kathari va nyayya te prathayitumudasihapadavim /7°
“As a child we had played inside our home, unknown about the truth

of life and not able to decide what was good or bad. Why did you keep

us all helpless, why? why was it so important for you at that time to leave
us unconcerned and passive?”

Again, Rupa Goswami depicts the different conditions of the heroine
as described by Sanskrit poeticians, such as abhisarika, vasakasajja,
vipralavdhd, kalahant, utkanthita, khandita etc.

In the fourth act of the play, the poet describes Radha as an Aphisarika

heroine. In his work Sahityadarpapa, Visvanatha Kaviraja hag described

the character of abhisarika heroine in the following way-

abhisarayate kdntam ya manmathavasamvads /

79 VM2 46.F. 86
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svayam vabhisaratyega dhirairuktabhisarika /%

When a heroine goes out to meet her lover at that place of assignation

or makes the hero came to that place, she is called a abhisarika heroine.

In the drama Vidagdhamadhava Radha’s beautiful nature as an

abhisarikd lady has been described as cited below-
timiramasibhih sanvitarigayah kadamvavanantare
sakhi muraripu punyatmanah sarantyabhisarikah.
tava tu parito vidyudvarpastanudyuli sicayo
hari hari ghanadhvé’ntényetéb svavairipi bhindate.™

“After applying the evening massage and some cosmatics on their
faces, the abhisarikas went upto the Krgna in the Kadamva forest. The

brightness of your body is the only thing that shines up like a thunder in

the darkness.”

The Maithili poet, Vidyapati has described the bravery of the abhisarika

heroine in his work Vaispva Padavalfin the following way-
nisi nisiare bhaya bhima bhujarigama jaladhara vijuri ujora /

taruna timira nisi taio calasi jasi vada sakhi sahasa tora. //%2

80 SD.3.76 P79
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“In the darkness of the night we find many nightmares and dangerous
serpent itself. The lightening of thunder in the heavily clouded sky, the
night and the darkness are becoming thiker, and where are you going in

such a dengerous and awful night. But here also you aré no less braver.”

Again, it has been cleared to our eyes that in the fourth act of
Vidagdhamadhva. R&dha and Lalita walked together but then Radha
parted from Lalita and she waited under a bower of Kesara tree with a
hope to meet Krsna. Radha’s mind was unsettled by that time and so,
she ornamented her body now and then. But though she waited for a
long time for Krsna, he didnot turned up any how at that place.

Therefore she told her friend Lalita to decorate beautifully that place

for her beloved. She told her to decorate the front gate with beautiful

garlands. She also told her friend to prepare the grove-chamber

attractively in order to delight her lover's mind."®

In this verse Radha presents as a vasakasajja heroine. According to
Visvanath Kaviraja a vasakasajja heroine is one who properly decorate

herself with aoppropriate dresses, and have desire to meet her lover in
a short time.™®

When Krsna does not appear on the scene Radha was full with

83 VM4.24.P171.
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eagernness in order to meet him. Radha told her friend about her anxiety

as—
ruddhah kvapi sakhihitarthaparaya Sarike harih padmaya /
praptah kufijagrham yadesa na tamiyame’ pyatikramati //
paulomirativandhudinmukhamasau ha hanta santapaya /
nnunmilatyabhisaraluvdharamanigotrasya Satruh sasi. /%

Here the author describes Radha as both utkanthita and vipralabdha
heroine. Radha got very anxious at the thought that her beloved might

be confind in the chamber of Candravali, Visvanatha Kavirdja describes

the characteristics of utkanthita heroine as follows—
aganturh krtacittopi daivannayati cetpriyah /
tadnagamaduhkharta virahotkapthita tu sa // "%

A heroine is called virahotkanthita when she is disappointed by the

non arrival of her beloved due to some unexpected circumstances.
Jayadeva has described Radha as an utkanthita heroine as
follows—

kathitasamayehapi harirahaha na yayau vanam/

mama viphalamfdamamalarupamapi yauvanam

85 VM4.25.P.171-172
86 SD.-3.86.P 81




(232)
yami he kamiha saranam sakhjjanavacana vaficita /%

“Definite time had pass away, Hari also didnot come, my beauty had

lost. My friends had betrayed me, Alas whom shall | Saught help from?”
Visvanatha also describes vipralabdha heroine in the following way-
priyah krtvapi safketarh yasya nayati safinidhim /
vipralabdha tu sa jfieya nitdntamavamanita //'%

In his drama Vidagdhamadhava Riipa Goswami has used an expart
hand to empoly the different types of Alarmkaras. In this regard we can
mention a verse which contains the figure of speech called svabhavokti.

When Radha was seriously afflicted by her love lorn codition she says

to Lalita in this way that—
vikridantu patiraparvatatatisamsargino marutaf /

khelantah kalayantu komalataram purmskokildh kakalim //

samrambhena Silimukha dhvanibhyto vidhyantu manmanasarm /
hasyantyah sakhi me vyatharhparamami kurvanti sahayakam /%

At the very beginning of spring, when the malaya breeze blows slowly

and the cukoos sing sweetly, Radha is affected by love for Krsna.

87 GG 7 3.p. 137
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In the Vidagdhamadhava Vrnda has described Radha as the source
of beauty. As described, Radha used to wear lotus flower in her ears
and also in braid of her hair. She was holding lotus in her lotus like hand
and that is why Radha's beauty has been surpassesed Kamala or Laksmi

in every respect. We find this description through a beautiful poem as

cited below—
karpalamkrtakamald kuntalavepisikhaccalatkamala /
karakamalasritakamal@ vigamvayatyalamasau kamalam Y/

Radha on the pretext that her neclace has been torn, tries to take the

pearls scattered on the ground while she casts her glances full of love

on Krsna. This, is described in this way in the play-
Chinnah priyo manisarah sakhi mauktikani /
vritanyaham vicinuyamiti kaitavena //
mugdham vivitya mayi hanta drgantabhangim /
radha gurorapi purah pranpayadvyatanit //°'
We also get a similar scene in Abhijfianasakuntalam of Kalidasa.

Sakuntald also in the pretext of piercing her leg by thorns, looked at

Dusyanta again and again.

Again Rupa Goswami has described Radha’s deep love in his work.

90 VM. 7.32-P 337
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Radha was so engrossed in love that even in Krsna's presence, she is
overpowerd by the pangs of separation. In the matter of love, the mind
of such lovers is called ‘premavaicittya’. The description of
premavaicittya is found in the chapter, Srigarabheda of

Ujjvalanilamani. Rupa Goswami the auther of Ujjvalanilamani defines

it in the following way—
priyasya sannikarse'pi premotkar§é'svabhévatab /
ya vis'lesadhiyatistat premavaicityamucyate /%

In his play Rupa Goswami has described Radha as a married woman.
But Ridha was permanent lover of Krgna. So, Paurpamasi says as such
that ‘nityapreyasya eva khalu tah Krsnasya'. ‘93 Therefore RUpa
Goswami has tried to defend Radha's chastity by arranging her marriage

with Abhimanyu by dint of Yogamaya. Because, at that time the impact
of celebrated deity was trusted in the social status.

Thus, Rapa Goswamf has portrayed Radha as a noble and generous
lady.

(iii) Radha in the Lalitamadhava :

Lalitamadhava is a ten Acts play composed on the episode of Sri

Krsna's erotic sports at Vindavana. in this play, the dramatist also

92 UN - smgarabheda. 138.p. 548.
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delineated the sportive Lila of Krsna in both places viz. Mathura and
Dwarika. Rlipa Goswami has depicted that Radha was married to
Abhimanyu and Candravali was married to Govardhana by power of
Yugamaya.

In this play, the mysterious birth of Candravali and Radha has also
been described. According to this story, Vindhyagiri was the father of

Radha and Candravali but they were not aware of the fact.

The author, Ripa Goswami has presented Radha as a virahini heroine
in this play. After having seen her lover once for a while, Radha had to
wait for several days to get a sight of Krsha. Rlpa Goswamr's heroine,
Radha, once again has been described as a clever and matured woman
in this drama. Radha spoke in Sanskrit and Prakrit fluently in this drama.

Radha's poetical genius is found in the first act of the play It runs as

follows—
Kulavaratanu dharmagrava vrndani bhinnan /
sumukhi nidita-dirghapanga-tankacchatabhih //
yugapadayamapirvval kali puro visvakarmma /
marakatamapﬂak.gairgog;pakak§§n'1 cinoti //'%

In this verse, the plrvaraga of Radha at the sight of her beloved Lorg

Krsna is excellently depicted

94 LM 106.p. 41.
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Radha becomes so anxious with love and excess of eagerness that
she wonders, whether he is Visvakarma, who can pierce and melt a
stone hearted lady by his elongated sight as well as who was expert in

arranging the ‘gostha’ with lakhs of rubys and emerald gems.

Radha’'s heart pours out for Krsna when she hears Krsna's name
from her friend kundalatad’s mouth. She was very anxious to have a sight
of the young boy, but she was deprived on having a sight of him, yet,

Ripa Goswami tried in his drama to fulfil the heroine's desire. And that

is why a situation has been created in the drama so as the heroine, that

is R5dha could have a sight of Krsna, the hero. In the scene Krsna met

Radha in the disguise of a priest. By seeing Krsna, who was in disguise

of a priest, Radha strongly felt a sensation that he might be Krsna. So,

she said to her friend in this way—

Sahacari hariresa brahmavesam prapannal /
kimiyamitaratha me vidravatyantaratma //
sasadharamanivedi svedadharam prasute /
na kila kumudvandhoh kaumudimantarena Ve

‘Eriend, | think, that he is noneother than Krsna. If it is not so, my heart

would not have melted this way.

\We have came accross such an example of the heroine’s mind in the

95 LMIl.24p. 57
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Abhijidnasakuntalam of Kalidasa. Seeing Dusyanta, such an emotion

arised in the mind of Sukuntala. It is describes in this way —
kim nu khalvimam preksya /
tapovanavirodhino vikarasya gamaniyasmi samvrtta. /"%

How is it, indeed that on seeing this person | have become susceptible

of an emotion which is inconsistent with a penance-grove.

Rupa Goswami has imagined Radha as a vipralavdha heroine in this
play. Moreover, the poet has beautifully described the vyabhicari bhavas
of S’,rhgéra Rasa. Radha could not tolerate the scene when Krsna was
leaving for Mathura. The quiet and calm Radha became unsteady for a
while. Sometimes she ran, and sometimes she stood motionless as
like a picture. Sometimes she laughed and at another time she cried,
was speakless and sat in a corner.®” In this regard we may remind a

line of. Govinda dasa wherein, he describes the nature of vipralavdha
heroine in the following way—

ghana ghana digha nisvésa chodata caudige sahacari yaya /
syama, syama kari kona phukarai mirachita dharani lotaya.//°®

The heroine, leave long breath due to her anxiety, she faints when

96 AS. 1. para—After V.N. 22. p. 86.
97 LML 24, 26, 31, 32. pp. 92, 93, 94, 97.
98 “Vrajavuli Sahitya Mukur” p. 47
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she hear the name of Krsna, She throws away the beautiful ornaments,
she laments bitterly.

The whole Gakula was upset at Radha’s sadness. when Krsna has
left the Gakula, the bees didnot suck the honey, peacocks stoped their

dancing, the Cakravakas gave up the company of their beloved.™®

In the fourth act of Abhijjfidnasakuntalam, such a scene also been
described where Sakuntala was about to leave for her husband’s house
and the nature stood still. This situation is narrated in the play

Abhijfianasakuntalam as follows—
udgalitadarbhakavala mrgyah parityaktanartana mayurah /
apasrtapandupatra muficantyasrdniva latah /%
The female deer have dropped down their cud of darbha grass, the

peacocks have given up their dancing and the creepers, with their yellow

leaves falling off, seem, as if to be shedding tears.

In the same manner, Rupa Goswami has delineated his heroine i e.
Radha’s sorrowfull condition in his play Lalitamadhava. Herein Radha

has herself described her unbearable love, in front of her friends—
uttapi putapakato’pi garalagramadapi ksobhano /

dambholerapi duhsahah katuralam hrnmagnasalyadapi //

99 LM (Ill). 22. p. 92.
100 AS 4, 12. p. 290.
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tibrah praugibmsucnkénicayato’ pyuccairmaméyanﬁ bali/
marmmanyadya bhinatti gokulapaterviélegajanmé jvarah /1

Rahda's mind is seriously disturbed by her longing for her beloved
and at the same time by the fear for the society. For this reason, she
told her friend that her elders suspicious of her character. The people
of society also talked badly about her. But she is @ chaste lady. So, she
request her friend not to take herinthe late evening to a secluded place

to meet Krsna, beloved of all the gopis. "% cf.
‘gata prayam sayarh carfta parisanki gurujanah
parivédastuﬁgo jagati saralaharn kulavati
vayasyaste lolah sakala-pasupali suhrdasau

tada namrarh yace sakhi rahasi saficiraya na mam //

(e) RADHA IN THE HARIBHAKTIRASI\MBTASNDHU :

Haribhaktirasamrtasindhu is a well-known and important composi-
tion of Riipa Goswami. This work of Riipa Goswami is a technical one
and he has shown his proficiency in poetics, for which he may be
called Rasaséastakara. Actually Ripa Goswami is famous as a poet of

Bhakti-doctrine who took an important role in preaching of Bhakti-cult

101 LM (1)) 28.p. 95.
102 ibid (I) 39.p. 65.
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in Bengal. He has given more importance in describing the character
of Radha who is specially related with Bhakti doctrine. Moreover Krsna
has been admitted as the Supreme Lord in the Vaispava philosophy
of India. Though the lyrical poem describes the love episode of Radha
and Krsna in a normal sense, in the neo Vaisnava philosophy, Radha
is present as the Divine partner who is bearing a great philosophical
significance.

The description of the nature of Bhaktirasa is the main theme of the
Haribhaktirasamrtasindhu. Therefore this work of Riipa Goswami has
been divided into four sections, viz, (i) Parva, (ii) Daksina, (iii) Pascima
and (iv) Uttara. Each section of these four is divided into some Laharies.

According to Indian tradition Bharata, the father of the Natyasastra is
the author of rasasitra and he clearly described about eight rasas in
the poetic world. In later period, some authors added the nineth rasa
named ‘Séntarasa’ in regards of drama and poetry. But Mammata and
some others doesnot recognise Bhakti as a rasa, they admits Bhakti
as ‘bhava’. Therefore Mammata defines bhaktiin his work Kavyaprakasa
as followes—

ratirdevadivisaya vyabhicari tatha fijitah.”%
But Ripa Goswami ciearly mentioned Bhakti as a rasa. He says that

Radha plays a significant role in the rasa theory. So, he annouced that—

103 Kp. iv. 34 (su 50} p. 127.
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s3 bhaktih sadhanarh bhava prema ceti tridhodita. "%

The first Laharf of Purvavibhaga of the Bhaktirasamtasindhu de-
scribes about the various characteristics of Bhakti. We have found a
description of three kinds of Bﬁakti in the second, third and fourth
Laharies of this vibhaga. Those are (i) Sadhana Bhakti, (ii) Bhava
Bhakti, (iii) Prema Bhakti, Again premabhakti is divided into different
subgroups, viz Vatsala, Madhura, Karuna, Bhayanaka, Vibhatsa
phakti. Among these Madhura bhakti is the most important one. So,
Riipa Goswami defines Madhura bhakti in the following order—

stmocitairvibhavadyaih pustir nita satam hrdi /
madhurakhyo bhavedbhaktiraso’sau madhura rati /1%

It implies that Bhaktirasa is described with the help of vibhavas,
anubhavas and vyabhicaribhavas. But this Bhaktirasa is different from
the regular srhgara though it possesses the characteristics of

srngararasa. Bhaktirasamrtasindhu says that Krsnpa is the

3lamvanavibhava of this Rasa. It describes that He has some be-
loveds who don’t love Krsna as the other women of the world do. They
worshiped Krsna and offered their pure love at the feet of Hari. cf

nijaramanataya harirh bhajantifi prapamata tah paramadbhutah

Kisorih/ %

104 Hbrs. 1.2.1.
105 Hbrs. 3.5.1.
106 Hbrs. 3.5.3.p. 277
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Among them, the daughter of Visabhanu (varsabhanavi) Radha was
the dearest one of the Lord Krsna. Moreover in this work Rupa Goswami
describes Radha as the most beautiful lady in the world. He delineats
the beauty of Radha in such a way that her eyes are restless like cakora

bird, her face is as beautiful as the full moon, whose voice was as

sweet as honey. Thus, this exquisite beauty of Radha evokes the love

lorn condition in the mind of Krsna. Moreover Radha was an expart in

making love in the heart of lovers. Poet’s imagination is expressed in

the following manner—

madacakuracakorﬁ:érutécorad;g;ir

vadanadamitaréké’rohfpf kantakirtih /

avikalakaladhautoddhﬁtfdhaureyaks‘r‘fr
madhurimamadhupatri rijate pasya radha /"

Ripa Goswami has delineated about various stages of amorous sen-

timent. Though the love affairs of Radha and Krsna is openly described

as divine one, all the different stages of srigéra delineated in respect

of Radha and Krsna as a regular love affairs of the world. Among the

two Srfigara, viz Sambhog and Vipralambha, Riipa Goswanii has given

more emphasis on the description of Sambhoga s',rrigéra in the love

affairs of Radha and Krsna. Thus, through Bhakti, the cocept of Radha

as a regular heroine is delineated by Ripa Goswami in the

107 Hbrs. 3.5.4.p. 277
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Haribhaktirasamrtasindhu.
() CHARACTER OF RADHA IN THE UJJVALANILAMANI

In the Ujjvalanilamapi, Rlipa Goswami descibes the character of

Radha in a totally new form which possesses some extra ordinary quali-

ties not occured in eartier works on poetics. Because we have found all

the Indian poeticians have classified the heroines as utkanthita,

abhisarika, vasakasajja, kalahantarita, vipralabdha, svadhinabartrka
and khandita according to their conditions. The puranic literature also
ious and philosophical aspect of Radha’s character.

describe the religi
t description of Radha’'s character in

So, we find a differen

Ujjvalarilamani of Ripa Goswam!
lanflamani is recognised as a B
cter, it discusses little of the religious and philo-

Though the Ujjva hakti text which pos-

sesses a religious charac
with in the puranic literature. The poet,

sophical aspects of Radha met
Radha as ‘HIdini Sakti

‘aktill sarvasakt:vanyas?‘/

i of Krsna—
of course refers 10 rs

hiadini ya mahas
arabhavarupe yami

The author of Uﬂvalamlamaai has
h mnumerable gopis of Vraja, only Radh and

iti tantre pratrsth:ta /108

tats
mentioned that though Krsna re-

mains associated wit
ed women. This view is described in the

Candravali are the most beloV

Ujjvalanilamaii 38 follows—

mai. Ra"dhé’prakamga— 6. pp. 75-76.

108 Ujjvalanila




(244)

tathapi sarvatha sresthe radhacandravalityubhe /
yuthayostu yayoh santi kotisamkhya mrgidrsah /7%

According to this Vaisnava poet Radha and Candravali were the per-

manent lovers (nityapriyd) of the Lord. So it is said—
radha candravalimukhyah prokta nityapriyd vraje /"

Again Ripa Goswami said that though Radha and Candravali occupy
the most prominent places among the maidens, Radha alone was surely
the most prominent among all of them. He describes Radha's great-
ness in the following way

tayorapyubhayormadhye radhika Sarvathadhika /
mahabhavasvaripeyain gunairativariyast /"

The word mahabhévasvariupa which has been indicated in the above
verse is related with the ‘premabhakii of Vaisnva school. The meaning
of ‘premabhakti is the most intensive love for God, which is described
as ahaitukibhakti in the Bhagavatapurana.

Rupa Goswami has described the character of Radha as a noble
and beloved one. In the Ujvalanilamapi the author has given more
emphasis to describe Radha as a respectable Indian woman and be-

loved of Lord Krsna than on the significance of the epithet ‘Hladini ya

Mahisakti’ as referred to by him in the beginning.

109 Ujjvalanitamani. Radhaprakarana- 1.p.73.
110 UNM haripriya prakarana- 52.p. 70
111 ibid. Radha prakarana— 3. p. 73.
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Ripa Goswami delineates the beauty of Radha in the following poem-—
kacastava sukuficita mukhamadhiradifgheksanam /
kathorakucabhagurah krasimasali madhyasthalam //
nate Sirasi dorlate karajaratnaramyau Karau /
vidhinayati radhike trijagadega rupotsavah /1

He says that with the curling hair, long eyes, firm breasts, slim body

and beautiful nails, Radha was really an embodiment of beauty. There-

fore she could easily attract Krsna, the Lord of the Universe. For this

beauty of Radha Rupa Goswami has described Radha as

susthukantasvarupa@ which means most beloved woman. The Sanskrit

poets laid an adequate importance on the descriptions of the beautiful

woman who according to them can alone attract the members of the

opposite sex. In ideal love, though the physical beauty of a woman

need not necessarily play a significant role, Sanskrit poets have not

denied the practical aspect of love. That is why Ripa Goswami has

also accepted this opinion fully.

Again Rapa Goswamf has described in his work how Réadha deco-

rated harself. In this regard he says that the word ‘dhrtasodasasirigara’

is appropriate to describe Radha which means a lady who has deco-

rated her body adequately with suitable dresses and cosmetics. The

poet describes that as because Radha has bathed just now she looks

112 UNM Radhaprakarana—- 8. p. 76.
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gorgeous. She uses cosmetics in her face, her body smeared with the
fragrant cosmetics, she wears the flowers garland and she holds the
lotus flower in her hands. Her lips becames red due to chewing the
betal nuts, she painted her eyes with kajal and she uses red colour in
her feet. Thus decorating herself Radha becomes beautiful to look at.

This description of Radha's beauty is present in the Ujjvalanilamani as

cited below
snata né’sé'grajé’granmaqfrasitapagé' satrini baddhavenih) /

sottarhsa carcitangi kusumitacikura sragvigi padmahasta //

ta"mbﬁlésyoruvfndustavakitao:’vuké kajjalakst sucitra /

r5dhalaktojivalarghrih sphurati tilakinT sodasakalpintyama //"?

The author has described Radha as ‘dvadasabharanasrita’ because

inspite of her natural beauty she wears different type of ornament for

which her beauty enhanced than before.""

Radha's eyes are SO beautiful as like as biue lotus and her face

surpassess the beatuy of blooming buds of lotus flowers. All these can

be said as the property of a youthful lady. So Ripa Goswami has said

that with her youthful body Radha is @
author of Ujjvalanﬂamaai describes Radha as ‘Calapangr

madhura type of lady."®

Again, the

which stands for the meaning of a person who has extra ordinary glance

113 UNM Radhéaprakarana — 9.p 77

114 ibid-10.p- 77.
115 ibid— 20. p- 79.
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in her eyes. such as-
tadidaticalatam te kim drgantadpathi /
dvidhumukhi tadito va kirh tavayarn drgantah /
dhruvamiha gurutdbhitvadrgantasya radhe /

varamatijavinam me yena jigye mano’pi // "

Due to daily fragrance from Radha's body, the author has described

her as gandhonméditamé‘dhavé‘. This quality of Radha attracted Krsna

towards her.”""7 on the other hand the author has described Radha as a

padminf lady. cf- ‘nadmini’ padmagandhd syat. Moreover, the charac-

teristic of a padmin‘l' lady is that s_pe is the one who possesses a sweet

voice. So, the author of Ujjvalanilamani compares the sweet voice of

Radha with the melodious sweet throated of Koel. He describes it in

the following way—

syvadne vadane tava radhike sphurai keyamihaksaramadhuri/

viphalaté'n’: jabhate kila kokilah sakhi ya yadya sudhapi mudharthatam /1"

In this verse Rupa Goswami describes Radha as a ramyavak type

of lady.

Describing Réadha
a noble lady who respected all sorts of people no mat-

's character, the author Riipa Goswami has de-

scribed her as
ter of their status, cast or creed. and thats the reason why she is delin-

et

116 UNM Radhaprakarana — 22. p. 80.

117 ibid—25.P- 82-83.
118 UNMR.F. 27.p. 83.
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eated as a vinitd lady. So it is explained in the work of Riipa Goswami in

the following verse—
api gokule prasiddha bhritbhramibhih parijanairnisiddhapi /
pitham mumoca radha bhadramapi duratah preksya /1
Radha had an infinite affection towards all creatures and so she was
very kind to them. That is why the author has described Radha as

‘karupapdma . As an example, the author has described her love for

lower animal in the following verse.
tarnasicisikhayapi tarpakarh viddhavakramavalokya sasraya /

lipyate kgatamavé’ptavé'dhayé kumkumena sahasasya radhaya /™%

The poet, in this verse says that when the cow’s mouth that is Krsna's

most lovable is harted by sharp and pointed grasses, Radha weeps

and nursed the wound with ointment.

Radha was an expert lady in all types of skills. She knew to cook,

draw, composed poems etc. She was also expert in art of love mak-

ing and in understanding the meaning of the language of the parrots.

So, Rupa Goswami delineats RAdha as a ‘vidagdha type of Iady" in

his work. 2! He also applies the adjective such as /ajjasila and
sumaryada which are truely appropriate in regards of Radha. In the

Ujjvalanilamani Radha has described as a dhira and gambhira type

119 UNM Rédhaprakarapa. 30. p. 85.
120 UNM Radhaprakarana. 32. p. 85.
121 UNM- Radhaprakarana. 33. p. 86.
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of lady. Describing this character of Radha the poet says that when
the goats destroyed the flowers garden, specially decorated for Krsna,
she hardly had patients to bear this all. Again when she had a fight with
Krsna and she came away from him, she did not show any distur-
bance of her mind. 122

Radha also moved in such a gaitful and artistic manner that she was
capable of carrying out Krsna's heart who, by then was fully captivated
by her movements. This is the reason for which the author of
Ujfvalanilamani had depicted Rédhﬁ as subilasa lady.'®

Radha was an embodiment of kindness. She had a deep love for all

creatures of Gokula. So, Rupa Goswami addressed Radha by the word
‘Gokulapremavasati’. He shows with the help of the following poem which
explains Radha had a infinite love for all the creatures of Vraja that—

premasantatibhireva nirmame vedhasa nu vrsabhanunandini /

yadrsam padamita manamsi naly snehayatyakhilagosthvasinam //'*

She was also maintained a close realationship with her friends against
whom she even didn't say a word under any situation. Therefore the
poet depicts Radha as ‘sakhiprapayadhind™'?* He also further present

Radha as ‘krgraprfyévalfmukhyé’ because, Radha was the most dea;-

122 UNM Radhéprakarana. 39. 40. p. 90

123 ibid - 41. pp. 91-92.
124 ibid- 43. p. 93.
125 ibid— 46. p. 95.
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est among the all beloveds of Krsna™? which we have found in the
Puranic Literature, specialy in the Brahmavaivartapurana.

Thus, Rupa Goswami describes Radha, fully in the Radhaprakarana
of his Ujjvalanilamani and tried to present her character before us.

(g) RADHA IN THE PADYAVALI :

The Padyavali is a collection of some poems of different works com-
piled by Ripa Goswami where the different pastimes and love dalli-
ances of Radha and Krsna is described. Though this work is not di-
rectly related with the Vaisnava religion, all the verses and the love epi-
sodes of Radha and Krsna shows their devotion to Krsna. Padyavali

can be said as -an authoritative work on poetics. In the Padyavali, Ripa

Goswami has collected many compositions of lyrical poems which were

composed in the earlier times, along with his own compositions.
To describe the concept of Radha, Ripa Goswami has delineated

the various types of heroines which are mentioned by the sanskrit

poeticians in early times like
vipralabdha etc. He also illustrated the different stages of s"rﬁg‘éra with

abhisarika, vasakasajja, khandita,

reference to Radha through the verses of different poets of different

places. When Ripa Gos
he delineated the various types of psychological condition of her. In

wami goes to elaborate the character of Radha

this respect, Rupa Goswami describes, at the first sight how the incipi-

126 ibid. 47. p. 96.
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en She saw K[$na fOl' the f|rSt tlme Among them in a poem th
[} ¥ e

question asked by Radha where she has been described who is that

person who look like touchstone and decorated with the earrings made

of Asoka flowers. And He disturbs Radha's mind through the melodi

ous tune of his flute.”"?

Thus, in another poeém Radha describes the beauty of Krsna. She

says who is that youngman whose eyes are appearing as biue lotus

Who is wearing the yellow cloth like gold. Whose bosom is decorated

by the garland of pearl. And He is dominating the whole world as well as

ove." 128

Kamadeva (cupid), the God of |

oem, Radha has told her friend that one day when Radha

In one P

was roaming with her friend on the bank of the river Yamun3, suddenly

she saw Krsna there and she has felt a strong attraction for him. She

didn’'t know what he had done to her with his beautiful glances for which
she was not able to perform her house-hold works."? In this verse the

poet describes vipralambha siigéra in case of Radha. This verse has

composed by Jayanata.
swami has compiled many verses where the poets describ
e

been

Ripa Go

____..-—-"""—_—

427 PV. 158.p. 68.
128 PV.159.p. 69
129 PV.163.p.70.
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the concept of Radha as a Abhisarika heroine. Among them one of the
verses describes that one day Radha was adviced by a friend of her
that she should move to meet her lover. She told Radha to step slowly
without making sound and to wear blue colour dress to conceal her

identity. She also instructed her to cover her face with the ancala of her

dress. Last of all she alerted her not to speak at that time. Because,

Radh3's teeth as white as the rays of autumnal moon will shine in the

dark and thus disclose her identity. 1%

Rdpa Goswami has collected a verse where he illustrate the

manavipralambha srigdra to refer the love-lomn condition of Radha. In

this verse a friend of Radha had cited the description of Radha'’s love.

She asked a question to Radha whether she is a beloved or a great

devotee of Lord Krsna. Radha had not taken her daily food due to her

deep love for Krsna. Even she had forgotten the whole worldly objects.

She keeps sitent and lost in herself as if all the world has became va-

cant.”*' Radha loves Krsna so much so that she was able to conquer

Krsna the Supreme Lord of the Universe. Thus the poet tries to de-
scribe the love lorn condition of Radha and also as a devotee of su-
preme Lord Krsna.

Radha's concept as a khandita type of heroine was described by

130 PV. 194.p. 83.
131 PV. 238. pp. 106-107
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Rupa Goswami in Padyavali. One day Radha was waiting for Krgna but
Krsna could not come to meet her in time. When Krsna came to meet
her in the next morning, Radha observed the nail marks of another be-
loved of Krsna on the body of Krsna which made her angry. Radha telis
him icily, that he is always pleasing to R3dha even without any decora-
tion. But now why did he come there being decorated with nail marks on
his body. *32in this verse, the nature of khandita type of heroine is clearly
mentioned.

Thus, Radha was described as 2 svidhinabhartrka heroine in the
incident of stealing of the flute of Krsna. She threatened Krsna that she
will steal his flute and throw it to Yamuna as because the tune of the
flute was disturbing her mind so that she came out of her home to meet
him which was the cause of destruction of her family religion. Hearing
this threatening of Radha, Krsna was frightened and kept his flute on
his lap when he was sleeping. But Radha some how managed to steal
the flute. Radha stepped forward silently without making sound of her
anklet and looked at the face of Krsna with a smile and at last stole
away his flute.”** This poem was composed by Daityaripandita. cf.

nicairnyasédatha carapayornupure miikayantl/
dhrtva dhitva kanakavalayé’nyutk_sipanti’ bhujante//

mudré'mak§qosfcakftacakitarﬁ sasvadalokayanti/

132 PV.219.p. 96.
133 PV.253.p. 115
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smitva smitva harati muralimankato madhavasya//
in the Brahmavaivartapurana we have found a similar episode where
it is described that Radha snatched away the flute of Krsna and throw it

away to the yamuna during the time of jalakrida due to Krsna's

misconduct. 1¥cf

sa vegena samuthaya balajjagraha madhavam /

grhitva muralim kopatprerayamasa duratah 4
Radha is so much engrossed in love with Krsna that sometimes she

forgets the reality. Such condition of Radha has been clearly explained

in a poem, composed by Harihara. According to the description of the

poem, one day Radha took a betel-nuts in her mouth and a betel leaves

in her hands at the request of her friends. But Radha was so much

sed in love with Krsna that she totally forgot about the bhetel leaves

n she passed the whole nightin that state with the betel

engros

in her hand. Eve

jeaves in her hand. |

Through this poem. the poet brings a picture of deep love of Radha

before us. Thus, Rapa Goswami elaborates the character of Radha in

the Padyavali, in which he illustrate the various stages of the smgéra-

rasa or the sentiment of love and also the different states of the hero-

ine. The characher of Radha described in this work is more of an hero-

ine than a divine personality.

134 Bv.

p.- Kr?pajanmakha{@a. 28. 141. p. 335
135 PV. 187.p. 80 |
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CHAPTER - IV

CONCLUSION

In the foregoing chapters, we have critically examined the various
aspects of the drama for which it appreciably clears that
Vidagdhamadhava is a full-fledged sanskrit drama. It is a complete

sanskrit drama composed in classical style in the first part of the 16th

century (precisely Vikrama Samvat 1532 AD) by Ripa Goswami a well-

known Vaisnava writer of that time.

Although the love plays of Radha and Krsna is depicted by Jayadeva
in the Gitagovinda and by Lilasuka Vilvamangala in the

Sﬁk@gakarpémﬁa Ripa Goswami is the first author to give it a dra-

matic form. Going through the Vidagdhamadhava, we have also found

that a new approach to a dramatic composition is shown by Ripa
Goswami. The whole drama is divided into seven acts according to the
principal events that took place in the process of developent of the plot.

The acts are termed as—

(1) Venunadavilasa : In this act Radha is attracted towards Krsna af-
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ter she heard the Venunada by Krsna. In fact Krsna is trying to attract
the gopts in Gakula by blowing his flute. As other gopis do, Radha also
is attracted towards Krsna by hearing the sweet tune of the Venu that he
plays. One of the elder gopis viz, Paurnamasi inspired her associates
to create attraction in the mind of Radha towards Krsna and as a result

Viéakha has shown a picture of Krsna. So, both the picture and flute are

the cause of p(irvaraga.

(2) Manmathalekha : In this act the love-lorn condition of the hero and
heroine is depicted. As both the hero and the heroine are equally at-

tracted to each-other and they were under the spell of love-fever, they

were advised to write love letters by their friends. So, Radha send a

love letter to Krsna then Krsna to Radha. Hence the 2nd Act is termed

as Manmathalekha. It bears similarity with the Abhijfidnasakuntalam

Act third. cf. sakuntala- hala, cintitarh mayd gitavastu. na khalu

sannihitani punah lekhanasadhanani.

priyamvada- otasmin sukodarasukumare nalinipatre nakhaih

niksiptavarmam Kurd. sakuntala- hald, srputam id&nih sarmgatértharn

na veti.

ubhe— (avahite svah)

dakuntala (vacayati)
tava na jane hrdayarh mama punalj kamo divapi ratravapi/

nirghrpa tapati valiyal) tvayi vrttamanorathani angani/f*

1 AS(ll)pp 215,216
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(3) Radhasanga : In this act, Krsna enjoys the company of Radha
through their friends. To create special effect, the author produces
Mukhara to the scene and the hero and the heroine are obstructed from

meeting of each other for the time being. But it was removed by the

cleverness of their friends.

(4) Venuharana : In this act, Radha steals the Venu (the flute) of ST
Krsna. The author tried to deviate this event from the original one i.e.
Krsnajanmakhanda of Brahmavaivartapurana. Here Radha was snatch-
ing away the flute from the hands of Krsna during the time of jalakrida

due to misconduct of Krsna for Radha. But our author innovatively de-

scribes it in a different way. Radha was most beloved of Krsna but she

was disappointed when she heard the name of Candravali in the speech

of Krsna who is also a beloved of Krsna. Then to appease Radha,

Krsna brought some Bokula flowers which were her favorite. She be-

comes happy when she saw bakula flowers and begged them from

him. Seeing the happy mood of Radha, Krsna was overjoyed and with-

out his knowladge he also gave his flute along with the flowers. Then

Radha hid it secretly.
(5) Radhaprasadana : In this act, Krsna appeases Radha.

(6) Saradavihara : In this act, Radha and Krsna along with their friends

enjoyed the amorous play during the autumnal season.

(7) Gaurivihara : In this act Krsna acts as Gauri to deceive Radha’s

mother-in-law and her husband. The event depicted in this act is a good




(258)

example of the cleverness of Krsna. This event is depicted skilfully by
the author. He tried to give a new colour in this event, however, this
event is originally found in the Brahmavaivartapurana. In that event it is
found that when Radha met Krsna at Vrndavana, Krsna saw Abhimanyu,
the husband of Radha there. Instantly, Krsna changed himself to a im-
age of Kali in his own position and Radha was worshiping that fake idol
of the Goddess. Seeing this situation Abhimanyu also offers prayer to
the Devi as he was a true devotee of God and Goddessess. But our
present work show a new imaginative creation in respect of this event.

Among all the gopis of Vindavana Radha was the dearest beloved of

Krspa. So she was growing to be proud and jealous day by day. Be-

cause of it she was jealous on Candravali also when she heard her

name in the words of her lover and became angry with him so much so

that she went away giving up their company (Vinda and Krsna). But

Krsna tried to console her and to create delight in her mind. He dis-

guised himself in a form of woman i,e. Goddess Gauri and entered into

the temple and waited for Radha. While Radha and Lalitd came to wor-

ship Goddess Gauff then they recognised Krsna disguised Gauri from

his behaviour. In the meantime Abhimanyu and his mother came there

to search for Radha. They have a intention to take away Radha to

Mathura. But there, they ca
to worship her and remain there to avoid some calamity coming to the

me to know that Goddess Gauriinstruct Radha

life of Abhimanyu. Finding this favour of GaurT to escape from evil one,
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Abhimanyu and his mother were happy and took a decision not to send
Radh3 to Mathura. Thus Krsna cleverly pleased the mind of Radha and

also her husband and in-laws to allow her remain at Gakula so taht he

may meet her every day without any obstacle.

In respect of characterisation, all the characters aré created as suit-
able as to the main theme of the play. The author has delineated Krsna
as nayaka and Abhimanyu as pratin@yaka while Radha as nayika and

Candravall as pratin@yika. Krsna was depicted as an intelligent and

accomplish person. But Abhimanyu may not fuffill the characteristics of

a pratindyaka. in our present play Radha has been imagined a divine

jyoti, image of love, Mahabhavasvartpa of Gaudiya Vaisnava and jewel
of Indian woman. But Candravali as a pratindyika although depicted as

a jealous one yet, she could keep her patience. Other characters like

amasl, Madhumangala and each and every character helped in

and led to the final end of the drama i,e. the union of

Paurn
developing the plot

Radha and Krsna.

So, far the dramaturgic rules are concerned, the basic principles are

followed in the process of plot construction, rasa delineation and in the

treatment of other aspects. The literary excellences are also noticable.

respect of metres, 8 large number of verses are composed in the

ita metre. Moreover he selected the metres like $ikharinT,

In
arddtavikrd
arya, sragdhara, vasantatilaka, mandakranta etc. However, he uses

kmavati metre only for once in his play which is known as rarely used

Ru
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metre in literary works. In fact, one point to be noted here that the

Sikharini metre is specially used in the benedictory verse itself. He

mentions &ikharinT as a drink made of curd and sugar in the form of the

lila of Sri Krsna i,e. the worldly activities of Lord Visnu (harilila-$ikharinT)

. . . !
in the incarnation of StiKrsgna. cf.

sudhdnam candrinamapi madhurimonmadadamani

dadhana ré'dhé’diprapayaghanasérafb surabhitam /

samanté’tsarﬁté'podgamavi§amasarﬁs§rasaragf

pranitam te trspam haratu harililasikharini //*
A new significant feature of this play is that it reflects the poetic ge-

nius of Rupa Goswami. Hence he preferred to compose the greater

portion of the drama in poetic form ie. verse form.
Rpa Gosw’a'mi'employed a good number of alamkaras also. He has

n equal emphasis on the formation of both words and sense. There-

fore sabdalarikara and arthalarkara are effectively employed in most

give
of the verses. Sabdalamkaras, such as anuprasa, yamaka and slesa
are employed. Arthalarkaras

fusely used. Among the arthalanikaras Riipaka alamkara is profusely

like upama, utpreksa, ripaka etc are pro-

used by the author from the beginning to the end of the drama. The use

of Malariipaka alamkara of Riipa Goswani is very praiseworthy. cf-

trapabhicarapakrame paramasidhiratharvanr

smaranalasamindhane sapadi samidhenidhvanify /

2 vM({h1
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tathatmaparamatmanorupanigsanmayi sarhgame
vilasamuralibhava virutiradya vairayate /3
This is a fine example of malarupaka. Because the upameya
Muralibhavaviruti is superimposed by the upamana like atharvanisiddhi,
samadheni dhvani and upanisada. So that it is correct in the form of
malaripaka type of alarmkara. Ripa Goswami's observation on both
literary method of composition like bhavapaksa and kalapaksa is a
unique one. In regards of Rasa he strictly follows the rules of drama-
turgy. The episode of Vidagdhamadhava clears that the eternal union
of Radha and Krsna is the principal theme of the drama. Therfore the
author maintanis $rrigdra as principal one and other rasas described as
subordinate. The author has delineated the events successfully so as
to develop the main plot. According to Rasa theory, Rasa is manifested
in the heart of sahrdayas by stimulating the vibhava, anubhava and
vyabhicaribhava. Alamvana and' Uddipanavibhava are the two parts
of Vibhava. Ripa Goswami describes Krsna as dlamvana vibhava of
sringara of which Radha is the part and parcel of the same. The natural
scene like vrndavana, the river yamuna, spring season etc are de-

scribed as the uddipanavibhava. Love of Radha for Krsna i,e. Rati is

delineated as sthayibhava or permanent mood of $migara.

In respect of Rasa, another special feature is found that in the

3 vMmih 11
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Vaisnava faith of Bengal, $rigara rasa termed as ujjvala or madhura.
Madhura Rati or Priyata is the sthayibhava of this Rasa. The union of
Radha and Krsna is the origin cause of this rasa. It is quitely different
from the ordinary worldly love. But it is primarily as a phase of Bhaki
rasa and expressed as heavenly one by nature itself. Vaisnva theology
admits five rasas as forming the five degree or aspects of the relation
of Bhakti or faith, like $anta, dasya or prit, sakhya or preya, vatsalya
and madhurya. The last is called ujjvala of which the principal is bhakti
and Krsna Rati or the love for Krsna is the sthayibhava of this rasa.

The rumour of Krspa as upapati and Radha as the parakiya stri is not

present in the Madhura or Ujjvala rasa.

So far as the evolution of the character of Radha and her connection

with SfﬁK;gr;a as found in the puranas and the literary world is concerned
it is elaborately discussed in the chapter third. A critical examination of

the character of Radha shows that this character has evolved through

many distinct stages. Radha appeared as a beloved of Lord Krsna in

the Gé’thé’sapta§at!'along with other gopis. Krsna shows a great weak-

ness for Radha and particularly for her when he blows off the dust from

her face lovingly, for which she was the causé of jealous for other la-

dies.” In the NandT verse of the Veriisamhara Radha was presented as
r that the legend

an offended lady.™ From these two evidences it is clea

4 GSS(l)89
VS () 2
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of Radha and Krsna was best known to the Indian society since very |

ancient times.

In Gangadasa's ChandomaTijai, also we find that Radha described

as simple cowherd lady who feels excited by hearing the melodious tune

of Krsna's flute and ran to the bank of the river Yamuna to meet Krsna. ,

Vallabhadeva of Kashmira was a famous commentator of Sanskrit

court-epics who worte a commentary on the S:iéupé'lavadham of

Maghapandita. In the fourth canto of the poem there occurs a word

focaka’ in the verse 35. To explain the word focaka’ Vallabhadeva

quotes oné of the oldest verse. In this verse the name of Radha is

clearly mentioned.

Thus, the character of Radha has evolved through the work of differ-

ent poets of different times in defferent ways.

In this respect it may be noted that the name of Radha is completely

principal puranas. viz, Bhagavatapurana, Visnupurana

absent in some

and Kurmapurapa. In Bhé’gavatapuré’pa mentioned that there was only

one Gopi whom Krsna loved dearly. In this regard we may be clear

through the following poem-
anayaradhito nanar bhagavan haririsvaraf)

yanno bihaya gobindat pfito yamanayad rahah Ire

The word Radha has evolved from the word anayaradhitah of this

6 Bhagp 10. 30. 28
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verse. The word Radha may be explained in the following way— radhyate
ya sa radha and aradhyate harih anaya. So, the word anayaradhitah
is said to be appropriate for the word Radha. The second interpretation
i.e. aradhyate harih also indicates the name of Radha. Because she
was the great devotee of Lord Visnu.

Inspite of these, in the Padmapurana and the Brahmavaivartapurana
Radha possesses a great mystic power and dominates over all other
Goddesses of tndian mythology. Brahmavaivartapurana laid an ad-
equate emphasis on the treatment of Radha legend because Radha
sumed as the clebreted defty in the religious world. So this purana

had as

describes Radha as a presiding deity of Agriculture. A criticism is heard

about Radha's illicit love affiar with Krsna. It also heard that Radha was

a parakiya lady and was the wife of Abhimanyu. Brahmavaivartapurana
also described Rayana married Radha who was the brother of Yasoda.

But Rupa Goswami and others Vaisnva poet of Bengal tried to defend

this position of Radha. They say that according to
Brahmavaivadapuré'ga and other works Radha was not actually mar-
ried to any person but it was only her image or shadow which was mar-
ried to one Rayana.

The poets of Bengal have tried their best to show the development
of the character of Radha for her present status. For this purpose a
good number of poems written in Bengal. Among them Gitagovinda of

Jayadeva popularised Radha throughout the world. We have found that




(265)

Sanskrit poeticians have delineated the heroines of drama and poetry

in different ways. They have classified in different groups like utkanthita,

kalahantarita, vasakasajja, abhisarika, vipralabdha, khandita,

pros:tabhadrka and svadhinabhartrka according to the psychological

conditions of the heroine in respect of her relation with the hero. RUpa

Goswami also described Radha in his drama sometimes Utkanthita,

sometimes Vasaksajja, Abhisarika and so on and so forth. But in the

Ujjva|an'|'lama|;|i he has added a new form to the character of Radha.

Here he delineats R3dha as Vidagdha, Sumaryada, Suvilasa, Lajjasila

we may know the noble character of Radha. Radha has

etc. for which
been observed as the pard sakti in the Brahmavaivartapurana and

The relation of this para and aparé Saki

also in other religious work.

which is called Brahmana and dakti may be compared with the relation
of Puruga and Prakiti of Samkhya Dargana. Thus the character of Radha

described as eternal beauty @8 well as Great Goddess in indian Litera-

ture.
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