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Foreword

This book will give you access to a poem that has been loved in India
for over a thousand years. It is the long lyric poem called the Rasa-
Pancadhyayi, “The Five Chapters on the Rasa,” the word Rasa referring
to Krishna’s dance with his female devotees. A long and distinctive
poem preserved in the tenth book of the beautifully written Bhaga-
vata Purana, its present form was completed, at the latest, by the ninth
century. Very early the entire Purana, with its precious insert, received
all-India fame, as attested by the great number of manuscript copies
that are found even today in the old libraries of every region. It was a
best-seller. It is known that these copies were much read and well re-
membered. The proof lies in the unanimity and correctness of the
surviving texts, compared with the spoiled texts of most Puranas,
which have suffered from careless copying and have been bloated with
graceless interpolations. Not so for the Bhagavata. It was defended
from corruptions by its ardent, vigilant, and well-versed audiences. As
early as 1030 A.p. the name of the Bhagavata was given to al-Biruni in
a list of the eighteen authentic and orthodox Puranas. Today that is
still its status among Hindus—a sacred scripture.

In contrast with India’s resonant appreciation of the Bhagavata
Purana, the outside world has ventured little appraisal of it until re-
cently. There were reasons for this taciturnity. Some Western writers
were stunned and repelled by the erotic factor in its contents. Others
were silenced by the difficulty of its language, which made confident
judgments risky. Well-considered literary discussions were also dis-
couraged by a lack of any but perfunctory translations into English.
About other Puranas—cruder in their language and their thought—
scholars’ comments were frank and full and seldom complimentary.
But the Bhagavata Purana was perceived to be different and not easy
to judge. Generations of scholars dealt with this Purana in a few pos-
itive words, and passed on quietly to discuss other Indian writings
that were easier to assess.

Today, Sanskrit studies are no longer in their infancy in the extra-
Indian world. Students of Sanskrit now know and pay the price for
competence in that language, and have become skilled workers in
many new fields, including the Bhagavata Purana. The metric science
of the Purana’s poetry is understood. The poet’s language is perceived
now to be a cultivated diction, often using courtly figures of speech
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such as the bards of Indian kings were wont to use. Touches of the
revered language of the Vedas are noticed in it, and the mellifluous
flow of the poet’s sound effects are appreciated. The personal genius
of its legendary author, known as Vyasa, is now recognized and ac-
claimed. Connoisseurs increasingly acknowledge that we have here a
poem that is entitled to world esteem. A notable evaluation is that of
Professor Daniel H. H. Ingalls of Harvard: “For all its traditional lore
and traditional piety, and despite its frequent archaisms, the Bhaga-
vata remains, especially in its tenth book, the most enchanting poem
ever written.”! This rating is high, but it comes from an authority
with long experience as teacher of the Bhagavata Purana to university
students—including our translator, Dr. Schweig.

Even students of modern competence face the ancient and ever-
present difficulty in producing from a great poem a great literary
translation. Help is not available, as in the case of some classic texts,
from a long succession of respectable English translators of good if
not great talent. The only older translation that is praiseworthy for its
literary quality is M. Hauvette-Besnault’s translation into French
done in 1865 and published in the fifth volume of Eugene Burnouf’s
Le Bhagavata Purana (Paris, 1898, 1981ff.). Dr. Schweig’s sensitive lit-
eral translation into English now takes the lead. It is up-to-date, ex-
pert, and exceptionally lucid.

With the appearance of this major translation, a milestone will be
passed in the world’s acquaintance with the Sanskrit poetry of Krishna-
centered Vaishnavism. In a thousand years, Krishna-worshiping com-
munities produced in Sanskrit two lyric poems of supreme quality: the
Gitagovinda of Jayadeva, and the Rasa-Panicadhyayi that we have at
hand. The unsatisfying nature of the early translations of both caused
critics to doubt that the difficulties of translating either of them would
ever be met. But, twenty-five years ago, Barbara Stoler Miller produced
the Love Song of the Dark Lord: Jayadeva’s Gitagovinda (New York: Co-
lumbia University Press, 1977) to such acclaim that experts declared
that the way to Jayadeva had been opened. This should be the year of a
proclamation of like importance: that the world has access now to
both of the masterpieces of an entire poetic tradition.

Beyond the literary excellence that it shares with the Gitagovinda,
our “Five Chapters on the Rasa” has a great additional role as shaper of
the course of Hindu religion. Born out of the life of a strong sect that

1. Foreword in Krishna: Myths, Rites, and Attitudes, edited by Milton Singer (Honolulu:
East-West Center, 1996), p. vi.
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in the ninth century was already more than a millennium old, this
poem, during the next thousand years, was itself the mother of many
new religious movements. Once all the persons of this Purana’s faith
could be identified effectively by calling them Bhagavatas. But these
Gopala-worshipers grew in various lines, and now precise reference re-
quires the names of their denominations. Yet a usefulness remains in
the single vague term Krishnaism, which recognizes a certain unity in
them all. Today the faith has a significant following outside of India as
well. The prominence within Hinduism of the worship of Krishna as
Gopila, the cowherd youth, has not yet received due recognition. In
the world’s awareness it was long overshadowed by India’s advaita
monism that has commonly been presented in the past as the main-
stream of religious India. We know well the advaita teaching that indi-
vidual persons, human or divine, are unreal as such, and that all such
illusory persons, when they know the truth, will vanish in the impersonal
divine Absolute. The worshipers of Krishna as Bhagavan or personal
Lord are now that powerful monism’s strongest modern competitors.
The immensity of their movement—never measured by any census—
is suggested only in police estimates of the number of pilgrims that in
a given year flood their holy city of Mathura. Two million devotees,
they say, come within a year, on a monsoon day to celebrate Krishna’s
birth or on a full-moon night of autumn to hear or tell or see re-
hearsals of the story of Krishna’s dancing of the Rasa. That story’s
power, as paradigm, is beyond calculation.

Worldwide, old religious communities remember quite selectively
the various ages of their history. They retrace in memory, again and
again, those special experiences, real or imagined, that shaped their
people. These famous narratives become their catechetical schools,
their mental dwelling places, and the workshops of their collective
thought. Jews remember above all the Exodus. Christians of New Tes-
tament times and all later times ponder the story of the passion of Jesus.
In their thought about this history, marked by the cross, much of their
thought about all history evolves. Buddhists never forget the night of
the enlightenment of the Buddha and the emergence of the prime
Buddhist truths. Small images of the Buddha, serene under the Bodhi
tree, betoken everywhere the Buddhist identity of the displayer. The
painting at the front of this book, of Krishna leading the dancers of
the Rasa, is such a paradigmatic presentation of a faith, a shaper of the
faith, and a token of the presence of a believer.

The Bhagavata Purana was, by the love and use that it received, the
reformulator of the ancient Bhagavata faith. “The Five Chapters on the
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Rasa” in particular provided a new mental world, and new ideas that
became very potent. The one word that most refreshed a jaded com-
munity was the old but unexploited word /ila or “sport” (see the word
in The Encyclopedia of Religion, New York: Macmillan, 1987). The idea
was that any act done by the one Lord of all the universes was, by rea-
son of His already possessing all, an act done without self-interest, sin-
less, and an act of grace. Such joyful and spontaneous sportiveness
impelled God’s creation of the world. In time this idea of divine sport
had many impacts: in encouraging a new spirit in social ethics, for in-
stance. Here we shall discuss only its effect on thought about sexuality,
a matter on which the “Five Chapters” will compel all readers to reflect.
Any possible sex-like act of God, the thinkers held, would necessarily
be as free of self-interest as his creation of worlds. God, who already
has all and enjoys all, could not possibly in love be motivated by lust,
or commit the offense of seduction or rape. God’s erotic sports are
gracious acts of shared joy, granted out of love for his devotees.

The developers of this thought are of course deep readers of “The
Five Chapters on the Rasa” and defenders of the purity of the Rasa
dance. Justification of human promiscuity was far from their inten-
tions. Not desireless but rather lustful, such behavior was deemed to
be sinful, and anyone even dreaming of imitating the acts of Krishna
should expect ruination (BhP10:33.30). What ordinary believers in
Krishna were entitled to do was to contemplate and celebrate the
blameless and beautiful acts of Krishna. Celebration of all of Krishna’s
deeds had in fact been required long ago, in Bhagavad Gita 4:9 and
10:9, verses that command devotees to enlighten each other with joy-
ous narration of Krishna’s marvelous acts. This duty and pleasure the
devotees of the new age now took up, with “The Five Chapters on the
Rasa” in hand or in mind. They brought about a revolution, for in-
stance, in the content of the meditational disciplines of Krishna wor-
shipers. Even the theistic bhakti traditions had their yogic practices,
and directors of the inner life. But the content of Krishnaite intro-
spection became, now, something extraordinary. In the older and
central yoga, one of the very first demands, asked of any beginner,
was to root out every vestige of erotic thought. With the meditators
on Krishna, to the contrary, the queen of all the moods of meditation
became the madhura, the romantic mood, that hopes for experience
of the deity in an erotic relationship. The revered saints of these spir-
itual seekers were not ascetics but the very nubile Gopis, the cowherd
women of Vraja. The story of Krishna and the cowherd women be-
came the prime literature of meditation. Writers fulfilled a great de-
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mand for the story, told in innumerable Sanskrit manuscripts, in ver-
nacular translations and retellings. The erotic aspects of the stories
were no longer resisted but deliberately evoked and dwelt on in the
mind. Even devotees’ conception of salvation was eroticized: the an-
cient paradises—Kailasa, even Vaikuntha—Ilost their charm. Devotees
aspired now to reach the cow-world Goloka, highest heaven of all,
the heaven of Krishna, where the blessed Gopis are assembled, and
Krishna in his eternal sporting-place calls departed devotees to savor
eternally the blameless deeds described in scripture.

It is not surprising that the flood of eroticism in Krishnaite litera-
ture and life has caused some outsiders to see these worshipers as a
libertine community, praising and probably practicing promiscuity
in sexual matters. It is indeed to be observed that the orthodox Hindu
society was, after the triumph of caste in the Gupta age, one of the
most restrictive in the world in sexual matters, and that, by the time
of the Bhagavata Purana, tantric groups had arisen that were in rebel-
lion against the severe moral codes. In secluded places they were said
to hold lawless congress in meetings comparable in some ways to the
gathering for the Rasa. Were these Bhagavatas not social rebels of the
same kind?

Not at all, according to our best records. No report is known, made
by either friend or foe, that Bhagavatas ever performed the Rasa as car-
nal act, either as holy rite or in folk festivals. The Bhagavata’s prohibi-
tion appears to have been observed. Even in the gossip of outsiders
these believers are never connected with the tantrics. From the time of
the Bhagavad Gita, civic concern had been prominent in their litera-
ture. Their relationships with the dominant brahmins and kshatriyas,
arbiters of Hindu society, were not hostile. The Bhagavata commu-
nity was part of the establishment, we would say, and through the
thousand years following the writing of the Bhagavata Purana, they
were clearly supporters rather than opponents of the orthodox moral-
ity. When a prurient literature did appear—the Rati school of Hindi
poetry that throve for several centuries and starred even Krishna as
roué—it had to find its patrons in the very secular and worldly royal
courts of north India, not among devotees. At the end of a millen-
nium of the ever-increasing influence of Krishna worship, Hindu so-
ciety retains its puritan character, more because of than in spite of
Krishna worship.

The community’s intention to support the established morality is in
fact stated clearly in the Bhagavata Purana itself. In the very last verse
of “The Five Chapters on the Rasa,” we are at that point in Sanskrit
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writings when authors address their faithful readers in a sentimental
conclusion. Commonly they celebrate the greatness of the book just
written, then give assurance regarding the magnificent rewards that
will inevitably come to patient readers or hearers. It is an effusive mo-
ment and the promises are great: expiation of all sins, vast spiritual
merit, ascent to heavenly realms, in the end final liberation, and com-
monly, in the meantime, diverse material benefits of no mean dimen-
sion. In striking contrast is the simplicity of the promise uttered
by the author of this work. Read Bhagavata’s verse 10.33.40 (herein as
act 5 verse 40) for yourself. Only one assurance is given: the person
who has heard this story will attain high devotion to the Lord, and
then, sobered, he will quickly throw off lust, the disease of the heart.

In no other work have I seen this conclusion. It is not a thoughtless
formula but a personal utterance for a special occasion. Its simplicity
bespeaks sincerity. The intention that sustained the author in writing
the entire poem is before us. Just how hearing this story will throw off
lust may not be clear to everybody. There is some mystery here. But no
culture on earth is not compelled by human nature to face in some de-
gree the tensions that the Bhagavata addresses. For all, there is some-
thing here to learn. At very least, we have in this lyric poem the literary
wellspring of a major faith. For study of it, there is no better starting
point than this.

The verses are eloquently expressive, but they are not simple, and
even a mastery of Sanskrit grammar does not solve all of the riddles
that they present to outsiders. To lay forth the meanings of these lines is
not an easy task for anybody. By reason of the many uncertainties, even
scholars who know Sanskrit well have shrunk from publishing their
translations. Professor Schweig, who has had a personal interest in the
devotional Vaishnava tradition, has pondered the Rasa-Pancadhyayi
for eight years. As an academic student of Indian culture and religion,
his search has been for the original meanings of the author. He has
contemplated the insights of Western experts and traditional Indian
interpreters as well. He has paid the price of certainty, and he puts
before you, boldly, to the best of his ability and maybe to the limit of
possibility, what the poet intended to say.

The story is before you. Know this poem, and you will know some-
thing of the spirit of Indian civilization.

Norvin Hein
Professor Emeritus of Comparative Religion
Yale University
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Pronunciation

The standardized transliteration system for the Sanskrit alphabet is
utilized in this book. Listed below are the vowels and consonants that
require clarification with regard to pronunciation. Transliterated con-
sonants not listed below are pronounced exactly as in English pro-
nunciations. It is important to note that Sanskrit vowels and consonants
have only one consistent sound in pronunciation, and unlike English,
do not vary.

Transliterated vowels and consonants are listed below in English

alphabetical sequence in order to provide easy reference for the
English-speaking reader.

(Y]

al

au

VOWELS

is pronounced like “a” in “around”
like “a” in “yacht”
like “ai” in “aisle” (“ai” represents a single transliterated vowel)

like “ow” in “cow” (“au” represents a single transliterated
vowel)

like “e” in “prey”
like “i” in “bit”
. €«ey» - <« : b2l
like “i” in “magazine
like “Iree” (this vowel is rare and is pronounced by combining
the English “I” and “r” with an “ee” sound following)
like “0” in “home”
like “ri” in “rich”
like “rea” in “reach” (this vowel is rarely found)
like “u” in “put”

like “u” in “rude”
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CONSONANTS
c like “ch” in “chart” (never pronounced like the English “k” or
((s’)
d like “d” in “lude”
d like “d” in “red”; in the West, we don’t hear the subtle

>

distinctions between the two “d’s”, nor are we used to making
these distinctive sounds with the tongue in English

g like “g” in “gate” (the soft “g” as pronounced in the word
“germane” is never represented by this consonant; the soft “g”
sound is found only in the Sanskrit letter “j”)

h like “h” in “hot” (standing alone or followed by a vowel,
without following a consonant)

_+h any consonant followed by “h” is merely aspirated, like the
subtle aspirated breath sound naturally occurring in the word
“pot” (whereas aspiration is naturally absent from “dot”); thus
“ph” sounds like the letter in the word “loophole” (not an “f”
sound); and the “h” placed after the “t” as “th” in Sanskrit is not
a “th” sound as in “thorn,” as is typically the case in English

h is the silent consonant often found at the end of words; when
located at the end of a word at the end of a sentence, it
reduplicates the last syllable: for example, the “h” in “ramah”
sounds like “ramaha,” and “Saktih” sounds like “Saktikee” (the
underlining indicates an accented syllable)

j like 5” in “joy”

m like “n” in the French word “bon”

n like “n” in “soon”

n like “n” in “song”

il like “n” in “staunch”

n like “n” in “sand”

ph like “p” in “pan” (with aspirated breath; it never makes the
sound of “f” as it often does in English, for example, the “ph”
in the word “elephant”)

r is a vowel; see “r” in the section above entitled “Vowels”

s like “s” in “suit”

§ like “sh” in “shoot” (this sibilant and the following are

commonly pronounced by English speakers without any
discernable distinction)
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S like “sh” in “shout”

t like “t” in “tool” (with tip of tongue near where the teeth meet
roof of mouth)

t like “t” in “lute” (with tip of tongue toward the middle of the

roof of the mouth)

In most compounded consonants, each consonant retains its orig-
inal sound in combination with the others. The one exception to this,

W=

although optional, is the combination “ji” as found in the word

e~ =

jiiana.” These combined letters in this sequence are often pro-
nounced like the “gy” in the English words “dog yard.”






List of Abbreviations

Translations from foreign language texts presented throughout this

work are the author’s unless otherwise credited to others.

BB
BG
BhP
CcC

GG
HV
KK
KrS
KS
MW
NBS
PrS
RL
SD
TS

UNM
VA

VP
WEB
YS

Sridhara Svami Bhavarthabodhini
Bhagavad Gita
Bhagavata Purana

Krishnadasa Kaviraja, Caitanya Caritamrta (Gaudiya Mission
ed.)

Jayadeva Gosvamin, Gita Govinda

Harivamsa

Lila$uka Bilvamangala, Krsna Karnamrta

Jiva Gosvamin, Krama Sandarbha

Jiva Gosvamin, Krsna Sandarbha (in Bhagavata Sandarbha)
Sanskrit-English Dictionary by Sir M. Monier-Williams
Narada Bhakti Sitra

Jiva Gosvamin, Priti Sandarbha (in Bhagavata Sandarbha)
Rasa Lila

Vi$vanatha Cakravartin, Sarartha Darsini

Jiva Gosvamin, Tattva Sandarbha (in Bhagavata Sandarbha)
Rapa Gosvamin, Ujjvala Nilamani

The Practical Sanskrit-English Dictionary by Vaman Shivaram
Apte

Visnu Purana
Webster’s Third New International Dictionary
Yoga Siitra of Patanjali
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Figure 1. Location of the Vraja region in India. Map art by Gregory Golem.



INTRODUCTION

The Sacred Love Story
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Dance of Divine Love presents India’s classical sacred love story known
as the Rasa Lila.! It is a dramatic poem about young maidens joining
with their ideal beloved to perform the wondrous “circle dance of
love,” or Rasa. Its story is an expression of the eternal soul’s loving
union with the supreme deity in “divine play,” or Lila. The Rasa Lila is
considered the ultimate message of one of India’s most treasured
scriptures, the Bhagavata Purana.*

The narrator of this story tells us that the highest devotional love
for God is attained when hearing or reciting the Rasa Lila. Undeni-
ably, its charming poetic imagery, combined with deeply resonating
devotional motifs, expresses to any reader much about the nature of
love. Narrated in eloquently rich and flowing Sanskrit verse, it has
been recognized as one of the most beautiful love poems ever written.

A DRAMA OF LOVE

The Rasa Lila is set in a sacred realm of enchantment in the land
known as Vraja, far beyond the universe, within the highest domain of
the heavenly world. This sacred realm also imprints itself onto part of
our world as the earthly Vraja, a rural area known as Vraja Mandala
(“the circular area of Vraja”) in northern India, about eighty miles

1. The four-syllable phrase Rasa Lila (abbreviated as RL throughout this book) consists

«_»

of two Sanskrit words pronounced phonetically “Rah—suh Lee—lah” (“ah” as “a” in “father,”
“uh” as “u” in “sun,” and “ee” as in “see”). Definitions of key Sanskrit terms are listed in the
glossary. In Hindi, the second short syllable is dropped, resulting in the three-syllable
phrase “Rah-s Lee-lah.” In Bengali, the second syllable is also dropped, but pronounced
“Rah-sh Lee—lah.” The specific sacred text known as “Rasa Lila” is to be distinguished from
the name used for the pilgrimage dramas of Vraja, known in Hindi as ras lila. Note that the
distinction is made clear in this work through the presentation of the latter term in lower-
case italic letters, with the Hindi spelling. For proper pronunciation of transliterated words
from the Sanskrit language used throughout this book, please see the pronunciation table.

2. The words Bhagavata Purana mean “the timeless stories (Purana) about God (Bha-
gavata).” The title for this most popular sacred text of India has two variations: Srimad Bha-
gavatam and Bhagavata Mahapuranam. It is often called simply the Bhagavata. Among the

eighteen famous Puranas, it is considered the most important, as will be discussed below.
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south of the modern capital city of Delhi.’ Vraja is described as a land
of idyllic natural beauty, filled with abundant foliage heavy with fruit
and bloom, roaming cows, and brightly colored birds singing melodi-
ously. The Rasa Lila takes place in the earthly Vraja during the boun-
tiful autumn season, when evenings abound with soothing scents and
gentle river breezes. The following is a summary of the five chapters
of the Rasa Lila story from the Bhagavata’s tenth book.

ONE SPECIAL EVENING, the rising moon reached its fullness with a re-
splendent glow. Its reddish rays lit up the forest as night-blooming lotus
flowers began to unfold. The forest during those nights was decorated
profusely with delicate starlike jasmine flowers, resembling the flowing
dark hair of goddesses adorned with flower blossoms. So rapturous was
this setting that the supreme Lord himself, as Krishna, the eternally
youthful cowherd, was compelled to play captivating music on his flute.
Moved by this beauteous scene, Krishna was inspired toward love.

Upon hearing the alluring flute music, the cowherd maidens,
known as the Gopis,* who were already in love with Krishna, abruptly
left their homes, families, and domestic duties. They ran off to join
him in the moonlit forest. Krishna and the Gopis met and played on
the banks of the Yamuna River. When the maidens became proud of
his loving attention, however, their beloved Lord suddenly vanished
from their sight. The Gopis searched everywhere for Krishna. Discov-
ering that he had run off with one special maiden, they soon found
that she too had been deserted by him. As darkness engulfed the for-
est, the cowherd maidens gave up their search, singing sweet songs of
hope and despair, longing for his return. Then Krishna cleverly reap-
peared and spoke to them on the nature of love.

The story culminates in the commencement of the Rasa dance. The
Gopis link arms together, forming a great circle. By divine arrange-
ment, Krishna dances with every cowherd maiden at once, yet each
one thinks she is dancing with him alone. Supreme love has now
reached its perfect fulfillment and expression through joyous dancing
and singing long into the night, in the divine circle of the Rasa. Retir-

3. Vraja (commonly spelled and pronounced as the Hindi “Braj”) is a region covering
approximately 1,450 square miles. At the heart of Vraja is the forest village of Vrindavana,
the home of Krishna, and the city of Mathura, Krishna’s birthplace. Vrindavana is located
between Delhi and the city of Agra (the home of the Taj Mahal, about 34 miles to the
south). Throughout the Rasa Lila passage, Vraja is interchangeable with and often refers to
Vrindavana; see RL 1.18-19.

4. Gopis is the plural of Gopi, “a female cowherd,” pronounced as the English word “go,”

and “-pi,” as the English word “pea.”



Drama of Love 3

ing from the vigorous dancing, Krishna and the Gopis refresh them-
selves by bathing in the river. Then, reluctantly, the cowherd maidens
return to their homes.

A FIRST READING of the story might lead one to believe that an obses-
sive love and passion for Krishna consumed the cowherd maidens.
Their love could appear selfish and irresponsible, perhaps even un-
ethical, as they abandoned their children, husbands, families, and
homes. A closer reading, however, reveals the idealized vision of the
story intended by its author and embraced and expounded upon by
various traditions, in which the passionate love of the Gopis becomes
the model, even the veritable symbol, of the highest, most intense de-
votion to God.

Contrary interpretations may arise because the vision of God pre-
sented herein is intimate, esoteric, and complex, containing elements
that are familiar to both Western and Indic religious traditions, as
well as those that are unfamiliar. Certainly, one can observe how
Krishna is acknowledged within the text as being a sovereign deity—
a God of grace who teaches and redeems devoted souls, and who pos-
sesses other mighty and divine attributes, characteristics one would
expect to find in the divinity of Semitic traditions. But there is a
unique vision presented in this dramatic poem—a vision of the inner
life of the deity. Here, God is celebrated as an adorable, eternally
youthful cowherd boy who plays the flute and delights in amorous
dalliance with his dearest devotees.

In Indic traditions, the attainment of God is commonly believed to
be achieved through asceticism and renunciation. Yet such an unyield-
ing, self-imposed renunciation for personal spiritual gain is not fa-
vored in the Bhagavata Purana, thus contrasting with the greater
tradition out of which it arises. Rather, the text promotes renun-
ciation that is naturally occurring and selflessly generated, sponta-
neously arising out of love. The cowherd maidens are considered to
have achieved the perfection of all asceticism and to have attained the
highest transcendence simply through their love and passionate devo-
tion to God. This method of attainment is clearly distinct from the
rigorous asceticism and ceaseless search for world-denying transcen-
dence for which much of religious India is known.

Even though the divinely erotic tenor of the Rasa Lila story has de-
lighted many, it has confused others. Some Western and even Indian
interpreters have assumed that the love exhibited between the cow-
herd women and their beloved Krishna is nothing more than a display
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of worldly lust.” The author’s intention expressed in the text, however,
is quite the contrary—the hearing or reciting of this story, he pro-
claims, will free souls from lust, the “disease of the heart.” Therefore
saintly voices from particular traditions within the Hindu complex of
religion claim that its erotic imagery is an expression of the intensity
and intimacy of divine love, rather than a portrayal of worldly pas-
sion. It is only a lack of enculturation and purity of heart on the part
of the reader that prevents one from appreciating the Rasa Lila as the
greatest revelation of love.®

Such traditions tell us that the true interpretation of the story re-
quires a certain type of vision, the “eye of pure love,” prema-netra,
which sees a world permeated by supreme love constantly celebrated
by all beings and all of life.” This eye beholds a realm of consummate
beauty and bliss, in which both the soul and intimate deity lose them-
selves in the eternal play of love. Prema-netra is said to be attained
when the “eye of devotion” is anointed with the “mystical ointment of
love,” an ointment that grants a specific vision of the “incomprehensi-
ble qualities of the essential form of Krishna.”® These traditions claim
that such qualities are revealed through the Rasa Lila text, which, with

5. The various interpretations of the Rasa Lila story in the West as well as the East have
along and interesting history, not within the scope of this study. My interest here is to pre-
pare the reader for appreciating the rich literary and religious dimensions of the text, and
for understanding aspects of the esoteric vision of its drama.

6. The modern exponent of Vaishnavism who spread the tradition worldwide, Bhakti-
vedanta Swami Prabhupada (1896—1977), cautioned outsiders or nonpractitioners in their
reading of the stories of Krishna and the Gopis presented in his volume entitled, KRSNA:
The Supreme Personality of Godhead (Los Angeles: Bhaktivedanta Book Trust, 1970),
p- 188ft., a retelling of the Bhagavata’s tenth book, interpolated with his own grave warnings
against misinterpretation. It is important to point out that the Swami presented these sto-
ries of the Bhagavata to the modern Western world, a world he encountered as having far
more promiscuity than the traditional Indian culture out of which he came. However, he
also battled the dark side, within his own culture, of radical heterodox Sahajiya traditions
arising out of Bengal Vaishnavism. Such traditions had been influenced by tantric Buddhist
practices, in which practitioners, according to the Swami, lacked “requisite practice and
spiritual discipline in devotional love,” sadhana-bhakti, and thus the humility for truly un-
derstanding the Bhagavata’s stories. At worst, some Sahajiya sects have attempted, to this
day, to reenact the divine acts of Krishna with the Gopis through sexual rituals. The per-
ception of orthodox Vaishnavas is that Sahajiya practitioners dwell on the intimate divine
acts of God prematurely, taking the teachings cheaply or sentimentally.

7. The phrase prema-netra is taken from Krishnadasa Kaviraja’s great biographical and
theological exposition, Caitanya Caritamrta [CC] 1.5.21, in which he describes how the eye
of love can comprehend “the manifestations of divine essence,” or svariipa-prakasa.

8. These phrases and ideas are taken from a verse of the Shri Brahma-Samhita (Madras:
Sree Gaudiya Math, 1958), v. 5.38. Translations are mine. The Brahma Sarithita (BrS) was
discovered in south India and canonized by the bhakti saint Caitanya in the sixteenth cen-
tury. Caitanya’s discovery of the BrS is related in CC 2.9.237-241.



Drama of Love 5

Figure 2. The village of Barsana surrounded by beautiful Vraja landscape.
Photograph courtesy of Helmut Kappel.

its sensuous spirituality and innocent playfulness set in alluring poetic
verse, ever beckons and attracts souls to enter into its drama.

This is the vision of saints, which I myself do not claim to possess.
As one who is Western-born and trained in the academic study of reli-
gion, having had the privilege of living in India among saintly practi-
tioners and participating with them in devotional practices, however, I
am perhaps in a position to present this work to those both outside
and within these traditions. My intention is to illuminate a particular
tradition’s special vision of such an important text, thereby facilitating
further dialogue with other world traditions of theistic mysticism.

This work, then, explores a vision of intimacy with the supreme
deity as presented by the Rasa Lila text and elaborated upon by recog-
nized sages possessing this eye of love. The translation of the story,
found at the heart of the book, is intended to be literal and faithful,
striving to capture some of the exquisite poetic beauty and profound
theological expression of the original. Within the introductory and
commentarial sections that frame the translation, deeper or more
hidden meanings of its verses are presented through general discus-
sion and specific verse comments. It is hoped that these key teachings
and traditional commentaries, from one of the most influential tradi-
tions interpreting the text, will enrich the reading of this masterpiece
of world literature and enhance its appreciation.
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SACRED LOVE STORIES

Among all love stories of the world, only a few are considered divine
revelation. Certain mystical traditions honor a particular love story as
their ultimate vision of supreme love. These stories exhibit erotic
longings, often in the feminine voice, as can be observed in the fol-
lowing similar expressions of passion presented in two very different
scriptural texts, the first biblical and the second puranic: “Let him kiss
me with the kisses of his mouth!” (Song of Solomon 1.2), and “Please
bestow upon us the nectar of your lips!” (Rasa Lila 3.14). These ex-
plicitly romantic expressions have been perceived as the voice of the
soul in its passionate yearning for the divine. Devout mystics and
saintly persons have shown, through their own elaborate worship and
interpretation of these stories, that the desire to love God intimately
and passionately lies deeply within the human heart. These special
stories can thus be called sacred love stories.

God as the divine lover is not as foreign to us in the West as per-
haps we might assume. According to a sociological study conducted
several years ago, a surprising 45 percent of Americans can “imagine
God as a lover.”® Intimate love of the deity, therefore, is apparently
neither remote nor uncommon, nor is it seen as existing only in the
past among people of different cultures and distant places. That its
presence is concealed may be due to the confidential nature of the
experience of intimacy in relation to the sacred; perhaps the phe-
nomenon is preserved at an understated and private level of human
religious experience. Though it would be impossible to determine the
pervasiveness of this religious phenomenon, or the type and depth of
experience, it is clear that humans throughout the ages have desired
intimacy with the divine.

Sacred love stories, in many ways, appear to present the passionate
love shared between a lover and a beloved. They disclose explicit con-
ceptions or allegorical depictions of a transcendent realm of love, in
which a supreme deity and affectionate counterpart—either a devout
soul or divine personage—join together in various phases of amor-

9. See Wade Clark Roof and Jennifer L. Roof, “Images of God among Americans,” Jour-
nal for the Scientific Study of Religion 23, no. 2 (June 1984): 201-205. The summarized re-
sults of this study received attention from the popular magazine Psychology Today (June
1985): 12, and the nationwide newspaper USA Today (May 30, 1985). The latter focused
specifically on the content of “God as a lover” from Psychology Today, which was high-
lighted in its section called “Life,” under “Lifeline: A Quick Read on What People Are Talk-
ing About.”
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ous, even erotic intimacy. The purest and highest attainable love asso-
ciated with these stories occurs only when the recipient of the soul’s
exclusive devotion is the supreme Beloved. Such stories have inspired
the human heart to reach for superlative and pure expressions of love.
It is not surprising that generations of religious writers, in numerous
works, have developed and embellished essential themes drawn di-
rectly from these sacred stories.

In the Western world, the biblical book Song of Solomon, also
known as the Song of Songs, relating the passionate love between a
king and queen, has been regarded by many as a sacred love story.'
This story has become foundational for various forms of Jewish mys-
ticism, such as the Kabbalah. The rich and erotic words of the Song
reveal the union of lover and beloved who symbolize, for these tradi-
tions, the divine “queen” and “king” within the godhead. Additionally,
the Song of Solomon has been a profound source of inspiration for
Catholic love mysticism and Christian piety in general. The feminine
and masculine voices of the text have represented the loving relation-
ship between the soul and God, respectively, in which the soul be-
comes the “bride” and Christ the divine “bridegroom.”

Similarly, traditions of Islamic love mysticism have drawn upon an
ancient Arabic tale that allegorizes the soul’s capacity to be utterly in-
toxicated with love for God. The story of Layla and Majnun describes
Majnun’s uncontainable madness of affection for his beloved Layla,
from early boyhood throughout his life, and even beyond life.!! Al-
though there has never been complete agreement on the sacred value or
degree of holiness of these particular love stories, often because of the
explicit sensuality and erotic imagery of their content, there is no doubt
that powerful traditions of love mysticism have based their religious vi-
sions on such texts. Sacred love stories are indeed stories of romance
and passion, but they are often seen as much more than that. They are
regarded by many as sacred expressions of the innermost self that can
lift the human spirit into the highest realms of intimacy with the deity.

10. The Song of Songs is readily accessible in any complete translation of the Hebrew
Bible. It has also received scholarly attention as a text apart from its biblical context, and one
finds, to this day, attempts to translate its especially rich poetry into English. For example,
see The Song of Songs: A New Translation, by Ariel Bloch and Chana Bloch (Berkeley: Uni-
versity of California Press, 1995) with elaborate introduction and commentary to the text;
and The Song of Songs: A New Translation, by Marcia Falk (San Francisco: Harper, 1990)
with illustrations and introduction to the translation. Both editions present the original
text in Hebrew script.

11. See Nizami’s The Story of Layla and Majnun, translated from the Persian and edited
by Dr. Rudolf Gelpke (New Lebanon, N.Y.: Omega Publications, 1997).
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INDIA’S SONG OF SONGS

The love poem of the Rasa Lila could easily be regarded as the “Song
of Songs” of ancient India. Several Vaishnava sects—those traditions
within the Hindu complex of religion whose worship is centered
upon the supreme deity Vishnu, also known as Krishna—single out
the story of the Rasa Lila, claiming it to be the essence of all lilas.!? As
the Song of Solomon has been elevated to the highest status above all
other biblical books by many Jewish and Christian mystics, and thus
has become known as the “Song of Songs,” the Rasa Lila also has been
honored as the “essence of all [ilas” and the “crown-jewel of all acts of
God” by several Vaishnava traditions, for which it functions as the ul-
timate revelation of divine love."

The enchanting Rasa Lila has had great influence on the culture and
religion of India, perhaps even more than the Song of Songs has had
on the Western world. For over a thousand years, poets and dramatists
have continually told its story, often creating new stories that expand
upon particular themes of the Rasa Lila. Artists and dancers from a va-
riety of classical Indian schools have attempted to capture the beauty
and excitement of various events within the story through pictorial
renderings and interpretative dance performances. In modern times,
in the West and in India, literary and artistic creations continue to be
generated directly from this great work. The passionate love of the
Gopis for their beloved Lord Krishna has epitomized sacred love in In-
dian civilization, and to this day provides the richest source of poetic
and religious inspiration for Hindu love mysticism.

Another Sanskrit love poem, the Gita Govinda or “Song of
Govinda,” by Jayadeva, has been referred to as the song of songs of
India by some Indian and Western scholars.!* This twelfth-century
work concerning Govinda, who is Krishna, and his most beloved Gopi,

12. The Vaishnava sects of Vallabha, Caitanya, and Radhavallabha celebrate the Rasa Lila
as the greatest [ila.

13. Krishnadasa Kaviraja uses the words [ila-sara (“essence of lilas”) to describe the RL
in C 2.21.44. Vi$vanatha Cakravartin describes the Rasa Lila as sarva-lila-ciida-mani in his
commentary to the first verse of the RL.

14. The first translation of Jayadeva’s work was by the nineteenth-century British
scholar Sir Edwin Arnold, and its title clearly makes the claim: The Indian Song of Songs
(London, 1875). Indian scholars have echoed Arnold’s claim and accepted this work’s asso-
ciation with the biblical text; see Kangra Paintings of the Gita Govinda, by M. S. Randhawa
(Delhi: National Museum, 1963 ), p. 13. Western scholars of the Song of Solomon have also
drawn parallels between the two works. See Song of Songs: A New Translation with Introduc-
tion and Commentary, by Marvin H. Pope (New York: Doubleday, 1977), especially the sec-
tion entitled “Gita-Govinda, the So-Called ‘Indian Song of Songs,” pp. 85-89.
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Radha, presents a tempting parallel to the Song because of the singular
hero and heroine between whom a passionate love tale ensues. By con-
trast, the Rasa Lila portrays a group of heroines, though there is special
attention given in one chapter to a favored Gopi, who is assumed by
some Vaishnava sects to be Radha.!'® Furthermore, the Rasa Lila does
not reach the erotic intensity of the Gita Govinda and the Song of
Songs. Whereas the general tone of the Rasa Lila is more amorous or
romantic, the overall tone of both the Song and Jayadeva’s work is con-
siderably more sensuous, if not explicitly or metaphorically sexual.

Despite these similarities of Jayadeva’s work to the biblical song, the
Rasa Lila deserves recognition as India’s song of songs in light of its lit-
erary-historical and scriptural parallels. Historically, the Gita Govinda
appears centuries later than the Bhagavata. In fact, the Rasa Lila is re-
ferred to repeatedly in a refrain within the second part of Jayadeva’s
story (vv. 2-9). Similarly, the Song of Solomon functions as the source
of much literary activity, as we find with the Spanish mystic poet, John
of the Cross, who himself derived direct inspiration from the Song for
his poetry describing the spiritual marriage of the soul and Christ.

The Song of Solomon has had significant influence on Western re-
ligious traditions, especially on Jewish and Catholic forms of mysti-
cism, in which it has received unmatched attention. The Rasa Lila
has also had widespread cultural and religious recognition, particu-
larly within certain bhakti or devotional traditions of Vaishnavism.
Whereas appreciation of the Gita Govinda has been primarily concen-
trated in eastern regions of India such as the states of Bengal and
Orissa, the Rasa Lila has had a pan-Indian presence.

Perhaps the most compelling argument for claiming the Rasa Lila
to be India’s song of songs would be the powerfully supportive scrip-
tural contexts in which each text is found. Although Jayadeva’s poem
is directly inspired by the Bhagavata, it is an independent poem, lack-
ing the greater literary and scriptural context that the Bhagavata and
the Hebrew Bible provide for the Rasa Lila and the Song of Solomon,
respectively.'® One could argue that the biblical Song is perhaps even
more dependent upon its context than the Rasa Lila is on its scriptural
setting, because of the absence of any explicit religious statements in

15. The Gita Govinda is the first text to powerfully establish the name, identity, and role
of Radha as Krishna’s favorite Gopi, stimulating a great deal of later poetic activity, as well
as influencing the way viewers and readers perceive Radha’s role in the RL text itself.

16. The Gita Govinda compensates for a lack of scriptural context or authority by pro-
viding a theological introduction: the first chapter is devoted primarily to singing the
praises of the various “divine descents,” or avatdra forms, of Krishna and Vishnu.



Figure 3. Ivory miniature painting of Radha and Krishna.
Artist unknown; from the private collection of the author.
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the Song. The story line of the Rasa Lil3, on the other hand, is a con-
tinuation of earlier events from within the greater Bhagavata story,
and there is notable material prior and subsequent to the Rasa Lila
that anticipates or reflects upon its story. Moreover, much of the the-
ological content of the Bhagavata and references to many of its sur-
rounding stories are engaged within the Rasa Lila itself.

It is on the basis of this dependence on context that the poetic love
story of the Rasa Lila gains, as does the Song of Songs, its sacred aura
and religious authority. Furthermore, each text, as a rarified sacred
love story, has become the jewel in the center of its own scriptural set-
ting. In light of these significant parallels, the Rasa Lila may truly be
considered the song of songs of India.

BHAGAVATA AS THE ULTIMATE SCRIPTURE

There are eighteen Puranas, or collections of “ancient stories,” and In-
dian and Western scholars alike have recognized that among them,
the Bhagavata stands out. Dozens of traditional commentaries have
been written on the Bhagavata, whereas other Puranas have received
just one or two, if any.'” The Bhagavata Purana (BhP) itself declares
that it is “the Purana without imperfection” (amala purana) and the
most excellent of all Puranas.'®

Modern Indian scholars acknowledge the greatness of the text. S.
K. De writes that “The Bhagavata is thus one of the most remarkable
mediaeval documents of mystical and passionate religious devotion,
its eroticism and poetry bringing back warmth and colour into reli-
gious life.”! Specifically referring to the tenth book of the Bhagavata,
A. K. Majumdar states: “the most distinguishing feature of the Bh.P. is
the tenth canto which deals with the life of Krsna, and includes the
rasa-lila, which is unique in our religious literature.”?° Western schol-
ars have also identified the synthetic nature of the text. Daniel H. H.
Ingalls writes: “The Bhagavata draws from all classes, as it does from
all of India’s intellectual traditions. It does this without being at all

17. Edwin E Bryant, in his introduction to his translation of the tenth book of the Bha-
gavata, has counted as many as eighty-one currently available commentaries on this part of
the text. See his work Krishna: The Beautiful Legend of God (New York: Penguin, 2004 ), p. xii.

18. See BhP 12.13.17-18.

19. S. K. De, Early History of the Vaisnava Faith and Movement in Bengal (Calcutta:
Firma K. L. Mukhopadhya, 1961), p. 7.

20. A. K. Majumdar, Caitanya: His Life and Doctrine (Bombay: Bharatiya Vidya Bhavan,
1969), p. 35.
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interested in social questions and interested in intellectual questions
only so far as they may illustrate or fortify its doctrine of love. What is
important to the Bhagavata is to feel God, to be moved by Him.”?!

The compelling text of this Purana presents a rich tapestry of di-
verse forms of ancient Indian theological discourse, social thought,
and literature, all of which support its evolved doctrine of devotion.
More than any other Purana, it engages much that comes before it by
elaborating upon philosophical themes and stories of religious In-
dia, drawing from both northern and southern traditional cultures,
as well as from great scriptures dated as early as the Vedas (circa
3000-1200 B.c.E.), India’s oldest and foundational scriptures.?? In-
deed, the Bhagavata has been regarded as the quintessential scripture:
“The very essential core (sarari saram) of all of the Vedas and all of
the histories has been collected [in the Bhagavata]” (CC 2.25.145).

The challenge of dating the Bhagavata brings out some of the text’s
literary characteristics. The precise date of its complete formation has
been difficult to ascertain, since the Bhagavata re-presents much of what
has already come before it.>> Whereas scholars have often pointed to the
seventh or ninth century .. as periods during which either portions of
the text or the complete work appeared in its present written form, the
text has also been dated to as early as the fourth century. Moreover, the
Bhagavata records layers of narrations that were initially orally trans-
mitted. This is not surprising, since India is known for its rich oral
literary traditions, beginning with the Vedas themselves, which were
preserved and handed down by priestly families for many generations.

Devout Hindus see the Bhagavata Purana as an eternal revelation;
yet the text itself presents a description of how it came into exis-

21. Daniel H. H. Ingalls in his foreword to The Divinity of Krishna, by Noel Sheth, S.J.
(New Delhi: Munshiram Manoharlal, 1984), p. xii.

22.See BhP 1.1.3. Friedhelm Hardy considers the Bhagavata “an opus universale,” a spe-
cial puranic text that blends the poetic sense and intense devotional expression from south-
ern Tamil culture with philosophical themes of the Upanishads and Vedanta, and the
dharmic social system of the north. See his work Viraha Bhakti: The Early History of Krsna
Devotion in South India (Delhi: Oxford University Press, 1983), pp. 489ff.

23. It is interesting to note that as early as the second century c.E., the Réasa dance of
Krishna has been described in the South Indian text known as the Cilappatikaram by Ilanko
Atikal. See canto 17 entitled, “The Round Dance of the Herdswomen” in The Cilappati-
karam of Ilaniko Atikal, An Epic of South India, translated, with an introduction and post-
script, by R. Parthasarathy (New York: Columbia University Press, 1993), pp. 170-178. For
a recent study critically reviewing the complex issues surrounding the dating of the Bhaga-
vata Purana, see Edwin F. Bryant’s lucid article, “The Date and Provenance of the Bhagavata
Purana and the Vaikuntha Perumal Temple,” Journal of Vaishnava Studies 11, no. 1 (Fall
2002): 51-80.
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tence.?* The sage Vyasa, whose name means “compiler,” became de-
spondent due to a lack of fulfillment, even after compiling the great
literatures of India such as the Vedas, the Mahabharata, and others.?
He turned to his teacher, the renowned sage Narada, and expressed
his utter dissatisfaction. Narada addressed his disciple’s frustration by
explaining to Vyasa that although he had delineated the “ultimate
purposes of human life” (purusartha), he had yet to describe the
greatness of Krishna. Thus the Bhagavata is a text that is thought of as
completing the task of compiling the scriptures, by crowning them
with the full theology of Vishnu or Krishna. Certainly there is no
other scriptural text that presents this theology so comprehensively.
The teachers of the sixteenth-century bhakti school founded by the
mystic and revivalist Caitanya express the superiority of the text over
that of all other sacred Indian texts, collectively referred to in the fol-
lowing as the Vedas: “The Bhagavata describes the essential nature of
Krishna, bhakti, and the relationship to God (rasa). Therefore its
greatness is supreme among Vedic scriptures” (CC 2.25.150).

Much of the Bhagavata is a “compilation” of earlier texts, but not
merely that. The works engaged by the Bhagavata are refined versions
of previous materials, incorporating the highly evolved theology of
Vishnu, and this is certainly the case with the Rasa Lila story. This act of
literary refinement and re-vision is expressed toward the very beginning
of the Bhagavata, in a verse that depicts the text as the “ripened fruit” of
the wish-granting tree of all Vedic literature.?® The name of the primary
narrator of the text, Suka, meaning “parrot,” holds special significance
here. Vyasa’s compiled stories are narrated by Suka, his son, which causes
them to become especially refined and sweet, just as it is believed that a
parrot makes the juice of a mango sweeter, once it has sliced the fruit
with its beak. Also, parrots are known to repeat faithfully what they hear,
and similarly, Suka faithfully retells the stories he has heard.?”

24. For the Bhagavata’s account of why it was written, see BhP 1.5.2-9.

25. Vyasa is known for compiling sacred texts, especially the Vedas, the oldest and most
authoritative scripture of India, perhaps the oldest scriptural text in the world. Among the
four parts of the Vedas, the Rg Veda is the best known, appreciated for its Sanskrit hymns
praising sacrificial practices, philosophical musings, and devotional expression.

26. “The ripened fruit (galitarn phalam) of / the wish-granting tree of the Vedas / Has
perfectly culminated in the flow / of nectar (amrta-druva) from the mouth of Suka. / You
drink the juice (rasa) of this fruit constantly, / which is the Bhagavata, the ultimate abode—/
Ah, for you appreciate what is tasteful (rasikah) / and possess a sense for what is beautiful
(bhavukah) in this world” (BhP 1.1.3).

27. For more information on the significance of Suka as a transmitter within Hindu
traditions, see Wendy Doniger’s “Echoes of the Mahabharata: Why Is a Parrot the Narrator
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This finer, more pleasing result produced by the parrotlike effect
of Suka’s narrations is readily observable when comparing other
puranic versions of Krishna’s dalliance with the cowherd women to
the Bhagavata’s presentation. Suka’s vision combines some essential
Krishna-Gopi themes found in three other versions: the Visnu Pu-
rana, Brahma Purana, and Harivariisa texts. The verses in the Visnu
and Brahma Puranas that parallel the Bhagavata’s Rasa Lila actually
include the event of the Rasa dance, whereas the Harivariiéa does not,
although it clearly shares other scenes and motifs of the story. All
three versions are similar to the Bhagavata in dramatic content and
utilize, in places, similar and even the same vocabulary. But the story’s
finest imagery and poetic rendition are found in the Bhagavata ver-
sion.?®

As mentioned above, the Bhagavata’s Rasa Lila reflects several of the
literary and theological features of the greater Bhagavata, a context that
is lacking in the three counterpart versions. It is no wonder that this text
has been preferred by later Vaishnava sects (those following Vallabha,
Caitanya, and Radhavallabha). The dramatic tone and content of the
Bhagavata story embellish the erotic presentation of the Harivamsa and
further develop the theological apologia of the Visnu Purana, thus
combining and engaging aspects from both, resulting in a far richer
text. The effect, then, of Suka’s parrotlike narration on the Bhagavata’s
Rasa Lila is a substantially more developed story that is the most elo-
quent, dramatic, and theologically sophisticated of the four versions.

We have seen that the Vaishnava teachers regarded the Rasa Lila as
their “song of songs,” the most important and elevated passage of the
Bhagavata. We may ask, does the Bhagavata text itself enthrone the
Rasa Lila passage as the [ila of all lilas? Are the Vaishnava interpreters
of the text correct in thinking that the Bhagavata regards the Rasa Lila
in this way, or is their appreciation doctrinally driven? I will present,
in the “Textual Illuminations” and “Notes and Comments” sections of

of the Bhagavata Purana and the Devi Bhagavata?” in Purana Perennis: Reciprocity and
Transformation in Hindu and Jaina Texts, edited by Wendy Doniger (Albany: State Univer-
sity of New York Press, 1993).

28. See treatment of first verse in Notes and Comments to RL 1.1 for a comparison of
the first verse of the Bhagavata to the Visnu Purana and Harivarii$a versions. Clearly, a
measure of vocabulary and imagery is shared by all three. A synoptic analysis of these ver-
sions brings out much of what is unique about the Bhagavata’s presentation (see appen-
dix 3, “Synoptic Analysis of Rasa Lila”).
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this work, compelling indications, both literary and theological, that
the Bhagavata indeed elevates the Rasa Lila to an ultimate status
within its vast text.

Let us consider the major literary indications pointing to the Rasa
Lila’s special status. First, the poetic language and style of the text are
distinctive. Second, no other story within the Bhagavata resembles a
drama as does the Rasa story, and though its drama clearly fits into
the greater text of which it is a part, it also has the ability to stand in-
dependently, as one would expect of a Sanskrit romantic drama. Fur-
thermore, the tight dramatic structure stretching over an unusually
lengthy five contiguous chapters is, again, a unique feature among all
lilas of the Bhagavata. Third, as has been mentioned, “framing” pas-
sages placed before the story anticipate and lead up to the text, and
those that follow remember and invoke the significance of the /ila.
These passages may be a single verse (inside and outside of the tenth
book), or partial and even whole chapters (within the tenth book),
prior to or following the five-chapter story. No other episode in the
Bhagavata has received this type of elaborate framing. Moreover, the
characters of the hero and heroines are developed prior to the story,
and their interactions within the episode reach heights not achieved
prior to or following the Rasa event. Finally, throughout the passage
as many as eighteen other /ilas from within the Bhagavata are recalled,
a rare occurrence in any Jila.

Unique theological features also indicate the special status of the
Rasa Lila. The first and last verses of the piece launch and cap off its
story with dramatic indications. Krishna takes full refuge in the God-
dess in the first verse, which is unprecedented in the greater Bhagavata
text, and the author states in the final benedictory verse that the “high-
est devotion” is achieved by hearing or reciting this story, a benediction
that is not offered anywhere else. Additionally, the Bhagavata presents
many great devotees of Krishna, but none receives the same level of
recognition and praise in the text as the cowherd maidens of Vraja,
whose love and sacrifice even amaze Krishna himself. They are de-
picted as master yoginis who are capable of embracing God within
their hearts, their devotion excelled by no one. Furthermore, among all
the Gopi passages of the Bhagavata’s tenth book, the Rasa Lila drama
introduces and tells the tale of the special singular Gopi, identified by
the Caitanya school as Radha, Krishna’s dearest consort. This favored
cowherd maiden is revisited only once more, seventeen chapters later
(BhP 10.47), where her soliloquy to the black bee is presented. Clearly,
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the Bhagavata, through these and other theological and literary
features of the text, deliberately establishes the Rasa Lila as the very
center of its work, celebrated as such by many Vaishnava traditions.

SACRED CONTEXT OF THE RASA LILA

The Bhagavata’s Sanskrit text contains 335 chapters, consisting of sa-
cred stories, philosophical discourse, and epic poetry that all respond
to the essential question of what one is to do to prepare for death.”” Of
the twelve books forming the Bhagavata, the tenth and longest book
comprises ninety chapters, including the five chapters of the Rasa Lila
(chapters 29-33). This is the most famous and widely read of the
books, particularly known for its descriptions of Krishna’s youthful
lilas in Vraja.

The Bhagavata Purana presents a dialogue between the sage Suka
and a king named Pariksit, which addresses the question of how to
prepare for death. The text possesses a complex narrative structure
consisting of three layers. The authorial first voice, as we have seen, is
understood to be that of Vyasa. The work opens by introducing the
voice of the general narrator, the sage Suta, as he addresses a gather-
ing of holy men in the Naimisa forest, delivering the outer narrative
shell. Stta in turn narrates the vision of the narrator of the Bhagavata
stories themselves, the sage Suka. Thus, the first narrative is by Vyasa,
who reveals the dialogue between Stta and the sages assembled at
Naimis$a. And the second narrative is by Stta, who reveals the dia-
logue between Suka and King Pariksit. Within this second narrative
frame, we learn about the king, whose death is imminent due to a
curse from a small boy. The story goes as follows:

THE RENOWNED KING Pariksit, while searching for water in the forest,
came across a great sage deeply immersed in meditation. The king re-
quested water from the sage, but received no response. Feeling resent-
ful, he picked up a nearby dead snake with his bow, and angrily
draped the snake over the shoulder of the sage. The son of the sage,
infuriated upon hearing how the king had insulted his father, cursed
the king to die in just seven days from the poisonous bite of a fanciful
snake-bird.

29. For a scholarly treatment on the theme of death in the Bhagavata, see E. H. Rick
Jarow’s book Tales for the Dying: The Death Narrative of the Bhagavata-Purana (Albany:
State University of New York Press, 2003).
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The king, feeling remorseful, accepted the curse as his fate and
seated himself on the bank of a holy river. Soon, many renowned
sages arrived, for he was a much-loved king. After greeting them, the
king said, “Let the snake-bird bite me at once. I desire only that all of
you continue reciting the glorious divine acts of Lord Vishnu.”*® In-
quiring from the sages about the highest perfection of life, he asked,
“What is the duty of one who is about to die?”*! The beautiful young
sage known as Suka, son of Vyasa, praised the king for his inquiry, and
offered an explanation that points to an essential message of the Bha-
gavata: a long life wasted in ignorant activity is useless compared to a
short life utilized in achieving the ultimate spiritual goal.’?

THE THIRD NARRATIVE, then, constitutes the greater part of the Bha-
gavata text. Here, Suka responds to the seminal question of the king
concerning how to prepare for death. Throughout the Bhagavata,
Suka narrates stories to and converses with Pariksit, the king, who is
in the submissive role of Suka’s student. The Rasa Lila also opens with
Suka as the narrator, and his voice is heard in each act of the drama.

Most of the stories or narrations of the Bhagavata begin with an
introductory line preceding the opening verse (that is, just before the
first quarter line of the poetically metered verses), and the Rasa Lila is
no exception. Directly preceding the first verse of the drama are
the words, $ri-badarayanir uvaca, “the illustrious Badarayani spoke.”*?
Here, Suka is introduced by the name Badarayani, which appears only
once, to inform the reader that Suka is the son of Badarayana, another
name for Vyasa.** Therefore, Suka is not only a sage recognized by the
king and assembly of sages accompanying him; he is also the son of
the divinely empowered Vyasa, the compiler of the Bhagavata, grant-
ing even greater authority to his narration.

The vision that Suka shares with his student, King Pariksit, is not
only what he sees but also his interpretation of what he sees. When
Suka reveals the poetic narrative and descriptions of the Rasa Lila, he
acts as a bard and sage, whereas when he discusses and reflects upon
the stories, he acts as the interpreting theologian. The conversation

30. BhP 1.19.15.

31.BhP 1.19.37.

32.BhP 2.1.12.

33. The reader may consult the complete transliterated text of the Rasa Lila in the sec-
tion titled “The Sanskrit Text,” toward the end of this book.

34. Only some editions of the Bhagavata Purana introduce Suka as Badarayani in the
Rasa Lila passage. Other editions simply introduce him as Suka.
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Figure 4. Wall painting of Suka narrating the Bhagavata’s Rasa Lila to the
King and Gathered Sages. From Gopinathji Temple, Jaipur. Photograph by
the author.
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between Suka and the king is in turn being narrated by Sata to an
audience consisting of Saunaka and his group of sages. Sita and
Saunaka’s conversation is obviously narrated, as well, by the original
narrator and author, Vyasa. Effectively, then, the Rasa Lila is delivered
to the reader through telescoping narratives; it is a multilayered con-
versation within which narrations of other conversations are taking
place.

Before exploring the many other remarkable features of this liter-
ary masterpiece in greater detail, I will introduce the translation of
the dramatic poem itself, so that the reader may experience a fresh
encounter of its plot and imagery. Following the translation, further
mediation or guidance will be offered in the “Textual Illuminations,”
as well as the “Notes and Comments” portions of this book. The
translation is presented as a freestanding drama, with chapters 29
through 33 from the tenth book of the Bhagavata now appearing as
acts 1 through 5 within the drama, each act containing various scenes.

Following the Rasa Lila translation are translations of two famous
passages concerning the cowherd maidens. These episodes frame the
Rasa story, one prior to and the other following it. The first is the
chapter known as “Song of the Flute” (Venu Gita), in which the Gopis
describe the power and beauty of Krishna’s divine flute music. It is ap-
propriate that this passage should appear before the Rasa Lila in the
Bhagavata, since it is the flute music that awakens the maidens’ loving
self-surrender at the beginning of the story, initiating the unfolding of
the plot. The second translation is called “Song of the Black Bee”
(Bhramara Gita), a portion of a chapter that expresses loss and love in
separation from Krishna. It is famous for its description of the special
Gopi, identified as Radha, who speaks to a black bee in loving madness.
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DRAMATIS PERSONAE

(in order of appearance)

SoN OF VYASA/SUKA, the narrator
THE BELOVED LORD/KRISHNA, the protagonist of the story

Other personal names used for Krishna (in order of appearance):
Govinda, Acyuta, Hrsikesa, Adhoksaja, Hari, Kesava, Madhava,
Urukrama, Varaha, Sauri, Mukunda, Vasudeva, and Vishnu

TuE Goris, married and unmarried cowherd maidens, the heroines
of the story
as all of the Gopis
as a partial group of Gopis
as individual Gopis (often speaking on behalf of other Gopis)

PARIKSIT, the king for whom the story is narrated and from whom ques-
tions arise

SpecIAL GopI (most often identified as Radha), the maiden with whom
Krishna runs off

Non-Speaking
YoGaMAYA (or Maya), the manifestation of the Great Goddess who directs
her illusive power to arrange for divine loving union

COWHERD MEN, husbands of the Gopis
FAMILIES OR RELATIVES of the Gopis
Cows milked by the Gopis

TREES, PLANTS, ELOWERS, AND VINES spoken to by the Gopis in the Vraja
forest

TuLrasi, most sacred plant of Krishna flourishing in the Vraja forest
THE EARTH, consulted by the Gopis in their search for Krishna
WIFE OF THE DEER, consulted by the Gopis in their search for Krishna

BEEs around Krishna’s garland and as a chorus for Rasa dance
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DENIZENS OF THE HEAVENS AND THEIR WIVES, from their celestial chari-
ots in the sky

GANDHARVA SINGERS AND THEIR WIVES, from their celestial chariots in
the sky

SCENES

The region of Vraja: a rural area located in central northern India
about eighty miles south of Delhi, near Agra (home of the Taj Mahal);
a paradisal natural countryside with many forests

and the Yamuna River running through it

The village of Vraja: also known as Vrindavana,
located within the region of Vraja,

bordering the Yamuna River;

home of Krishna, the Gopis, and their families



Act One

KRISHNA ATTRACTS THE GOPIS
AND DISAPPEARS

Bhagavata Purana Book 10 Chapter 29

Scene |
Narrative: Beauty Arouses Love in God
Attracting Souls to Him

The illustrious son of Vyasa spoke:

Even the Beloved Lord,
seeing those nights
in autumn filled with
blooming jasmine flowers,
Turned his mind toward
love’s delights,
fully taking refuge in
Yogamaya’s illusive powers.! 1

Then the moon,
king among stars, arose,
Spreading soothing reddish rays
over the face of the eastern horizon;
Dispelling the sorrow
from those who looked on,
As a lover caresses his beloved’s blushed face,
consoling her after long separation. 2

1. son of Vyasa: Suka, the sage who narrates this story.

the Beloved Lord: God, as Krishna, the intimate persona and ultimate deity of the god-
head, the divine hero of this story. The various names and epithets for Krishna throughout
this text will be briefly explained in these notes, with greater explanation in the “Verse Illu-
minations” and glossary sections of the book.

Those nights in autumn filled with blooming jasmine flowers: jasmine amazingly blos-
soms here during “those nights in autumn,” even though the flower only blossoms in the
spring and summer in India. “Those nights” metaphorically introduces the cowherd maid-
ens of Vraja, or the Gopis, who are explicitly introduced for the first time two verses later.
See “Textual Illuminations” and “Notes and Comments” for a fuller discussion.

Yogamaya: divine feminine power or Great Goddess who arranges loving exchanges be-
tween God and his devotee.
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Seeing lotus flowers bloom
and the perfect circle of the moon
Beaming like the face of Rama,
reddish as fresh kunkuma;
Seeing the forest colored
by the moon’s gentle rays,
He began to make sweet music,
melting the hearts of
fair maidens with beautiful eyes.? 3

Upon hearing that sweet music,
their passion for him swelling,
The young women of Vraja whose
minds were captured by Krishna,
Unaware of one another,
ran off toward the place
Where their beloved was waiting,
with their earrings swinging wildly.? 4

Some left abruptly
while milking the cows—
due to excitement
the milking had ceased.
Some left the milk
as it boiled over;
others departed
leaving cakes on the hearth. 5

2. Rama: the Goddess Laksmi, consort of Vishnu (Krishna’s cosmic persona and form of
four arms), not to be confused with Rama (note the macron over the first “a” rather than the
second), the brother of Krishna or the consort of Sita as the avatara or divine descent of
Vishnu.

kunkuma: vermilion; a brilliant deep reddish colored powder.

fair maidens with beautiful eyes: the cowherd heroines of the story, known as the Gopis.

3. Vraja: the beautiful village and surrounding rural area in central northern India, con-
sidered a divine manifestation of the highest heaven in this world.

Krishna: “the dark-complexioned one” or “the divinely attractive one”; primary name
of the Beloved Lord, who is both supremely powerful and supremely intimate.
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Some suddenly stopped
dressing themselves;
others no longer
fed children their milk.
Some left their husbands
who had not yet been served;
others while eating
abandoned their meals. 6

Some were massaging
their bodies with oils
or cleansing themselves;
others applying
ointment to their eyes.
Their garments
and ornaments
in utter disarray,
they hastened
to be with Krishna. 7

Their husbands,
fathers, brothers—
all relatives endeavored
to detain them.
Since their hearts
had been stolen by Govinda,
they who were entranced
did not turn back.* 8

Some Gopis,
unable to leave,
had gone inside their homes.
With eyes closed,
fully absorbed in love,
they meditated upon Krishna.” 9

4. Govinda: Krishna, “one who tends the cows.”
5. Gopis: “cowherd maidens”; the fair young women of Vraja; the collective heroines of
the story.
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The intense burning
of unbearable separation
from their dearest beloved
disrupted all inauspiciousness;
Due to the joy
of embracing Acyuta
attained through meditation,
even their worldly happiness was lost.® 10

Certainly, he is the supreme Soul,
though they knew him
intimately as their lover.
They relinquished their bodies
composed of material elements,
and any worldly bondage
was instantly destroyed. 11

Scene 11
Theological Discourse: Lovers of God
Offer All Emotions to the Divine

The celebrated king Pariksit spoke:

They knew Krishna, however,
as the greatest lover and
not as the source of Brahman.
O sage, how did the underlying
current of natural forces
stop affecting their minds
controlled by such forces?’ 12

6. Acyuta: Krishna, “the infallible one.”

7. Pariksit: the king to whom the sage Suka narrates this story.

Brahman: the word used to indicate the “ultimate reality” or “supreme being” in the
Upanishads and Vedanta philosophical texts.

underlying current of natural forces: the three constituent gunas or qualities underlying
the natural world as well as human consciousness and qualities of human interactions.
These forces refer to the three gunas: sattva (light, clarity, or goodness), rajas (haziness, mix-
ture of goodness and ignorance), and tamas (darkness or ignorance). In verse 14, the same
word is translated as “forces of nature.”
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The sage Suka spoke:

This was explained to you previously:
if the king of Cedi could
achieve perfection
Even while despising Hrsikesa,
why would not they,
so dear to Adhoksaja,
be much more likely to do so?® 13

For the purpose of
benefiting all, O king,
the Beloved Lord
manifests himself.
He is imperishable, immeasurable,
unbound by the forces of nature—
the Soul from whom
such powerful forces arise.’ 14

Desire, anger, fear, and
certainly loving attachment,
intimacy and affection
Should always be directed toward Hari;
by so doing, persons become
fully absorbed in God.!° 15

Surely this should not surprise you;
the Beloved Lord exists without birth.
He is Krishna, the supreme Lord of yoga;
by him this entire world is liberated.!! 16

8. king of Cedi: Sisupala, who insulted Krishna; Krishna granted liberation to Sisupala
by killing him. See BhP 10.74.30—46.

Hrsikesa: Krishna, “the Lord of the senses.”

Adhoksaja: Krishna, “the Lord who is beyond the perception of the senses.”

9. forces of nature: the gunas. Krishna as Lord is the original source of these basic forces
of nature and therefore is not bound by them. These same forces are called “underlying cur-
rent of natural forces” in verse 12.

10. Hari: Krishna, “one who steals the heart” or “one who takes away suffering.”

11. supreme Lord of yoga: Krishna; yoga refers here to the divine supernatural powers
that unite the soul with the supreme reality.
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Scene 111
Dialogue: Souls Renounce the World
in Passionate Attraction to God

Seeing they had arrived nearby,
the Beloved Lord then approached
the young women of Vraja.
He, most eloquent of all speakers,
began to converse with them,
bewildering them with playful words. 17

The Beloved Lord spoke:

Welcome, most fortunate ladies!
What can I do to please you?
Is all going well in Vraja?
Please explain the purpose of your arrival. 18

Night has a frightening appearance;
inhabiting this place are
fearsome creatures!
Please return to Vraja—
women should not remain here,
O ones with beautiful waists.!? 19

12. This verse and several following verses have double-entendre meanings, cleverly ex-
pressing Krishna’s ethical and trans-ethical intentions. Traditional commentators recognize
the opposite meanings that are simultaneously expressed in these verses (see “Notes and
Comments” for further explanation of how this is possible in Sanskrit). An opposite mean-
ing for this verse can read as follows:

Night is without a frightening appearance;
inhabiting this place are
creatures that are not fearsome.
Please do not return to Vraja—
women should remain here,
O ones with beautiful waists.
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Your mothers, fathers, sons,
brothers and husbands cannot find you.
They are searching for you—
do not create anxiety for your families." 20

You have seen the forest
filled with flowers,
glowing with the rays
of the full moon;
Made beautiful by leaves of trees,
playfully shimmering
from the gentle breeze
off the river Yamuna.!4 21

Please go to the village without delay!
O chaste ladies, attend your husbands.
Your calves and children are crying for you—
you must go feed and nurse them.'® 22

Or perhaps your hearts are bound
out of deep affection for me.
Since all living beings are dear to me;
you also must have come to be near me. 23

13. A clever alternative reading of this verse is the following:

Your mothers, fathers, sons,

brothers and husbands cannot find you.
Even though they are searching for you,

you must not be anxious for your families.

14. Yamuna: the river that runs through Vraja that is dearest to Krishna, and therefore
most sacred.
15. An alternative reading of this verse is the following:

Please do not go back right away
to attend your husbands, O chaste ladies.

Your calves and children are crying for others [not for you!];
you need not feed and nurse them.
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For every woman the highest dharma
is to serve her husband without falsity,
Be agreeable toward his family members,
and nourish the children.! 24

Even if unpleasant, unfortunate,
old, decrepit, sickly or poor,
if not morally fallen,
The husband should not be deserted
by women desiring a better
position in the next world. 25

For this does not lead to heaven
nor to good reputation;
instead it brings undesirable,
painful, fearful results.
Certainly adultery
is condemned everywhere
by women from good families.!” 26

By hearing about me,
seeing me,
meditating on me,
and praising me,
you feel love for me—
Not by being in my presence.
Therefore you
should return
to your homes. 27

16. An alternative reading of this verse is the following:

For the dharma of all other women
is to serve false husbands,

Be agreeable toward their family members,
and nourish the children.

5«

dharma: one’s essential purpose in life; one’s “duty” in this world that also links one to
the divine; a sense of one’s place in the cosmic scheme of things that is intimately related to
one’s place in the total social order; the ultimate matrix of divine and social law combined
that places the individual perfectly within the universe.

17. The second half of this verse can also be read as the following:

Women from good families know
adultery is found everywhere [with their own husbands],
and it should be condemned.
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The sage Suka spoke:

Having heard these unpleasant
words of Govinda,
the Gopis felt great sadness.
Their expectations broken,
they felt unbearable anxiety
too difficult to overcome. 28

Bowing their heads in sorrow,
with reddened lips dried
by heavy breathing,
Scratching the ground with their feet,
they were burdened
with intense distress;
With streaming tears
washing away
the kunikuma on their breasts,
And kajjala running
down from their eyes,
they stood there in silence.!® 29

Having discarded all desires for the sake
of their most beloved Krishna,
Who had addressed them
as if disinterested in love,
Wiping their eyes while
trying to stop crying,
Those impassioned ones, choked up,
spoke with faltering voices. 30

18. kajjala: a black ointment eyeliner used by Indian women and sometimes men.
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The beautiful Gopis said:

O all-pervading one,
you should not speak
so cruelly to us!
We have fully abandoned
all objects of desire
for the soles of your feet.
O unattainable one,
do not reject us—
accept us as your devotees
Just as you, the Lord,
the original Person,

accept those who desire liberation.

O dear one, as you
who knows dharma
have stated,
The proper duty for women
is to be loyal to husbands,
children and close friends.
Let this dharma of ours be for you,
O Lord, since you are
the true object of such teachings.
Truly you are the dearest
beloved of all living beings,
the most intimate relation,
for you are the supreme Soul.

O Soul, the spiritually advanced
certainly feel attraction to you
as their eternal beloved.

With these husbands, children, and
others causing much trouble,
what is to be done?

O supreme Lord,
please be merciful unto us.

O one with eyes like lotus flowers,
do not destroy our hopes
that we have held for so long.

31
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While in our homes, our minds
were easily stolen by you;

So also were our hands
engaged in housework.

Our feet will not move even one step
from the soles of your feet.

How shall we return to Vraja—
what would we do there?

O dear one,
with the flood of nectar
coming from your lips,
Extinguish the fire
burning within our hearts
born of your sweet music,
your glances and laughter.
For if you don’t,
we shall place
our bodies in the fire
born of separation from you.
Then, O friend,
by means of meditation

we shall go to the abode of your feet.

O lotus-eyed one,
so dear to sages
residing in the forest,
From the moment we touched
the soles of your feet,
a moment rarely granted
even to the Goddess Rama,
From that time on,
we have been unable to stand
directly in the presence
of any other man;
Indeed, we have become
filled with joy
because of you.

Act One
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The Goddess S,
though having obtained
a place on your chest,
And for whose very glance
the gods ultimately aspire,
Desires, along with
the sacred tulasi plant,
the dust of your lotus feet.
It is the same way for us—
our shelter is the dust of your feet."” 37

O destroyer of affliction,
please have mercy on us.

Having found the soles of your feet,
we have abandoned our homes
with the hope of worshiping you.

O jewel among men,
please grant unto us

Whose hearts are burning
with intense desire,
inspired by your beautiful
glances and smiles,
the chance to serve you. 38

Upon seeing your face encircled
by curling locks of hair,
your lips of sweet nectar,
The earrings on your beautiful cheeks,
and your glances and smiles;
Seeing your strong arms
which award fearlessness,
And your chest, the only
pleasure for the Goddess Sri—
we must become your maidservants! 39

19. The Goddess Sri: Laksmi, the consort of Vishnu.
tulasi: name of the aromatic flowering plant dearest to Krishna; the most sacred of all
plants.
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O dear one, what woman
in the three worlds
would not abandon
her noble character,

After being overcome
by the sweet melodious
music of your flute?

Seeing your beauty,
the most magnificent
in all the three worlds,

The animals, trees,
birds and cows are elated
with bodily ripplings of bliss.?° 40

Clearly, you are the one who removes
the suffering of the people of Vraja,
As you, the Lord, the original Person,
protect the celestial world of the gods.
O friend of the distressed,
place your hand, beautiful like the lotus,
On the heads and impassioned breasts
of your maidservants. 41

Scene IV
Narrative: God Disappears from Prideful Souls

The sage Suka said:

Thus the supreme Lord
among masters of yoga
heard their despondent words.
Laughing, yet with compassion,
he, possessing all
pleasure within himself,
still arranged for
the pleasure of the Gopis. 42

20. elated with bodily ripplings of bliss: the positive experience of bodily hairs standing
on end; see “Notes and Comments” for this verse and “Textual Illuminations” for a discus-
sion of the special sense of this translated phrase.
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Acyuta, whose actions are exalted,
whose jasmine-like teeth
Shone forth from his eloquent smile,
joined together with all of them,
Whose faces were blossoming
with loving glances;
He was glowing like the full moon
surrounded by stars. 43

Being praised through song,
then singing in response,
he was the leader of
hundreds of young women.
Wearing the garland Vaijayanti
while moving among them,
he was decorating the forest.?! 44

Upon reaching the river bank
with its cool sands,
accompanied by the Gopis,
He delighted in breezes
that carried the fragrance of
white lotuses, joyfully dancing
in the waves of that river. 45

Embracing them with wandering arms;
playfully touching their hands
with the tips of his fingernails
Which then fell upon their breasts,
belts, thighs, and hair;
Conversing coyly
with glances and laughter,
He joyfully awakened the god of love
in those beautiful young women from Vraja. 46

21. Vaijayanti: “victory,” name of Krishna’s garland consisting of five differently colored
flowers strung together.
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Thus those who received honor
from the Beloved Lord,
Krishna, the great Soul,
Thought themselves the best
among all women in the world—
they then became filled with pride.

Kesava could see how they
had become intoxicated
with their good fortune;
Bestowing upon them his grace,
in order to quell their pride,
suddenly, right before them,
he disappeared.?

Act Two

THE GOPIS SEARCH FOR KRISHNA

Bhagavata Purana Book 10 Chapter 30

Scene I
Narrative: Loving Madness in the Fervent Search for God

The sage Suka spoke:

When the Beloved Lord
disappeared so suddenly
the young women of Vraja
could no longer see him.

They felt greatly tormented,
like female elephants
who have lost
their male leader.

22. Kesava: Krishna, “one with beautiful long hair.”
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By his movements,
affectionate smiles,
passionate glances,

His attractive speaking
and the passion of
his playfulness,

Their hearts were captivated;
those crazed women
began to imitate various

Actions of the Lord of Rama,
losing themselves,
fully absorbed in him.! 2

Through their movements,
smiles, glances, speech,
and other gestures,
The bodily forms of his lovers
became similar
to those of their beloved.
The young women,
their selves fully absorbed in him,
thus declared, “I am he!”
Their amorous,
playful gestures
were those of Krishna. 3

Singing out loud about him
like deranged persons,
Together they searched
from forest to forest.
They inquired from trees,
the lords of the forest,
about the supreme Person
Who is present internally and
externally for all living beings,
as heavenly air pervades all beings,
within and without. 4

1. Lord of Rama: Vishnu, Lord of the Goddess Laksmi, whom the Gopis also identify
as Krishna.
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[The Gopis spoke:]

O Asvattha fig tree,
Plaksa and Nyagrodha trees,
have you seen the son of Nanda?
He has stolen our minds
with his loving smiles
and glances.?

O Kurabaka tree,
ASoka and Naga trees,
O Punnaga and Campaka plants,
Has the younger brother of Rama
passed this way?
His smile steals the conceit
of all proud women.?

O most fortunate Tulasi
to whom the feet
of Govinda are so dear,

Have you seen Acyuta, our beloved,
wandering about in this forest
followed by a swarm of bees?

O Malati, Mallika, Jati, and
Yathika jasmine flowers,
have you seen him?
When Madhava was passing by,
did he cause you great delight
with the gentle touch of his hand?*

2. son of Nanda: Krishna; the foster father of Krishna is Nanda.
3. younger brother of Rama: Krishna; the older brother of Krishna is Rama, or
Balarama. Not to be confused with Rama, a name for the Goddess.
4. Madhava: Krishna; a name derived from the word madhu, meaning “honey” or

“sweet.”

41
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O Cuata mango and Priyala trees,
Panasa jackfruit tree,

Asana and Kovidara trees;

O Jambu rose-apple tree, small Arka plant,
Bilva wood-apple tree, Bakula mimosa,
Amra mango and Nipa trees;

O all other plants and trees
growing by the banks
of the Yamuna

Whose lives are devoted
to the service of others—
please show us the path to Krishna,
for we are losing our minds! 9

O Earth,
what severe austerity
have you performed?
Ah, you appear resplendent
with the grass hairs of your body
blissfully standing erect, elated
from the touch of Kesava’s feet.
Is this perhaps
the result of footsteps coming
from his earlier descent
as Urukrama?
Or, even before that, is it
coming from the embrace
of his divine form of Varaha? 10

5. Urukrama: “the wide-striding one,” also known as Vamana, the divine form of
Krishna whose two steps spanned the whole universe. See BhP 8.17-23.

Varaha: Krishna who takes the form of a “divine boar,” lifting the earth with his tusks to
protect it. See BhP 3.13.



O wife of the deer,
have you encountered Acyuta
in this place with his beloved?
O friend, have your widened eyes
received great pleasure from
the sight of his beautiful limbs?
The garland of jasmine worn
by the Lord of this group is tinged
with reddish kurnikuma powder
Coming from the breasts of his lover
whom he has embraced;
its scent is blowing in our direction.®

Perhaps the younger brother of Rama,
holding a lotus flower in one hand
and resting his other arm
on the shoulder of his beloved,

Was followed here by a swarm of bees
hovering around his garland of tulasj,
all of them blinded by madness.

O trees,
when walking by,

Did he graciously accept
your respectful bowing
with his affectionate glances?”

Let us inquire from these vines,
even though they are embracing
the branch-like arms
of their tree-husband.

Certainly they must have been
touched by his fingernails—
just see how they are elated
with bodily ripplings of bliss!

6. wife of the deer: a doe, with whom the Gopis identify.
7. younger brother of Rama: Krishna.

Act Two

43

11

12

13



44 Dance of Divine Love: Rasa Lila

[Suka spoke:]

Thus the Gopis, discouraged
by their search for Krishna,
uttered these irrational words.
They began to act out
the lila of their Beloved Lord,
for they were wholly absorbed in him.? 14

One of them mimicked Patana,
while another imitated Krishna
who drank from her breast.
Yet another acted like a crying infant;
with her foot she kicked one
who pretended to be a cart.” 15

One imitated a demon carrying away another
who pretended to be Krishna as an infant.
Another crawled around, dragging her two feet
with the tinkling of ankle bells.!° 16

Some performed like Krishna and Rama,
others acted like their cowherd friends.
One mimicked the slaying of the calf demon,
another the slaying of the crane.!! 17

8. lila: the divine play or drama of God.

9. Patana: the demonness who tried to kill Krishna as a baby by nursing him from her
poisoned breast. See BhP 10.6.

one who pretended to be a cart: imitation of the “cart demon,” Sakata, whom Krishna
kicked over as an infant. See BhP 10.7.4-10.

10. a demon carrying away another: refers to the “whirlwind demon” Trnavarta, who
carried away Krishna. See BhP 10.7.20-33.

tinkling of ankle bells: Krishna is loved as an infant whose feet are adorned with this
sounding jewelry.

11. Rama: short for Balarama; the older brother of Krishna (distinguished from Rama,
the Goddess Laksmi).

calf demon: Vatsasura, whom Krishna slays. See BhP 10.11.41-44.

crane: the demon Baka, whom Krishna slays. See BhP 10.11.45-53.
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One of them called for the cows
who had wandered off,
just as Krishna would;
then, imitating him,
She pretended to sport about
while making music with a flute.
Others praised her,
saying “Well done!” 18

One of them, placing her arm on another girl,
sauntered about and declared,
“Tam Krishna! Look at my graceful gait.”
Their minds were absorbed in him. 19

“Don’t be afraid of the wind and rain—
I have arranged for your protection,”
Another said, lifting her upper garment
with her hand as if to shield them.!? 20

One of them rose,
climbed up and placed
her foot on the other’s head,
saying, “O wicked snake, go away!
Indeed, I have been
born as the one
who gives punishment
to those who are evil.”!? 21

Then another one declared,

“O cowherd boys,

look at the raging forest fire—
Quickly close your eyes!

I shall easily arrange

for your protection.”* 22

12. lifting her upper garment with her hand: imitating Krishna, who lifted Govardhana
hill with his finger to protect the residents of Vraja from Indra’s wrath in the form of great
rain storms and thunderbolts. See BhP 10.25.

13.“O wicked snake”: refers to the multi-hooded poisonous serpent Kaliya, whom Krishna
as a young boy subdues and conquers; Krishna then performs a dance on Kaliya’s hoods. See
BhP 10.16.

14. raging forest fire: a great fire that Krishna extinguishes by swallowing it in order to
protect his cowherd friends. See BhP 10.17.20-25 and 10.19.
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One of them, with a garland,
was tied to a grinding mortar
by a slender maiden
Who said, “I am binding
the one who has
broken the butter pots
and stolen the butter!”
Another covered her
face and beautiful eyes,
pretending to be afraid." 23

Scene I1
Narrative: Selfish Love and Pride as Downfall for the Soul

Just then, as they inquired about Krishna
from the trees and vines of Vrindavana,
They saw, in an area of the forest,
the footprints of the supreme Soul.'® 24

[The Gopis spoke:]

Clearly these are footprints
of the great Soul,
the son of Nanda.
Here they can be identified by
the flag, lotus, thunderbolt,
elephant goad and barley seed,
along with other signs.!” 25

15. the butter pots: the Gopis imitate Krishna as a mischievous butter thief and his
mother, YaSoda, who attempts to control him. See BhP 10.9.

16. Vrindavana: the village within the greater region of Vraja, sometimes interchange-
able with Vraja; “the forest of tulasi”

supreme Soul: Krishna.

17. flag, lotus, thunderbolt, elephant goad and barley seed: symbols found on the soles
of the feet of various avatar (“divine descent”) manifestations of Vishnu or Krishna.
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[Suka spoke:]

Those maidens went forward by
tracing various footprints
along his path.
Discovering in the pattern of footprints
those of a young woman,
they became distressed
and spoke these words:!® 26

[The Gopis spoke:]

Whose footprints are these?
Someone was walking
with the son of Nanda!
He must have placed
his arm on her shoulder,
just as an elephant
rests his trunk on a mate. 27

The Beloved Lord,
the supreme Lord Hari,
was worshiped by her perfectly.
Having abandoned us,
being so pleased with her,
Govinda led her to a secret place."” 28

Ah, this dust
from the lotus feet
of Govinda
is sanctified, O friends!
Even Brahma, Siva, and
the Goddess Rama
place this dust
upon their heads,
in order to dispel their sins.? 29

18. young woman: commonly identified as Radha, the Gopi who is Krishna’s supreme
beloved. This verse and the following verses through verse 41 describe this special Gopi, or
Radha.

19. Hari: Krishna.

20. Brahma: the deity of cosmic creation, most often associated with the cosmic deities
Vishnu and Siva.
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These footprints of hers
cause great pain for us
since she alone,
Among all the Gopis,
was taken to a secret place
and now enjoys the lips of Acyuta.

Her footprints are not visible over here;
the soles of her soft feet certainly were
Hurting from the sprouting blades of grass;
the lover must have lifted up his beloved.

These footprints
are sunken from
carrying this maiden.
O Gopis, look! Krishna,
the amorous one, became
heavy from bearing her weight.
There, the great Soul
must have set her down
to gather flowers.

Here, flowers were gathered
by the lover for his beloved.

Just see these incomplete footprints,
leaving impressions only of his toes.

Then, this impassioned lover
decorated the hair
of his beloved over here.

He undoubtedly was seated
while making for his dearest
a crown of flowers.

Siva: the deity of cosmic dissolution.
The Goddess Rama: the Goddess Laksmi, consort of Vishnu.
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[Suka spoke:]

He delighted in loving her,
yet he delights in the self
and takes pleasure in the self,
for he is complete.

By contrast, then, he revealed
the abased condition
of lustful men with
bad-hearted women.

Thus, showing each other
patterns of footprints
while wandering about,
the Gopis became bewildered.
They concluded that
Krishna had departed
with one special Gopi,
leaving behind the other
young women in the forest.

She believed herself to be
best among all women
and she considered,
“Abandoning the other Gopis,
struck by passionate love,
he adores me as his only beloved.”

Then, reaching a certain place in the forest,
she became proud and said to Kesava:

“T am unable to walk any further—
please take me wherever you desire.”

Thus addressed by his beloved,

he replied, “Please climb on my shoulder.”
Then Krishna suddenly disappeared;

the young woman was devastated.

Act Two
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[The Gopi spoke:]

O my Lord! My pleasure!
My dearest! Where are you?
Where are you,
mighty-armed Lord?
O Friend!
I am your miserable
maidservant—
please show me
that you are near! 39

The sage Suka spoke:

As the Gopis were
following the path
of their Beloved Lord,
not far away,
They caught a glimpse
of their grieving friend,
overwhelmed by separation
from her beloved. 40

They intently listened to her story;
how she first received
honor from Madhava,
Then, due to self-indulgence,
how she was dishonored;
they were completely amazed. 41

Upon entering the forest,
they continued their search
until they no longer could see
by the light of the moon.
Then, finding themselves
surrounded by darkness,
the young women
turned back. 42
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Their minds were
filled with thoughts of him;
they spoke about him constantly;
their movements
were no longer their own
for they were fully absorbed in him.
While praising
his qualities in song
they forgot their homes;
indeed, they even forgot themselves. 43

They again returned
to the banks of the Kalindi,
immersed in their feelings for Krishna.
Sitting together,
singing about Krishna,
they ardently longed for his return.?! 44

Act Three

THE SONG OF THE GOPIS: GOPI GITA

Bhagavata Purana Book 10 Chapter 31

Monologue: Longing for God’s Presence
with Humility and Passion

The Gopis spoke:

Glorious is Vraja, surpassing all,
for it is the land of your birth.
Indeed, the Goddess Indira
resides in this place forever.
O beloved, please allow
your maidservants to see you!
Their very life-breath is sustained in you,
and they search for you everywhere.! 1

21. Kalindi: the Yamuna River.
1. Indira: name for the Goddess Laksmi, goddess of prosperity, consort of Narayana or
Vishnu.
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With your eyes,
you steal the beauty
of the center
Of an exquisite fully bloomed
lotus flower, rising out
of a serene autumn pond,
O Lord of love,
and it is killing us,
your voluntary maidservants—
O bestower of benedictions,
in this world,
is this not murder? 2

Whether it be
from poisonous waters
or a fearsome demon;
From torrential rains,
wind storms, and
fiery thunderbolts;
From the bull demon,
the son of Maya, or from
any other fearful predicament;
O almighty one,
you have been our protector
time and time again.? 3

2. poisonous waters: caused by the demon serpent Kaliya, on whose multiple heads
Krishna dances.

fearsome demon: commonly understood as the gigantic wicked snake Agha, whom
Krishna slays. See BhP 10.12.

torrential rains: alluding to Indra in the Govardhana [ila, or the demonic activities of
Trnavarta.

fiery thunderbolts: could again be referring to the god Indra in the Govardhana /ila.

the bull demon: referring to the demon Arista, whom Krishna slays. See BhP 10.36.1-15.

son of Maya: the demon Vyomasura, whom Krishna slays. See BhP 10.37.27-34.
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Clearly you are not the son of a Gopi;
you are the Witness
Residing in the hearts
of all embodied beings.
When Vikhanas prayed to you
for protection of the universe,
O friend, you appeared
in the dynasty of the Satvatas.?

O leader of the Vrsnis,

those who fear the cycle

of endless suffering
Approach your feet,

which grant fearlessness.
O beloved,

please place on our heads
Your hand, beautiful as a lotus,

that fulfills all wishes

and holds the hand of Sri.*

O destroyer of suffering

for the residents of Vraja;
O hero of all women

whose smile crushes

the pride of your devotees;
O friend, please accept us

as your maidservants—
Show us the beauty

of your lotus-like face!

3. Witness: Krishna as the indwelling Lord within the heart of all beings.
Vikhanas: the cosmic creator deity, Brahma.
dynasty of the Satvatas: name for the Yadava Dynasty, in which the Yadus worship

Krishna.

4. Vrsnis: the dynasty in which Krishna appears.
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Your lotus feet
remove all sins of
those surrendered unto you.
Your feet, the resting place
of the Goddess Sri,
follow cows out to graze.
May your lotus feet,
once placed on
the hoods of a serpent,
Be placed upon our breasts—
please crush this passion
lying within our hearts!

By your sweet voice

and charming words
So attractive to the wise,

O one with lotus eyes,
These maidservants

are becoming delirious—
O hero, please revive us

with your intoxicating lips!

Your words of nectar
described by sages and poets

Are life for the suffering,
destroy all sins, and
are auspicious to hear.

Those who extol your praises
throughout the world

Are the most generous persons,
bestowing the greatest riches.

5. the hoods of a serpent: refers to the serpent demon Kaliya.
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Your smiles,

loving glances

for your beloved ones,
And your intimate

playful ways

are auspicious meditations;
Also the promises

you made to us in secret—

all have touched our hearts.
O cunning one,

indeed, these things

agitate our minds. 10

When you leave Vraja
while herding the cows,
Your feet, O Lord,
beautiful as a lotus,
May be hurt by stones,
grasses and grains;
O beloved, our hearts
become disturbed.® 11

At the close of each day,
your face, encircled by
Dark blue locks of hair,
like the lotus enveloped
by forest foliage,
Displays thickly smeared
dust from cows.
O hero, you constantly place
this loving memory
within our hearts. 12

6. Vraja: the village within the Vraja region.
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Your lotus feet fulfill

the desires of all

who humbly submit to them.
Worshiped by the one

born from the lotus flower,

they are the ornament of the earth.
They are to be meditated upon

during times of distress, for

they grant the highest satisfaction.
O charming lover,

please place upon our breasts

your lotus feet, O slayer of misery.’

The nectar that
strengthens our love
and vanquishes our grief;

The nectar that
is abundantly kissed
by the flute you play,

Making everyone forget
all other attachments;

O hero, please bestow
upon us this nectar
of your lips!

During the day when
you go off to the forest,
we cannot see you.
The smallest fraction
of a moment seems
like thousands of years.
When we eagerly behold
again your beautiful face
with curling locks of hair,
It seems the creator was mindless,
making eyelids to cover our eyes.

13

14

15

7. the one born from the lotus flower: Brahma, the god of creation, who is born from

the navel of Vishnu.
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Our husbands, sons, brothers,
ancestors and all others
Have been completely forsaken, O Acyuta,
so we could be in your presence.
You know why we have come here—
we were captured by your alluring song.
O deceiver, who would abandon
such women in the middle of the night?®

The promises you made
to us in secret and
the passionate feelings
rising in our hearts;

Your smiling face and
glances of pure love;

Your broad chest,
the abode of Sri;

Recalling all this,
we feel constant,
unbearable longing for you
and our minds become bewildered.

O dearest one,
by manifesting yourself,
You remove the distress
of the inhabitants
of the forest of Vraja.
Please give to us, whose
hearts are longing for you,
That medicine which brings relief
to our tormented hearts,
fully devoted to you.

8. alluring song: the sound of Krishna’s flute.
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Your fine feet,
delicate like the lotus,
we gently place upon our breasts
Which we fear, O dear one,
may be too rough for you.
When you roam the forest,
we wonder, are your feet not hurt
By small stones and other harsh objects?
Our minds are turning and reeling—
our very lives are only for you. 19

Act Four

KRISHNA REAPPEARS AND SPEAKS OF LOVE

Bhagavata Purana Book 10 Chapter 32

Scene [
Narrative: God Appears before Souls Possessing
Unconditional Love

The sage Suka said:

Thus after the Gopis sang out for him,
lamenting in these wondrous ways,
They burst into tears, O king,
longing for the vision of Krishna. 1
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Then, right before them,
the heroic Sauri appeared,
his face blossoming like a lotus
and beaming with a smile.
Wearing yellow garments and
adorned with a flower garland,
the supreme God of love
stood directly before them,
alluring even the love-god
who himself charms all others.! 2

With eyes opening wide,
the maidens became
filled with love
upon seeing their
dearest beloved return.
All of them stood up at once,
as if the breath of life
had just returned
to their bodies. 3

One of them reverently held
in her joined palms
the hand of Sauri,
beautiful as the lotus;
Another placed his arm,
covered with the balm
of sandalwood,
on her shoulder. 4

One slender maiden held
his chewed betel nut
in her joined palms;
Another, burning with desire,
placed his lotus feet
on her breasts. 5

1. Sauri: Krishna, appearing very powerful as a descendent of the Sura Dynasty.
the love-god: known as Kamadeva, the “Cupid” of India who functions much like the
Greek god.
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One of them,
straining her eyebrows,
was beside herself
with loving fury.
With accusing glances
as if to injure him,
she glared at him,
biting her lip. 6

Still another,
though greatly delighted
as she gazed with unblinking eyes
at the beauty of his lotus-like face,
Could not be satisfied,
just as saintly persons who
meditate upon his feet
remain insatiable. 7

One of them took him
into her heart through
the aperture of her eyes;
then closing her eyes,
she embraced him within.
She became elated with
bodily ripplings of joy,
as the body of a yogi
is overcome with bliss.> 8

All of them,
as their tranquillity
fully blossomed
by fixing their gaze upon Kesava,
Put aside their sorrow
born of separation,
as persons who are blessed
with the presence of a wise sage. 9

2. yogi: one who practices the arduous physical, mental, and spiritual disciplines of
yoga.
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The Beloved Lord, Acyuta,
was surrounded by those
whose sorrow had dispersed.
O dear king,
he appeared radiant,
like the supreme Person
with his splendorous powers. 10

Having taken them
to the river Kalindj,
the almighty one
approached the sandy shore,
Where a light breeze
carried fragrances of blooming
jasmine and coral trees,
attracting many bees. 11

The darkness of the night
was graciously dispelled
by an abundance of rays
from the autumn moon,
While the water
of the Krsna River
gathered soft sands
with her rippling hands.? 12

3. Krsna River: another name for the Yamuna River.
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The pain in their hearts
was driven away
by the delight of seeing him;

Their hearts’ bliss
reached its limits as if
the goal of the revealed scriptures
had been attained.

Using their delicate shawls,
colored by reddish kurnikuma
from their breasts,

They arranged a seat
for the true companion
of all souls.*

The Beloved Lord was seated
there among them
as the supreme Lord,
Who arranges for himself
a seat within the hearts of all,
as the supreme Lord of yoga.
Appearing resplendent,
he was worshiped in
that assembly of Gopis;
He exhibited his form as
the only source of beauty
pervading all the three worlds.

13

14

4. shawls: the light-weight “upper coverings” of the Gopis used not so much for warmth

as for modesty.
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Scene 11
Dialogue: The Purity of Love Is Its Own Reward

Honoring the one who ignited
the passion of their love
With their sporting eyebrows,
playful glances and smiles;
Placing his limbs on their laps
while gently touching both
his feet and hands;
Offering effusive praises,
though mildly angered they spoke. 15

The Gopis spoke:

Some love only
those who love in return;
some, however, love those
who may not return their love;
Some do not love
in either of these ways;
please explain this
clearly to us, O dear one. 16

The Beloved Lord spoke:

Friends who love each other,
yet ultimately strive
for their own self-interest,
Do not find endearment
nor fulfill dharma;
indeed, such friends have
no purpose other than self-interest. 17

Those who love others who
may not offer love in return
are either parents
or persons of compassion.
O ladies with beautiful waists,
they are persons of dharma
who are without fault
and are truly endearing. 18
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Some do not love even
those who offer them love,
let alone those who are
not loving toward them.
Such persons may be
satisfied by the self
and fulfilled in all desires,
or they may be ungrateful,

even hateful toward the venerable.

Now, O friends, in order
to strengthen their love,
I may not return even the love
of those who love me;
Like a poor man who obtains
a treasure and then loses it,
Such a person knows nothing else,
filled with no other thought
than regaining that treasure.

Dear ladies,
indeed, for my sake alone

You have abandoned the world,
the Vedas, and
even your relatives,
out of love for me.

It was out of love for you
that [ became invisible,
though you were never
removed from my sight.

Therefore, you should not be
discontented with me—

O dearest ones,
I am your beloved!®

19

20

21

5. the Vedas: the foundational Sanskrit sacred texts of India, the texts symbolizing com-

plete knowledge.



Act Five 65

I am unable to reciprocate,
your faultless love for me,
your own purity,

And all that you have
sacrificed for me,
even over the lifetime
of a great divinity.

Severing strong ties
to your homes so difficult
to overcome, you have
lovingly worshiped me.

May your reward be
your own purity. 22

Act Five

THE RASA DANCE

Bhagavata Purana Book 10 Chapter 33

Scene I
Narrative: God Dances with Souls
in the Eternal Celebration of Love

The sage Suka spoke:

Thus having heard
the enchanting words
of their Beloved Lord,
The Gopis forgot the agony
caused by separation from him;
their desires were fulfilled
simply by touching his limbs. 1
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Then Govinda commenced
the play of the Rasa dance
with his devoted ones;
Those jewel-like maidens,
joined together by love,
linked their arms with one another.! 2

The festival of the Rasa dance commenced
with a circular formation of Gopis.
The supreme Lord of yoga, Krishna,
entered among them between each pair—
Each thought she alone was at his side
as he placed his arms around
the necks of those young women. 3

Then hundreds
of celestial chariots
crowded the sky,
Carrying the captivated denizens
of the heavens along with their wives,
their souls anxious to behold that scene.? 4

Kettledrums resounded
while showers of blossoms
fell to the ground.
The leading Gandharvas
and their wives sang
about his perfect glory.? 5

The bracelets, ankle bells, and
bells decorating the waists
of those young women,
Each with her own beloved,
created a tumultuous sound
in the circle of the Rasa dance. 6

1. Rasa dance: the word rasa is the name of a special kind of ancient circular dance,
which also includes singing on the part of the participants.

2. celestial chariots: heavenly beings ride in vimanas, or chariots that navigate through
the heavens.

3. Gandharvas: celestial singers who produce exquisite instrumental music.
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There, glowing brilliantly among them,
was the Beloved Lord, son of Devaki—
In a setting of golden ornaments,
he appeared like a magnificent emerald!*

With their feet
stepping to the dance;
with gestures of their hands,
loving smiles and sporting eyebrows;
With waists bending
and the rhythmic movements
of garments covering their breasts;
with earrings swinging
on their cheeks;
The spiritual wives of Krishna,
with moistened faces
and braids and belts
tied tightly,
sang his praises—
They appeared
like lustrous flashes
of radiant lightning
engulfed by a ring of dark clouds.

While dancing,
they sang out loud
and the throats of those
so delighted by love
became reddened.

They were overjoyed
by the touch of Krishna,
and the whole universe
became filled
with their song.

4. Devaki: Krishna’s original birth mother and the wife of Vasudeva.

67
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One of them, together with Mukunda,
sang out in pure embellished tones,
freely improvising on a melody.
Pleased by her performance,
he honored her, saying
“Well done!” “Well done!”
Another one sang out that melody
in a stylized rhythmic pattern,
and he offered her much praise. 10

Another, weary from
the Rasa dance,
stood beside the one
who carried a baton;
Placing her arm
around his shoulder,
her jasmine flowers
and bracelets slackened. 11

Then one of them placed
on her shoulder
the arm of Krishna,
with the fragrance
of a blue lotus.
Upon smelling this scent,
blended with the balm
of sandalwood,
she became elated
with bodily ripplings of bliss
and kissed his arm tenderly. 12

5. Mukunda: Krishna, “one who grants liberation, or mukti.”
in a stylized rhythmic pattern: a particular measure of music known as dhruvam.



One, decorated with
shimmering earrings
that swayed to the dance,
placed her cheek next to his.
With his cheek
touching hers,
he gave her
the betel nut he was chewing.

Another, whose ankle bells
and bells of her belt
were accompanying
the singing and dancing,
stood by his side.
Becoming weary,
she tenderly brought
the lotus-like hand of Acyuta
to her breasts.

The Gopis had obtained Acyuta,
the exlusive beloved of Sri,
as their lover.
With their necks
embraced by his arms,
they delighted in singing about him.

The beauty of their faces was enhanced
by droplets of perspiration
decorating their cheeks, and

By lotus flowers in their hair
and behind their ears.

With music resounding from
their bracelets and ankle bells,
and garlands falling from their hair,

The Gopis danced
together with their Beloved Lord;
bees became a chorus of singers
in that assembly of the Rasa dance.

Act Five 69

13

14

15
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Thus with his hands
touching them in embraces,
With broad playful smiles
and affectionate glances,
The Lord of Rama delighted in
loving the fair maidens of Vraja,
Just as a small child plays
with his own reflection.

From their contact with his limbs,
their senses were filled with joy.
The young women of Vraja
could hardly keep their hair,
Skirts, and upper garments
that covered their breasts
From becoming disheveled, and
their garlands and ornaments
from scattering, O leader of the Kurus.®

Observing the play of Krishna,
celestial ladies
moving in the sky
became enchanted and
Passion arose in them—
even the moon
with its constellations
became amazed.

Having multiplied himself
in as many forms as there
were cowherd women,

He, the Beloved Lord, knowing
all pleasure within himself,
delighted in loving them
in this divine play.

6. leader of the Kurus: the king Pariksit to whom the Rasa Lila is being narrated.

17

18

19

20



Scene I1
Narrative: Intimate Encounters with
God in Playful Acts of Love

When he saw how they
had become weary
from their amorous play,
The compassionate one
lovingly wiped their faces,
O king, with his soothing hand.

The Gopis were beautiful
with shining cheeks,
Locks of hair, brilliant gold earrings,
and glances enhanced by sweet smiles.
They honored their hero
and sang of his auspicious acts,
Delighted by the touch
of his fingernails.

His garland,
crushed by their limbs
joined together with his,
Was colored with
the reddish kunkuma
that covered their breasts.
Followed by a chorus of bees
who sang as though they
were the best of Gandharvas,
He swiftly entered the water to dispel
the maidens’ fatigue and relax with them,
like a roused elephant along
with his female elephant companions,
breaking down any boundaries in his way.

Act Five

71
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In the water,
being splashed by the girls,

He gazed upon them with pure love
as they laughed all around him,
dear king.

He was worshiped by those
traveling in celestial vehicles who

showered lotus flowers upon that scene.

He, who himself possesses all pleasure,
took pleasure in amorous love,
playing like the king of elephants.

Then he moved along the banks
of the Krsna River
into a small forest grove,
In the direction of a gentle breeze
carrying fragrances of flowers
over land and water.
Surrounded by
that group of maidens
who gathered around him like bees,
He was just like a large elephant
reeling with excitement
in the company of female elephants.

24

25



Act Five 73

Thus he allowed himself to be
subdued by those nights
made so brilliant
by the rays of the moon—
He was perfectly
fulfilled in all desires
and pure within himself;
While with that group of maidens
so passionately attached to him,
sexual enjoyment was of no issue—
Inspiring the narrations
and poetry of autumn,
all those moonlit nights
found their refuge in rasa.’” 26

Scene 111
Theological Discourse: God’s Love Transcends
and Satisfies Ethical Concerns

The king Pariksit spoke:

For the purpose of
establishing dharma and
subduing all that opposes it,
The Beloved Lord, accordingly,
descends with his counterpart
as Lord of the universe.® 27

How could he—the teacher,
executor and protector
of the limits of dharma—
O knower of Brahman,
act in contrary ways
by touching others’ wives? 28

7. rasa: “taste,” aesthetic experience or poetic delight. The word also connotes a “divine
relationship of affection and tenderness.” Note that this word is different from Rasa,
Krishna’s “wondrous circle dance” with the Gopis.

8. counterpart: Krishna’s complementary divine associate(s) and/or divine abode.
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With what intention
would the Lord of the Yadus,
whose desires are supremely fulfilled,
Perform such acts that
would usually be condemned?
Please destroy our doubt, O strict sage.’ 29

The sage Suka spoke:

Apparent transgressions of dharma
in the acts of the most exalted souls
can appear bold or reckless.
Among such powerful beings
there is no adverse effect,
just as fire can devour anything
without being affected. 30

If one, unlike the exalted soul,
is not powerful,
one should never perform
any transgressions,
even within one’s mind.
Such a person
who acts foolishly would perish,
as anyone other than Rudra
would be destroyed by poison
generated from the sea.!” 31

Words from exalted souls,
meant for us, are always true,
though their actions
only sometimes can be followed.
Therefore one who
possesses intelligence
should act in agreement
with their teachings. 32

9. Lord of the Yadus: Krishna.

10. Rudra: name for the deity of cosmic dissolution, Siva.

poison generated from the sea: Siva saves the universe by drinking the kalakiita poison
that was produced from the churning of the ocean. See BhP 8.7.
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Selfishness in this world
is not found in the behavior
of virtuous persons.
Actions appearing at times
to be contrary, which are
without any false sense of self,
are not without true purpose,
O dear king. 33

Thus, for the Lord, how could
there be good or bad effects
arising from the piety
or impiety of creatures,
Whether they be animals,
human beings,
or inhabitants of heaven,
who are themselves controlled by him? 34

Those whose bondage to karma
has been shaken off
by the power of yoga

Are fully satisfied
by humble service to the dust
of the lotus feet of the Lord.

Such sages act freely
without becoming
materially bound.

The supreme Lord, who accepts
various revealed forms according
to his own supreme desire,
also acts freely—
how then, for him,
could there possibly be bondage?!! 35

11. karma: the soul’s ties to actions and reactions of this world. Karma keeps a soul
bound to this world, to the cycle of birth and death, without allowing its final release into
the eternal world of Spirit in which the highest abode is Krishna’s blissful world of Vraja.
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Scene IV
Narrative: Divine Drama
Inspires Highest Devotional Love

He who dwells within the Gopis
and within their husbands,
indeed, within all embodied beings
As the internal Witness,
also acts in this world
through his divine dramas,
by assuming various forms.!2 36

In order to show
special favor to his devotees,
he reveals his personal
human-like form.
Upon hearing
how he affectionately
enacts his divine plays
in this manner,
one becomes fully devoted to him. 37

The husband cowherds of Vraja
felt no jealousy whatsoever
toward Krishna.
Deluded by his power of Maya,
each husband thought his wife
had remained all the while by his side."? 38

12. the internal Witness: manifestation of Krishna within the heart of living beings.

assuming various forms: refers to the avatara forms, or “divine descents” of the supreme
deity or Vishnu.

13. his power of Maya: the divine illusory power of God causing forgetfulness (see Yo-
gamaya in verse 1.1).
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During the sacred hour before dawn,
at the end of the night of Brahma,
and with the consent of Vasudeva,
The Gopis returned to their homes,
though reluctantly—
for they so loved the Beloved Lord
and they were so loved by him.!* 39

This is the divine play of Vishnu
with the fair maidens of Vraja.
One who is filled with faith,
who hears or describes this play,
Having regained the highest
devotion for the Beloved Lord,
Has lust, the disease of the heart,
quickly removed without delay—
such a person is peaceful and wise.!® 40

14. night of Brahma: a night of the creator god, Brahma, is a night in cosmic or heavenly
terms, an extraordinary length of time, the equivalent of 4.32 billion human years.

Vasudeva: Krishna; son of Vasudeva, Krishna’s father and husband of Devaki.

15. Vishnu: Krishna in his persona as a cosmic deity, sustainer of all the universes.



Song of the Flute:
Venu Gita

6

Bhagavata Purana Book 10 Chapter 21

The sage Suka spoke:

Thus, the forest was filled
with clear autumn waters
and gentle breezes carrying
the sweet scent of lotus flowers.
Entering that scene
together with cows
and cowherd friends,
Acyuta, the infallible one, appeared.! 1

Among groves of flowering trees,
and lakes, rivers, and hills
Resounding with flocks of birds
and swarming maddened bees,
Madhupati arrived, accompanied by
Balarama and the cowherd boys.
While tending the cows
he began to play his flute. 2

1. Song of the Flute: the word “song” here has two possible meanings. It can mean the
“song about Krishna’s flute,” and the “song-like music produced by Krishna’s flute.”

Suka: the sage-narrator of this passage.

Acyuta: a name of Krishna.

2. Madhupati: a name for Krishna, meaning “chief of the Madhu dynasty.”

Balarama: the older brother of Krishna.
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Those young women of Vraja
were aroused by Passion
after hearing
the song of his flute.
Some of them, in his absence,
were moved to describe
the qualities of Krishna
to their intimate friends.’ 3

As they began to describe him,
they remembered
the playful activities of Krishna.
Their minds again became
disturbed by the force of Passion
and they could no longer speak, O king.* 4

Adorned with a crown
of peacock feathers
and blue karnikara flowers
ornamenting his ears,
He, most excellent of dancers,
wearing the Vaijayanti garland
and yellow garments brilliant as gold,
Filled the holes of his flute
with the nectar of his lips
while his praises were
being sung by cowherd friends.
He then entered
the Vrindavana forest,
made beautiful by his footprints.> 5

3. Vraja: the rural region in which Krishna and the Gopis reside.

4. Passion: amorous love personified, intimating the god of love.

king: Pariksit, the listener to whom this passage is being narrated.

5. karnikara flowers: the pericarp portion of lotus flowers.

Vaijayanti: the name of Krishna’s garland consisting of flowers of five colors.
Vrindavana: the village and surrounding forests in which Krishna and the Gopis reside.
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Thus hearing, O king,
the sound of the flute
that captivates
the hearts of all beings,
The young women of Vraja
began describing
that alluring sound yet again,
embracing him within their minds.

The beautiful Gopis spoke:

O friends,
for those who have eyes,
we know of no greater
reward than this—
Entering the forest
with their companions and
herding the cows before them,
The two sons of the ruler of Vraja,
whose faces are adorned
by the flutes they play,
Cast loving glances
all around them—
it is this vision that
is constantly imbibed.

Dressed in a splendid array
of garments; decorated
with tender mango leaves,
Peacock feathers and bunches
of flowers; and wearing
garlands of lotuses and lilies;
The two of them
are exceedingly beautiful,
sometimes singing
Among their cowherd friends,
and appearing like the most
excellent of dancers on a stage.
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O Gopis, what auspicious acts

must have been performed

by this flute,
For it enjoys the nectar flowing

from the lips of Damodara,

leaving only a taste for us cowherd girls

to whom this nectar truly belongs.
The rivers, themselves

mothers of the bamboo

from which the flute is made,

feel jubilant with blooming lotuses;
And the forefathers of the flute,

the bamboo trees, shed tears

of joy with their flowing sap.°

O friend,
Vrindavana enhances
the beauty of the earth
With treasure obtained
from the lotus feet
of the son of Devaki.
Upon hearing
the flute of Govinda,
peacocks dance in rapture—
Observing their dancing from hilltops,
all other creatures
become stunned.”

81
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6. Damodara: Krishna, the “one whose waist is bound,” referring to the /ila in BhP 10.9.

7. O friend: a form of address of one Gopi to another.
Devaki: Krishna’s birth mother.
Govinda: Krishna, the protector of the cows.
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Blessed, surely,
in spite of their ignorance,
Are these female deer
who have taken birth as animals.
Upon hearing the exquisitely dressed
son of Nanda sound his divine flute,
They offer him worship
through affectionate glances,
along with their black deer mates.? 11

Gazing at Krishna whose
pleasing form and behavior
are utterly elating for all women,
And hearing
the enchanting music
emanating from his flute,
The hearts of the gods’ wives
are agitated by Passion while
they move in heavenly chariots;
They become bewildered
and their belts loosen,
as flowers fall from their hair. 12

Cows, too, drink the nectar
of the song of the flute
Coming forth from Krishna’s mouth
into the vessels of their up-raised ears.
Indeed, calves stand still,
their mouths filled with milk
flowing from their mothers’ teats.
Watching with tearful eyes,
they embrace Govinda
within their hearts. 13

8. Nanda: Krishna’s foster father, husband of Yasoda.
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In this forest, O mother, the birds
are most certainly great sages.
Beholding Krishna playing
the melodious song of his flute,
They rise to branches of trees
covered with beautiful foliage.
With unblinking eyes they listen,
while all other sounds cease.’

When rivers hear

the music of Mukunda,

their flowing currents are broken
And their waters swirl

out of intense love for him.
The two feet of Murari

are made stationary,

seized by the embrace of
Arm-like waves that present

offerings of lotus flowers.'°

Seeing how he tends
the animals of Vraja
in the heat of the sun,
Along with Balarama
and the cowherd boys;
and how he follows the cows
while playing his flute;
The rain-cloud,
rising high in the sky
with love overflowing,
Creates from its own form
an umbrella for its friend,
showering flower-like raindrops.

9. mother: a form of address of certain Gopis for other Gopis.
10. Mukunda: Krishna, the giver of liberation.
Murari: Krishna, the killer of the Mura demon.
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The native women of Pulinda
are fully satisfied by contact with
The kunikuma powder that decorates
the breasts of his beloveds,
released from the beautiful
reddish lotus feet
of the greatly praised Lord.
Even though they feel
tormented by the sight
of reddened blades of grass,
They also experience relief from
the pangs of that vision of Passion
when they spread the powder upon
their own faces and breasts.!! 17

Ah! This hill is best among all
the servants of Hari, O friends.
It delights in the touch of the feet
of Krishna and Balarama,
Offering respects to them both,
along with their cows
and cowherd friends,
By supplying fresh water,
pastures of soft grass,
sheltering caves and edible roots.'? 18

11. women of Pulinda: a local indigenous people.

kunkuma: a deep reddish powder.

12. This hill: refers to Govardhana, the hill on which Krishna and Balarama play with
the cows, which was effortlessly lifted by Krishna to protect the residents of Vraja from the
wrath of the god Indra.

Hari: Krishna, the one who steals the hearts of all.
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The cows are led through
the forest by the two boys
and their cowherd friends.
They are accompanied by
sweet sounds of melodious notes flowing
from the enchanting flute, O friends,
That cause moving beings not to move,
and non-moving beings like trees
to be elated with ripplings of bliss.
The two boys can be recognized
by the ropes they carry to bind
milking and rambunctious cows—
all of this is wonderful!"?

[The sage Suka spoke:]

Thus, the various divine acts
of their Beloved Lord as he
wandered about Vrindavana
Were being described
by each one of them,
for the Gopis had attained
complete absorption in him.!*

13. elated with ripplings of bliss: see “Notes and Comments” for RL 1.40.
14. Beloved Lord: Krishna; translates bhagavat.
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Song of the Black Bee:
Bhramara Gita

©
Bhagavata Purana Book 10 Chapter 47 Verses 1 through 21

The sage Suka spoke:

The women of Vraja were gazing
upon one companion of Krishna,
Whose arms were long
and eyes like young lotus flowers.
Wearing a yellow garment
and a garland of lotuses,
His face, beautiful as a lotus,
was glowing with shining earrings.' 1

They were astonished
by his charming appearance:
“Who is this? From where does he come?
And just whom does he serve?
His ornaments and clothing
are like those of Acyuta!”
Speaking these words and
very excited indeed,
all of them surrounded him,
Whose shelter was the lotus feet of
the most excellent and famous one.? 2

1. one companion of Krishna: Uddhava, Krishna’s messenger, whose name is revealed in
verse 9.

2. Acyuta: Krishna, “the infallible one.”

the most excellent and famous one: name for Krishna or Vishnu; translates the com-
pound Uttamasloka, more literally meaning, “The one whose hymns of praise ($loka) are

the greatest or highest (uttama).” This epithetical name is also found in verses 13 and 15
below.
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They bowed down to him
and honored him properly
With modesty, shyness, smiling,
glances and pleasing words.
In confidence, they inquired from him
as he was seated comfortably before them,
For they knew he was carrying a message
from the Lord of the Goddess Rama.’

[The Gopis spoke:]

We know that you have arrived
as a companion
of the Lord of the Yadus,
And that you, good sir,
have been sent here by him
who desires to give pleasure to his parents.*

Otherwise, in these cow pastures of Vraja,
for him, we see nothing else
worth remembering.
Certainly the bonds of affection
in family relations are difficult
to give up, even for a sage.

Friendliness toward others
is displayed for a purpose,
until one’s purpose is achieved.
This is the case with men
in relation to women,
and black bees in relation to flowers.

3. Lord of the Goddess Rama: Krishna.
4. Lord of the Yadus: Krishna.
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Prostitutes abandon men
who have no money;
citizens abandon
incompetent kings;
Students, their teachers
after completing their education;
and sacrificial priests, their patrons
after receiving their compensation. 7

Birds abandon trees
when their fruits are gone;
guests abandon houses
after they have eaten;
Similarly, animals abandon
burnt-down forests;
and lovers abandon women
after having enjoyed love with them. 8

[The sage Suka spoke:]

These were the words of the Gopis
whose minds, bodies, and speech
were completely devoted to Govinda.
They turned to Uddhava who had just arrived,
for he was a messenger from Krishna,
and they dropped all worldly concerns.’ 9

They sang about
the various times
they spent with him, their beloved;
giving up their shyness
they began to cry.
Over and over,
they remembered all the events
of his childhood and youth. 10

5. Govinda: name for Krishna.
Uddhava: the name of Krishna’s companion-messenger to whom the Gopis have been
speaking.
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One of them, contemplating
her closeness with Krishna,
observed a black bee.
Imagining it to be a messenger
sent to her by her beloved,
she thus began to speak. 11

The Gopi spoke:

O black bee,
friend of a cheater—
please do not touch my feet
with your whiskers,

Which are clearly tinged
by reddish kurikuma powder
that has fallen onto his garland
from the breasts of rival lovers.

Let the Lord of the Madhu Dynasty,
for whom you are the messenger,
bear the marks of favor
from these proud women—

Such behavior would be the object of
ridicule in the assembly of the Yadus!® 12

After having us drink just once
the enchanting nectar
of his own lips,

He suddenly abandoned us,
just as you might abandon
blossoming flowers.

So how is it that the Goddess Padma
continues to serve his feet,
beautiful as the lotus?

Oh! Her mind has certainly been stolen
by the deceitful speech of the most
excellent and famous one.” 13

6. The group of verses known as the Bhramara Gita, “The Song of the Bee,” begins with
this verse and ends with verse 21 as presented below.

reddish kurikuma powder: saffron or vermilion.

the Madhu Dynasty: the dynasty in which Krishna appears.

the Yadus: the great and powerful dynasty to which Krishna belonged.

7.the Goddess Padma: another name for Laksmi, the divine consort of the cosmic Vishnu.
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O six-legged creature,

why are you singing
About the ancient one,

Lord of the Yadus,

here before us homeless girls?
Let the singing about him,

the friend of the victorious one,

be instead for all his lady friends
Whose breasts he now relieves

of their intense agony—

those beloved ones of his

will provide what it is that you desire.?

Are there any women
in the celestial, earthly,
or lower worlds
Who would not be available to him,
with his playful arching eyebrows
and deceptive, charming smiles?
After all, what are we to him,
the dust of whose feet is worshiped
by the Goddess Laksmi herself?
Nevertheless, those who are destitute
are favored by the words of
the most excellent and famous one.’

8. friend: refers to Krishna.
the victorious one: refers to Arjuna, the warrior hero of the Mahabharata.
9. the Goddess Laksmi: the consort of Krishna’s cosmic form of Vishnu.
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Please keep your head

away from my foot!

I understand you very well—
You know how to offer flattering words

while acting as his messenger

because you have been trained by Mukunda.
Now he has abandoned us,

who have given up our children, husbands,

and all others in the world for his sake—
Therefore, why, since he is ungrateful,

should we make up with him?!° 16

Behaving like
a cruel-hearted hunter,
he shot arrows
at the king of monkeys;

While dominated by one woman,
he disfigured another
who approached him
with passionate desires;

Even after accepting the worship of Bali,
he tied him up with ropes like a crow
who, after devouring its prey,
hovers over it.

So enough of this friendship
with that dark-complexioned one,
even if the treasure of such stories
about him is impossible to give up!'! 17

10. Mukunda: Krishna, the one who grants liberation.

11. a cruel-hearted hunter: refers to Rama, a divine manifestation of Krishna, presented
fully in the great Sanskrit epic Ramayana, and presented briefly in Book 9 of the Bhagavata
Purana.

the king of monkeys: Vali. See BhP 9.10.12.

one woman: Sita, the wife of Rama. See BhP 9.10 and 9.13.18.

disfigured another who approached him: refers to Sarpanaka. See BhP 9.10.4.

accepting the worship of Bali: refers to Vamana. See BhP 8.17-23.
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For one who constantly seeks
to hear of his divine acts,
the ears are filled with nectar,

A drop of which, if relished even once,
destroys all attachment to worldly duties
filled with conflict and duality.

Such irresponsible persons promptly
give up their families and homes,
leaving them in a wretched condition.

Here, many of them wander about
acting as mendicants,
begging for their livelihood
like so many birds.

We had faith
that his deceptive speech was true,
Just as the foolish female companion
of the black deer is deceived
by mimicking sounds of a hunter.
We, the maidservants of Krishna,
have experienced repeatedly
the pain of his amorous love
Created by the ardent touch of his nails—
O messenger, please speak of other things!

18

19
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O friend of my dear one,

have you been sent here

once again by my beloved?
You ought to be honored

by me, my friend—

so what do you wish from me?
How will you lead us who

remain here to his side,

he with whom togetherness

is too difficult to give up?
After all, O gentle one,

the Goddess Sri, his consort,

is forever present with him

resting upon his chest.!? 20

Oh, indeed! Is it not regrettable
that the son of a highly esteemed man
now resides in the city of Mathura?
O gentle one, does he remember
his father’s house, his family relations
and his cowherd friends?
Does he ever relate to you
any words about us,
his maidservants?
When might he place his hand,
with the fragrant scent of
soothing aloe-wood balm,
on our heads?!? 21

12. the Goddess Sri: another name for the consort of Krishna’s cosmic form of Vishnu.
13. the city of Mathura: the large city about twenty miles from Vrindavana village.



Figure 6. Marble sacred image of Krishna elaborately worshiped.
International Society for Krishna Consciousness, London.
Photograph by the author.
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DEVOTIONAL LOVE AS “RASA”

Literature describing the soul’s passionate love for the deity is exten-
sive in India, spanning the course of at least one millennium prior to
and following the common era. Consequently, the Bhagavata Pu-
rana’s portraits of intimacy with the divinity come out of a colorful
and extensive literary past, a heritage reflected in the devotional and
aesthetic achievements of the Rasa Lila. Sources of such amorous de-
votion are scriptural, dramatic, and poetic.

Love between the soul and the deity has taken a variety of forms
that have been articulated in depth by the theistic Vaishnava tradition
that arose in the eastern province of Bengal, and is referred to here as
Caitanya Vaishnavism.! The tradition spread throughout regions of
Bengal, Orissa, and the northern areas of India, initiated and inspired
by the charismatic figure known as Krishna Caitanya (14861533 c.E.).
This ecstatic mystic and devotional revivalist of the sixteenth century,
along with his close disciples, established a theological school of
thought and religious practice centered upon devotion, or bhakti, to
the supreme Lord Krishna. The scholar Klaus Klostermaier states that,
among the plethora of religious traditions in India, “perhaps the most
subtle and detailed system of gradual ascent to God by means of love
has been developed in the Caitanya school of Vaishnavism.”? Scholars
have observed that the Caitanya school makes a particularly valuable
contribution in examining the nature of human religious emotion.

Caitanya left no written works, with the exception of his famed Sik-
sastakam, or “Eight Instructive Verses.”® He instead chose to inaugurate

1. This tradition is often known as Bengal or Gaudiya Vaishnavism. These names, how-
ever, are limiting because they fail to indicate the full extent of the spread of the tradition.
Moreover, the other Vaishnava traditions are named after their founders. For these reasons,
I use the name of the founder to identify this Vaishnava school.

2. Klaus Klostermaier, “Hrdayavida: A Sketch of a Hindu-Christian Theology of Love,”
Journal of Ecumenical Studies (1972): 765.

3. These verses are woven into Krishnadasa Kaviraja’s Caitanya Caritamrta; see CC 3.20.
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his devotional movement through direct instruction to key disciples
known as the Six Gosvamins of Vrindavana, along with others, who
established the doctrine of the school, built temples, and formed
communities of worship in Vrindavana.* Caitanya’s school was devel-
oped in part by his own exemplary and ecstatic behavior in bhakti,
observed and recorded by these early writers of the school. Of these
recordings, the most famous and loved text is the Caitanya Caritam-
rta of Krishnadasa Kaviraja Gosvamin. This extensive work, consid-
ered to be an unequalled theological synthesis of the school’s thought,
presents a comprehensive blend of Caitanya’s theology and hagiogra-
phy.> Written a half century after the passing away of Caitanya in
1533, the author describes the mystic leader as imparting essential
teachings of the school to the two leading Gosvamins, Rapa and
Sanatana. Of these two, Ripa is perhaps the more important, as it was
he who developed, under the direct guidance of Caitanya, the articu-
lated and formulated theology of bhakti-rasa—"“the soul’s particular
relationship with the divinity in devotional love,” within the realm of
lila or “divine play.”

Rapa Gosvamin (sixteenth century c.e.), along with other dis-
ciples of Caitanya, derived his principles of divine aesthetics from
Indian dramaturgy and adapted these to his systematic psychology
of divine love. In Sanskrit poetics (kavya) and Indian dramaturgy
(natya), the word rasa (not to be confused with Rasa, as in the dance)
refers to the pervasive mood or emotion experienced by an audience
as aesthetic delight. Based on the concept that God manifests in his
lila, or “divine drama,” the Gosvamin applied Indian dramatic theory
to the devotional process of reentering God’s eternal drama. In his
important work Bhakti Rasamyta Sindhu, “The Ocean of Eternal Rasa
in Devotional Love,” Riapa further developed the understanding of
rasa as the pervasive emotion of relationships found solely within de-
votional love, bhakti-rasa. David L. Haberman observes that the
Caitanya school believes that “love itself is identified as an aspect of
the essential nature of God,” and notes that it became the task of

4. The Six Gosvamins are six renunciates famous for having assisted Caitanya in his mis-
sion. Their names are Ripa, Sanatana, Jiva, Gopala Bhatta, Raghunatha, and Raghunatha
Batta.

5. S. K. De states that the CC is “by far the most authoritative biography of Caitanya,”
and that it “at once took its place among the most authoritative texts of the sect....Itisa
remarkable mediaeval document of mature theological scholarship.” See De, Vaishnava
Faith and Movement, pp. 53-57.
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Caitanya’s disciples, therefore, to elaborate on the love of the divinity.°®
Rapa’s text draws largely from the foundational theory of rasa formed
by Bharata Muni, the originator of Sanskrit dramaturgy, or Natya Sastra
(perhaps as early as the second century B.c.E.) and, further, from theo-
rists such as Bhoja (eleventh century), Abhinavagupta (twelfth cen-
tury), and Visvanatha (fourteenth century).”

The teachers of the Caitanya school, specifically Rapa, and follow-
ing him, Jiva Gosvamin and Krishnadasa Kaviraja Gosvamin, broadly
define and describe the relationship with God as rasa. The word rasa
has several meanings worth mentioning here because, collectively,
they give us a feel for the word’s power and depth in its religious con-
text. It has the sense of “essence” or “taste.” It can also mean “the sap
of a plant,” “the juice of fruit,” or more broadly, “the best or finest or
prime part of anything,” or the “vital essence” of a thing.® The word
can mean connotatively and more generally “spiritual experience,” or
more specifically a particular relationship with God.

The Caitanya Vaishnavas apply the sense of “the prevailing feeling,”
“religious sentiment,” or even “disposition of the heart or mind” to
the term rasa. Their general connotative meaning is the directly ex-
perienced intimate relationship with the divinity. According to the
bhakti school, God is rasa, God supremely enjoys rasa, and God is the
ultimate object of rasa. The theological use of the word can be found
very early, about two thousand years before the Caitanya school, in a
phrase that the tradition frequently quotes: “Truly, the Lord is rasa”
(raso vai sah).’ This statement expresses the view that God is the one
who is the sole object of rasa. God is “the greatest connoisseur of rasa,
or divine loving relation” (rasika Sekhara).

Devotion to God as conceived by the Caitanya school consists of five
primary types of loving relations with the deity. The soul’s particular

6. David Haberman has done much to show how Ripa’s conception of rasa has drawn
from previous theorists, yet makes its own unique contribution to rasa theory. See Haber-
man’s chapters “Religion and Drama in South Asia” and “The Aesthetics of Bhakti” in Act-
ing as a Way of Salvation: A Study of Raganuga Bhakti Sadhana (New York: Oxford
University Press, 1988) for a detailed overview of the history and development of rasa the-
ory as it establishes itself in the thought of Rapa Goswamin. Another valuable discussion
can be found in the Introduction to Haberman’s The Bhaktirasamrtasindhu of Ripa
Gosvamin (New Delhi: Indira Gandhi National Centre for the Arts; and Delhi: Motilal Ba-
narsidass, 2003).

7. This Vi$vanatha of poetics should not be confused with the bhakti commentator Vis-
vanatha Cakravartin of the eighteenth century, whose commentary on the Bhagavata has
been invaluable for this study.

8. The word can also mean “flavor,” or even “love,” “affection,” or “desire.”

9. Taittiriya Upanisad 2.7.1.
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relationship with the divinity in devotional love, rasa, can closely re-
semble the variety of loving feelings that humans experience for one
another.’® These types of rasa between the soul and God can be de-
scribed as follows:

1. REVERENTIAL LOVE (SANTA-RASA). The soul loves the Beloved
from a distance, as a great and powerful emperor is loved by subjects
who are not personally serving him. Here the soul is removed from
the direct presence of the Beloved, due to the soul’s awareness of his
or her finite existence in relation to the overwhelming majesty and
omnipresence of the Lord. This love is characterized as quiet venera-
tion and admiration; reverential love is passive and contemplative,
unlike the dynamic and more intimate forms of love that follow.

2. SUBSERVIENT LOVE (DAsyAa-rASA). The soul loves the Beloved
actively and more closely, as personal servants love and directly serve
their king. Here the soul is in a submissive position to the Beloved,
who is in a superior position. This love is characterized as obedient
service. The distance between the soul and God in reverential love is
replaced by dynamic service in subservient love, although the rela-
tionship here remains formal.

3. MuTUAL LOVE (sAkKHYA-RASA ). The soul loves the Beloved more
intimately in mutuality and equality, as a friend loves a companion.
The endearing love of close friendship is now experienced with the
supreme Beloved, who places himself on an equal level with the soul.
This love is characterized by confidential, even playful and affection-
ate exchanges. Mutual love constitutes a greater level of intimacy with
the divine, since the superior position of the Beloved is no longer ac-
knowledged.

4. NURTURING LOVE (VATSALYA-RASA). The soul loves the Beloved
even more deeply and tenderly, as a parent loves a child. The soul’s
love for the Beloved is from a higher or superior “parental” position as
the soul cares for and protects the Beloved, who in turn exhibits de-
pendency upon the soul. This love is characterized by adoration and
nurturing affection; here, the carefree and casual familiarity of mu-
tual love is replaced by a constant mindfulness and sense of responsi-
bility for the well-being of the Beloved.

10. It has even been suggested that the types of experiences within the various rasas with
Krishna parallel those experiences that Christains can have in particular relationships with
Christ. See Sudhindra Chandra Cakravarti’s discussion on “Christianity and Bengal Vaisnav-
ism” (ch. 14) in his work Philosophical Foundation of Bengal Vaisnavism (Delhi: Academic
Publishers, 1969), especially p. 382.
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5. PAsSIONATE LOVE (SRNGARA-RASA). The soul loves the Beloved
in the most intimate way, as a lover loves a beloved in a conjugal, pre-
marital, or extramarital relationship. It is the most confidential form
of love, and the intensity of amorous feelings exchanged represents the
greatest attainable intimacy in rasa. This love is characterized by total
self-surrender of the lover in an exclusive passionate union with the
divine, often heightened by periods of intense separation. Essential el-
ements of all four previous rasas are present within this highest rasa.

The school views these five types of intimacy with the deity collec-
tively, as hierarchically arranged stages of love. Each rasa, beginning
with the first and proceeding to the fifth, represents a higher intensity
of love and progressively greater level of intimacy. Yet each rasa, in
and of itself, is also recognized as a perfection of love for the divine.
Even so, the rasa of passionate love is regarded as the ultimate perfec-
tion among all perfect rasas. It should be noted that these rasas are not
categories in the strictest sense, because each higher rasa incorporates
selective aspects from the lower rasas.!!

ANCIENT SOURCES OF DEVOTIONAL LOVE

Many characteristics of all five rasas are found in the Vedic devotional
hymns, which display strikingly intimate expressions of love for the
divine. Although the formal categorization of these rasas in bhakti
was not developed until the sixteenth century, it could be asserted
that the religious experience presented as early as the ancient Rg Veda
anticipates dimensions of the formal practice of bhakti, or devotional
love, in the Caitanya school.!?

The divinity of the Vedas enters into a variety of love relations with
the Vedic worshiper, who relates to the deity as a father, mother, or fa-
ther and mother together; as a brother, son, or friend; or as a beloved,
even as a bride.”” The “passionate love” of this last worshiper is ex-
pressed in these prayerful words: “As yearning wives cleave to their
yearning husband, so cleave our hymns to thee, O Lord most potent”

11. It is explained that certain elements within each rasa are unique, and others are
transferred or carried over into the higher rasas in more intensified forms. See CC 2.19.

12. The paradigmatic examples of the various rasas and the ideal personalities associ-
ated with them are elaborated upon by the close disciple of Caitanya, Ripa Gosvamin, in
Bhakti Rasamrta Sindhu. See note 6 above.

13. Mrinal Das Gupta, “Sraddha and Bhakti in Vedic Literature,” Indian Historical Quar-
terly 6, no. 2 (June 1930): 325.
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(Rg Veda 1.62.11), and “As wives embrace their lord, the comely bride-
groom” (Rg Veda 10.43.1-2)."* In other examples the soul “strives to
win the heart” of the divinity (Rg Veda 8.31.18), a sentiment found
throughout the Rg Veda. Note that the worshiper in the first two in-
stances above is feminine in gender. At other times the worshiper is
masculine, as in the following: “I, like a bridegroom thinking of his
consort” (Rg Veda 4.20.5). Moreover, the divine spouse of the deity
himself is also acknowledged in the Vedas: “Vishnu, together with his
Spouse” (Rg Veda 1.156.2). The soul’s passionate love for the deity can
therefore be seen to mirror the love found directly within divine con-
jugal relations.

The other higher rasas of nurturing and mutual love are also ex-
pressed in Vedic hymns. Nurturing love can be observed in the words,
“Thou art a Son to him who duly worships thee” (Rg Veda 2.1.9), and
in the passage, “Be to us easy of approach, even as a father to his son”
(Rg Veda 1.1.9).1> Mutual love between the soul and the divinity is ev-
idenced in the words, “Friend among men” (Rg Veda 1.67.1), and
“Him, him we seek for friendship” (Rg Veda 1.10.6). Much of the
Vedic literature is permeated with such heartfelt emotion expressed
by the soul to the deity, or about the deity.

The Upanishads, recorded after the Vedas yet hundreds of years be-
fore the common era, at times will engage the theme of devotional
love. These texts record intimate dialogues between a teacher and stu-
dent, addressing philosophical and metaphysical questions on the re-
lationship of the soul to “the supreme Self” (the supreme Lord as the
soul within the soul) or to “ultimate reality,” Brahman. The Upan-
ishadic teacher stresses that the supreme Self is the source of love in
human relationships, as demonstrated in this passage:

14. The Hymns of the Rgveda, translated by Ralph T. H. Griffith (Delhi: Motilal Banarsi-
dass, 1973). The excerpted quotations that follow are taken from this work.

15. In this example of nurturing love, the father is the deity and the son is the dependent
soul. Generally, the nurturing rasa designates the worshiper as the parental figure, and God
as the dependent child. Even when the reverse is found, the rasa is considered to be that of
nurturing love. Other examples of nurturing love can be found in Rg Veda 1.66.1 and 6.2.7.
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Truly, it is not due to the love of a husband
that a husband becomes dear,
but due to the love of God
that a husband becomes dear;

Truly, it is not due to the love of a wife
that a wife becomes dear,
but due to the love of God
that a wife becomes dear; . ..

Truly, it is not due to the love of all things
that all things become dear,
but due to the love of God
that all things become dear.

(Brhadaranyaka Upanisad 2.4.5)

In the following quote, a simile drawn from the human experience of
conjugal love is engaged, in order to convey the soul’s experience of
union with the supreme:

As a husband knows nothing within or without

when embraced by his beloved wife,

a person knows nothing within or without

when embraced by the Intelligent Soul.
(Brhadaranyaka Upanisad 4.3.21)

Here, when the soul “embraces” the supreme Soul, an erotic union oc-
curs, characterized by a nondistinction between what is external and
what is internal. These examples of passionate devotion of the soul
for the divine clearly demonstrate the fervent emotion that filled the
heart of the worshiper in post-Vedic times.

The use of the term bhakti as the practice of “devotional love for
the deity” first appears in the Upanishads (Svetasvatara Up. 6.23).'¢ It
is in the epic literature following the Upanishads, however, that we
find the developed philosophical and doctrinal presentation of
bhakti. In the Bhagavad Gita, the famous passage within the great
Mahabharata epic, “mutual love” is predominantly exhibited between
Krishna and Arjuna. In fact, Krishna declares that he is the “dear
friend of all beings” (BG 5.29). The other intimate forms of love are

16. Other Upanishads present a doctrine of grace (Katha Up. 1.2.23 and Mundaka Up.
3.2.3).
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indicated, as well, and “intimacy” with the divinity (madhurya) is em-
phasized over reverence for the “majesty” of the divine (aivarya).

The Bhagavad Gita (or simply Gita) thus firmly and comprehen-
sively establishes the concept of intimacy with the deity. When Krishna
gives Arjuna a private vision of his unlimited greatness manifest in his
“universal form” (virata-riipa), Arjuna yearns to experience once
again his more loving relationship with Krishna. He does not desire to
serve the Lord in awe and with reverential devotion; rather, he prays
to be with Krishna in a personal, affectionate way:

Even as a father loves a son,

a friend loves a friend

or a lover loves a beloved,

O Lord, please be loving to me.
(BG 11.44)

Clearly, the three higher rasas are acknowledged and preferred by Ar-
juna. Although the narrative line of the Gita places Arjuna and
Krishna together as close companions, and their rasa is undoubtedly
that of mutual love, still some of Krishna’s devotional prescriptions
resonate with motifs of a more intense love:

Be absorbed in thinking of me,
be devoted to me,
sacrifice everything for me
and bow down to me.
Indeed, you will come to me,
for you have completely
engaged yourself
in devotion to me.
(BG 9.34)

These words do not sound like those coming from a friend; rather,
the total self-surrender that characterizes passionate love is depicted
here, and there are many more such expressions throughout the Gita
text. The Gopis, in the Rasa Lil3, as we shall see, exemplify such pas-
sionate devotion for the deity. Indeed, the drama represents a culmi-
nation of the history of intimacy with the divine in India. Let us now
consider the path of devotional love as it relates to other paths lead-
ing to God.
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DEVOTIONAL LOVE AS THE PATH TO GOD

The religious complex that arises from and finds its foundational
scriptural authority in the Vedas is commonly known as Hinduism.
The word “Hindu,” oddly enough, is not derived from either the an-
cient or the many vernacular languages of India.!” Instead, the word
was created by Persian-speaking persons who invaded the northwest
corner of India, specifically the area of the Sindhu (Indus) River,
around the ninth century of the common era. This nomenclature was
adopted at least two millennia after the birth of much Indic religious
activity to which we refer when using the name; yet, the word “Hindu”
has been firmly integrated into the religious identity of persons within
Indic traditions. It is perhaps more accurate to speak of a “Hindu
complex” of religion rather than Hindu-ism, given the great number
and variety of Indic religious traditions that consider the Vedas as
their foundation.

The primary Hindu traditions, those that focus upon a particular
divinity such as the masculine deity Siva, the Great Goddess Devi, or
the cosmic form of Krishna as Vishnu, regard the Vedas as the origi-
nal revelation of all knowledge, even if they have no active relation-
ship with the Vedic literature or practices. In some ways, the situation
parallels that which is found among the Semitic traditions: Chris-
tianity and Islam are traditions in their own right, and not merely
sects of Judaism; yet both Christian and Islamic traditions rely upon
the Jewish Bible at least as a foundation for their faiths, despite their
newer, independent revelations and differing forms of worship.

As we can say that Judaism, Christianity, and Islam are the major
traditions within the Semitic complex, we can also point to three
major South Asian traditions that include the majority of Hindus in
India and its northern neighboring country, Nepal. These three tradi-
tions—Saivism, Saktism, and Vaishnavism—are each named after the
ultimate deity upon whom practitioners center their worship. Thus
Saivism focuses on worship of the deity Siva, known for his universal
role in cosmic dissolution; Saktism involves worship of Sakti, the
supreme feminine power of Devi, or the Goddess; and Vaishnavism is
centered on worship of Vishnu, known for his universal role in cosmic
sustenance, or Krishna, the intimate and playful deity.

17. It is telling that almost every scholar of “Hinduism” is obliged to discuss elaborately
the awkward and unself-explanatory nomenclature of this religious complex when writing
introductory texts on the subject.
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Even though these traditions within the Hindu family of religion
do not focus upon the same ultimate deity, they do share the same
understanding of the soul’s various paths for attaining salvation.
Vedic hymns reveal practices that later became formalized as “paths of
the soul” (margas), which have persisted throughout Indian religious
history. Traditions of India may emphasize one of these methods of
salvation over the others, or prescribe a combination of the three,
which are as follows: the path of “action” (karma), in which one
“works” for his or her salvation; the path of “knowledge” (jfiana), in
which one undergoes a process of study, meditation, and introspec-
tion; and the path of “devotional love” (bhakti), in which one is
actively dedicated to the deity in loving service and experiences the
reciprocal “grace” of the deity.

Although a pan-Indian phenomenon, bhakti is particularly associ-
ated with Vaishnava traditions and the Bhagavata text, emphasizing
deep devotional love and affectionate self-surrender offered to a sin-
gular personal supreme deity, along with God’s transforming grace
for the worshiper. It is primarily the Vaishnava sects across India that
developed bhakti into sophisticated theologies and practices, espe-
cially during the bhakti renaissance of the medieval period (eleventh
through seventeenth centuries).

Philosophers of bhakti are quick to point out that the paths of ac-
tion and knowledge, along with all other paths apart from bhakti, are
egocentric and self-interested, and therefore lack the purity of heart
found in bhakti. Although they acknowledge that other paths lead to
transcendence and are effective spiritual achievements for the soul,
they insist that such religious endeavors are intrinsically self-centered
and are not ultimately carried out for the pleasure of God; whereas in
bhakti, self-sacrifice and lack of self-concern are both conducive to
complete theocentrism, or god-centeredness. Thus the Bhagavata and
Vaishnava traditions extol devotional love in bhakti as the superior
path to salvation, while also recognizing the presence of the other two
paths, jiiana and karma. Such paths are considered valid, however,
only if they lead to or are naturally incorporated in bhakti; they are
not regarded as valuable paths independent of bhakti.

For all practitioners within the Hindu complex, the ultimate truth
and reality is known as Brahman. The goal of Hindu religion has con-
sistently been the union of the individual soul (atman) with the
supreme reality, Brahman. Although some traditions understand Brah-
man to be the supreme personal being, others regard Brahman as the
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supreme state of impersonal being.'® Many accept that the supreme re-
ality contains both personal and impersonal dimensions, but the ques-
tion remains as to the priority and superiority of one over the other.
If a tradition asserts that Brahman at its highest is a supreme personal
being from whom all living beings and realities originate, and the very
source from which the impersonal Brahman emanates, then it pres-
ents a theism. On the other hand, if a tradition asserts that Brahman
at its highest is a supreme state of impersonal being in which there are
no longer any distinctions between souls, divinity, and Brahman, then
such a tradition presents a monism. In theistic Brahman, the soul and
divinity remain distinct and eternally related entities between whom
a supreme love is forever sustained. By contrast, in monistic Brah-
man, there is no scope for love since the relationship between soul
and divinity is ultimately dissolved.

Vaishnava traditions from the Hindu complex of religion are
theistic in that they consider the process of devotion to the supreme
deity to be salvation itself, and not merely a means to salvation.
In other words, they accept the means and the end of devotion to be
the same. Rudolf Otto, the famous twentieth-century German com-
parative theologian, recognized Vaishnavism as possessing a pro-
found sense of theism. After searching the religions of the world
for Christianity’s greatest “competitor,” he found that the Vaishnava
tradition was worthy of being compared to Christianity precisely be-
cause of its theological sophistication.!® Other traditions, such as
the Saiva and Sakta sects, typically retain a curtain of monism behind
their devotional and theistic practices. Such non-Vaishnava tradi-
tions can exhibit the appearance of a theism, since bhakti is engaged.
However, their ultimate goal is to go beyond a relationship with the
deity to attain an eternal state of impersonal oneness. Vaishnavism
could thus be considered the most strictly theistic among tradi-
tions within the Hindu complex, for it sustains theism in the fullest
sense.

18. In Christian theology, these types of distinctions are made with the terms via positiva
(or via affirmativa) and via negativa, or cataphatic and apophatic distinctions, respectively.

19. In this matter, Rudolf Otto states, “the special problems of the doctrine of grace have
been developed more acutely and in greater detail among the Vishnu-bhaktas than among
those of Siva”; India’s Religion of Grace and Christianity Compared and Contrasted, trans-
lated by Frank Hugh Foster (New York: Macmillan, 1930), p. 27. In spite of the evolved
forms of bhakti in the Saivaite tradition, especially in the Saiva Siddhanta of south India, an
ultimate veil of monism, in my estimation, seems to eclipse a fully developed bhakti theism
of the sort found in Vaishnava sects.
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FORMS OF THE DEITY VISHNU

Vaishnava practitioners understand the name Vishnu to be identical
to the supreme personal Brahman to whom all worshipers return.
Vishnu is also regarded as the supreme personal being who is the very
source of Brahman, and who fills the cosmos with a stratified govern-
ment of minor divinities working under his divine direction. More-
over, Vishnu plays a role in the triune cosmic godly functions, with
Brahma serving as the god of creation, Vishnu as the god of suste-
nance, and Siva as the god of destruction. From the Vaishnava theo-
logical perspective, Brahma and Siva, though extraordinarily powerful
minor divinities within the complex cosmic government, do not have
the supreme divine status of Vishnu.

Vishnu exhibits various cosmic or divine forms in his transcendent
spiritual realms, and simultaneously appears in this world in varying
manifestations, each known as an avatara or “divine descent.” Al-
though the word avatara is often translated by both Western and In-
dian scholars as “incarnation,” Vishnu is not technically in-carnate;
rather, he manifests a divine descent of his own form.? Thus when he
condescends to this world, it is understood that Vishnu comes in his
very own form, spiritual and omnipotent.

Commonly held Hindu belief recognizes that when Krishna comes
to this world as the manifest divinity, he does so as an avatara of
Vishnu. In fact, Krishna is listed in the Bhagavata as the twentieth
avatara manifestation (BhP 1.3.23). Within those Vaishnava tradi-
tions for whom the form of Krishna is the ultimate form of the divin-
ity, however, he is both a “divine descent” and “the original person
of the godhead” (adipurusa-devata). He is the very source of even
Vishnu, who is in turn the source of Brahman. Krishna is understood,
then, as the supremely intimate deity from whom all-powerful and
cosmic forms of the divinity emanate.

Krishna is also known as pairnavatara, the “full descent of the
deity” Thus, the Vaishnavas regard Krishna as descending to earth
through the power of his Vishnu form. These three levels of divinity
are schematized in figure 7. The most intimate form of God is also
the ultimate form of the deity, which I have termed “The Intimate

20. The English word “incarnation” unavoidably possesses certain Christian senses that
are not present in the word it attempts to translate. Etymologically, “incarnation” and
avatara have very different senses. The word “incarnation” means “the act of coming into a
carnal body,” and avatara means a “con-descent” of a divine body (literally, ava- = “down”
and -fara = “a crossing over”).
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Supreme Deity of the Godhead.” From this foundational level comes
“The Omnipotent Cosmic Deity,” who is Vishnu, “the manifestation
of God’s sustaining power and almightiness,” along with Brahma (as
the Creator) and Siva (as the Annihilator). Vishnu, then, is the imme-
diate source of the divinity of this world, the manifest deity Krishna,
as well as other avatara manifestations.

(1)
KrisHNA
The Intimate Supreme Deity
of the Godhead

Along with Divine Associates

such as Radha and the Gopis

|
|
2
Brahma _ VisHNU _ Siva
(Sub-divinity of Creation) (All-pervading Sustaining Deity) (Sub-divinity of Dissolution)
The Omnipotent Cosmic Deity

|
|
(3)
Krisuna
The Manifest Deity
of this World

The divine descent of the purnavatara,

the intimate form of the deity

Figure 7. Intimate, cosmic, and compassionate manifestations of Krishna.

Furthermore, inasmuch as the identities of Krishna and Vishnu are
distinctive, they are also identical and interchangeable. One observes
an interesting twist in the last verse of the Rasa Lila, the only instance
of the drama in which the name Vishnu occurs: “This is the divine play
of Vishnu with the young women of Vraja” (RL 5.40). Here, Krishna,
who has been the hero all along, unexpectedly is named Vishnu as the
narrator concludes the story, identifying Vishnu rather than Krishna
as the hero of the drama.

Although there are many avatara forms of Vishnu honored and cel-
ebrated by Hindus, the most famous are those of Rama and Krishna.
The scholar A. L. Basham characterizes the avatara Rama as a deity of
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loyalty and righteousness: “Rama and his faithful wife Sita combine
the ideals of heroism, long suffering, righteousness, loyalty, and justice
in a story so full of exciting incident that it has become part of the tra-
dition not only of India, but also of most of South-East Asia.”?! The
Ramayana by Valmiki, which describes the deeds of Rama, is without
question one of the most loved sacred texts for Hindus.

By comparison, the deity Krishna shares more personal and loving
relationships with his worshipers. Basham confirms this in the fol-
lowing portrait of Krishna’s personality:

Krishna, probably even more popular than Rama, is a divinity of a
rare completeness and catholicity, meeting almost every human
need. As the divine child he satisfies the warm maternal drives of In-
dian womanhood. As the divine lover, he provides romantic wish ful-
fillment in a society still tightly controlled by ancient norms of
behaviour which give little scope for freedom of expression in sexual
relations. As charioteer of the hero Arjuna on the battlefield of Ku-
rukshetra, he is the helper of all those who turn to him, even saving
the sinner from evil rebirths, if he has sufficient faith in the Lord.?

While Basham observes correctly Krishna’s popularity and complete-
ness as a divinity, his explanation of Krishna’s role as “the divine
lover” seems shortsighted. After all, the famed Kama Siitra, a veritable
manual of passionate love and sexuality, has arisen out of Indian cul-
ture, which certainly could lead one to believe that India possesses a
great deal of “freedom of expression in sexual relations.”

Basham describes what I have termed the “intimate deity” of Krishna.
This more personal form of the divinity is elaborately presented in
the great classical texts of India, the Mahabharata and the Bhagavata
Purana. Intimate [ilas of the deity are not associated exclusively with
the avatara form; rather, they are a manifestation, according to cer-
tain Vaishnava sects, of the ultimate deity and his activities from
within the very center of the godhead. In other words, the deity’s
activities are taking place eternally in the spiritual realm and are si-
multaneously manifest by the deity in this world at special times in
the revolution of the cosmos.

21. A. L. Basham, ed., A Cultural History of India, (Oxford: Oxford University Press,
1975), pp. 80-81.
22.Tbid., p. 81.
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Aspects of the Story
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FRAMING PASSAGES OF THE RASA LILA

The tenth book of the Bhagavata, significant not only because of its
length but also because of the lilas it presents, contains stories of
Krishna’s birth, his childhood, and his youth, including his friend-
ships with village boys and cowherd girls. Also described are his later
activities in which he assumes the role of royalty in distant places. The
first nine books leading up to the tenth, along with the eleventh and
twelfth books that follow, are filled with narrations, stories, discourses,
prayers, and poetry about the powerful manifestations of God and
souls who are devoted to him. The literary content of these chapters
acts as a frame around the more intimate stories of the tenth book.

The Rasa Lila drama is colorfully anticipated as early as the Bhdaga-
vata’s third book, in the final verse of the second chapter. The first two
lines of the verse invoke imagery drawn from the opening verse of the
story, and the second two allude to the climactic event of the Rasa
dance in the final act:

Regarding the mood of those nights
brightened by the rays of the autumn moon,
He enjoyed singing sweet songs
as the ornament in the circle of women.
(BhP 3.2.34)

This verse reveals essential themes of the Rasa Lila, not again referred
to until the tenth book in which, approximately one-third of the way
through, the five chapters of the story are presented. Preceding the
Rasa Lila chapters (BhP 10.29-33), as well as following them, are
short references within verses, whole verses, sections of chapters, and
even complete chapters concerning the Gopis. The overall effect cre-
ated by these surrounding passages is a complex composition that
supports the innermost focal point of the Bhagavata, the story of
the Rasa Lila. Moreover, the episodes relating to the Gopis, along with
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other intimate or madhurya lilas from within the tenth book, contain
elements of amorous devotion to God, making the text of the Rasa
Lila inseparable from and continuous with the whole of the tenth
book. Thus, the related surrounding passages effectively provide a
rich frame within which the Rasa Lila is established as the most hon-
ored [ila among all the divine dramas of Krishna.!

Chapters 21 and 22 from the tenth book constitute the two major
“Gopr1” chapters prior to the presentation of the Rasa Lila. In chapter 21,
the Gopis sing praises of the power of Krishna’s flute music and how
it affects all the residents of Vraja, even all of creation. The first six
verses of chapter 21 constitute a narrative description of the cowherd
maidens who, inspired by the sounds of Krishna’s flute, have achieved
a state of remembering him constantly.

The narrator explains that when the Gopis hear Krishna’s flute
music from afar, they converse about his acts and become over-
whelmed with intense love, to the point of becoming speechless. Thus
stunned and quieted by their love for Krishna, they again are able to
hear his flute, which causes them to again react to the divine music,
further perpetuating a blissful unending cycle of remembrance for
the cowherd maidens.? Chapter 21 clearly prepares the reader for the
Gopis’ irresistible attraction to the sounds of Krishna’s flute, to which
they are helplessly drawn at the beginning of the Rasa Lila. This pow-
erful force of the divine flute is also anticipated in earlier passages of
the tenth book.

The Gopis’ attraction to Krishna becomes heightened to such a
point, in chapter 22, that each one desperately prays to the Goddess to
make a conjugal arrangement for her:

1. The first partial-verse presentation of the Gopis within the tenth book prior to the RL
story is BhP 10.15.7-8. The first full verse presentation is BhP 10.19.16: “The greatest bliss
for the Gopis was the vision of Govinda. Each moment without him became like hundreds
of ages.” In chapter 20, two verses express how the Gopis cannot be relieved of the scorch-
ing late afternoon heat, due to the intense heat arising from love’s separation (BhP 10.20.42,
45). The more significant passages following the RL, in addition to chapters 35 and 47, are
the twelve verses of a chapter in which the Gopis speak prayerful words of separation
(BhP 10.39.19-30). There are many other dispersed Gopi-related verses following the RL,
up to a verse in the final chapter of the tenth book, expressing how Krishna’s smiling face
increases the passion of the Gopis (BhP 10.90.48).

2. See BhP 10.21.6 in the Venu Gita, the translation for which is provided within this
volume.
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O Katyayani,
whose power
is very great (maha-maya),
O great yogini,
supremely controlling Goddess,
O Devi, I offer my respects unto you.
Please make the cowherd son of Nanda my husband!
(BhP 10.22.4)

The Goddess is one, though her names are many. The Gopis take
refuge in the Goddess as Devi, also called Katyayani and “great yo-
gini,” in order to be united with Krishna, who himself also takes
refuge in the Goddess as Yogamaya, to arrange for his rendezvous
with the Gopis (RL 1.1). The significance of the role of the Goddess
and her colorful nomenclature will be explored below.

The Gopis’ union with Krishna is anticipated through this prayer to
the Goddess. Fulfilling their deepest desire, Krishna appears before them
and playfully steals their garments while they are bathing in the Yamuna
River, then carries their clothing as he climbs up a nearby tree. In order
to retrieve their clothes, the cowherd maidens are convinced by Krishna
to get out of the water. Their nakedness before him is taken as an ex-
pression of full self-surrender of love to the supreme Beloved. The Gopis
experience great joy in Krishna’s presence, for their desire to serve him as
their husband has now been fulfilled. He then promises, “With me you
will enjoy the coming nights” (BhP 10.22.27), alluding to the nights that
inspire Krishna toward love on the special evening of the Rasa dance.

At least two chapters that follow the Rasa Lila drama depict almost
exclusively the behavior of the Gopis in Krishna’s absence. In chapter
35, they sing songs about Krishna’s lilas whenever he goes into the
forest with his cowherd boyfriends. The Gopis once again describe
Krishna’s flute playing and the effect it has on Vraja’s cows, rivers,
trees and vines, lake-dwelling birds, heavenly beings, and others, and
finally on themselves. They also tell of his glorious return from the
forest and how he is greeted by various gods on the way.

Chapter 47 is particularly important because it focuses on the
theme of Krishna’s prolonged separation from the Gopis while he re-
sides in Mathura. In order to appease the Gopis, Krishna sends his
messenger, Uddhava, who is amazed as he witnesses the intense devo-
tional love of the cowherd maidens. Especially well known is the pas-
sage popularly named the Bhramara Gita, “The Song of the Black Bee,”
in which one Gopi, identified as Krishna’s favorite, Radha, speaks in
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loving madness to a black bee, the translation of which is provided in
this volume. Acknowledging the passionate devotion of the Gopis, Ud-
dhava desires to honor their superlative worship of Krishna, or “love of
the whole heart” (sarvatma-bhava). In verses 23-28, Uddhava’s words
praise the cowherd maidens for such exemplary devotion.

Uddhava then relates to the Gopis a message coming from Krishna
containing several essential points, his first point being: “You were
never apart from me, for I am the Soul of all” (BhP 10.47.29). In
verses 34 and 35, however, he appears to be more sensitive to the
Gopis’ despair and carefully addresses the intention behind his sepa-
ration from them:

I, who am indeed
dear to your sight,
am now far away from you.
However, for the purpose of
intensely attracting your minds,
this [departure] was my desire
in order to increase your meditation on me.

The minds of women are not as fully absorbed
in their beloved when he is present before their eyes,
For he is not as much in their thoughts
as when he is far away.
(BhP 10.47.34-35)

The Rasa Lila is decorated by many such passages, prior to and fol-
lowing its story, which illuminate the prized devotion of the Gopis
and indicate the special status of the drama within the Bhagavata.

POETIC AND DRAMATIC DIMENSIONS

What sets the language and tone of the Rasa Lila apart from most of
the Bhagavata text is the pronounced presence of poetic and dramatic
elements, reflecting the highly developed classical schools of Indian
poetics (kavya) and dramaturgy (natya). I will attempt to highlight
some of these features that contribute to the aesthetic achievement of
this dramatic poem.

Good Sanskrit drama typically consists of no fewer than five and
no more than ten acts, and the Rasa Lila appears to meet this require-
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ment. The five consecutive chapters of the Rasa Lila are not arbitrary
divisions; rather, each chapter functions as a principal act (atka)
within the dramatic story line. Thus, in my translation, I have desig-
nated each chapter of the Rasa Lila as an “act”: act one corresponds to
chapter 29 of the Bhagavata, act two to chapter 30, and so on. For
purposes of clarity and comprehensibility I have provided titles for
each act, even though the chapters are untitled and only numbered in
the original. Titles of the acts are worded to communicate the basic
movement of the plot:

Act One: Krishna Attracts the Gopis and Disappears
Act Two: The Gopis Search for Krishna

Act Three: The Song of the Gopis: Gopi Gita

Act Four: Krishna Reappears and Speaks of Love
Act Five: The Rasa Dance

These five acts represent a complete drama that can be appreciated in
and of itself. Nevertheless, the deeper meanings of a text of this kind
are fully understood only in relation to its greater literary and tradi-
tional contexts.

An act, in Sanskrit drama, generally consists of one or more
“scene” (sandhi) subdivisions. In the Rasa Lila text, transitions from
one scene to another naturally occur when there is a change in the sit-
uation of the drama, especially indicated by a shift in voice or activity.
Furthermore, the subdivisions are often reinforced by visible changes
in versification. Because these scenes are not determined in the origi-
nal text,  have indicated scene changes with titles, along with sequen-
tial numbering. Although the story line is straightforward, titles for
each scene are offered in order to provide the reader with general
symbolic themes suggested in the various scenes.

There are essentially four types of voices in the Rasa Lila, simply
described as narration, discourse, dialogue, and monologue. One of
these types dominates each scene, although other types may also be
present.’ The majority of verses utilize the voice of narration—words
of the narrator describing actions taking place within the story. In
fact, there are eight distinctive narratives out of a total of thirteen
scenes. The voice of discourse is employed twice, in the second and

3. For example, one can observe some monologue within the narration in scene 1 of act
two. One also observes dialogue within the narration of scene 2 of act five, and some discourse-
like verses in the dialogue of act four. There is also some narration woven into the two dia-
logue scenes in acts one and four.
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TABLE 1. ACT AND SCENE SUBDIVISIONS WITHIN THE RAsA LiLA DRAMA

Act ONE Act Two Act THREE Act Four Act FIve
Scene 1 Scene 1 Scene Scene 1 Scene 1
Narrative 1 Narrative 3 Monologue Narrative 5 Narrative 6

(vss. 1-11) (vss. 1-23) (vss. 1-19) (vss. 1-14) (vss. 1-22)

Scene 2 Scene 2 Scene 2 Scene 2
Discourse 1 Narrative 4 Dialogue 2 Narrative 7
(vss. 12-16) (vss. 24—44) (vss.s15-22)  (vss.23-26)
Scene 3 Scene 3
Dialogue 1 Discourse 2
(vss. 17-41) (vss. 27-36)
Scene 4 Scene 4
Narrative 2 Narrative 8
(vss. 42-48) (vss. 37-40)

penultimate scenes. It consists of a didactic dialogue between the nar-
rator Suka and his audience, the king, guiding the listener’s under-
standing of the drama. Scenes that engage the voice of dialogue also
appear twice, once each in the first and fourth acts; they involve
Krishna, the hero, and the Gopis, the heroines. The middle act con-
sists of only one scene, in which the monologue voice appears.
Here, the Gopis offer passionate and prayerful songs to Krishna in his
absence.

In table 1, the primary voice associated with each scene within the
five acts is displayed diagrammatically. A natural symmetry is imme-
diately observable in the arrangement of scenes within the various
acts of the drama. Theorists of classical Sanskrit dramaturgy explain
that five types of scenes are employed in a drama, each one moving
the action of the story forward to build toward its climactic event.
These scene types are to be found throughout the Rasa Lila drama,
and are as follows: the opening scene, progressive scene, developmen-
tal scene, pausing scene, and culmination scene. Within each of these
scene types, certain dramatic elements can be found, which will be
further discussed in the introductory remarks to each of the acts in
the “Notes and Comments” section.

The opening narrative verse of the Rasa Lila presents a vivifying
entrance into its drama. This simple metered verse paints an unex-
pectedly condensed picture of the drama as a whole:
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Even the Beloved Lord, bhagavan api ta ratrih
seeing those nights
in autumn filled with saradotphulla-mallikah
blooming jasmine flowers,

Turned his mind toward viksya ranturin mana$ cakre
love’s delights,
fully taking refuge in yoga-mayam upasritah

Yogamaya’s illusive powers.

Much of Sanskrit drama focuses on the theme of romantic love
(§rngara-rasa). Here, the romantic tone is created by the words “love’s
delights.” Remarkably, all four constituent principals of the drama are
introduced in the first verse: first, the leading male figure or divine
hero, “the Beloved Lord,” Krishna; second, the collective leading fe-
male figures or heroines, the young women of Vraja or the Gopis, sub-
tly revealed by way of a complex metaphor that is found in the
following principal; third, the idyllic natural scenery of Vraja, de-
scribed here as “nights in autumn filled with blooming jasmine flow-
ers’; and fourth, the divine feminine power of loving union,
Yogamaya. The very “seed” or bija of the plot, represented by the sim-
ple subject and predicate of the verse, is also sown, presenting the
Beloved Lord who is inspired toward love by the beauty of the scene.
The divine potency of Yogamaya arranges for the seed of the plot to
grow into the full drama of love.

Consideration of the ways in which the four principals participate
in the Rasa Lila can enhance appreciation of the literary and theolog-
ical expression of this work. Of these principals, we shall address the
Gopis last, as their role is the most complex.

KRISHNA: LORD OF LOVE AND BEAUTY

There is no other deity within the Hindu complex of religion, perhaps
even among the religious traditions of the world, who is as amorous,
personable, and playful as Krishna, and the tenth book celebrates this
divine persona. Whereas in most of the Bhagavata text, Krishna is
presented as the cosmic Vishnu, the supremely powerful deity under
whom all other partial divinities work, here in the tenth book he is es-
pecially portrayed as the supreme person who resides in his abode
known as Goloka (“the divine world of the cows”), the highest of the
heavenly worlds. Here, Krishna as a playful child and young boy is ut-
terly adored by his devotees. The supreme Lord’s intimate /ilas are
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occurring eternally, and his “day” is divided into morning, afternoon,
and evening types of play: in the morning, Krishna behaves just like a
mischievous child with his parents; he frolics in the fields of Vraja
with cows and cowherd friends in the afternoon; and in the evening
he engages in sweet amorous play with the cowherd girls.

The beauty of Krishna’s form is elaborately described throughout
the Bhagavata text and is depicted as “exquisitely brilliant”—the “ex-
clusive reservoir of beauty in all the three worlds.” The imagery of this
intimate deity is consistently vivid, intricate, and naturalistic. He is
known by his effulgent, dark bluish hue. His face, eyes, hands, and feet
are often compared to the loveliness of the lotus flower. Always
dressed and decorated in distinctive ways, he wears yellow silken gar-
ments, brilliant as gold. On his head of dark curling locks of hair,
Krishna wears an ornament adorned with a peacock feather. Ornate
earrings decorate either side of his soft glowing face, and he wears a
garland made of various colored forest flowers and leaves. He is often
found equipped with a herding stick and buffalo horn.

Perhaps the most prominent feature of the divine cowherd is that
he carries a bamboo flute from which he produces enticing music. As
compared with the numerous four-armed forms of Vishnu, which
hold combinations of the disc, conch, club, and lotus, the special sym-
bol of the intimate deity of Krishna is the flute held deftly to his
mouth by his two lotus-like hands. He is clearly the Lord of love who
captures the devotional heart with his flute music, playful move-
ments, affectionate smiles, enticing glances, and eloquent speech.

The powerful effect of Krishna’s flute music on all who hear it is
extraordinary. In the Bhagavata tradition, the Lord’s flute enchants all
the worlds and lovingly calls souls back to him. We learn that it is the
music from his flute that calls out in love to the young women of
Vraja, causing them to abandon their families and responsibilities.
Thus the plot of the Rasa Lila drama begins with Krishna’s intoxicat-
ing flute playing. A particular verse by a traditional Vaishnava poet
expresses how the devotee appreciates this music not only in terms of
the madhurya or intimate activities of Krishna but also as it is con-
nected to the aiévarya, or cosmological and ontological dimensions of
his lordship:

All hail to the child’s flute notes coming forth so
that Om might sound.
The flute notes cause the worlds to exult, the Vedas to
sound, trees to rejoice,
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mountains to fly, deer to be tame, cows blissful,
and cowherds bewildered, ascetics’ flesh to
rise and the seven basic notes to sound.*

The mesmerizing music of Krishna’s flute affects living and nonliving
beings in various ways. Trees and vines exhibit bodily ecstasy and
overflow with fruits and flowers upon hearing the divine flute. Clouds
become generous, providing a gentle mist of rain and a percussive ac-
companiment of thunder. Flowing currents in the rivers are broken
and begin to swirl, offering lotus flowers to the cowherd Lord. Birds
close their eyes, listening intently to the music, and peacocks dance in
madness. Nursing calves become still with wonder, their eyes filled
with tears. All moving creatures become stunned and stationary be-
ings begin to move. Even the wives of the heavenly denizens are en-
tranced as their hair and clothing loosen. Such wondrous effects of
hearing Krishna’s divine flute playing are described in the Bhagavata’s
chapter known as the “Song of the Flute,” the Venu Gita (see the trans-
lation in this volume).

Just as all entities are affected by Krishna’s flute music, all who are
touched by him, including plant and animal life, experience blissful,
rapturous feelings throughout their bodies. Krishna awakens amorous
feelings in the cowherd maidens with his affectionate touch and entic-
ing manner. He allows his feet to touch the breasts of the Gopis, which
represents their unique way of worshiping the feet of their beloved
Lord (RL 3.13).

Krishna’s feet are distinguishable by the signs appearing on their
soles, such as the flag and thunderbolt (RL 2.25). Gods, goddesses, mys-
tics, and lovers alike especially long for his feet because, along with other
desired effects, they dispel sins. It is important to understand that in
India, the feet of sages, and even more the feet of avatara forms of the di-
vinity (including sacred images of the deity Krishna) are considered
holy and worthy of worship, and persons place the dust from such feet
on their heads as an act of humility and devotion. At other times, per-
sons worship the feet simply by bowing down to the ground near saintly
souls or where their feet have tread. Thus, dust itself becomes sanctified
when in contact, no matter how briefly, with holy feet. As for the dust

4. LilaSuka Bilvamangala, The Love of Krishna: The Krsnakarpamrta of Lilasuka
Bilvamarigala, edited and translated by Frances Wilson (Philadelphia: University of Penn-
sylvania Press, 1975), IL. p. 110.
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from Krishna’s feet, “Even Brahma, Siva, and the Goddess Rama place
this dust upon their heads, in order to dispel their sins” (RL 2.29).

Krishna is known by many names and epithets, and the Rasa Lila
reflects his colorful nomenclature. Vaishnava worshipers honor “the
thousand names of Vishnu” in the well-known traditional work Visnu
Sahasra Nama, consisting exclusively of one thousand names of Krishna
or Vishnu. Dozens of epithets and names of Krishna appear through-
out the drama, and an overview of the most prominent ones reveals
much about the protagonist’s identity.

The specific name Krishna appears a total of twenty-seven times in
the Rasa Lila text, more than any other name for the deity.> The meaning
of the name is literally “dark blue” or “blackish,” referring to Krishna’s
dark complexion, which is described poetically as the color of a beau-
tiful new monsoon cloud. When he dances with the Gopis in the circle
of the Résa dance, his color is compared to that of “dark clouds” of a
thunderstorm (RL 5.8). The name Krishna is derived from the verbal
root krs (from which the precise transliterated form “Krsna” comes),
which means “to draw,” or even more applicable here, “to draw into
one’s power,” and hence the meaning “attractive.” Theologians from
the Caitanya school claim that the name means “supremely attractive.”
The divine cowherd certainly possesses this drawing power, dramati-
cally expressed in the first scene of the text in which he allures the
chaste cowherd maidens from their homes into the forest. Moreover,
when Krishna’s name first appears in the fourth verse of the text, this
power is revealed:

Upon hearing that sweet music,
their passion for him swelling,
The young women of Vraja whose
minds were captured by Krishna,
Unaware of one another,
ran off toward the place
Where their beloved was waiting,
with their earrings swinging wildly.
(RL 1.4)

5. The name Krishna appears in the following verses: 1.4, 1.7, 1.9, 1.12,1.16, 1.30, 1.47 /
2.3,2.9,2.14,2.15,2.16,2.17,2.18, 2.19, 2.24,2.31-2,2.35,2.38,2.44 / 4.1 / 5.3,5.8,5.9,5.12,
5.19,5.38.
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The name Krishna identifies the intimate deity of the godhead.
Other names of Krishna found in the text are similarly associated
with his more personal and affectionate nature, such as Govinda, or
“one who tends the cows,” referring to this pastoral deity in the rural
region of Vraja;® Vasudeva, “the son of Vasudeva”;” Ke$ava, “the one
with beautiful hair”;® Madhava, “the one who is sweet”;? and Hari, or
“one who steals our hearts.”! Other names of Krishna express his
grand or powerful nature, such as Mukunda, “the one who grants lib-
eration.”!! These names appear far fewer times than his more inti-
mate ones, clearly indicating the emphasis in the drama on the sweet
and loving attributes of the deity.

The epithet Bhagavan is especially recognized as a name for Vishnu
or Krishna.!? The hero is immediately introduced in the first verse as
Bhagavan, and with the exception of the name Krishna, Bhagavan is
the most utilized name in the story, appearing a total of twenty
times.!> My translation of this significant epithet is “the Beloved
Lord,” intended to express both powerful and intimate aspects of the
deity. The word bhagavan breaks down into two parts: the noun
bhaga and the suffix -van (-vat), meaning “one who possesses (-van)
all bhaga.” The lexical senses of bhaga convey either the manifestation
of supreme power or excellence (ai$varya), expressed by the word
“Lord” in the phrase; or the manifestation of supreme sweetness
(madhurya), expressed by the word “Beloved.” The word bhaga carries
both aisvarya-related meanings such as “good fortune,” “omnipo-
tence,” “virtue,” “fame,” or “excellence,” and madhurya-related mean-
ings such as “love,” “loveliness,” “affection,” “amorous dalliance,” or
even “sexual passion.”

6.RL1.8,1.28/2.7,2.28,2.29,2.30/ 5.2.

7.RL 5.39.

8.RL 1.48/2.10,2.37 / 4.9.

9.RL 2.8 and 2.41.

10.RL 1.15/2.28.

11. RL 5.10. Other such names that appear are: Sauri, “the heroic descendent of the Sura
dynasty” (RL 4.2, 4.4); Adhoksaja, “one who is beyond the range of the senses” (RL 1.13);
Hrsikesa, “the Lord of the senses” (1.13); and the avataric manifestations of Varaha, “the di-
vine boar” (RL 2.10), and Urukrama, “the great striding one” (2.10). In the benedictory last
verse of the text, the narrator identifies Krishna with Vishnu as “the all-pervading one”
(RL 5.40).

12. The word in other traditional contexts can also refer to the god Siva or to the Bud-
dha, or even to a Bodhisattva (MW).

13.“The Beloved Lord,” or Bhagavan, is found in the following acts and verses: 1.1, 1.14,
1.16,1.17,1.18,1.47,2.1,2.14, 2.28, 2.40, 4.10, 4.14, 4.17, 5.1, 5.7, 5.16, 5.20, 5.27, 5.39, and
5.40. References here to verses 1.18 and 4.17 refer to the introductory phrase “The Beloved
Lord spoke.” All other instances of Bhagavan are embedded within verse lines.
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There are also other names in the narration that express Krishna’s
power, assuring the reader that this deity, typically known for his
playful and intimate nature, is nonetheless the supreme divinity.'* Al-
though Krishna’s identity is primarily that of an independent divinity,
he places himself in a dependent position in order to enjoy love. This
dependency, however, is itself an expression of his power and su-
premacy. After all, it is Krishna’s divine will to submit himself fully to
Yogamaya, his potency for making loving arrangements.

Another name of Krishna, Acyuta, appearing nine times in the text,
indicates Krishna’s supremacy and invulnerability. Unlike any other
name of the deity, including the name Krishna itself, Acyuta is the only
name that is found at least once in each of the five acts.!® The author of
the text may have utilized the name throughout in order to emphasize
that Krishna is not an ordinary soul, but rather the “supreme” soul.
The name Acyuta means “the infallible one” or, literally, “the unshaken
one” or “the one who is not fallen.” The connotation is that he, as the
supreme soul, does “not fall” to this world in which finite souls experi-
ence the endless cycles of birth and rebirth (sarizsara).

The essential message behind the name Acyuta—that despite
Krishna’s erotic sports with the Gopis, he does not fall into sexual
relations with them—is a powerful and consistent theme running
through the text. The narrator of the story carefully explains that
Krishna’s erotic play is due to the delight of rasa within the divine. In
other words, when Krishna, who is full and complete in himself, en-
gages in love’s delights with the cowherd maidens, he is not conform-
ing to the ways of this world. Rather, he is allowing his devotee and
himself to love intimately and freely in a realm that transcends the
everyday world—and transcends even himself.

A dramatic clue for appreciating this paradoxical theological
theme can be found in the use of the word “even” in the first verse.
As mentioned above, the epithetical nomenclature Bhagavan, “the
Beloved Lord,” expresses to the reader that Krishna is powerful as well
as intimate, and full in all excellences. The adversative particle “even”

14. Krishna is referred to as the Supreme in verses 1.11, 1.32, and 2.24. A variety of
names express his “supreme” status, such as “Soul” (atma: RL 1.14, 1.32, 1.33, 2.28, and
4.14); “supreme Soul” (paramatma: RL 1.11, 2.24); “great Soul” (mahatma: RL 1.47,2.31-2);
“Person” (purusa: RL 2.4 and 4.10); “Lord” (#$vara or parame$vara: RL 1.33); “supreme Lord
of Yoga” (RL 1.16, 1.42, 4.14, and 5.3); and “the supreme God of love” (literally, the “God of
love among all love gods,” RL 4.2).

15. The name Acyuta appears in the following verses: RL 1.10, 1.43 /2.7,2.11,2.30 / 3.16 /
4.10/5.14, and 5.15. No other name of Krishna appears in the third act of the RL.
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(api) subjoined to the subject noun of the verse, “the Beloved Lord,”
further heightens the extraordinary event that is occurring. Thus
Krishna’s supremacy is challenged and his intimate attributes aug-
mented, expressing a theological paradox: all beauty and all loveliness
is contained in Krishna, yet “those nights in autumn filled with
blooming jasmine flowers” inspire even the supreme Lord. Even he is
moved “toward love’s delights”; though pleasure exists fully within
himself, he succumbs to beauty and love. Moreover, even he takes full
“refuge in Yogamaya,” desiring assistance from the Goddess for his in-
timate lila, though he is unlimitedly powerful.

Other verses in the text express this paradox. In a verse depicting
Krishna’s dalliance with a special Gopi, it is stated, “He delighted in
loving her, yet he delights in the self and takes pleasure in the self, for he
is complete” (RL 2.34). Another verse describes Krishna’s interactions
with the collective Gopis: “He, who himself possesses all pleasure, took
pleasure in loving them, playing like the king of elephants” (RL 5.24).'¢
Through these verses and others, it is clear that the supreme Lord is
complete, without limitation or need, inexhaustible, and fully con-
tent, yet he is moved by the beauteous scene and submits himself to
love. Krishna delights more in reciprocating the love of his devotees
in rasa than he does in deriving pleasure from within his supreme self.

Although loving play occurs for the pleasure of his intimate devo-
tees and his own delight, it also teaches those who read or hear about
it, as expressed by the narrator who interprets these teachings in the-
ological apologia throughout the story. Thus Krishna is a teacher to
souls in this world through constituent phases of love play that take
place in his own divine world. Such playfulness teaches souls that
Krishna preserves the worldly ethical conventions and, at the same
time, transcends them, as will be discussed further below.

While engaged in play with his most intimate female associates,
Krishna teaches his reader that pride is the enemy of love and devo-
tion. God disappears from the soul who exhibits pride. Even though
such pride, as displayed in the Gopis, is a component of their passion-
ate devotion, the narrator uses the example of their “otherworldly”
pride to teach an indispensable lesson about worldly pride. This lesson
is indeed so important that he teaches it twice—first with the group of
Gopis at the end of the first act, then with the special Gopi in the sec-
ond scene of the second act. After Krishna agrees to let the cowherd

16. See other similar expressions in RL 1.42 and 5.20.
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maidens stay with him and then disappears due to their pride, he later
reappears to join them in the Rasa dance. This dialectical movement
between divine absence and presence, between the hiddenness and rev-
elation of the intimate divinity (perhaps the tradition’s version of the
Christian notions of deus absconditus and deus revelatus), creating a
kind of “hide and seek” of love, is not only didactic but also part of Kr-
ishna’s sportiveness. In the fourth act, the supreme Lord again exhibits
his lesson-giving when he delivers to the maidens a discourse on the na-
ture of love, which also imparts wisdom to the reader (RL 4.17-20).
Thus, both the Gopis and the reader benefit from Krishna’s didactic
words, often taught through his love play with his dearest devotees.

David Kinsley observes about the divinity of Krishna: “Play as di-
vine activity in India is nowhere more fully illustrated.”!” As we have
shown, this playfulness of Krishna often takes on a paradoxical char-
acter, appearing to be subversive, all the while demonstrating itself to
be elevating and transcending. The author-narrator makes it tacitly
clear that the pleasure Krishna experiences with his dearest cowherd
maidens is not transgressive, nor is it limited or compromised by
worldly interactions; rather, his pleasure takes place in a realm of pure
poetry and divine aesthetics:

Thus he allowed himself to be
subdued by these nights
made so brilliant
by the rays of the moon—

He was perfectly
fulfilled in all desires
and pure within himself;

While with that group of maidens
so passionately attached to him,
sexual enjoyment was of no issue—

Inspiring the narrations
and poetry of autumn,
all those moonlit nights
found their refuge in rasa.

(RL 5.26)

17. The Divine Player: A Study of Krsna Lila, by David R. Kinsley (Delhi: Motilal Banar-
sidass, 1979), p. 56. This book presents a comprehensive study of the idea of “play” in tradi-
tions surrounding the worship of Krishna and, additionally, throughout Indian religion in
general.
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The Beloved Lord’s ultimate play manifests as dancing and singing
with the Gopis in the Rasa dance. Afterward, they delight in sporting
together in the forest and cooling river.

VRAJA: PASTORAL PARADISE

“Glorious is Vraja, surpassing all,” the Gopis extol. So wondrous is
Vraja that the author of the Bhagavata has devoted a full chapter to an
elaborate description of its rainy and autumn seasons, often cleverly
drawing parallels between characteristics of nature and the behavior
of the spiritual aspirant (BhP 10.20.1-49). The sacredness and pas-
toral beauty of Vraja are engaged in essential ways throughout the
Rasa Lila, and therefore it deserves treatment as one of the constituent
principals of the drama.

The natural Vraja of this world is the geographic region of central
northern India, in which the pilgrimage town of Vrindavana—depicted
in the Rasa Lila as a small agricultural village—is situated. The name
Vrindavana means “the forest of Vrnda or Tulasi” (Krishna’s favorite
plant and the Goddess who embodies it). The setting of the Rasa Lila
is in this world, but not exactly of this world. The divine realm of
Vraja manifest in this world and known as Gokula is identical with its
divine counterpart, the “heavenly Vraja,” known as Goloka, though
the practitioner must develop the proper vision to appreciate this phe-
nomenon (CC 1.5.21). Vraja is a world in which every personality, in-
cluding all plants, trees, and animals participate in and fully experience
the love between Krishna and the cowherd maidens. The world of
Vraja is devotionally alive as every object and soul exists only for the
sake of the Beloved Lord. Every being and everything in this spiritual
setting is full of knowledge and bliss, and gives off a splendor like the
various luminaries of the sky.

The spiritual realm of Vraja is described as a place that clearly con-
trasts with the world as we know it. It is a mystical world of beauty; the
ground in Vraja is covered with devotional jewels named cintamani,
each “a fabulous gem supposed to yield to its possessor all desires.” Even
the trees are not ordinary, and are called kalpa-taru, or “wishing trees.”
Vraja is of extraordinary abundance: the trees produce fruit during
every season, cows give milk unlimitedly, and the water is nectar. Here,
all walking is dancing and all talking is singing, and time is only an eter-
nal present within which unlimited varieties of divine events occur.'®

18. These images of Vraja are taken from the Brahma Sarnhita and the Caitanya Caritamrta.
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Figure 8. Pilgrimage path and the Vraja countryside on the edge of Vrindavana.
Photograph courtesy of Nityatripta Devi Dasi.

The reader becomes acquainted with the landscape of the Rasa Lila in
the first three verses, and it continues to play an indispensable role in the
various phases of the story. In the second verse, the moon casts a reddish
light above the horizon, contributing to the beauteous scene that in-
spires Krishna toward love. The light of the decorative stars and glowing
full moon illuminate the sky and forest at night. Indeed, the narrator
compares the beauty of Krishna and the Gopis to the moon among the
many stars. Images of the bountiful forest and plant life are described by
both the narrator and the hero or heroines. Flowers in general are men-
tioned frequently, with special attention given to night-blooming vari-
eties. The Gopis, when separated from Krishna, talk to an array of forest
plant life—from trees of all kinds to plants, vines, and other botanicals.
Krishna also runs through the forest with the Gopis. Enticed by its
beauty early in the story, he shares his appreciation with the maidens:

You have seen the forest
filled with flowers,
glowing with the rays
of the full moon;
Made beautiful by leaves of trees,
playfully shimmering
from the gentle breeze
off the river Yamuna.
(RL 1.21)

The Yamuna River, with its shores of cooling sands, is the place where
Krishna and the Gopis retreat in the first and final acts, in order to ei-
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Figure 9. Nineteenth-century buildings along the Yamuna River in the area of
Keshi Ghat, Vrindavana. Photograph courtesy of Helmut Kappel.

ther play or refresh themselves after dancing. Gentle autumn breezes
carve ripples in the waters of the Yamuna. In the second act, the wind
becomes a messenger carrying news of which direction Krishna has
gone, by sending scents from his garland to the Gopis.

Essential to the story is the emphasis on flowers that bloom at
night, since it is these flowers that inaugurate the Rasa Lila drama.
Krishna, in the first act, suggests to the Gopis that their coming to the
forest at such a late hour is due to the alluring beauty of the flower-
filled scene. He also gathers flowers for the special Gopi with whom
he disappears, and the other Gopis observe that “here, flowers were
gathered by the lover for his beloved” (RL 2.32). At the conclusion of
the drama, Krishna roams the banks of the Yamuna River “in the di-
rection of the gentle breeze that was carrying the fragrances of flow-
ers over the land and the water.”

Jasmine flowers assume a diverse role throughout the drama, and
appear in the very first verse in which the Beloved Lord is inspired
toward love. Note that it is not merely one night that is strikingly
beautiful, but many “nights.” These autumn nights are curiously filled
with “blooming jasmine flowers.” This is surprising, since the plant
typically does not produce blossoms in the harvest season, but only
during spring and summer—an indication of the exceptional nature
of these nights.



128  Textual Tlluminations

Jasmine is a delicate flower with a starlike formation, most often
white, though sometimes light pink or yellow, which is particularly
known for its intoxicating fragrance capable of arousing amorous and
erotic feelings.!® The scent of jasmine pervades the air of the Vraja for-
est. Krishna’s teeth are compared to jasmine flowers, and some of the
Gopis wear the flower during the Rasa dance. The cowherd maidens
speak to varieties of jasmine when they are madly searching for Krishna
(RL 2.8), and they are moved by the fragrance of the flowers coming
from his garland (RL 2.11). The Beloved Lord is also delighted by both
the sight and alluring fragrance of these pervasive jasmine flowers in
full night bloom (RL 1.1).

The reader is informed that certain lotus flowers are night-
blooming as well, and the narrator often refers to lotuses. The lotus
flower is a frequently occurring symbol among Indian religious tra-
ditions.?’ In fact, the heavenly Vraja is in the shape of a lotus-flower
blossom.?! Within the Rasa Lila in particular, the image of the flower
is used to convey beauty and passion a total of thirty times. The nar-
rator begins the first scene by describing the autumn night that
comes alive with the opening of lotus flowers, along with the rising
moon. Krishna is pleased by their appearance (RL 1.3), and later by
their scent: “He delighted in breezes that carried the fragrance of
white lotuses, joyfully dancing in the waves of the river” (RL 1.45¢d).
While searching for Krishna, the Gopis identify their beloved as the
one who holds a lotus flower. Upon discovering his footprints, they
are able to identify them easily because of the lotus emblem, along
with other symbols, embellishing his prints. Krishna’s arm is said to
possess the fragrance of a lotus flower. The Gopis themselves wear
the flowers in their hair and behind their ears. Even the gods shower
lotuses upon Krishna and the cowherd maidens as they perform the
Rasa dance.

Earlier in the tenth book of the Bhagavata, the reader is informed
that night-blooming lotuses are born from the water, and are not the
same as varieties found in the forest. The special power of such night-
blooming flowers is indicated in the following verse:

19. The powerful scent of jasmine is conveyed in RL 4.11.

20. See “Notes and Comments” on RL 1.3.

21. The lotus can represent cosmic evolution, since the creator god, Brahma, is born
from the lotus. Forms of the powerful Vishnu are found standing on lotus flowers, and the
lotus is one of several possible items that a Vishnu form may be holding in one of his
four hands.
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When the sun rises
water-born flowers blossom,
except for night-blooming lotus flowers,
As subjects in the presence of their ruler
are without fear, O king,
except for the thieves.
(BhP 10.20.47)

This thief-like trait of the night-blooming lotuses is also a character-
istic of the hero of the story, since Krishna, in his boyhood, is known
for stealing butter from the women of Vraja in order to feed the mon-
keys. He is called Hari (“one who steals”) because he “steals” the
hearts of his devotees. And in the Rasa Lila, he steals the hearts of the
Gopis (RL 1.8). Yet these night-blooming flowers are able to steal even
the mind and heart of Krishnal!

The tulasi plant also plays a prominent role in the drama, as it does
in the lives of Vaishnava practitioners. This plant is considered to be a
great female devotee of Krishna, even a consort of Vishnu, who has
taken the bodily form of a plant that is worshiped on a daily basis in
Vaishnava temples and homes. Her minty leaves are used to garnish
food preparations for sacred offerings, and are found decorating the
feet of sacred images of Krishna. The wood of expired tulasi plants is
carved into beads that are worn around the neck by Vaishnavas and
also used as a rosary for the recitation of God’s names. The special sig-
nificance of the tulasi plant is recognized by the Gopis when they
speak of rulasi and Sri (Laksmi): “The Goddess Sri . . . desires, along
with the sacred tulasi plant, the dust of your lotus feet” (RL 1.37).
Krishna’s garland is made up of the delicate and fragrant flowerets
produced from the sacred plant and, in the second act, the Gopis in-
quire from the tulasi plant concerning Krishna’s whereabouts.

The natural surroundings of Vraja clearly assist in the loving ren-
dezvous between Krishna and the Gopis when they are apart from
each other. In the absence of his beloved consorts, Krishna becomes
inspired by the enchanting landscape and is compelled to produce
melodious flute music, drawing the cowherd maidens to his side
(RL 1.3). Following Krishna’s sudden disappearance at the end of act
one, the Gopis remain apart from him in acts two and three. They sing
like madwomen as they frantically question the trees in the forest for
any indication of Krishna’s whereabouts (RL 2.4). Commentators
point out that the Gopis first speak to the larger plant life in the Vraja
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forest, specifically the trees, but get no response. As they become more
and more desperate they approach plants of all kinds and sizes, includ-
ing the sacred tulasi and varieties of jasmine.

The maidens perceive these various plants and trees, in their self-
less position, as beings “whose lives are devoted to the service of others,”
thereby indirectly expressing how they feel that their own existence is
for the sake of Krishna (RL 2.9). Convinced that the vines on the trees
must have had contact with their beloved Lord, the Gopis feel that
their textured bodily surfaces are actually “ecstatic eruptions” (utpu-
lakani) caused by his divine touch (RL 2.13). They envision the trees
and plants, the branches of which are heavy with fruits and flowers
during the harvest season, to be bowing before Krishna, whom they
have just seen pass by (RL 2.12).

We have shown that both Krishna and the Gopis relate intimately
to or communicate personally with the beauteous Vraja setting, espe-
cially during periods of separation, as it serves to enhance their love
play. In other words, the landscape is very much in the foreground
when the hero and heroines are apart from one another. Conversely,
when Krishna and the Gopis come together in the first and final acts,
the landscape assumes a background role. During these times, they
roam the forest and use the shores of the Yamuna for play, then bathe
in the river to cool off. Thus the forest provides an enchanting arena
for the Rasa dance itself, and becomes a place of recreation following
the dance. Clearly, both hero and heroines are closely connected in
various ways to the exquisite landscape of Vraja, when they are sepa-
rated as well as when they unite. It is the power known as Yogamaya
that arranges for the divine cowherd and his maidens to come to-
gether in this paradisial landscape of love.

YOGAMAYA: POTENCY FOR INTIMACY

Of the four principals of the Rasa Lila, Yogamaya, a form of the God-
dess, is the most subtle and elusive to comprehend. One finds that
Yogamaya, often called simply May3, is a mysterious power that es-
capes the understanding of souls and even of the divinity himself. In-
deed, the Bhagavata warns the reader: “If the supreme Soul himself
does not understand the nature of Maya, what to speak of others?”
(BhP 3.6.39). Although the concept of Yogamaya is enigmatic and
complex, with a variety of functions and presentations in sacred texts
and discourse, we shall nevertheless attempt to get a glimpse of her
inscrutable potency.
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The agency of Yogamaya reveals God’s identity to worthy souls and
conceals his identity from unworthy souls. This potency constructs the
perfect arrangement for the selfless love between God and devotee, or
for the selfish conditioned love of this world. Thus, Maya has a trans-
forming function for souls in either divine consciousness or worldly
consciousness. It is understandable that Daniel H. H. Ingalls states,
“Maya is one of the most beautiful concepts in the history of religion.”**

The author of the Bhagavata employs Maya as an important theo-
logical idea in well over two hundred instances. Within the Rasa Lila
itself, it is presented only a few times, each instance carrying a differ-
ent sense.”> The term Yogamaya consists of two words, yoga and
Maya, and though it is often abbreviated as Maya, it is the complete
term that is especially significant here. Several uses of Maya in the
Bhagavata indicate that this half of the compound phrase has the sense
of “magic spell,” “trick,” “deceit,” or in general “deception.” The spe-
cific sense of the word yoga in Yogamaya is “joining things together”
or “making connections” for God’s intimate /ilas.** The compound
could be translated literally as “the power of union” or “the power
of illusion,” whereas connotatively, Yogamaya refers to the magical
power that creates intimate arrangements.*

The word Maya appears a total of three times in the five acts of the
Rasa Lila; two of these instances are found within narration, in the be-
ginning and toward the conclusion of the drama, and the third within
dialogue. Among these three instances, the exact compound phrase
Yogamaya appears only once, in the very first verse, where it is spoken
directly by the poet-narrator Suka as theological explanation: “Even
the Beloved Lord . .. turned his mind toward love’s delights, fully tak-
ing refuge in Yogamaya’s illusive powers” (RL 1.1). The other instance
of Maya appearing in the narrative is the following: “The husband

22. The Divinity of Krishna, p. xii. In his foreword to this book, Ingalls defines the con-
cept of maya, then briefly observes interesting parallels to similar themes in Western litera-
ture. See pp. xii—xiii.

23. Most often throughout the Bhagavata text, the concept of Maya carries a metaphys-
ical sense, specifically denoting the realm of “material nature” (prakrti). Even more specifi-
cally, the phrase maya-guna is used to refer to the illusory realm of the qualities of nature
that originate in Sarhkhya philosophy and also appear in the Bhagavad Gita (tri-guna).

24. As with the word maya, the word yoga carries independent senses. The literal mean-
ings of the word from lexical sources are “union,” “junction,” “connection,” “combination,”
or even “mixture.” It is a derivative of the verb root yuj, which can be translated by the cog-
nate “to yoke.” The word can refer to “the eightfold path of mystic discipline,” astariga-yoga,
in which practitioners attempt to develop various mystical powers or “perfections,” siddhis.

25. See discussion on Yogamaya in “Notes and Comments” on RL 1.1.
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Figure 10. Man and monkey at site of the Rasa dance in Sevakunj,
Vrindavana. Photograph courtesy of Nityatripta Devi Dasi.

cowherds of Vraja . ... felt no jealousy whatsoever toward Krishna” be-
cause they were “deluded by his power of Maya” (RL 5.38). Here, the
function of “delusion” is demonstrated by the word mohita, a state
caused by the power of Maya. The single instance of Maya found in
dialogue is in Krishna’s words to the Gopis from the first act: “For
every woman the highest dharma is to serve her husband without fal-
sity [Maya]” (RL 1.24). The Gopis’ relationship to dharma will be dis-
cussed below.

Yogamaya has two major functions in the drama—creating
arrangements for the various events, and causing forgetfulness in
order to facilitate loving intimacy between God and the soul. The sig-
nificant phrase constituting the fourth pada (quarter verse) of the
opening verse is Yogamaya upasritah (“fully taking refuge in Yoga-
maya’s illusive powers”). This phrase appositively modifies the simple
subject “the Beloved Lord,” or Bhagavan, immediately informing the
reader that Bhagavan depends upon Yogamaya to arrange this love-
inspiring world of paradisial beauty, for achieving his goals of divine
enjoyment.

Bhagavan, however, as the supreme person in whom the very
power of Yogamaya originates, is never subject to the control of Maya
the way a worldly soul is:
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It is logically wrong to speak of Bhagavan,
who is the supreme controller and ever liberated,
As one who could be subject to Maya,
not to speak of the weakness of bondage.
(BhP 3.7.9)

Therefore, it is an exceptional and unexpected event that the Lord
should submit himself fully to Yogamaya. The word upasritah, “fully
taking refuge,” is not engaged anywhere else in the entire Bhagavata
text to describe Bhagavan’s dependency on anyone, including Yoga-
maya, with the exception of this instance within the first verse of the
Rasa Lila.”

Let us now turn to some of the amazing potencies of Maya. In the
Bhagavad Gita, the word appears in six verses that introduce two es-
sential dimensions of the concept. Krishna explains that his divinity is
hidden from unqualified persons by this yogic power, as expressed in
the Gita’s single instance in which the full term Yogamaya is found:

I, who am unborn and imperishable,
am not manifest to everyone
For I am covered by Yogamaya—
one who is deluded does not know this.
(BG 7.25)

In addition to concealing reality from deluded souls, the power of
Maya reveals the Lord’s divine nature to deserving souls: “By control-
ling material nature which belongs to me, I reveal myself through my
own power, Maya” (BG 4.6). These functions of Maya in the Bha-
gavad Gita anticipate other dimensions of her powers found in the
Bhagavata.

Repeatedly throughout the Bhagavata text, the reader is reminded
that Maya is a power that belongs to God. One finds the word in
compound phrases along with God’s names, such as “the Maya of

26. On the basis of the eight instances throughout the Bhagavata text in which the word
upasritah is found, two observations can be drawn. First, the word is never found in con-
junction with the concept of maya or yoga-maya except in the case of the first verse of the
Rasa Lila. The word stem asritah, without the prefix upa-, is found in only one other instance
in conjunction with the word maya, and here it is describing souls who are conditioned by
the illusory power of Maya, mayasritanam. Second, in every instance other than the Rasa
Lila’s first verse, one finds the word upasrita used to describe the dependency of the soul on
God. This is also the case in the couple of instances found in the text of the Bhagavad Gita.
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Vishnu,” or with epithets of God, such as “the Maya of Bhagavan.”*’
Yogamaya is dependent on God, originates in God, and cannot exist
without God or act without his sanction. Yet it is clear that Maya is
an independent potency, completely separate from his own personal
manifestations. If this were not the case, Krishna would not be able to
submit himself to it, as he does in the first verse of the Rasa Lila.

In his prayers to Krishna, Brahma addresses the Lord as Yoge$vara,
“O master of yogic power,” and proclaims that all of Krishna’s mani-
festations are made possible through the power of his Yogamaya en-
ergy that extends into every universe (BhP 10.14.21). It is also said that
Maya is the agency of construction “of all the worlds,” which includes
Krishna’s eternal abode of affectionate play (BhP 10.28.6). Thus Yoga-
maya is an autonomous divine force intended for Krishna’s direct use
in his lila of loving intimacy. One of the unusual characteristics of
Maya is its manifestation of multiple-personifications. Krishna explains
to Yogamaya herself that her personae will be identified by various
names, such as Durga and Vaisnavi.?® The author of the Bhagavata ac-
knowledges the femininity of Maya through this nomenclature, clearly
identifying this power as a $akti (“feminine power” or “energy”) of God.

As has been shown, Maya exhibits both concealing and revealing
functions. She conceals the true nature of the self in relation to God
through delusion: “This whole world is bewildered by such a power
in which persons are constantly forgetful of their [true] selves” (BhP
10.14.44cd). And Maya conceals the truth of the divinity from lovers of
God through deception. In order to facilitate intimacy with such pure
souls, it is said that God appears, by the arrangement of Maya, to be just
like an ordinary human (BhP 10.17.22). Therefore, Maya conceals the
identity of the deity not only from bewildered souls of this world but
also from the most liberated and intimate souls of the heavenly world.

A classic example is that of the divine mother of the Lord from
whom Krishna’s divinity is concealed for the purpose of preserving
their loving relationship (BhP 10.8). In this episode, Krishna’s foster

27. These phrases include “the great power of Vishnu” (vispoh maha-maya), “the maya
of Krishna” (krsna-maya), “the maya of Bhagavan” (maya-bhagavatah), “the maya of God”
(deva-maya), “the Lord of maya” (mayesa), and “the maya of the Lord” (ia-maya). The
possessive suffix sva- and the reflexive use of atma are also found coupled with the word
maya, to indicate the divine source and possession of maya. For example, phrases such as
“his own maya” (sva-maya or atma-maya), and “with the yoga of my own maya” (atma-
mayd-yogena), as well as “my maya” (mat-maya) are found throughout the text.

28. “People from all over the earth will give you various names, such as Durga,
Bhadrakali, Vijaya and Vaisnavi, Kumuda, Candika, Krsna, Madhavi, and Kanyaka; Maya,
Narayani, I$ani, Sarada, and Ambika” (BhP 10.2.11-12).
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mother, Ya$oda, inspects her child’s opened mouth for dirt particles.
While she does so, an overwhelming and tremendous vision of the
universe is revealed to her. The potency of Maya thereafter conceals
this ai$varya manifestation of God, deceiving Ya$oda so that she will
not be distracted from her maternal affection for Krishna, who is,
after all, playing the role of her loving child (BhP 10.8.43—44).

Concealing the greatness, aisvarya, in order for the sweetness, ma-
dhurya, of the divinity to be revealed is a primary function of Maya.
The personal associates of God are “covered by a curtain of divine illu-
sion,” so that any awareness of his majesty is eclipsed, allowing for
more affectionate exchanges with the deity. Throughout the tenth
book one finds the phrase maya-mohita, “bewildered by Maya,” in
relation to Krishna’s closest associates.” The word mohita, meaning “stu-
pefied,” “bewildered,” “infatuated,” or “deluded,” is used to describe the
state of mind in which such special souls find themselves:

Thus both of them [Krishna’s mother and father]
who were bewildered (mohita)
by the words of the Soul of all, who is Hari,
Whose appearance in the human form
was made possible by Maya,
joyfully placed him on their laps and embraced him.
(BhP 10.45.10)

From this verse, it can be understood that the force of Maya acts as a ver-
itable catalyst for loving interaction with the divine. She allows the Lord
to camouflage manifestations of his power and greatness by providing
him with a form or “disguise” that his devotees can relate to affection-
ately and sweetly (BhP 10.84.16). The Lord also disguises himself from
one who is bound to this world, as smoke covers the light of a fire
(BhP 10.70.37). Thus, God’s appearance in human form appears in
an ordinary way to those attached to this temporary world, and at the
same time appears intimately to those bound to him by devotion.*

At times, Maya even allows the more formal aspect of God’s
ai$varya to appear in the consciousness of intimate devotees, as in the
following verse spoken by the Gopis:

29. Instances of maya-mohita can be found in BhP 10.13.42, 10.14.44, 10.23.50-51, and
10.63.40.

30. This type of human-like appearance by God is expressed in phrases such as maya-
manusya, “the appearance as a human”; maya-martya, “appearance of an ordinary mortal”;
and maya-manujam, “appearance like a human being.”
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Your lotus feet fulfill

the desires of all

who humbly submit to them.
Worshiped by the one

born from the lotus flower,

they are the ornament of the earth.
They are to be meditated upon

during times of distress, for

they grant the highest satisfaction.
O charming lover,

please place upon our breasts

your lotus feet, O slayer of misery.

(RL 3.13)

Note here that the cowherd maidens praise Krishna’s feet as objects of
worship for those who relate to him in his aivarya aspect, whereas
the Gopis themselves, who are immersed in the highest levels of
madhurya-rasa, look to his feet to satisfy their burning desire. It is
common to find verses in the Rasa Lila that alternate between the
Gopis’ appreciation of Krishna’s greatness and their passion for him
as his beloveds. For the devotees absorbed in the madhurya aspect of
the Lord, alternating shifts between feelings for the ai$varya and the
madhurya are made possible by Yogamaya. Often such acknowledg-
ment of Krishna’s ai$varya attributes heightens their passion and
deepens their feelings of separation. Thus, the ai$varya can be seen as
functioning positively to reinforce the intensity of the madhurya-rasa
between God and his dearest associates.

In the fifth act of the Rasa Lila, Maya is the potency that produces
a “double” for each of the Gopis, in order to compensate for their ab-
sence in their homes. It is by means of Yogamaya that the husbands
and family members experience the full presence of those cowherd
maidens, even though they have escaped into the forest and are com-
pletely involved with Krishna. Thus, the potential conflict of the
Gopis meeting another male in the middle of the night rather than
dutifully remaining at home as chaste wives with their husbands has
been avoided. It is also Yogamaya who makes arrangements for the af-
fectionate reciprocation between Krishna and the Gopis, in which
Krishna overcomes his own sense of divine power and the Gopis,
their sense of finitude. In these ways, Yogamaya, magically, is able to
create situations in which ethical and social reconciliation occurs.
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As a final note, the Bhagavata uses the metaphor of a dramatic play
to explain Maya.’! God is not only the author of the play but also the
creator and sustainer of the very stage on which the play is enacted,
and simultaneously participates as one of the actors, completely los-
ing himself in lila. All of this occurs by the enabling power of Yoga-
maya, who arranges the stage sets and directs the play. The spiritual
actor and actresses, God and the pure souls, by virtue of the uniting
force of Yogamaya verily lose themselves in this divine aesthetic of
lila, in which all activities are executed for the purpose of increasing
the intensity and intimacy of their love.

THE GOPIS: BELOVEDS OF KRISHNA

South Asia has preserved a special and prominent place for the divine
feminine, more than has any other civilization. Likewise, in the Bhaga-
vata, the feminine is exalted to the highest position. The Gopis are por-
trayed as extraordinary souls who are the dearest beloveds of Krishna.

In the Rasa Lila story, the Gopis’ love for Krishna is in fact so ex-
ceptional that Krishna himself, as we have seen, explains that he
does not feel he can reciprocate the purity of their love for him
(RL 4.20-22). He reflects later, in the eleventh book, on the love of the
Gopis as being the only way that he can be attained, their path being
superior to all other paths leading to the divinity (BhP 11.12.8-9).
Krishna reminisces about their love during those autumn nights of
the Rasa, and compares the Gopis in their devotion to sages who
merge their spirits into the supreme reality, like rivers into the ocean.

In the latter part of the tenth book, Uddhava, the special friend sent
by Krishna to console the cowherd maidens, is astonished by their un-
excelled love and states that even great sages have difficulty attaining
such a level of devotion (BhP 10.47.25). The Gopis are declared to be
the paradigms of devotion, which, in their case, is so powerful that it
bestows grace upon anyone who observes it (BhP 10.47.27). Uddhava’s
effusive praise of the maidens for their exemplary love of Krishna con-
tinues to be expressed in several other verses (BhP 10.47.58-63).

The name Gopi, meaning “a cowherdess” or “cowherd maiden,” ap-
pears in the plural form in the majority of instances within the Rasa

31.“You [Krishna] are covered by a curtain of illusory power (maya), and you who are
imperishable are beyond the range of perception (ajiiadhoksaja) for ignorant persons. You
are not perceived by the vision of deluded persons, just as an actor is not perceived when he
is dressed for a drama” (BhP 1.8.19).
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Lil3, since the maidens relate to Krishna as a group more often than not.
It is by far the most utilized epithet for the consorts, appearing twenty-
four times within the five acts.”> No personal names are found for the
cowherd maidens, who even refer to themselves as gopis (RL 2.30,2.31).
Many other colorful epithets appear in the drama, through which
we learn about the identity of the maidens. They are called “fair maid-
ens with beautiful eyes” (RL 1.3), “ones with beautiful waists” (RL 1.19,
4.18), and “jewel-like maidens” (RL 5.2). Names of servitude are pre-
sented throughout by the Gopis themselves, such as “undemanding
maidservants”?® There are several epithets identifying the village of
Vraja in relation to the maidens, who are called “the beautiful women of
Vraja.”** Epithets of affection are also found repeatedly. The cowherd
maidens are referred to as “dear ones,” “beloved ones,” or “lovers,” even
“those who are dear to the Lord” In addition, the narrator calls the
Gopis “the delighted lovers.” They are further described as “those who
desire him,” and the one special Gopi as “the girl desirous of love.”
Some epithets of gender are indicators of the marital status of the
maidens, who are called “women,” “brides,” and “young wives.”* In the
climactic verse of the drama they are referred to as krsna-vadhvah,
which could easily be understood as “the wives of Krishna” (RL 5.8). Yet
the inquiring king calls them “others’ wives” (para-dara, RL 5.28), while
the narrator refers to them both as ones who are “faithful” to Krishna
(RL 5.2) and as “cowherd women” (RL 5.20). Ironically, Krishna calls
the Gopis “chaste ladies” (RL 1.22), and even “friends” (RL 4.20).
Clearly, the nomenclature used in the Rasa Lila leads to a complex por-
trait of the maidens, which indicates that they are wives of cowherd
men as well as wives of Krishna, or simply unmarried girls who have
become the young wives of Krishna. The question of the married or
unmarried status of the Gopis, which is addressed in “Ethical Bound-

32. There are twenty-two instances of the plural of Gopi, and two of the singular. Three
of the plural instances are found in introductory lines external to the actual verses, as in
“The beautiful Gopis spoke.”

33. For example, the words “of your maidservants” (kirtkarinam, RL 1.41), “voluntary
maidservants” (asulka-dasika, RL 3.2), and “maidservants” (vidhi-karir, RL 3.8) are found.
The phrase “your miserable maidservant” (dasyas te krpanaya, RL 2.39) is cried out by the
special Gopi when she is deserted by Krishna.

34. This phrase is a translation of vraja-sundari, RL 1.46, 5.17. Other examples are
vraja-striyah, RL 1.4, 5.16; vraja-yositah, RL 1.17; vrajanganah, RL 2.1; and vraja-vadhib-
hir, RL 5.40.

35. Words meaning “women” are the following: striyah, RL 1.19, 2.35, 2.42, and 5.2;
vadhii, RL 1.26, 2.31-2,2.38, 5.8, and 5.40; abalah, RL 4.21, and yuvatih, RL 5.24. The word
vadhii can mean simply “woman,” but the word’s more essential meaning is “bride,” “newly
married woman,” or “young wife” (MW).
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aries and Boundless Love” below, as well as in the “Notes and Com-
ments,” has been a debated issue in the Caitanya school.

The presentation of the number of voices among the cowherd
maidens is complex. The voice of the Gopis shifts between plural (as
the complete group or partial groups) and singular. At times it is dif-
ficult to discern whether one of the maidens is speaking on behalf of
the group, or whether the Gopis as a group are speaking in unison,
like a Greek chorus. This shifting between singular and collective
voices, as well as ambiguity in the number of voices, is intentional on
the part of the Bhagavata’s author. It conveys a deep sense of intimacy
within the community of cowherd maidens and, at the same time,
supports the various personalities of the individual Gopis. Moreover,
their collective and individual voices and actions are mutually inter-
dependent; that is, the individual voice is expressive of the collective
voice, which in turn is expressive of each of the individual voices.

This dialectical relationship between the collective and individual
maidens is especially highlighted during the Rasa dance, and becomes
a major symbolic motif—all the Gopis together form the Rasa dance
circle, yet, simultaneously, each one experiences Krishna’s exclusive
attention. Even as early as the first two verses, the introduction of the
one and the many voices is conveyed by way of metaphor. The author
establishes the cowherd maidens as a group in the first verse, then as a
singular presence in the second verse. These two presentations antic-
ipate the continuous movement in the story line between the Gopis as
a group and as individuals.

The Gopis are presented by way of metaphor through the word
“nights” (ratri), found in the opening verse of the work. The term
ratri, a feminine noun stem in the plural, is one among many
words in Sanskrit that have the meaning of “night,” and is also
the name of the Vedic goddess who is the personification of night.>

36. Words for “night” in Sanskrit are many, including ratra, nisa, rajani, ksanada, ksapa,
and so on. The particular word chosen here by the author is the feminine form of ratra, the
only word for “night” that is utilized to refer to the goddess of Night in the Rg Veda. The pas-
sages of the Rg Veda that focus on the goddess of Night are presented in the “Notes and
Comments” for this verse.

The idea of ratri functioning metaphorically as the goddess Nights, as the tenor of the
metaphor, is supported by modern dramatic performance. In pilgrimage plays of the Rasa
Lila story, the Goddess is not only personified as “Nights” but her role also includes a dia-
logue with Krishna! See “The Great Circle Dance,” in At Play with Krishna: Pilgrimage Dra-
mas of Brindavan, by John Stratton Hawley in association with Shrivatsa Goswami
(Princeton: Princeton University Press, 1981), p. 184. How the tenor of this metaphor in
turn becomes the vehicle for the deeper metaphor pointing to the Gopis is also explored in
the “Notes and Comments” section.
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Figure 11. Sacred images of Radha and Krishna with eight principal
Gopis, worshiped in a major center of the International Society for Krishna
Consciousness, Mayapur, India. Photograph courtesy of Nityatripta Devi Dasi.

The image here is of many “nights” adorned with beautiful jasmine,
the scented flower commonly found ornamenting the hair of Indian
women and girls of any social status, in order to attract the attention
of a male. These “nights decorated with jasmine” can be seen as a
metaphor for the many cowherd maidens, who also decorate them-
selves with jasmine in order to attract Krishna, the supreme male
(RL 5.11). Just as this special jasmine blooms at night, the Gopis’ love
for Krishna is to blossom that very night. And just as jasmine is “not
supposed” to appear in the autumn season, the Gopis are “not sup-
posed” to appear in the forest after nightfall. Thus the forbidden and
otherworldly quality of this lila is conveyed through this complex
metaphor.

The Night goddess presented in the plural clearly becomes the
metaphorical vehicle for the collective heroines of the story. The fea-
tures shared by the Vedic goddess and the Gopis, the very grounds of
the metaphor, are that both are enticingly beautiful, otherworldly,
many in number, and both come alive at night. Thus, in this intro-
ductory verse, “those nights in autumn” represent the Night goddess,
who reveals the collective heroines of the story, Krishna’s night god-
desses. The Gopis, like the autumn nights, are beautiful and ripe for
love in this festive and celebratory season, setting the scene for the
Rasa dance.

As the group of maidens is introduced through metaphor, the
presence of a singular Gopi is anticipated through an implied
metaphor found in the verse’s simile. This feminine presence is con-
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veyed in the second verse of the drama: “Then the moon, king among
stars, arose, spreading soothing reddish rays over the face of the east-
ern horizon . . . as a lover caresses his beloved’s blushed face, consol-
ing her after long separation” (RL 1.2). Note that here a single lover
and beloved are presented. This singular presence could be seen as an-
ticipating the Gopi specially favored by Krishna, who is discovered by
the group of maidens in the second scene of the second act. Thus, the
first verse introduces the heroines as a group of Gopis who are promi-
nent in the first act, and the second verse subtly introduces the special
maiden with whom Krishna departs in the second act. Her unique
role will be examined in more depth below.

In the third verse, the cowherd maidens are presented explicitly
as a group. Here, the Gopis’ love for Krishna has awakened, their
eyes opening wide with affection and anticipation. The fourth verse
describes how they are drawn to the flute music, their minds so
enraptured by Krishna that they have no choice but to join him. Thus
their presence effectively blossoms poetically in the four opening
verses. In the first two verses, the petals begin to open, or the Gopis’
presence begins to unfold. In the third, their presence blossoms, and
by the fourth they have almost fully bloomed, as the plot of the drama
develops.

Verses five through eight briefly revisit the cowherd maidens in
their homes, in order to present a description of the various activities
in which they were engaged just before they fully blossomed forth
into the forest. Here, the maidens are specifically described in terms
of subgroups; some of them have abandoned the milking of cows,
others the feeding of their children and husbands, and so on. In
verses six and eight, we learn that some of the Gopis are under the
care of their husbands; others, of their fathers and brothers—yet
they all abandon their caretakers to be with Krishna.”” We then
discover, in verses nine through eleven, that the particular Gopis
who could not abandon their homes instead enter into deep medita-
tion, embracing their Beloved inside their hearts. In the last verse
of this scene, it becomes clear that the Gopis are not ordinary souls,
since they have “relinquished their bodies composed of material ele-
ments” (RL 1.11).

37.In Indian society, women are traditionally under the care of a male—if not a father
or husband, then a brother or other male in the family. However, the Gopis abandoned any
male caretaker for the purpose of being with Krishna.
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The extraordinary nature of the cowherd maidens becomes the
topic for discourse between the narrator and listener in the second di-
dactic scene. The king observes that the maidens know Krishna as
“the greatest lover,” and not as “the source of Brahman.” He inquires
of the sage how it is that they are able to escape the influence of the
underlying forces of nature, while remaining passionately in love with
Krishna. The narrating sage provides two responses to his question:
the Gopis’ deepest emotions are focused on Krishna, for they are
“fully absorbed in God”; and the Lord liberates all, including persons
who are hateful toward him, not to mention those who are in love
with him.

After the Gopis and Krishna meet, converse, and play in the forest,
Krishna suddenly vanishes, ostensibly because of the pride of the
maidens. Pride, though usually regarded as a negative quality for de-
veloping love of God—either as a self-indulgent or arrogant state of
mind—in this instance is understood by the Caitanya school to be an
expression of the purity and intensity of the Gopis’ love. Jiva Gos-
vamin explains that their pride is that of “loving intimacy,” and would
only cause Krishna to favor them. Although it appears that he rejects
the cowherd maidens in order to subdue their pride (RL 1.48), it is re-
vealed by Krishna himself that he disappears in order to increase their
love for him (RL 4.20-21).

There is ample evidence that the Gopis “know” the various majes-
tic and cosmic forms of Krishna, but it is his more intimate nature on
which they focus, especially when their beloved is personally present
before them. Theologians have observed, as mentioned above, that
ai$varya becomes prominent for the Gopis when they are feeling
some level of separation from Krishna, either anticipatory or actual.
During periods of separation, they recall the formal, powerful aspect
of Krishna, as in scene 1 of act two, and in act three. This is a matter
taken up by Narada in his Bhakti Siitra, in which he recognizes the
Gopis as the foremost examples of bhakti (NBS 20). Narada points
out that they “know” Krishna’s supreme greatness. However, it ap-
pears as if they do not recognize it at times, due to forgetfulness caused
by their passionate devotion to him (NBS 21-24).

In the second act, the maidens desperately search for Krishna. Their
madness, caused by intense love, is observable in their “deranged” be-
havior of speaking to the plants and vines of the forest:



Aspects of the Story 143

Singing out loud about him
like deranged persons,
Together they searched
from forest to forest.
They inquired from trees,
the lords of the forest,
about the supreme Person
Who is present internally and
externally for all living beings,
as heavenly air pervades all beings,
within and without.
(RL 2.4)

According to Jiva, this madness is an appreciation of God’s pres-
ence based on pure love, allowing one to see God manifest in
everything.

The Gopis then begin to imitate the behavior of Krishna, due to
identifying so deeply and dramatically with him:

Through their movements,
smiles, glances, speech,
and other gestures,
The bodily forms of his lovers
became similar
to those of their beloved.
The young women,
their selves fully absorbed in him,
thus declared, “I am he!”
Their amorous,
playful gestures
were those of Krishna.
(RL 2.3)

Vi$vanatha Cakravartin, a prominent eighteenth-century commen-
tator in the Caitanya school, explains that this state of divine mad-
ness, or unmada, is characterized by taking on the bodily movements
and behavioral qualities of the supreme beloved. The condition of the
Gopis is one in which the various movements of Krishna take over
their minds and senses, and their very selves assume a likeness to their
beloved. This madness of the cowherd maidens, as described in the
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Bhagavata, in turn becomes the model for Caitanya, whose life is fa-
mous for his ecstatic madness in devotion to Krishna.

While imitating Krishna, the Gopis are a unified group of heroines
who are collectively presented, but who exhibit individual activities.
This interesting relation between the group and individual Gopis is
especially accentuated when the group finds a solitary Gopi aban-
doned in the forest. By the end of the first act, Krishna has left the col-
lective maidens, and in the second act, the reader is informed that he
has run off with one particular Gopi from whom he also disappears,
ostensibly due to her pride. After this special maiden relates to the in-
quiring group of maidens what has happened to her, she rejoins them
in their search for Krishna.

The third act consists of nineteen verses of song in which the Gopis
use their collective voice to pray, remember, and yearn for Krishna. By
the time the drama reaches the fourth act, then, the primary portrait
the reader has of the Gopis is one of separation from their beloved,
and longing for union with him. When Krishna suddenly reappears at
the beginning of the act, the reactions and emotions of specific maid-
ens are described in verses RL 4.4—7. The group of maidens “stood up
at once, as if their very lives had just been returned to their bodies”
(RL 4.3). By the middle of the act, the Gopis collectively inquire from
Krishna about the nature of love, and he responds in several verses
(RL 4.17-22).

A certain phenomenon of psychosomatic bliss occuring in the
Gopis, as described in the fourth and fifth acts, is caused by their di-
rect experience of the presence of Krishna, either through physical
contact or through contemplation. A similar reaction occurs in other
life forms found in Vraja, when they come in contact with Krishna:
“Seeing your beauty, the most magnificent in all the three worlds, the
animals, trees, birds and cows are elated with bodily ripplings of bliss”
(RL 1.40). My translation of Sanskrit words that convey this experi-
ence of bliss attempts to uncover the essential meaning of these
words, signifying a certain condition of ecstatic rapture caused by di-
vine love. Since this condition clearly has no comparable English
term, indicating an experience that is largely unacknowledged in
Western culture, my translation of the Sanskrit warrants further dis-
cussion here.

We find this phenomenon depicted by the words pulaka-angi, re-
ferring to the Gopis, meaning literally “the [hairs] of the limbs stand-
ing,” which I have translated as “elated with bodily ripplings of joy”
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(RL 4.8).%8 Similarly, in the fifth act, the words hrsta-roma, meaning lit-
erally “having hairs that are thrilled,” have been translated as “elated
with bodily ripplings of bliss” (RL 5.12). Both these verses utilize one of
two verbs that are characteristically used to describe this phenomenon;
in fact, most of the words used throughout the complete Bhagavata text
to express this experience are derivative words from the verbs hrs- “to
excite” and pul- “to be high or stand.”* In each of these instances, the
meaning of the derivatives has the positive sense of delight and rarely
carries the negative sense of fear typically found in English expressions
that many translators employ to describe this phenomenon.*’

The lexical definition of pulaka distinguishes between the positive
and negative senses. The literal meaning of pulaka in its plural form,
pulakani, is “erection or bristling of the hairs of the body (considered to
be occasioned by delight or rapture rather than by fear)” (MW). The
word pulakani, along with other similar terms, is intended to convey
more than just the physical reactions—it clearly conveys that which
causes such reactions, that is, the deeper stirrings of the soul that give
rise to an experience of overwhelming joy and blissfulness, which in
turn produces these physical signs. The rapturous sensation that is ex-
pressed here is described to a degree by the Rasa Lila story itself, when
the narrator compares the Gopis, in whom such a psychophysical state
occurs, to the meditating yogi who becomes “flooded with bliss”
(RL 4.8). This state of ecstasy, as observed by the cowherd maidens, is
caused by contact with Krishna, either in his presence or absence.

The word “ripplings” within the phrase “elated with bodily ripplings
of bliss,” conveys the two ways in which this phenomenon is manifest
in the Gopis, either rising from within the body and moving to the
bodily surface, or coming from an outside stimulus that affects the

38. Verse RL 2.10, however, is one instance in which I retain much of the literal transla-
tion of pulaka. My choice to do so was influenced by the imagery projected by the verse,
which poetically engages imagery from the literal translation of the words. In addition, the
surrounding supporting words lend themselves to this treatment.

39. See MW. Derivative words from hrs- are prahrsta-roma, “with bristling or thrilling
of hair”; roma-harsa, “hairs thrilled or bristled”; harsa, “bristling or erection (esp. of hair in
a thrill of rapture or delight)” (MW); prema-hrsta-tanu, “a body with hairs standing out of
love”; and hrsyat tanii-ruhah bhava, “due to loving emotion, the hair on the body was
thrilled.” Derivative words from pul- are: utpulaka, “hairs standing up”; pulakacitarnga, “the
body covered with raised hairs”; and pulaka, “raised hairs.” Examples of less frequently used
alternative expressions are roma-utsava, “standing up of hair” and premna ardhva roma,
“with hairs standing due to love.” Both of these phrases utilize the word for hair, roma, and
another word indicating its upward direction, utsava or ardhva.

40. Only in the Bhagavad Gita (from the greater text of the Mahabharata) do we have a
usage that conveys both the negative sense of fear before the universal form and, simulta-
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surface of the body, in either case displaying eruptions of the skin.
When the Gopis meditate upon their beloved Lord, it is the former,
and when they are physically touched by him, it is the latter. “Rippling”
in the singular noun form is defined as “a shallow stretch of running
water in a stream roughened or broken by rocky or uneven bottom”
(WEB). This definition expresses how the “ripplings” of bliss come
from within (since rippling, in this definition, is caused by the rough
river bed, rather than something external to the river, such as wind,
thrown or falling stones, and so on). Likewise, when “rippling” is de-
fined as “the fretting or ruffling of the surface of water (as by wind)”
(WEB), this corresponds to how such “ripplings” come from the out-
side, or from Krishna’s touch.*!

English lexical sources do not recognize the plural form of the
word rippling, which I have created in order to illustrate the current
of continuing joyfulness that constitutes this phenomenon, as op-
posed to a sudden, eruptive joy that might better fit the conception of
“rippling” in the singular form. The plural word “ripplings” is indica-

neously, the positive sense of jubilation. The negative sense of fear, associated with a variety
of English words or phrases, is often conveyed through translations of Sanskrit words or
phrases originally intended by ancient authors to indicate a positive experience of joy or
bliss. In other words, the negative English connotation conflicts with the positive intent be-
hind the Sanskrit words. Therefore, I have avoided engaging such English expressions in a
literal translation of the Sanskrit. Words or phrases such as “chills,” “shivers,” “goose flesh,”
or “goose pimples” generally convey reactions to the unpleasant emotions of fear or horror.
Although these can indicate the more positive emotion of excitement, they still fail to com-
municate the full experience intended by the Sanskrit. “Horripilation,” which would be a
convenient one-word translation of the Sanskrit, is another unsuitable word choice. The
word means, “a bristling of the hair of the head or body (as from disease, terror, or chilli-
ness)” (WEB), and furthermore, is related etymologically to the word “horror,” thereby car-
rying negative senses. The word “eruptions” also indicates negative qualities since one of its
definitions is “the breaking out of an exanthem [eruptive disease] on the skin.”

English words with more positive associations, on the other hand, are too often inade-
quate. The lexical meaning of the word “thrill” as “an instantaneous excitement: a tingling
of or as if of the nerves produced by a sudden emotional reaction” (WEB) carries only a
partial sense, failing to depict the full depth of this phenomenon, as described in the flood
of bliss the yogi experiences (RL 4.8). Moreover, “thrill” can be associated with fear; thus a
horror story is called a “thriller” And one cannot ignore the word’s affiliation with negative
colloquial connotations like “cheap thrill,” which is clearly more fleeting and superficial
than the experience conveyed through the Sanskrit terms. The phrase “sending chills up the
spine” could be considered, but again, inadequately conveys the sustained intensity and su-
perlative spiritual nature of the experience. Furthermore, the phrase can carry the sense of
reaction to fear, which is certainly not the intended meaning.

41. The definitions of the word as a verb, “to ripple,” further express the specific bodily
condition related to this phenomenon. The experience described is not merely the “hairs
standing on end,” but it is the body as it “becomes fretted or lightly ruffled on the surface (as
water)” (WEB). Also, the body may “become covered with or form in small waves or undu-
lations” (WEB), or “move with an undulating motion or so as to cause ripples” (WEB).
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tive of an ongoing, sustained sensation, rather than a short-lived,
fleeting one. The complete phrase, “elated with bodily ripplings of
bliss,” possesses several senses that facilitate an understanding of this
complex experience, including the joyful thrill and rapturous sensa-
tion, the resulting bumpy eruptions of the skin, and the sustaining
waves or undulating movement of bliss that takes over the body. The
bodily experience of the Gopis, then, is a type of sustained yogic bliss
arising from their direct and indirect contact with Krishna.

In the fifth and final act, the drama reaches its apex when Krishna
joins the Gopis in the dance known as the Rasa (RL 5.2). The word
“Rasa” indicates a certain ancient dance form composed of a circular
formation of many female dancers, whose hands or arms are inter-
locked with one another in a chainlike manner, and around whose
necks the arms of their male dance partners are placed. In this partic-
ular Rasa dance, however, it is Krishna who, by duplicating himself
from the center of the divine circle through his mystic power, be-
comes the sole male partner for each maiden (RL 5.3). As the Gopis
begin to dance, each one experiences the exclusive attention of Krishna,
and “each thought she alone was at his side.” Together, they sing songs
of love in chorus with their beloved Lord. This portrait of Krishna
and the cowherd maidens is colorfully described a few verses later, just
before the climactic verse of the story:

There, glowing brilliantly among them,
was the Beloved Lord, son of Devaki—
In a setting of golden ornaments,
he appeared like a magnificent emerald!
(RL5.7)

It is significant that Krishna, whose complexion is usually compared
to a deep blue sapphire, appears like a brilliant green emerald as he
mingles with all of the golden-complexioned Gopis, in the wondrous
ring of the Rasa dance (to be discussed below).

THE SPECIAL GOPI: RADHA

The Caitanya school identifies the particular cowherd maiden who
disappears with Krishna, leaving the other maidens behind, as Radha.
In the second scene of the second act, the narrator describes how,
while all the maidens are searching feverishly for Krishna, they find
his footprints, along with a second set belonging to a young woman
(RL 2.25-27). This Gopi has been selected by Krishna, among all
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others, to venture alone with him to a secret place; thus the Bhagavata
author presents her as the special Gopi.

The group of Gopis gives the reason why this particular maiden
must have been considered so attractive in Krishna’s eyes: she must
have worshiped him perfectly, and therefore he was pleased with her:

The Beloved Lord,
the supreme Lord Hari,
was worshiped by her perfectly.
Having abandoned us,
being so pleased with her,
Govinda led her to a secret place.
(RL 2.28)

Verses 30—38 in the second act proceed to present this favored cow-
herd maiden not merely as an individual Gopi who is mingling with
the others, but as one who has been uniquely chosen by Krishna for
his exclusive attention. This sequence of verses is the only place where
the special Gopi is explicitly described.

The Caitanya school believes that the name and identity of Radha
are both revealed and concealed in the verse quoted above, in the
phrase, “the one who worships Krishna perfectly” (anayaradhitah—
note the letters radh in the middle of this phrase, indicating Radha’s
name). The tradition gives Radha a very prominent position in the
performance of the Rasa dance itself, without any implicit or explicit
indication of this in the narrative. In fact, the Caitanya school cannot
envision the Rasa Lila without Radha in the center of the Rasa mandala,
“the circle of the Rasa dance,” with Krishna (CC 2.8.109 and 3.14.19).
Ramananda Raya, speaking to Caitanya, reflects on the importance of
Radha’s place within the Rasa Lila:

The Rasa Lila is the full essence
of Krishna’s desire.

Radha is the binding link
in his desire for the Rasa Lila.

Without her, the Rasa Lila
does not radiate in his heart.
Leaving the circle of the Rasa,
he went to search for Radha.
(CC2.8.113-114)
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Note here Ramananda’s words stating that Krishna leaves “the circle
of the Rasa” to search for Radha. In the Bhagavata version of the story,
Krishna deserts the group of Gopis as they are frolicking in the forest
at the end of the first act, yet there is no mention of him leaving them
during the Rasa dance, in the fifth act. This vision of Krishna depart-
ing from the circle of the Rasa is an embellishment or variation on the
theme of the story that is likely to have been taken from the vision of
Jayadeva in his Gitagovinda. The capacity of the tradition’s esoteric
eye to interpolate will be further discussed below.

Although personal names of the Gopis are absent from the Rasa
Lila and the rest of the Bhagavata text, many of their names, along with
Radha’s, appear in several other Puranas. With the aid of these Puranas
and other sources, teachers of the Caitanya school have identified the
names of various voices of cowherd maidens in the story, as well as
elaborated upon intricate details concerning the maidens (see “Notes
and Comments” on act five). Their esoteric teaching is that each of the
Gopis is a partial manifestation of the unique Gopi, Radha.

As a major theologian of the school, Krishnadasa further explains
that not only are all the Gopis found in Radha but all other goddesses
are as well; indeed, Radha is the supreme Goddess, the embodiment
of all divine women. He identifies her as the particular Gopi who ap-
pears in the second act of the Rasa Lila (CC 1.4.87-88), and she is also
understood to be the supreme $akti (“energy”) of Krishna, who is the
Saktimat (“the possessor of that energy”). Furthermore, we learn that
Radha and Krishna are one and different from each other:

Radha and Krishna are of one Soul,
although they bear two bodies
So they can enjoy the experience
of rasa with one another.
(CC 1.4.56)

The ultimate focal point of worship for the Caitanya school is this
divine couple, Radha and Krishna. Their /ila is at the core of the tra-
dition’s devotion, bhakti. In order to appreciate the full esoteric
significance of the Rasa Lila, we need to understand more about the
supreme position of Radha in Caitanya theology.

Just as Krishna manifests in various avatara forms, or divine forms
of descent, so also, the tradition holds, does Radha appear in various
forms (CC 1.4.76). Three types of manifestation coming from Radha
are described: the forms of Laksmi, the consort goddess of the cosmic
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Vishnu; the queens of Dvaraka and Mathura, who are married to the
regal form of Krishna; and the Gopi consorts of Vraja. Of these, the
Gopis are presented as superior to the other two types of feminine
counterparts, not only because Radha herself is a cowherd maiden
and the origin of all Gopis but also because they are the consorts who
participate in the Rasa Lila, the most significant of all /ilas. The theo-
logians of the school delight in the supremacy of Radha, who excels
all other goddesses, since it is explicated that all such goddesses are
but manifestations of her divinity:

The Goddess filled with Krishna
is known as Radhika,
the supreme divinity.
She is the one in whom all Laksmis
and all loveliness are found.
She is utterly confounding
and she is beyond all others.
(CC1.4.83)

Remarkably, then, Radha manifests in various multiple forms
(CC 2.8.165), paralleling the way Krishna multiplies himself in the
Rasa dance.

Thus the Gopis, according to the esoteric vision of the school, are
truly parts of Radha, who accommodates Krishna with various man-
ifestations of her own bodily form. Effectively, these maidens are in-
dependent, partial, alter-ego personifications of Radha’s personality.
It is no wonder that she, like the other Gopis, is rejected by Krishna
due to pride, considering these cowherd maidens are extensions of her-
self. The tradition conveys, however, the superlative status of Radha’s
divinity by expressing that she is, in effect, the whole who is greater
than the sum total of all the parts, the Gopis, combined.

Additionally, according to the Caitanya theology, the Gopis are
personified embodiments of the range of Radha’s various emotions.
Since she is envisioned as the special Gopi at the center of the Rasa
mandala, the Rasa Lila is essentially an expression of Radha-Krishna
lila. Radha encircles Krishna with numerous manifestations of her
very own emotions in the forms of the cowherd maidens, and Krishna
manifests as multiple duplicates in order to attend intimately to each
and every manifestation of Radha.

Although an explicit description of Radha’s place in the Rasa
dance is absent from the text, and the uncultivated eye does not see
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her at the center of the Rasa-mandala with Krishna, she is surely
there, as so many artistic renderings reveal. The theological and scrip-
tural portraits of the intimate dimensions of Krishna’s divinity are
not in conflict; rather, to the esoteric eye they support and enrich each
other. Not only is Krishna in the middle of the circle of the Rasa
dance, but, according to the teachers of the Caitanya school, he is
there with “the queen of Vrindavana, Radha,” because she is the su-
perlative Gopi and the “cause” of the Rasa dance itself.

The Rasa Lila drama, therefore, turns out to be a portrait of the di-
vine couple, Radha and Krishna, as well as a portrait of each of the
Gopis with her beloved Krishna. Radha’s role, esoterically perceived as
central in this most worshiped portion of the Bhagavata, has now be-
come widely accepted and recognized by all Hindus. In modern-day
pilgrimage dramas and artistic renderings, Radha appears most often
at the center of the Rasa dance, along with her beloved Krishna.
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DEVOTIONAL YOGA TRANSCENDS DEATH

The relationship of the devoted soul to the world and such a soul’s
passage from this world through death is a subtle but prominent
theme in the Rasa Lila story line. The Gopis’ departure from their
homes symbolizes a type of death, that is, a shift from one body to an-
other, and from one world to another. This shift is observable in the
narrator’s description of the Gopis’ three types of bodies, which could
be described as physical, nonphysical, and illusory, although the exact
relationship between these bodies is unclear.

The first is a body “composed of material elements,” a body influ-
enced by the “underlying forces of nature,” that is abandoned upon
hearing Krishna’s flute (RL 1.11). This body fulfills the responsibili-
ties of an ideal Indian woman as dictated by dharma, by maintaining
faithfulness to the family, performing household work, milking cows,
and feeding the children and husband (RL 1.5-7). The abrupt aban-
donment, or death, of the physical body occurs in the first scene of the
drama, when the Gopis suddenly drop all types of vital household ac-
tivities upon hearing the flute music of their beloved Lord.

The second type of body—understood by inference since it is not
explicitly described—is presumably a body not composed of material
elements and not influenced by the forces of nature; a kind of “resur-
rected” body suitable for relating to God, facilitating the passionate
love of the cowherd maidens. The Gopis give up their dharmic bodies
as they abandon their duties, by escaping either outwardly to the for-
est or inwardly into meditation. My contention here is that in either
case, the Gopis require a new body that is not bound by dharmic re-
strictions. The author of the Bhagavata, however, addresses this new
body only in relation to the maidens who are unable to be with
Krishna, in the following verse:
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Certainly, he is the supreme Soul,
though they knew him
intimately as their lover.

They relinquished their bodies
composed of material elements,
and any worldly bondage
was instantly destroyed.

(RL1.11)

Thus, the Gopis who cannot depart from their families instead depart
by means of yogic meditation, embracing Krishna from within. In ei-
ther case, the physical body is abandoned, and they find themselves in
a new body that is perfect for engaging in loving affairs with their
beloved. The maidens lose themselves in their Lord in utter self-
forgetfulness, whether they move inwardly, embracing Krishna deeply
within the heart, or outwardly, embracing him in the forest of Vraja.
The Gopis interact with Krishna throughout the drama in this devo-
tional body, which can be understood either as a transformation of
the original body or a different body into which the soul has been
transported (although, in the latter scenario, there is no explicit men-
tion of a body that remains behind).

We do not hear of the third type, the illusory body, until the final
scene of the drama. Arranged by Yogamaya, this body is designed to
create an appearance of the maidens in their homes as if they had never
left. The illusory or substitute body is maintained while, simultane-
ously, the Gopis are engaged in /ila with Krishna, in their nonphysical,
devotional bodies. We are told that the cowherd husbands continue to
feel the presence of their wives in their homes and are peaceful, ap-
parently unaware of the dual role that their wives are playing:

The husband cowherds of Vraja
felt no jealousy whatsoever
toward Krishna.
Deluded by his power of Maya,
each husband thought his wife
had remained all the while by his side.
(RL 5.38)

To further complicate matters, the cowherd maidens, at the end of the
night of the Rasa dance, return to their homes: “During the sacred
hour before dawn, ... the Gopis returned to their homes, though
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reluctantly, for they so loved the Beloved Lord” (RL 5.39). It is cer-
tainly enigmatic that the devotional body returns home, where the il-
lusory body has remained all along. This apparent discrepancy is
further discussed below. For now, let us take a look at the pervasive
role of yoga throughout the text.

Those cowherd maidens who are not able to abandon their
everyday lives by externally leaving are, nevertheless, successful in giv-
ing up their lives, through the internal yogic means of deep devotional
contemplation:

Some Gopis,

unable to leave,

had gone inside their homes.
With eyes closed,

fully absorbed in love,

they meditated upon Krishna.

The intense burning
of unbearable separation
from their dearest beloved
disrupted all inauspiciousness;
Due to the joy
of embracing Acyuta
attained through meditation,
even their worldly happiness was lost.
(RL 1.9-10)

The Gopis referred to here are forced to turn inward due to their fam-
ily circumstances, and it may appear as if this is their misfortune.
However, Krishna himself coyly prescribes meditation (dhyana) even
to the maidens who have successfully united with him in the forest, in
lieu of leaving their homes at such a questionable hour (RL 1.27).
The Vaishnava commentators from the Caitanya school make vir-
tually no comment on the application of yoga in the devotion of the
Gopis. Perhaps an explanation for this is that the relationship of yoga
to bhakti had been already established in the Bhagavad Gita, and
therefore within the minds of the traditional teachers. The Yoga Satra
of Patanjali, the famous classical and comprehensive exposition on the
practice and philosophy of yoga, also recognizes devotion to the deity
within its prescribed practice; thus, the inclusion of yoga within bhakti
and throughout the Bhagavata text should not be surprising. In fact,
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the narrator of the Rasa Lila confirms that service to the feet of the
supreme deity is achieved by the power of yoga: “They whose bondage
to karma has been shaken off by the power of yoga are fully satisfied by
humble service to the dust of the lotus feet of the Lord” (RL 5.35ab).

The meditation of the Gopis who could not escape to the forest
constitutes the penultimate step, called dhyana, of the “eight-limbed”
(astanga) system of yoga.! Meditation (dhyana) is defined as “the sin-
gle continuous movement [of the mind] toward an object,” and in
this case the object of the Gopis’ meditation is their beloved Lord, in
whose beauty they revel unceasingly. It is through their meditation
that they are able to overcome the pain of separation from Krishna
(RL 1.10). The detained maidens then go on to further achieve the
perfection of yoga as samadhi, the final step of the eightfold process of
yoga, that is, meditation in its purest and deepest form.? Such medi-
tation allows them to be “fully absorbed in love” as they are able to ex-
perience the “joy of embracing Acyuta” (RL 1.9-10). Although the
Yoga Suitra and Bhagavata both promote loving meditation on a per-
sonal and worshipful deity, the Bhagavata’s focus is especially on the
beautiful and adorable attributes of God, the intimate deity, which ef-
fectively transforms dhyana and samadhi into more spontaneous and
erotically intense experiences within bhakti.?

Yoga is also used by the Gopis as a threat directed toward Krishna
in their songs of longing. The cowherd maidens boldly ask Krishna to
“extinguish the fire burning within our hearts.” They then threaten
him with these words: “For if you don’t, we shall place our bodies in
the fire born of separation from you. Then, O friend, by means of
meditation, we shall go to the abode of your feet” (RL 1.35). It is sig-
nificant that some Gopis choose to connect with Krishna by meditat-
ing on his beautiful form, even while in his presence:

1. The eight limbs of yoga are as follows: (1) yama: principles of self-restraint; (2) niyama:
established observances; (3) asana: physical postures; (4) prandyama: control over the
breathing; (5) pratyahara: withdrawal of the senses from sense objects; (6) dharana: con-
centration; (7) dhyana: meditation; and (8) samadhi: pure and total absorption (YS 2.29).

2.“The perfection of pure meditation is accomplished by devotional surrender to God”
(samadhi-siddhi 1$vara-pranidhanat, YS 2.45). See also other texts that emphasize the “self-
surrender to God” (#vara-pranidhana): YS 1.23,2.1, and 2.32.

3. See YS 1.24, which equates $vara (“the supreme Lord”) with purusa (“the supreme
Person”). Krishna, in the Bhagavad Gita, declares that a yogi ultimately becomes a bhakta or
devotee (BG 6.47). The cowherd maidens, however, have already perfected the process of
yoga in their meditation on Krishna, and they resort to yoga as an expression of their in-
tense love for him. Such practice does not merely legitimize the devotion of the Gopis; the
cowherd maidens utilize yoga as a technique for intimacy.
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One of them took him
into her heart through
the aperture of her eyes;
then closing her eyes,
she embraced him within.
She became elated with
bodily ripplings of joy,
as the body of a yogi
is overcome with bliss.
(RL 4.8)

This verse makes it clear that yoga, in the devotion of the Gopis, is
used as a tool for love. All the cowherd maidens are effectively yoginis
of love, whose minds and hearts are ever fixed on their beloved Lord.
Krishna is called, in several places throughout the drama, the “Lord of
all masters of yoga,” yoge$varesvara, and the Gopis are certainly such
masters of yoga.

Whether the Gopis attain Krishna’s audience through appearing
before him or through internal yogic meditation, the tradition under-
stands this “new” body of each of the maidens to be a spiritual, per-
fected body (siddha-deha), a body that the devoted soul ultimately
develops during the course of pursuing the process of bhakti.* It is in
such a spiritual body that complete absorption in the service of the
Lord becomes possible:

Within the mind of one whose
own body is spiritually perfect,
One contemplates day and night
the service of Krishna in Vraja.
(CC2.22.157)

The development of a spiritual body does not, however, preclude the
possibility of maintaining a physical body. In other words, it is plausi-
ble to remain in this world while living in a spiritual body. This is
illustrated by the cowherd maidens who, at the end of the drama, re-

4. The process of bhakti has two general phases. The first is vaidhi-bhakti, “devotional
love in the various forms of discipline”; and the second is raganuga-bhakti, “devotional love
following the raga-bhaktas, or pure spontaneous associates of the Lord,” in which a spiritual
body is said to develop. For a thorough treatment of raganuga-bhakti, see David L. Haber-
man, Acting as a Way of Salvation: A Study of Raganuga Bhakti Sadhana (New York: Oxford
University Press, 1988).
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turn to their homes. The tradition suggests that the life of a practi-
tioner becomes this coalescence of the devotional body with the illu-
sory physical body—performing in the world according to dharma,
and simultaneously living in the devotional world of the heart.

Indeed, for the Caitanya school, meditation on the Rasa Lila en-
ables the absorbed devotee to develop a spiritual form so that one is
able to be even more fully immersed in devotion:

For one who hears or one who recites [the Rasa Lila]—
the benefit for such a person is

Full absorption in love,
serving [the Lord] day and night.

What can be said of the benefit for such a person?
It is simply impossible to convey.
One is eternally perfect,
and one acquires a perfect body.
(CC 3.5.49-50)

Having acquired such a perfected spiritual body, the devotee is only
concerned about devotional service, no matter where it may take
place, in this world or the next. The desire to please the deity lifts
the devotee from the world, even while living in it. The Bhakti Sitra
tells us that “the essential nature of devotional love is immortality”
(NBS 3—4). In comparison, the biblical Song of Solomon informs us
that “love is as strong as death.” In bhakti, however, it is clear that
love is stronger than death, as it carries the soul beyond death, even
while the soul is in the embodied state prior to death.

The Caitanya vision of death presents an understanding distinctly
opposing that of the greater Hindu complex. The difference between
the two could be described as death according to karma versus death
according to krpa; or, death as the cumulative result of one’s own ac-
tions and what one has earned (the traditional concept of karma), in
contrast to death as a result of attracting God’s grace (the Caitanya
school’s concept of krpa). The bhakti tradition puts forward a process
that ultimately transcends any of the pan-Hindu requirements. This
is possible because the very practice of bhakti is both intrinsically the
means to liberation and itself constitutes liberation. Death, then, be-
comes a shift in location and does not consist merely of release from

5. Song of Solomon 8.4.
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the world, as the devotee is already liberated from this world through
his or her loving service to God (seva).

Death is not merely an isolated incident at the end of one’s life for
which the devotee is preparing, nor is death any concern at all once
the soul is absorbed in loving service to the deity. Like the Gopis in
their illusory bodies, the devoted soul is active in this world, and sim-
ilar to the Gopis in their devotional bodies, the devotee is all the while
deeply fixing the mind and heart on God. The inner life of such a soul,
then, allows one to be engaged in worldly affairs and, simultaneously,
to be detached from such affairs, due to one’s absorption in devo-
tional love.

Both the cause and result of being so absorbed are the same—the
singular attention of the devoted soul being fully directed to the
supreme. The reward for such complete absorption is the absorption
itself. The following sutra text is reminiscent of the Gopis’ devotion:

Having attained devotional love,

one sees only the Beloved,

one hears only the Beloved,

one thinks only of the Beloved.
(NBS 55)

According to the Bhagavad Gita, after obtaining such an elevated state
of devotion, the soul is guaranteed to join the supreme upon de-
parture from this world (BG 8.5). Thus it is the way of life that
determines the outcome of death for the devotee, who, unlike the prac-
titioner within the pan-Hindu context, does not consider the cause,
time, and place of death, or other such externals. For the devoted soul,
death is conquered within this life through deep absorption in the
beloved object.

ETHICAL BOUNDARIES AND BOUNDLESS LOVE

We have already seen how the boundless love of the Gopis causes
them to cross bodily boundaries and manifest other types of bodies.
Such boundless love also crosses social and ethical boundaries for
both Krishna and the Gopis. It is Krishna’s identity as the divine lover
of the cowherd maidens that raises the question of ethics. The Cai-
tanya school considers the play of the amorous and erotic Krishna
with Radha and her cowherd girlfriends as the ultimate display of
pure love between the deity and devotee. At the same time, the divine
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cowherd is understood as the originator of all religious and ethical
principles (dharma). Some scholars, even among specialists in the
Caitanya tradition, have been confounded as to how God, the source
of dharma, can also be the amorous deity whose affairs with the
Gopis can appear to be unethical.® Indeed, even the king to whom the
story is narrated inquires from the narrator, Suka, regarding this eth-
ical question:

How could he—the teacher,
executor, and protector
of the limits of dharma—
O knower of Brahman,
act in contrary ways
by touching others’ wives?
(RL 5.28)

The answer to the king’s question lies not so much in the narrator’s
direct response as in the divine identities of the hero and heroines and
the dialogue that ensues between them.

Suka, in short, states that great and powerful persons, not to men-
tion the Lord, are exempt from the ethical norms of this world. A
much more compelling argument that undergirds the complete story,
however, may be that Krishna is the most intimate spouse or dearest
friend of all living beings because, as the supreme Lord, he is the soul
within all souls. In fact, there is at least one expression of this intimate
presence of God in each act of the drama. The narrator recognizes
Krishna as “the supreme Person who is present internally and exter-
nally for all living beings, as heavenly air pervades all beings, within
and without” (RL 2.4). He also states that Krishna is “the true com-
panion of all souls” (RL 4.13), and is the one who “dwells within the
Gopis and within their husbands” (RL 5.36). The Gopis themselves
describe their beloved as “the Witness residing in the hearts of all

6. Perhaps the most thoroughgoing scholarship on the Caitanya school has been pre-
sented by S. K. De, in his Early History of the Vaisnava Faith and Movement in Bengal (Cal-
cutta: Firma K. L. Mukhopadhyay, 1961). In this rich presentation of the historical, literary,
and theological tradition, the one confounding factor for De was the question of ethics in
relation to the tradition’s erotic mysticism of Krishna. See the chapter “Ritualism and De-
votional Practices,” especially section three of this chapter, entitled “Ethics of Bengal Vais-
navism” (pp. 542-555). Also, see his criticism of Krishnadas Kaviraja’s Govinda Lilamyta as
an erotic text that ignores the ethical and presents what he describes as an “excessive load of
sexual passion” (pp. 610-611).
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embodied beings” (RL 3.4) and, in conversation with Krishna, ac-
knowledge that he is “the dearest beloved of all living beings, the most
intimate relation” (RL 1.32). A natural conclusion, then, is that Krishna,
who resides eternally within the heart, is the true spouse of everyone.
The cowherd husbands of the Gopis, on the other hand, are tempo-
rary relations in this life, and therefore illusory. From this it could be
argued that since Krishna is the intimate and eternal spouse of the
maidens, the cowherd husbands are married to another’s wife!

Throughout the Bhagavata Purana, we find that God, being om-
nipotent, is capable of embracing and transcending dharma at the
same time. This ethical paradox is observable in the Rasa Lila in the
apparently duplicitous, teasing words of Krishna to the Gopis. Such
words cleverly demonstrate how Krishna supports dharma in the
everyday world and, simultaneously, passionate devotion in the tran-
scendent world. Likewise, the greater Bhagavata text maintains that
normative social roles and identities leading one to the service of God
should be preserved, and it also promotes a breaking away, an anti-
thetical approach to social convention that is particularly notable
with regard to the cowherd maidens of Vraja.

In the Rasa Lila, there is no better expression of the supreme Lord
both maintaining and transcending dharma than in the third scene of
act 1, when Krishna greets the Gopis just after they have left their
homes. Commentators delight in the double entendre of Krishna’s
words in several verses here, allowing him to both uphold and over-
look dharma.” In the following verse, for example, Krishna attempts
to “frighten” the Gopis into doing the “right thing,” while ostensibly
offering protective words:

Night has a frightening appearance;
inhabiting this place are
fearsome creatures!

Please return to Vraja—
women should not remain here,
O ones with beautiful waists.

(RL 1.19)

But commentators point out that the ways in which the Sanskrit
words are combined in the above verse, as well as the varying ways

7.1In order to understand further how, in Sanskrit, it is possible for a verse to possess op-
posite meanings, see “Notes and Comments” for these verses.
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that negatives can be applied to particular words, can produce oppo-
site meanings, which allow Krishna to suggest to the Gopis that they
should remain with him in the forest:

Night is without a frightening appearance (aghora-ripa);
inhabiting this place are
creatures that are not fearsome (aghora-sattva).

Please do not return to Vraja (pratiyata vrajam na)—
women should remain here (iha stheyam),
O ones with beautiful waists.

A few verses later, Krishna seems concerned about the proper
dharmic behavior for the cowherd maidens, which clearly would be to
return to their families. He explicitly encourages them to be faithful
to their dharmic duties:

Please go to the village without delay!
O chaste ladies, attend your husbands.
Your calves and children are crying for you—
you must go feed and nurse them.
(RL 1.22)

This verse can also be interpreted, however, as Krishna attempting
to persuade the Gopis that there is no need for them to conform to
dharmic obligations and, instead, to stay with him:

Please do not go back right away
to attend your husbands, O chaste ladies.
Your calves and children are crying for others;
you need not feed and nurse them.

Two verses later, Krishna further emphasizes to the Gopis the impor-
tance of following dharma, by making a declaration of what their
“highest dharmic” obligation ( parodharma) is:

For every woman the highest dharma ( parodharma)
is to serve her husband without falsity,
Be agreeable toward his family members,
and nourish the children.
(RL 1.24)
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Here again, there is a double entendre. Commentators point out that
Krishna is also saying to the cowherd maidens:

For the dharma of all other women (parodharma)
is to serve false husbands. ..

In this instance, the word parodharma, instead of meaning “the high-
est dharma,” is taken as “the dharma of other women,” who Krishna
claims are serving only “false husbands.”® By implication, he is pro-
claiming himself to be the only true husband of the Gopis. Thus, their
highest duty or parodharma, which was initially understood in rela-
tion to their cowherd husbands, is now to be seen in relation to
Krishna, their “true husband.” In fact, the word parodharma refers to
the highest dharma of loving devotion to God, or bhakti:

The highest dharma (parodharma) for all humans is
certainly devotion (bhakti) unto the transcendent Lord;
It is selfless and unremitting, and it is that
by which the self is most deeply satisfied.
(BhP 1.2.6)

Here, the true meaning of parodharma is clearly defined by the Bha-
gavata text itself, supporting the idea that the highest dharma is ulti-
mately devotional love for the supreme Lord.

Following Krishna’s playful words, the Gopis, in response to his
apparently duplicitous words, cleverly retort using his reversible logic
to serve their own desires:

O dear one, as you
who knows dharma
have stated,

The proper duty for women
is to be loyal to husbands,
children and close friends.

8. The prefix paro- used with dharma in the first instance utilizes the sense of degree,
that is, “the higher,” or in the superlative sense, “the highest” (the latter sense of which is
used throughout this study as meaning specifically bhakti, or devotion). In the second in-
stance commentators also cleverly interpret the prefix in its sense of relation, that is, “other,”
“strange,” or “different.”
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Let this dharma of ours be for you,
O Lord, since you are
the true object of such teachings.
Truly you are the dearest
beloved of all living beings,
the most intimate relation,
for you are the supreme Soul.
(RL 1.32)

It appears from this verse that for the maidens the idea of relinquish-
ing normative social conventions is impossible to resist, since for
them Krishna is the most beloved of all beings; therefore, an exclusive
relationship with him would be fulfilling the highest dharma.

The passionate devotion of the cowherd maidens is clear. They are
irresistibly drawn to their Lord, and certainly leaving their husbands
along with all worldly dharmic duties is an expression of their passion
and utter self-sacrifice for him. The humility of the Gopis is also clear.
They wish to follow their “true” dharma and submit themselves to
Krishna, who is their “real” husband, thus relinquishing their “false”
husbands. In so doing, however, their honorable social status could be
destroyed by apparent dharmic transgressions. Traditional commen-
tators interpret the cowherd maidens’ apparent abandonment of fam-
ily and social obligations as dharmic transcendence, and therefore
find it to be not only acceptable but even highly desirable; whereas the
Bhagavata text is less willing to see the Gopis’ transgression as a tran-
scendent movement crossing beyond dharmic boundaries. Instead,
the Bhagavata attempts to recover dharma and compensate for the
subversive behavior of the maidens through Yogamaya’s arrangement
of illusory bodies, which preserves their dharmic position in the
home and yet allows for their ostensibly transgressive participation in
God’s lila.

As we have seen, Krishna cleverly pacifies the husbands of the
Gopis while virtually borrowing their wives (RL 5.38), indicating that
the Lord regards the upholding of dharmic obligations to be crucial,
even if it is toward “false husbands” (RL 1.24). It is interesting that in
the Harivari$a and Vishnu Purana versions of the story, the cowherd
maidens are not given duplicate forms by which their husbands at
home would be pacified. The Bhagavata distinguishes itself ethically
by ensuring that the cowherd husbands remain satisfied, even while
their wives are with Krishna for the night. This synthesis of dharma
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with parodharma preserves the ethical boundaries of dharma while
giving full expression to the boundless love of the cowherd maidens.

The key to understanding the Caitanya school’s approach to the
parodharma of bhakti is found in the way it views the subordinate
role of women, specifically the women of Vraja, within the ancient In-
dian social order known as varnasrama.® The position of women was
somewhat removed from the laws of dharma, since their social iden-
tity was always in relation to a male’s, whether it be a father, brother,
or husband. That a woman did not possess a status of her own proved
to be conducive to the life of devotion. Furthermore, her feminine na-
ture was taken to be that of inherent humility and meekness in service
to both the worldly male and the supreme “male,” thereby satisfying
dharmic obligations as well as transcending them.

The subservient, loving role of women is employed by the school
as the model for illuminating and exemplifying the highest and most
intense form of bhakti, demonstrated in the devotion of the Gopis.
Caitanya, who is Krishna himself, understood by his followers to be
the embodiment of the love shared between Radha and Krishna, de-
scended in order to experience the nature of the Gopis’ devotion,
specifically that of Radha.!® The description of such pure devotion,
found in the Bhakti Siitra of Narada, presents the model of the Gopis,
who embody the humility of an eternal servant (nitya-dasa) and the

9. The varnasrama consists of both varna and asrama. This system has to do with four
hierarchically arranged social-vocational strata of society, or varpas, which, in ancient
India, consisted of the educational class (brahmana) as the highest, the governmental class
(ksatriya), the business or agricultural class (vaiSya), and the working class (Sudra). The four
stages, or asramas, of the life cycle began with the student stage (brahmacarya), then moved
into the marital stage (grhastha), then the retired stage (vanaprastha), and finally the re-
nounced stage (sannydsa). The divisions of varna are often mistaken for the “caste system,”
which has to do with finer subdivisions or distinctions within each of the varnas, known as
jati or “class,” also translated as “caste,” historically a much later development than the over-
all varpasrama system.

10. The divine identity of Caitanya is complex, and an elaborate theological discussion
of this identity can be found in CC 1.4. Krishna not only appears as Caitanya to experience
the superior love and intense feelings of the Gopis or Radha, he himself is said to be the em-
bodiment of the love between Radha and Krishna. The root cause of Krishna’s appearance
as Caitanya arises from his identity described in the significant phrase rasika-sekhara, the
Lord as “the supreme connoisseur of divine relationships” (CC 1.4.103; also in CC 1.4.16,
1.7.7, 2.14-155, and 2.15.140). As the supreme Lord, Krishna must remain supreme in all
ways, including his experience of love. However, when the Gopis experience a love for him
so much greater than his for them, he must take the form of Caitanya in order to attain the
experience of his greatest devotees, the cowherd maidens. Krishnadasa Kaviraja claims that
Caitanya is the full avatara of Krishna himself, who descends for two essential reasons: first,
to experience the relationship of pure selfless love of God, prema-rasa, and second, to es-
tablish the religious path of spontaneous attraction to God, raga-marga (CC 1.4.15).
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passion of an eternal lover (nitya-kanta).!' Caitanya, as the paradig-
matic devotee, sets the stage for the school’s ethics of devotion by de-
siring to become the humble servant of the servant of the servant of
the lotus feet of the Lord of the Gopis.

For the Vaishnava, then, the combination of humility and passion
in devotion is an essential balance, exhibited by the Gopis. The inti-
mate deity is emphasized over the cosmic or almighty deity and yet,
for the devotee, they are always experienced in dialectical tension with
one another. Neither is excluded; rather, the one is implicitly or ex-
plicitly experienced while the other is in the background. The inti-
mate deity inspires a passionate devotion, and the cosmic or powerful
deity, a devotion of humility. The devotee “knows” the greatness of
God, but due to being absorbed in devotional passion, appears to
“forget” this dimension. With parodharma in the foreground, how-
ever, the devoted soul continues to apprehend, in the background, the
ethical dimension of dharma that flows from the divinity.

Veneration and awe for the greatness of the deity create an atmo-
sphere of deep reverence and humble admiration among followers;
whereas intimacy with the divine elevates the devotee into a transeth-
ical sphere of love and amorous play with the Lord, as well as affec-
tionate fellowship with other devotees. This intimacy is nowhere else
demonstrated more dramatically than in the Rasa dance itself, in
which the Gopis join hands in fellowship, and simultaneously, as in-
dividuals, interact exclusively and amorously with their beloved.

Although the Rasa dance is the culmination of the drama, the
Gopis experience and express their most intense feelings for Krishna
in his absence, specifically in the middle act, “The Song of the Gopis.”
The greatest form of intimacy with the deity is understood by this
school as viraha-bhakti, “devotional love in the experience of the ab-
sence of God.” The Bhakti Siitra describes viraha, out of eleven dif-
ferent types of loving attachment to God, as the highest process:
“Devotion in separation from the Beloved is the highest devotion of
all”12 The Caitanya school not only accepts this statement but indeed
models its devotion specifically on “the attainment of service in sepa-
ration,” known as vipralambha-seva.'® It is especially this type of lov-
ing service that balances humility and passion in devotion.

11. Bhakti Suitra, text 66: “devotional love manifests as the self constantly devoted to
God as an eternal servant and eternal lover. One should cultivate pure love, prema, for God,
and pure love alone.”

12. Bhakti Siitra, text 82.

13. The literal meaning of vipralambha-seva is “performing service (seva) while having
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In contrast, the intimacy of union with God, as we have seen in the
fifth act, can lead to “forgetfulness” of the knowledge of God’s great-
ness, causing humility to remain in the background of passion.
Whereas when the Gopis either anticipate or actually experience sep-
aration from Krishna, they are more conscious of his almighty attrib-
utes which, in turn, stimulates humility. At times though, even in
Krishna’s presence, the Gopis, fearing separation, are humbled by his
supreme status: “O unattainable one, do not reject us—accept us as
your devotees just as you, the Lord, the original Person, accept those
who desire liberation” (RL 1.31). Here the maidens, while present
before their beloved, fear his rejection; in anticipation of Krishna’s
imminent absence, both their humility in service and passion in de-
votion are heightened (RL 1.38). Humility, then, intensifies passion,
and conversely, passion augments humility.

Thus, the cowherd maidens exhibit the essential dynamic within
bhakti: the experience of an ever-intensifying dialectical tension be-
tween the absence and presence of God exhibited in various phases of
separation and union. It is precisely because of this dialectical balance
that any concern about an excessive emotionalism on the part of
practitioners is unfounded. Passion and humility synergistically com-
bine in the hearts of the devoted followers of the Caitanya tradition,
forming an axiological core of an ethics of devotion that is also em-
bedded in the Rasa Lila text. These ethical dimensions have yet to be
discovered and further illuminated by scholars both inside and out-
side the tradition.

THE VISION OF DEVOTIONAL LOVE

Toward the beginning of this study it was suggested that the Gopis’ love
for Krishna could appear to be passionate and selfish in ways that mir-
ror worldly relationships of lust and, perhaps surprisingly, that this is
intentional on the part of the author. The Rasa Lila displays divine love
while distinguishing it from worldly love, since the special nature of /ila
is both playful and didactic. Although /ila is for the pleasure of Krishna
and his devotees, and everything that occurs in /ila contributes to the
delight and celebration of supreme love and beauty, there are aspects
that also instruct those who have yet to enter into its esoteric domain.

attained (lambha) distance (vipra).” In the Caitanya tradition, distance or separation in di-
vine love creates a most positive experience of union, paradoxically, and not the negative
experience associated with the way lovers of this world agonize when apart.
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The pure love of the Gopis in /fila is therefore displayed in the drama,
and the reader is simultaneously instructed about the impure love
found in this world, love that is tainted by selfishness and pride.

The major lesson that the Rasa Lila offers, then, is on the nature of
love. Krishna instructs the cowherd maidens about various types of
pure and impure love, and we learn that he regards the Gopis’ love for
him as perfect and unconditional (RL 4.20-22). Krishna’s dalliance
with the one special Gopi is meant to contrast love of God with the
degraded love of this world that is exhibited in adulterous affairs (RL
2.34), and he teaches, through his sudden disappearance from the
maidens, that God disappears from those whose love is mixed with
pride (RL 1.47-48). In order to appreciate more fully the passionate
love of the Gopis and the difference between worldly and divine pas-
sion, we need to become aware of the nuances of words used through-
out the drama to express love.

In Sanskrit, there are numerous words for “love,” and the author of
the Bhagavata engages many of them in the Rasa Lila. The most fre-
quently used words are those verbs and nouns derived from four ver-
bal roots that essentially mean “to love”: pri-, bhaj-, kam-, and ram-.1*
Words derived from the first two, pri- and bhaj-, carry the sense of a
pure love, affection, or adoration—a selfless love untainted by desire
or self-concern—resembling the Greek word agapé. Some meanings
of words derived from the verb root pri- are to “love,” “please,” and
“delight.”1> Senses of words coming from the verb root bhaj- are to

» «

“adore,” “worship,” and “reciprocate.”'® These words are associated

14. Other words meaning “love” also appear in the passage: bhavana, “love” (RL 1.9),
“imitation” (RL 2.16), and “absorbed” (RL 2.44); manmatha, “amorous passion,” which can
also be a name for the god of love (RL 4.2); anariga, “love” (RL 1.4), another name for the
god of love, literally, “the limbless one”; ariga, “O dear one,” literally, “O limb” (RL 1.32 and
1.40); anuvrtti, “following,” “acting suitably to,” “having regard or respect,” “the act of contin-
uance,” and “(true) love” (RL 1.32,4.20, and 4.21); sauhrda, “devotional affection” (RL 1.15),
“endearment” or “endearing” (RL 4.17 and 4.18); and vallabha, “beloved” (RL 5.15).

15. Translations and forms of this root found in the episode are the following: prita,
“pleased” (RL 2.28 and 5.2); priti, “affection” (RL 2.8 and 4.3); prema, “love” (RL 2.5, 3.10,
3.17, 4.6, 5.21, and 5.24); prestha, “beloved” (RL 1.10, 1.30, and 4.3) and the superlative
form, “most dear” (RL 1.32) or “darling beloved” (RL 2.39); priya (masc.) and priya (fem.),
“beloved” (this word for “lover,” “beloved,” or “dear,” is the most frequently used among
words of affection and love, appearing 26 times throughout the episode: RL 1.2 [twice],
1.13,1.18,1.28,1.30, 1.33,1.36, 1.43, 2.3 [twice], 2.7,2.11,2.12,2.31-1, 2.32, 2.36, 2.38, 2.40,
3.10,3.19,4.21 [twice], 5.6, 5.9, and 5.39); vipriya, “unpleasant” (RL 1.28); preyas (the com-
parative of priya, “dearer,” “a dear friend,” or “lover”), “beloved” (RL 2.31-1 and 2.32); and
the verbal forms priyata, “pleased” (RL 5.10) and priyante, “being dear” (RL 1.23).

16. Forms and translations appearing in the Rasa Lila text are the following: bhakti, “de-
votion” (RL 5.40); bhakta (masc.) and bhakta (fem.), “devotee” (RL 1.31) or “devoted one”
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with a nonerotic, giving, and affectionate love that could be applied to
a variety of love relations.

On the other hand, words derived from the second two verbal
roots, kam- and ram-, carry the sense of passionate love, including
sexual connotations. Meanings of words derived from the verb root
ram- are to “delight,” “please,” and “enjoy sensually””!” Some senses of
words derived from the verb root kam- are to “desire,” “long for,” and
“be enamored of”; and the noun kama, prominent in the Bhagavata
text, means “pleasure,” “lust,” and “passion.”!® These words describe
erotic love, love of passionate desire, and generally refer to the love
within amorous relationships, much like the Greek word eros."”

From the meanings of words derived from these four verbal roots,
we can understand that both pure and erotic senses of love are woven
together throughout the Rasa Lila. The question remains, how does
the boundless love of the Gopis, who are overflowing with romantic
desire and amorous affection, express the purity of love that the au-
thor of the drama claims they possess, and that many Vaishnava tra-
ditions honor and even celebrate? What is the relation of the erotic
and passionate to the pure and selfless? In the last verse of the Rasa
Lila episode, it is stated that kama will be cleansed from the heart of a
faithful soul (RL 5.40), yet the emotions and actions of the Gopis in
their love toward Krishna arise from kama (RL 1.38). The Caitanya
school has treated this apparent contradiction extensively.

The tradition’s interpretation of the terms kama (“passionate
love”) and prema (“pure love”) is crucial for understanding the concept
of selfless devotion. Krishnadasa, in his work Caitanya Caritamrta,

(RL 5.37); and various verbal forms, bhajata, “love” (RL 4.21); bhajasva, “please accept”
(RL 1.31); bhajanti, “love” (RL 4.16 [twice], 17, 18, 19, 21); abhajatah, “love” (RL 4.16, 18,
19, 20); and bhajate, “accept” (RL 1.31), “honor” (RL 2.36), and “worship” (RL 5.37).

17. Forms and translations appearing in the Rasa Lila text are the following: the infini-
tive rantum, “to enjoy love” (RL 1.1); rati, “attraction” (RL 1.33), “love” (RL 1.46), “amor-
ous” (RL 5.9 and 5.21), and “enjoyment” (RL 5.24); ramana, “enjoyment” (RL 1.39), “darling
one” (RL 2.39), and “charming lover” (RL 3.13); ramayam, “enjoying” (RL 1.46); rata, “en-
joys” (RL 2.34); reme, “enjoying” (RL 5.9, 5.21, 5.17, 5.20, and 5.24); surata, “erotic love”
(RL 3.2) and “amorous joy” (RL 3.13); and saurata, “sexual desire” (RL 5.26).

18. The idea of kama is one of the “four aims of life,” purusarthas, along with dharma,
artha, and moksa. The word kama can mean “desire or carnal gratification,” “lust,” “the god
of love,” or “the name of Baladeva, Pradyumna, and the Supreme Being” (VA).

19. The meanings of the verb kam- can be to “desire,” “long for,” and so on. Translations
and forms of this root appearing in this passage are kama, “desire” (RL 1.15, 1.38, 2.36, 3.5,
and 3.13) and “lustfulness” (RL 5.40); kanta (masc.) and kanta (fem.), “beloved” (RL 1.4,
2.31.b, 2.33, 3.5, and 3.11), “lover” (RL 5.15), and “desired one” (RL 1.12 and 2.11); kamin
(masc.) and kaminyah (fem.), “the amorous one” (RL 2.31-2), “one desirous of love” (RL 2.33),
and “lustful one” (RL 2.34).
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applies these most widely used terms in order to distinguish between
“worldly love” and “divine love.” Perhaps the most concise explana-
tion of the difference between the two is found in the fourth chapter
of the Adi Lila:

The desire to please one’s own senses,
in my opinion, is to be called kama.
The desire to please the senses of Krishna
takes the name prema.
(CC 1.4.165)

The distinctions between kama and prema are even more sharply de-
fined when kama is compared to “blind darkness,” and prema is com-
pared to the “pure light of the sun” (CC 1.4.171).%°

Generally speaking, the word kama refers to love in the sense of
worldly pleasure, and prema to love in the sense of spiritual pleasure.
Krishnadasa describes the Gopis as the paradigmatic exemplars of
prema, emphasizing the intention behind their love rather than the
form in which the love appears:

They [the Gopis] give up everything
for the sake of Krishna.
The motive of their pure
and passionate love
is the happiness of Krishna.
(CC 1.4.175)

This passage clearly indicates that the Gopis’love is not tainted by any
selfish concern. Krishnadasa is careful to point out that the singular

20. The Caitanya school has a more limited or strict sense of the word prema than that
demonstrated in the Bhagavata. For the school, prema indicates only “spiritual” love. The
love in prema occurs only between human and divine beings or between one divine per-
sonage and another, and therefore cannot be applied to the love between one human and
another. In the Bhagavata, however, the numerous applications of the word would suggest
a much broader meaning.

The Bhagavata applies this word prema in the sense of pure love to the conjugal rela-
tionships of this world (see BhP 3.23.5, 4.28.43, 6.19.17, 7.11.27, 9.18.20, 10.58.8, and
10.81.26). Paternal prema is found (see BhP 1.9.11, 4.9.43 and 48), and fraternal prema is also
demonstrated (see BhP 4.20.18). A more carnal type of prema can be found (see BhP 4.25.25),
which is unusual. A human’s love for the earth can be expressed as prema (see BhP 4.18.28),
and for an animal (BhP 5.8.21 and 10.13.35). However, prema is most commonly found in
expressions of the soul’s love for the deity (see BhP 1.8.45, 1.10.16, 9.10.38, 10.14.49,
10.15.20, 10.17.16, 10.38.36, 10.46.27, 10.55.39, 10.73.35, 10.84.66, and 18.85.38).
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“motive” of the Gopis is “the happiness of Krishna” (krsna-sukha-
hetu), even while they experience and express their amorous and pas-
sionate devotion to him. He finds a radical difference between the
soul with selfish motives and the soul with no motive other than the
intense desire to please God, and repeatedly contrasts the theocentric
motivation of the Gopis with the egocentric motivation characteristic
of worldly love (CC 2.8.217). He states that the love of the Gopis is
naturally pure, not tainted by the impurities of kama:

The natural love of the Gopis
is without any trace of kama;
It is without fault,
and it resembles the beauty
and purity of molten gold.
(CC1.4.209)

The Gopis “have achieved the perfection of loving service,” for they
have only Krishna as their desired object of love (CC 1.4.212).

The word kama has for its most essential meaning simply “desire.”
Used in the contradevotional sense, the word has a selfish or self-serving
objective, and thus Krishnadasa calls it prakrta-kama, “worldly de-
sire,” which can be further understood as “lustfulness.” The distinc-
tion between desire that is truly loving and the desire of lustfulness is
again contrasted by Krishnadasa:

Therefore the happiness [of the Gopis]
nourishes the happiness of Krishna,
Because there is no fault of lustfulness (kama-dose)
in the pure love of the Gopis (gopi-preme).
(CC1.4.195)

The word kama is not restricted, however, to a negative connotation.
In fact, as it is applied to the Gopis in the Rasa Lila, kama can mean,
paradoxically, “desire” that is “utterly unselfish” or “unself-serving,”
that is, “selfless.” Thus, kama indicates a force within humans that is
either the path to worldly bondage and suffering or the path to lib-
eration. It is plainly stated that the Gopis “discarded all desires for his
sake” (RL 1.30). Yet it is also explicitly stated, throughout the Bhaga-
vata, that the Gopis attain liberation on account of their desire or
kama for Krishna (BhP 7.1.30, 31): “Those women [the Gopis] who
desired me (mat-kama) knew me as their amorous lover and para-
mour, although they did not know my true nature” (BhP 11.12.13ab).
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It is interesting to observe the first instance of the word kama
within the Rasa Lil3, found in the theological discourse of the narra-
tor to his listener:

Desire (kama), anger, fear, and
certainly loving attachment,
intimacy, and affection

Should always be directed toward Hari;
by so doing, persons become
fully absorbed in God.

(RL 1.15)

Here, the positive engagement of kama sharply contrasts with the
negative application of the word generally found in the Bhagavad
Gita, where kama designates an unfavorable state of being in which
the soul is controlled by the three worldly forces, or tri-gunas. In the
seventh chapter of the Gita, however, an exception is found in which
Krishna declares, “I am kama” (BG 7.12). This singular positive use of
the word in the Gita anticipates its more favorable usage in the Rasa
Lila. Although the negative sense of kama is also prevalent in the Bha-
gavata text, the theme of directing all desire to God is clearly more
prominent, thereby engaging kama in a positive way. This is in con-
trast with the theme of transcending desire, which engages the unfa-
vorable sense of the term that runs throughout the Gira.

Favorable usages of kama in relation to both Krishna and the
Gopis occur frequently in the Rasa Lila. It is said that Krishna fulfills
all desires, kama-dam, in the following line of a verse: “O beloved,
please place on our heads your hand, beautiful as a lotus, that fulfills
all wishes” (RL 3.5). And the cowherd maidens, who are “burning”
with desire for their beloved Krishna, have all desires satisfied through
serving him: “O jewel among men, please grant unto us whose hearts
are burning with intense desire, inspired by your beautiful glances
and smiles, the chance to serve you” (RL 1.38). Furthermore, not only
do the Gopis attain liberation by means of kama but the various ways
in which kama manifests in their liberated state also becomes, for
Vaishnavas, the model of passionate devotional love.

The word kama, then, can mean “desire” in the neutral sense of being
innately a part of the human character—desire that can be directed ei-
ther to worldly pleasures or to the pleasure of the divine. When kama is
directed toward satisfying the self, it serves as a means of bondage to
worldly existence; whereas when directed toward pleasing the divine,
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it serves as a means of liberation—and it can become the very expres-
sion of devotion even after one has attained the liberated state.

According to the Caitanya school, the word kama can be under-
stood as “divine passion” in those [ilas of Krishna in which the Gopis
display an intensity of prema. The love of the Gopis can appear in the
form and image of kama or worldly love, and thus the word can be
used to describe certain aspects of prema, which, as we have seen, has
the sole intention of Krishna’s happiness:

The love (prema) of the Gopis is natural,
it is not worldly love (prakrta kama).
Because it [appears to be] the same
as the activities of worldly love (kama-krida),
I will refer to such activities by the term kama.
(CC 2.8.215)

Whatever emotionally charged expressions of love the Gopis exhibit
must be recognized, according to Krishnadasa, as existing only for
Krishna’s pleasure. Indeed, if there is any happiness or pleasure on the
part of the maidens, it manifests only to serve the happiness of their
beloved. Krishnadasa provides the principle for understanding what
can appear to be excessive emotionalism on the part of the Gopis:

So whatever affection we observe
in the Gopis’ own forms,
Know for certain that it must be
for Krishna only.
(CC 1.4.181)

This verse describes Krishnadasa’s hermeneutic for appreciating the
heightened emotionalism of the cowherd maidens to be utterly theo-
centric, and therefore pure and selfless. In such exemplary devotional
love, the soul loses itself in the beloved object.

SYMBOLISM IN THE RASA LILA

The early twentieth-century theologian and comparativist Rudolf
Otto states that the scholar of religion must find a religious tradi-
tion’s “deepest and most characteristic element, as its peculiar and
central idea—or better, as its peculiar gift, the last and highest good
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which it has to give to humanity.”?! The Rasa Lila, which carries the
special message of supreme love, easily could be considered one of
Vaishnavism’s greatest gifts to the world. The Caitanya school speaks
of the dynamic aspects of such devotional love in great detail. Al-
though it is not within the scope of this study to review the sophisti-
cated and elaborate theological analyses of Ripa and Jiva Gosvamins
concerning devotion in its various stages, I would like to demon-
strate briefly how the Rasa Lila story reveals eight distinct phases of
supreme love.

In the development of the love of the cowherd maidens for Krishna
these eight aspects can be observed, appearing in the acts of the
drama as shown in table 2. The awakening stage of supreme love is
symbolized by the Gopis hearing the sound of Krishna’s flute, and the
stage of anticipation is represented when they run from their homes
into the forest. The meeting phase is experienced during the time they
achieve the presence of Krishna. The conflict stage manifests in the
Gopis’ pride and in Krishna’s disappearance; the phase of separation,
in their search for Krishna in the forest; and the stage of loss, in their
songs of longing and torment. The reunion phase occurs when
Krishna rejoins the cowherd maidens, and finally, the phase of rejoic-
ing in the triumph of love takes place when Krishna and the Gopis
perform the wondrous circle dance of the Rasa.

Each of the eight phases constitutes a positive dimension of
supreme love, no matter how devastating the phase may appear to be.
I propose that these eight stages, in part or in whole, within the given
sequence or even a different one, can be identified in the expressions
of supreme love found in other mystical traditions as well, such as the
Song of Solomon or even in the story of Jesus. While each phase is a

TABLE 2. EIGHT PHASES OF SUPREME LOVE WITHIN THE RAsA LiLA

Act 1 Act2 Act3 Act4 Act5

(1) Awakening  (5) Separation  (6) Loss (7) Reunion (8) Rejoicing
(2) Anticipation in the

(3) Meeting triumph

(4) Conflict of love

21. Rudolf Otto, India’s Religion of Grace and Christianity Compared and Contrasted,
translated by Frank Hugh Foster (New York: Macmillan, 1930), p. 12.
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constituent of supreme love, certain phases may be emphasized in a
particular tradition; one aspect may be elevated above the others as its
primary focus for contemplation and worship. For example, the
phase of “loss” symbolized in the Cross, representing the crucifixion
of Christ, has become the ultimate focal point of worship for Chris-
tians. This symbol, however, does not preclude the highly celebrated
phase of rejoicing in the triumph of love, found in the resurrection of
Christ.

Similarly, as we have seen, Vaishnavas honor the phase of “loss”
demonstrated in vipralambha-seva (literally meaning “the attainment
of distance from the beloved in loving service”) above all other
phases, in the model of the grieving cowherd maidens in the second
and third acts, after the disappearance of their beloved. The Caitanya
school’s emphasis on loss is especially demonstrated by the repetition
of the climactic verse of the middle act (RL 3.19), which is found four
times in the Caitanya Caritamrta—the only verse of the drama re-
peated so often in Krishnadasa’s work.?? Clearly, the phase of rejoicing
in love is also elevated, as symbolized by the wondrous circle of the di-
vine Rasa dance. Moreover, this final stage of triumphant love is rep-
resented in the worshiped images of Radha and Krishna, the focal
point of liturgical practices for the Caitanya school, along with other
Vaishnava sects.

The circle of the Rasa, which represents the ultimate phase of
supreme love, is known as the Rasa Mandala. The word mandala
means “circle” or “round,” and comes from the verb root mand, which
means “to adorn” or “to decorate” Various mandala configurations
and designs were incorporated in ancient sacrificial rites during the
Vedic period because they were thought to be powerfully emblematic
of the cosmos. Such configurations also functioned on a more inter-
nal level as an aid in various forms of yogic and tantric meditation,
stimulating subtle energies within the body.?> The mandala of the
Rasa dance, however, is not made up of static or graphic geometric
configurations. Rather, it is dynamic and ecstatic, its circle consisting
of special souls dancing with the divinity, meditation upon which
cultivates the innermost emotions of the heart.

22. These repetitions are evenly distributed throughout the work: CC 1.4.173, 2.8.219,
2.18.65, and 3.7.40. Out of the sixteen different verses of the RL quoted by Krishnadasa,
only one other is quoted even three times (RL 4.22).

23. See Mircea Eliade’s relevant discussion on “Mandala” in his work Yoga: Immortality
and Freedom, translated from the French by Willard R. Trask (Princeton: Princeton Univer-
sity Press, [1958] 1969), pp. 219-227.
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The Rasa Lila drama is famous for its mandala of maidens, and we
find the words describing the formation of this mandala at the start of
the climactic scene of the drama: “The festival of the Rasa dance
commenced with a circular formation of Gopis” (RL 5.3) (see the
frontispiece of this book). The scene depicting the Rasa Mandala, “the
wondrous circle of the Rasa dance,” is to this day the most celebrated
among all scenes from the story, and is widely presented in various art
forms, dramatic performances, and poetic works.

According to Carl G. Jung, the mandala is “an archetypal image
whose occurrence is attested throughout the ages.”** The mandala is a
God-image for Jung, and “signifies the wholeness of the self.”*> Addi-
tionally, it serves as a threshold into the spiritual—thus Jung charac-
terizes the mandala as a “window on eternity.”?® The mandala in the
Jungian psychical context parallels the mandala in the Vaishnava sa-
cred literary context. Psychologically, the mandala represents the ful-
fillment of the self as well as a window into the deeper recesses of the
spiritual self. Similarly, the Rasa Mandala is the climactic event of the
Rasa Lila, which in turn is the ultimate fulfillment of all scripture, and
the mandala also functions canonically as a window into the more es-
oteric lilas of Radha and Krishna.

The Rasa Mandala functions canonically in two primary ways: first,
it is enthroned by other exoteric traditional works; and second, the
mandala itself enthrones even more esoteric works. It is enthroned by
the encircling canonical literature as the ultimate revelation of the in-
timate deity. Imagine all the scriptural texts accepted by the Caitanya
school being placed within the concentric mandala-like arrangement
of petals forming the whorl of a lotus flower—the outer leaves form-
ing the foundational texts, and the inner circling petals, as they move
closer to the center, enthroning the highest revelational text, the Bha-
gavata, found in the very center of the flower. In the middle of this cen-
ter pod are the Vraja [ilas of the tenth book, at the heart of which is the
Rasa Lila, the essence of which is the Rasa Mandala. This, then, is the
exoteric arrangement of the Vaishnava canon (see figure 12).

The Rasa Mandala, which is the very center of the lotus and ulti-
mate focal point of all exoteric scriptural texts, also serves to enthrone
other more subjective, personal visions in literary works about the

24.C. G.Jung, Memories, Dreams, Reflections, recorded and edited by Aniela Jaffé, trans-
lated from the German by Richard and Clara Winston (New York: Vintage Books, [1961]
1965), pp. 334-335.

25. Ibid., p. 335. Italics are in original.

26. Ibid., p. 197.
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intimate deity. The mandala becomes the outer petals of another
lotus, enthroning esoteric visions of Vraja lilas, especially those focus-
ing on intimate /7las of the supreme Goddess, Radha, and her consort,
Krishna. In many ways, the living tradition embodies these visions
and develops them in a variety of cultural and literary productions.
Utilizing the Rasa Mandala as the threshold into such esoteric expres-
sions, pilgrimage dramas from Vraja introduce every dramatic per-
formance of Krishna’s lilas with a reenactment of the Rasa Mandala.
These regularly performed plays are named after the Résa Lila, and
are known as ras lilas.”’

In his study of such dramas, Norvin Hein states that the reenact-
ment of the Rasa dance is their “most sacred component” and “recur-
rent feature.”?® Such performances invoke this most exalted /ila in order
to usher in a performance of any one of the numerous divine acts of
Krishna.?” When the Rasa Lila story itself is performed as a drama, it is
known by the name maharas, or “the great Rasa dance.”** Even the stage
or the physical platform arena on which the dramas are enacted is often
circular, and is called the rasmandal, a name, adopted from the story,
which describes the circle of dancers in the Rasa dance.?!

The pilgrimage performances of Vraja, then, initially invoke im-
ages of the Rasa Lila, yet go beyond the Bhagavata by means of dra-
matic content into more esoteric realms. Hein explains that the
literary source of the many dozens of dramatic themes enacted in
these productions is indeed the Bhagavata, though the dramas are

27. The spelling ras lila is Hindi for Rasa Lila from the Sanskrit.

28. Norvin Hein, The Miracle Plays of Mathura (New Haven: Yale University Press,
1972), p. 129. Hein states that “The analysis of a raslila performance must begin with notice
of its two radically different parts, the ras and the lila. The ras portion, so named because its
principal feature is the set of dances called the ras, is a ritual reenactment of the most sacred
of all Krishnaite stories, the incident of Krishna’s dance with the gopis. . . . Thus we have in
the raslila a coupling of an enactment of the moonlight dance of Krishna with a dramatiza-
tion of some other deed of his” (pp. 142-143). Hein presents ten various segments within
the Rasa dance as “(A) The open circle (B) The closed circle (C) The mimicking of Krishna
(D) The three hops (E) Krishna’s solo dance on his knees (F) The adjusting of Radha’s or-
naments (G) The promenade (H) The whirling of partners (I) The dalliance of Radha and
Krishna (J) The clapping circle,” pp. 145-147.

29. Hein states that “the number of distinct /ilas which are played by the troupes of Braj
probably approaches 150” (ibid., p. 154).

30. For a transcription of a maharas performance, see chapter 4, “The Great Circle
Dance,” in At Play with Krishna: Pilgrimage Dramas from Brindavan, by John Stratton Haw-
ley in association with Shrivatsa Goswami (Princeton: Princeton University Press, 1981),
pp. 155-226.

31. Hein, Miracle Plays of Mathura, p. 137.



Figure 12. Rasa Lila at the heart of all exoteric literature (lower mandala)
and Rasa Lila as the window into esoteric visions (upper mandala).
Graphic art by Gregory Golem.
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Figure 13. Young boys play the parts of the cowherd maidens
dancing in the circular Rasa dance around Krishna in a Vraja
drama troupe performance. Photograph courtesy of Robyn
Beeche, Sri Caitanya Prem Samsthan, Vrindavana.

often based on the poetry and song of bhakti poets, who have derived
their inspiration from the Bhagavata.®? In addition, there is a large
body of literature that retells, embellishes, or reminisces about the
specific story or particular themes of the Rasa Lila.*® Like Indian
music that begins with a basic melodic formula known as raga, in
which the musician expands upon and develops his piece from a sin-
gle formulaic melody line, so, on the stage, a performance introduced
by the Rasa dance “borrows” its theme from the greater Bhagavata or
the Rasa story itself and develops the theme in its retelling.

As the mandala of the Rasa dance enthrones pilgrimage dramas,
it also poses as a calendrical mandala that introduces the autumn

32.Ibid., p. 157.

33. To name just a few, the work entitled AScarya Rasa Pravandha (“The Story of the
Marvelous Rasa Dance”), by Prabodhananda Sarasvati, who lived around the time of Caitanya
or perhaps just after him in the sixteenth century, is a work that retells the various scenes of
the Rasa Lila with great poetic detail. Ramananda Raya, a contemporary of Caitanya, writes
a drama that is his own re-vision of the Rasa Lila drama, known as the Jagannatha Vallabha
Nataka. And in his retelling of key Vraja lilas in Ananda Vrndavana Campu, Kavikarnapira
of the sixteenth century devotes much attention to his own retelling of the Rasa Lila toward
the end of the work. Krishnadasa Kaviraja Gosvamin does the same in his Govinda Lilam-
rta, supplying in some cases exquisitely detailed embellishments on the Rasa story, even a
technical discussion on the types of music being sung during the Rasa dance. There are
many others, too numerous to list here. A modern retelling of the tenth book of the Bhaga-
vata, including the Rasa Lila chapters with interwoven commentary, is Krsna: The Supreme
Personality of Godhead, by A. C. Bhaktivedanta Swami.
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month known as Karttik, the most sacred month of the Vaishnava
lunar calendar. This month is ushered in on a special holy day that
commemorates the Rasa dance, a day when the full moon rises as it
does in the Rasa Lila story. Another example of the mandala acting in
the life of the practitioner is found in the recitation of the divine
names in the form of the mahamantra, “the greatest (maha) prayer-
formula (mantra) for deliverance.” This mantra is virtually a sonic
reenactment of the Rasa Mandala, consisting of a series of alternating
names of God in the vocative case, both calling out for and praising
the presence of the divine. When the mantra is recited repeatedly in
meditation or song, it worshipfully enthrones the Soul of the soul
within the heart of the devotee, forming a sonic mandala.

The circuitous arrangement of the words of this mahamantra
consists of an alternating pattern between an equal number of femi-
nine (as hare) and masculine (as krsna—the transliterated form of
the name Krishna—and as rama) names of the divine. The sacred
thirty-two-syllable mantra appears as follows: hare krsna / hare krsna
/ krsna krsna / hare hare / hare rama / hare rama / rama rama / hare
hare. The patterned movement of eight pairs of feminine and mas-
culine names of the divine can be observed in the mantra. Within
four of the pairs (the first, second, fifth, and sixth) the feminine and
masculine names appear alternately. In the other four pairs (the
third, fourth, seventh, and eighth) two masculine names appear to-
gether in one pair, followed by two feminine names in the next pair.
Thus the dancelike movement can be observed both within and be-
tween pairs. Additionally, the mantra begins and ends with feminine
names, enclosing the masculine names, just as the Gopis engulf
Krishna when they encircle him during the commencement of the
Rasa dance. When practitioners recite the mantra over and over, the
divine names form a circular pattern imitative of the exchange be-
tween the feminine and masculine partners in the Rasa dance. It can
be seen, then, that the presence of the Rasa Mandala is archetypal in
Vaishnava practices.

The Rasa Mandala is a symbol of supreme love for those traditions
that honor the Bhagavata’s Rasa Lila as their highest revelation. The
question arises—can this symbol speak to those beyond the bound-
aries of its tradition to communicate a universal message? All symbols
derive their power and depth of meaning from the tradition out of
which they come. But there is a certain point at which a symbol bursts
through the boundaries of its own tradition and culture, and begins
to speak to the greater human community. As a symbol once enclosed
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within its limited realm moves beyond itself, its ultimate intrinsic
value takes on an extrinsic purpose.

The Rasa dance is perhaps one such symbol. The cowherd maidens
linking arms in the dance represent the linking of human hearts and
the solidarity of the human community of devoted souls. All souls,
collectively, are invited to dance together with God, while simultane-
ously each individual soul is able to dance with God personally and
exclusively. The Rasa dance symbolizes the humility and passion of
the devoted soul—the humility of love expressed through linking
with other human beings, and the passion of love through souls link-
ing with the supreme. This linking is the meaning of yoga, of which,
as we have seen, the Gopis are masters.

The divine circle of the Rasa dance could be seen as symbolizing a
genuine religious pluralism in which human beings of different faiths
can love God, or the divine, in joyous harmony, and individually, as
each soul receives God’s singular and superlative attention. Diana L.
Eck sees the Rasa Lila as presenting a symbol of supreme love when
she states that the theological message of the story is essentially
“God’s infinite capacity to love.”** Her statement is supported by her
observation that “there was plenty of Krishna to go around, an abun-
dance of Krishna’s presence.”® Thus, it is only after devoted souls
come together to surround the divinity in a great circle, their arms
linked in affectionate fellowship, that the deity agrees to connect per-
sonally with each soul—implying that God is indebted toward those
who bond with other souls for the purpose of honoring, serving, and
loving him.

Ontologically speaking, it is impossible for a finite being to possess
the infinite. It is plausible, however, according to Vaishnava teachings,
not only for a soul to possess God but also for God to be conquered
by a soul with a pure devotional heart. The idea of the soul’s love con-
quering God is presented by the Bhagavata: although the Lord is un-
conquerable by anyone in all the three worlds, he is conquered by
those who are devoted to him (BhP 10.14.3). Moreover, it is signifi-
cant that Krishna’s bluish complexion appears to change to green,
“like a magnificent emerald,” as he consorts with the Gopis in the
Rasa dance (RL 5.7). The Gopis’ love is so powerful that Krishna’s
color changes, signifying that he is conquered by their love.

34. Diana L. Eck, Encountering God: A Spiritual Journey from Bozeman to Banaras
(Boston: Beacon, 1993), p. 47.
35. Tbid., p. 46.
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Jiva Gosvamin, in his theological work, presents many verses from
the Rasa Lila, especially from the second scene of the fifth act, that
further demonstrate how the love of devoted souls can control God.*
Visvanatha Cakravartin also sees the Rasa Lila as expressing this
power of the soul’s love by stating in his commentary: “the Rasa Lila
is the loving smile of the intimate devotee of the Lord, the most vic-
torious, praised for the ability to bring Krishna under control” (SD
5.40). What is more, traditional commentators speak about how di-
vine possessiveness is desirable and considered a special form of
grace. Possessiveness out of love for the beloved object, completely
devoid of worldly pride, jealousy, and self-interest, arises from devo-
tional passion and pure love. But possessiveness tainted with pride
and self-concern can lead to destructiveness and take one away from
God’s love.”

In the Rasa dance, this possessing of God represents one of the
greatest miracles of divine love. Eck, however, explains that: “the mo-
ment the milkmaids became possessive, each thinking that Krishna
was dancing with her alone, Krishna disappeared.” This statement ap-
pears to represent a misreading of the text, and perhaps misses an
essential message of the Rasa dance—when the Gopis experience Kr-
ishna’s exclusive attention, this is presented by the author of the text
as a wonderful achievement. Eck seems to confuse this positive exclu-
sivity or possessiveness of divine love occurring in the beginning of
the fifth act with the apparent egocentrism of the Gopis found at the
end of the first act:

Thus those who received honor
from the Beloved Lord,
Krishna, the great Soul,
Thought themselves the best
among all women in the world—
they then became filled with pride.
(RL 1.47)

36. In PrS 130, Jiva quotes RL 1.1 and 42, as well as RL 5.17, 21, 22, and 24 as examples
of how Krishna is controlled by his devotee. See PrS 295-299 for further discussion on how
the different types of intimate devotees control the Lord. Jiva states that the ability to con-
trol God by love is also available in other rasas, not just the rasa of passionate love. See
PrS 127-129.

37. For more discussion on the idea of divine “possessiveness” and related ideas, see
“Notes and Comments” for verses RL 2.28, 2.38, 2.41, 4.6, 4.22, 5.24, and 5.40.
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From this verse, it could be understood that at the precise moment
one insists on having a relationship with the divinity while excluding
other souls, one loses God’s favor. Krishna vanishes from the Gopis
only when they feel themselves to be the best women in the world, al-
though, as he explains to the maidens, they were never out of his sight
(RL 4.21). The lesson here is that our vision of God is lost when we
become self-interested, though as we are told, we are never lost to
God’s vision. It is not possessiveness or jealousy that consumes the
Gopis; rather, it is pride, the setting of themselves apart from others
and a corresponding lack of humility.*®

Furthermore, in the Bhagavata text, Krishna does not leave the
Gopis during the Rasa dance, as Eck implies. Indeed, it is the Gopis
who return to their homes and take Krishna’s leave at the end of this
timeless and magical night:

During the sacred hour before dawn,
at the end of the night of Brahma,
and with the consent of Vasudeva,

The Gopis returned to their homes,
though reluctantly
for they so loved the Beloved Lord
and they were so loved by him.

(RL 5.39)

Thus, the dance lasts an entire “night of Brahma” which, in cosmic
terms, is equivalent to at least 432,000,000 human years!

AMONG ALL SCRIPTURAL TEXTS of India, originating with the Vedas,
the Rasa Lila episode becomes the most important revelation of
supreme love. As a story, the Rasa Lila has a beginning and an end. As
a sacred love story, however, it is the timeless dance in which God and
the soul lose themselves forever in the rhythms, melodies, and move-
ments of divine love. The drama of the Rasa is a celebration of souls
joining together to glorify God’s unlimited power to love, and further,
of God’s capacity to love each soul intimately.

38. Eck makes the following compelling statement: “The point is one that speaks to us
all: The moment we human beings grasp God with jealousy and possessiveness, we lose
hold of God. One might add that the religious point here is quite the opposite of God’s jeal-
ousy, of which we hear so much in the Old Testament; it is God’s infinite capacity to love
and the problem of human jealousy” (Encountering God, p. 47).
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We have seen in the Rasa drama that the hero and heroines are not
ordinary—indeed, they are explicitly and eloquently described as ex-
traordinary. The language and tenor of the text also reveal this love
story to be otherworldly, yet it speaks personally to us in this world.
The traditions that honor the story make the claim that all love is but
a spark of the archetypal fire of the Rasa’s divine love, and it is by hear-
ing or reciting the Rasa story that we too will go beyond the spark to be
consumed by this fire of Love. In the West, the famous words of the
Latin poet Virgil resonate even today: “Love conquers all things; we too
should surrender unto Love”?® Vi§vanatha Cakravartin, in his final
comment on the Rasa story, seems to answer Virgil’s calling when he
proclaims, “Indeed, we have thus become conquered by pure love.”*

Among sacred love stories of the world, the Rasa Lila is prominent.
Other such stories are necessarily allegorical in order to be valued as
sacred. In this regard, the Rasa Lila appears exceptional. It has been
demonstrated how the dramatic story presents rich poetry and deep
symbolism, but it is also much more than this. Its text is understood as
the ultimate revelation of divine love that becomes the window into
esoteric visions of the very center of the godhead—the love between
Radha and Krishna. This love of the divine couple becomes a song, as
well as a dance, and the reader is invited to join the celebration, along
with the chorus of celestial singers. In fact, Caitanya himself inquires,
“Among all songs, which song is the very essence of the soul?” Ra-
mananda replies, “That which is about the loving encounters of Radha
and Krishna—this is the inmost heart of all songs” (CC 2.8.250). Thus,
the Rasa story can truly be called the song of songs of India.

Divine love, as we have seen, is a type of eternal dance in which
souls continually move toward and apart from God within the vari-
ous phases of love—love that is ever-increasing in intensity, at every
moment. The culmination of these phases is the dance itself, the fes-
tive exultation of supreme love that is ever beckoning all souls to join
in the triumph of divine love. The hearts of those who are already a
part of the dance, for whom passionate and exclusive intimacy with
God is already attained, melt with compassion for those who have not
yet arrived, and yearn for all to delight in the dance of divine love.

39. Omnia vincit amor, et nos cedamus amori (Eclogues X.1.69).
40. premna jita evabhiimeti, SD 5.40.



Figure 14. A young boy in elaborate costume playing
the part of Krishna for a Vraja drama troupe.
Photograph courtesy of Nityatripta Devi Dasi.
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The notes and comments are intended to furnish the specialist as well
as the general reader with additional literary and philosophical infor-
mation on the Rasa Lila text by focusing on the meanings and analy-
ses of particular verses. This section of the book assumes that the
reader will have already been exposed to earlier discussions on verses
and ideas in the introductory and textual illuminations portions of
this work, and therefore these previous discussions will generally not
be repeated here. I will also present the various interpretations on the
text by key teachers of the Caitanya school. Some of the dramatic and
poetic features found within each act of the Rasa Lila are provided in
an introductory note that precedes the comments on individual
verses of each act.

The general format of the notes is to list, under each verse com-
mented upon, some broader observations and more specific notes
concerning meanings, definitions, and alternate translations of cer-
tain words or phrases found within the verses. The notes also provide
preferred senses of words according to traditional commentators
from within the Caitanya sect. Additionally, the esoteric vision of
these teachers on particular verses is presented, and there are interest-
ing concepts for which I will provide some extended comments and
analyses for further clarification.

The sheer quantity of traditional commentarial writing from the
Caitanya school of Vaishnavaism related to this specific text is too vast
to present here. The direct commentaries of the school on the Bhaga-
vata Purana are too numerous, not to mention the indirect commen-
taries, works written about or related to the Bhagavata’s Rasa Lila.
Although I have relied on many commentaries to guide my transla-
tion and illumination of the Rasa Lila text, I present here only selected
comments from the most important direct and indirect traditional
commentaries as their words can further illuminate the meanings of
the text.

There are several works from which I have drawn for writing and as-
sembling these notes and comments. I first draw from the Bhagavata’s
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original commentary predating Caitanya, known as the Bhavarthabo-
dhini, by Sridhara Svami (fourteenth century), since later commenta-
tors of the Caitanya school rely upon and react to his work, which
they regard as authoritative. Sridhara is generally accepted as the ven-
erable and original commentator of the Bhagavata, and Caitanya
himself, as depicted in his biography, insists that Sridhara’s work
be consulted first when commenting upon the Bhagavata text
(CC 3.7.113-116 and 133). I have consulted the works of Rapa Gos-
vamin (fifteenth century), especially Bhaktirasamrtasindhu and Ujj-
valanilamani, but engage these less often in the notes and comments
than other texts. Particularly noteworthy is the work of Jiva Gos-
vamin (sixteenth century). I have relied heavily on his Bhakti and Priti
Sandarbhas, and at times some of his other Sandarbha texts, as well as
his direct commentary on the Bhagavata, Krama Sandarbha. Addi-
tionally, the great biography of Caitanya and perhaps the most im-
portant theological treatise of the Caitanya school, the Caitanya
Caritamrta by Krishnadasa Kaviraja Gosvamin (sixteenth century),
has been greatly utilized here. The other commentarial work on
which I have depended extensively is the Sarartha Dar$ini of Vis-
vanitha Cakravartin (seventeenth century). At times, rather than ac-
knowledge the particular text from which information is derived, I
will simply use the name of the commentarial author of the work.
This applies only to the direct commentarial texts of Sridhara (BB),
Jiva (KrS), and Visvanatha (SD). Other primary works have been con-
sulted from which I have drawn information found in these notes and
comments, and many of these are listed in the bibliography.



Act One
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The drama commences with an act that presents the “opening scene”
(mukha-sandhi) comprising the first eleven verses, presented in the
narrative voice. The narrator immediately and boldly introduces
Krishna, the hero or leading figure (nayaka), in the first verse. Here,
the narrator suggests the purpose of the drama (arthopaksepaka)
when Krishna “turns his mind toward love’s delights.” The Gopis, his
leading counterparts (nayikas), are gradually introduced from the
first verse on, almost imperceptibly. The cowherd maidens are subtly
presented by way of metaphor in the initial verse, then in the third
verse, as “fair maidens with beautiful eyes” who become mesmerized
by the sound of Krishna’s flute, and again in the fourth verse, as those
who run off to be with their beloved Lord. The momentum of the
scene intensifies as these ladies abandon their dharmic duties, even
their physical bodies, and hastily leave for the forest. By the scene’s
end, the Gopis fully blossom in the presence of Krishna.

This opening scene also hints at some of the elements of a “pro-
logue” (prastavana) that develop more fully in the second scene. Nat-
ural beauty is celebrated in the first three verses in a kind of poetic
invocation (nandi) that commonly occurs in prologues. Thus, the de-
scriptions of jasmine and night-blooming lotus flowers glowing in
the dark forest, the rising of the full autumn moon, and the horizon
splashed with reddish-colored moon rays all invoke auspiciousness.
This rich poetic imagery and metaphor become a form of praise
(prarocana) for the time and place of the drama, as well as the drama’s
theme of love. When descriptions of the season and natural setting
are used to exemplify actions or characteristics of the hero and hero-
ines, another quality of dramatic prologue emerges (pravartaka), as
vividly demonstrated in the second verse:
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Then the moon,
king among stars, arose,
spreading soothing reddish rays
over the face of the eastern horizon;
Dispelling the sorrow
from those who looked on,
As a lover caresses his beloved’s blushed face,
consoling her after long separation.

Both the opening scene and prologue-like beginning are imbued
with an erotic tone ($rrigara-rasa) that is to pervade the whole drama—
a heavenly erotic tone, not to be mistaken for worldly romance. A
challenging question from the primary listener of the narration, the
king, ushers in the second scene, interrupting the narration launched
in the first scene with a brief, clever dialogue (amukha), another fea-
ture common to dramatic prologue. This theological discourse fur-
ther enlightens the reader as to the transcendent character of the hero
and heroines of the story, thus establishing their divine status and the
special nature of this love affair.

As Krishna greets the Gopis who have arrived in the forest, a dia-
logue ensues between them in a “progressive scene” (pratimukha-
sandhi) that furthers the theme of the opening scene. In this third
scene (RL 17-41), Krishna first speaks to the cowherd maidens in a
stream of ten terse verses. Greeting them with politeness and aloof-
ness, he inquires from them as to their purpose in coming to the for-
est so late at night. In flowery language (puspa) that is filled with
poetic double entendre ($lesa-alarikara), Krishna cleverly presents
reasons why the Gopis should promptly retreat to their homes, while
urging them, at the same time, to remain with him in the forest. The
maidens respond to Krishna’s requests emotionally, in eleven longer,
embellished verses of the vasantatilaka meter, pleading with him to
allow them to stay. They express torment (tapana) at the idea of re-
turning home after they have sacrificed so much. With rational argu-
ment (upanyasa), they point out that Krishna is the source of all laws
of dharma, and insist that it would not be an ethical transgression for
them to remain there with him.

The fourth and final scene of this first act is a narration of only
seven verses (RL 42—48). The dialogue has ended and Krishna enacts
playful activities with the Gopis that cease when he abruptly disap-
pears from them, because they have become prideful of the attention
he has given them. Characteristic of this type of “developmental scene”
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(garbha-sandhi) is attainment and nonattainment of a particular goal;
in this case, the maidens had attained Krishna’s attention, but then lost
it due to becoming “intoxicated with their good fortune.”

Verse 1.1

It is customary for traditional writers and commentators from the
devotional-theistic school of Caitanya to begin their writing with
words of praise for God, for significant teachers, and for the subject
matter of their work. By so doing, writers offer their ideas with confi-
dence, because they feel that their praise is reciprocated by blessings
from these divine sources of guidance, which they need in order to
present words that are truly enlightening, endearing, and lasting.
Commentaries open with devotional words of acknowledgment, not
only as an entrance into the topic at hand but also, and especially, as a
form of verbal worship, since the words function as such when reacti-
vated by the reader. The five chapters of the Rasa Lila are hardly the
beginning words of the Bhagavata; indeed, the story appears in the
230th chapter of this very long text consisting of 335 chapters—a lit-
tle over two-thirds of the way into the work. Yet commentators are
compelled to offer words of praise for this unique five-chapter story,
demonstrating how the Rasa Lila has ultimate significance as a spe-
cial, independent story within the greater Bhagavata.

Following this tradition, Vi§vanatha Cakravartin, in his opening
remarks to the Rasa Lila, offers words of honor and worship. First, he
offers respects to his immediate spiritual teacher, then to a teacher
preceding his own, next to Caitanya, the founder of the school, and fi-
nally to Krishna himself, regarded as the ultimate spiritual teacher.
His respects are also offered to the sage Suka, the narrator of the Bha-
gavata. Visvanatha offers himself and his life to the almighty deity,
“the darling of the cowherd maidens,” for whom he hopes to be able
to perform service. He states that the five chapters of the Rasa Lila of
Hari can be compared to the five vital life-airs of the body.! Finally,
he states that this story is the prize jewel among the treasury of
all filas, and praises the Rasa dance itself. Later, he repeats praise for
this /ila by stating that it is “the crown-jewel of all divine acts,” sarva-
lila-ciida-mani.

1. These life-airs function in various ways throughout the body: prana (ascending
breath from the navel, for inhalation and exhalation); apana (breath associated with the
lower half of trunk); vyana (diffuse breath circulating in all the limbs); udana (the “up-
breath” in cakra centers, associated with speech and with higher states of consciousness);
and samana (breath in the abdominal region, associated with the digestive process).
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Teachers of the Caitanya school describe the divine acts of the
supreme deity as being of three types. When these acts demonstrate
God’s power and might, and are cosmic or ontological in nature, they
belong to the category of ai$varya-lila. When the acts are centered
upon the deity’s compassion for souls and his protection of them
from demonic forces, they are called karunya-lila. And when the di-
vine acts are tender and intimate, even amorous or passionate, they
are in the category of madhurya-lila (PrS 158). Jiva Gosvamin states
that Krishna’s madhurya nature can be observed in the first verse. He
goes on to say that this verse demonstrates the power of love in its be-
ginning stages, known as piirva-raga. The power of love facilitated by
Yogamaya is meant to allow Krishna to fulfill the unlimited spiritual
desires of the numerous cowherd maidens (PrS 296-297).

Sridhara summarizes the story line of the act, and presents his dra-
matic explanation that Kandarpa, the worldly god of love, had be-
come too proud upon conquering elevated beings such as Brahma,
the god of creation. He goes on to say that Krishna “destroys the
pride” (darpaha) of Kandarpa (or kandarpadarpaha, “destroying the
power of the force of lust”), and then praises Krishna as he appears in
the Rasa Lila: “All praise is given to the Lord of the Goddess Sri, deco-
rated by the wondrous circle of cowherd maidens in the Rasa dance”
(jayati Sripatir gopi-rasa-mandala-mandanah). Sridhara acknowl-
edges that it may be questioned how the story can be presenting a vic-
tory over the god of love, even though the Rasa Lila itself includes
Krishna’s rendezvous with others’ wives. In contrast, he claims that
there are many passages in the story that confirm Krishna’s divinely
independent and aloof status (RL 1.1, 1.42, and 5.26). The paradox of
Krishna’s apparently erotic interests juxtaposed with statements ex-
pressing complete detachment therefore points to a special kind of
love, a theme that is pursued throughout the story. Sridhara insists,
then, that this story announces Krishna’s complete victory over Kan-
darpa, and the lila also serves as a declaration of conquest over Cupid.
He writes that the purpose of these five chapters is to demonstrate re-
nunciation, although such purpose is perhaps disguised by the
amorous love story (BB).

The romantic tone of the story is established in this first verse.
Theorists of classical Sanskrit dramaturgy colorfully describe the very
first indication of the plot as a “seed” (bija), planted at the beginning
(arambha) of the drama. The function of this seed parallels that of the
well-known invocative seed (bjja-mantra) of the sacred syllable “om”
(or “aum”) known as oritkara, found as the first utterance in many sa-
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cred hymns and texts, which invokes auspiciousness and blessings;
thus, it is understood as preparing the atmosphere with an elevated
level of sanctity. As “om” is said to symbolically represent the whole of
the universe in its seed sound, so this verse presents the bija of the
Rasa Lila, from which the essential theme and principal elements of
the drama sprout into the drama as a whole.

An indication of the central theme is present in “love’s delights.”
The karya, or ultimate object of the plot is the celebration of love
between the hero and heroines of the story as they come together
at the end of the story to consummate (phalagama) their love, ex-
pressed in the Rasa dance. In this verse, the prayatna, or the means by
which the Beloved Lord can achieve his goal, is presented: he takes full
refuge in the power, Yogamaya, who arranges for the consummation
of love.

The illustrious son of Vyasa, badarayani. The narrator of the Rasa
Lila episode, the sage Suka, is introduced and identified by the name
badarayani, which means “the son of Badarayana,” or Vyasa, the
“compiler of the Vedas.” Other Sanskrit editions of this episode use
simply $ri-$uka, which is how he is presented throughout the rest of
the Rasa Lila story and most of the Bhagavata text.

The Beloved Lord, bhagavan. The Sanskrit word bhagavan, referring
to Krishna, who is identified by this proper name in RL 1.3, is under-
stood by the Caitanya school as the intimate and personal “supreme
Lord.” The significance of the meaning of this term is discussed in
“Krishna: Lord of Love and Beauty;” in the “Aspects of the Story” por-
tion of “Textual Illuminations.”

The Beloved Lord’s experience of allurement (vilobhana), desire
(upaksepa), and resolve (yukti) are declared by the following three se-
quential actions in the verse: first, he sees the beauty of the autumn
nights subtly reminiscent of his beloveds, the heroines (lines 1-4);
second, he turns his attention to love (lines 5-6); and third, he takes
refuge in the illusive power of Yogamaya (lines 7-8).

Those nights, ta ratrih. The word ratrih is the feminine plural. Al-
though this image ostensibly presents the natural elements of “au-
tumn nights” and “blooming jasmine,” it also subtly paints a picture
of the heroines of the story. The word ratri is the name for the goddess
who is a personification of night, a divine mother in the celestial
order known as rta, presented in the Rg Veda in the following passages:
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“I call on Night who gives rest to all moving life” (RV 1.35.1); “Night,
sent away for Savitar’s uprising, hath yielded up a birth-place for the
Morning” (RV 1.113.1); a hymn completely dedicated to her (RV
10.127); and “Night and Morning” (RV 1.142.7 and 1.188.6). In the
present verse, the goddess Night is profusely decorated with blooming
jasmine flowers known for their exotic scent. The image of the many
nights decorated with jasmine flowers is a parallel image to the col-
lective cowherd maidens, who are also decorated with jasmine flowers
(see RL 5.11). The implication is that these beautiful autumn nights,
perfumed by night-blooming jasmine flowers, remind Krishna of the
beautiful goddesslike damsels of Vraja.

Turned his mind toward love’s delights, rantur manas-cakre. This
phrase, the predicate of this verse, consists of the finite verb “turned,”
cakre, the object of the finite verb “mind,” manas, and the infinitive
“to enjoy love,” rantum.? This particular form of the finite verb cakre
is significant. It is formed from the verb root kr in the atmanepada
voice, providing the sense that Krishna “made up his mind” or “de-
cided for himself.” The verb rantum is an infinitive of purpose that
completes the finite verb in the literal phrase, “he decided to delight in
love.” Furthermore, the infinitive takes on the atmanepada voice of
the accompanying finite verb, providing, according to commentators,
a significant theological sense: the Beloved Lord decides to delight in
love for a divine purpose, internal in nature.?

Vi$vanatha observes that these words indicate that this /ila of
Krishna is not an external or superficial episode. The verb cakre is in-
tentionally used, the middle voice (atmanepada) of the verb, indicat-
ing that the enjoyment of this /ila is for his own divine satisfaction. He
points out that Krishna’s internal purpose of enjoyment is demon-
strated by the purity of the Gopis’ love for him, and in turn, by his
own pure interest, since he is self-satisfied even while enjoying love
with them. Vi$vanatha further provides support for the profundity of
Krishna’s acceptance of the Gopis by quoting two verses, one from the

2. The following words are other possible translations for the Sanskrit verbal infinitive

» » «

rantum: to “delight,” “make happy,” “enjoy carnally,” “be glad,” “be pleased,” “be delighted,”
“be fond,” “rejoice,” “enjoy oneself,” “play or sport,” “amuse,” “dally,” and so on. The middle
voice (atmanepada) of the verb is used, indicating to the commentator that “love’s delights”
in this /il is for God’s own divine self-satisfaction, and it is part of God’s very being “to de-
light in love in his innermost supreme self.”

3. J. S. Speijer, in his work Sanskrit Syntax (Delhi: Motilal Banarsidass, [1886] 1973),

section 387, explains that the infinitive takes on the voice of the accompanying finite verb.
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Visnu Purana and the other from the Harivariisa, in which Krishna is
described as “honoring (manayan)” the cowherd maidens.

Furthermore, commentators insist that this divine /ila is in no way
a frivolous affair. They argue that because God is full and complete in
all ways, there is no need for the deity to enjoy frivolously, nor are his
actions merely a false or cheap imitation of human activity, in which
humans seek out others for selfish interest (SD). If the verb “delight-
ing in love” had been put into the active parasmaipada voice, it would
have indicated that Krishna’s enjoyment was focused externally on
the maidens, evidence of some lacking or selfish need on his part. The
very fact that the enjoyment of love, for Krishna, is internal and self-
less, bespeaks the purity of the Gopis’ love for him (SD).

It is interesting that this phrase has prominence in the first verses
of the two other synoptic stories, the Harivamsa and Visnu Purana.
Among the many similar features these verses share, the phrase manas
cakre ratiri prati, “turned his mind toward love’s delights,” is virtually
identical to the RL version:

When Krishna saw the youthfulness
of the fresh moon during one night,
He, during those autumn nights,
turned his mind toward love’s delights.*
(HV 63.15)

When Krishna saw the clear sky
by the light of the autumn moon,
Then the night-blooming lotus flowers
in the pond, perfuming the air everywhere,
And seeing the forest groves
garlanded with buzzing bees,
He, together with the Gopis,
turned his mind toward love’s delights.®
(VP 13.14-15)

4. krsnas tu yauvanari drstva | nisi candramaso navam |
saradinari nisanari ca | manas cakre ratiri prati || 15 ||

5. krsnas tu vimalaw vyoma | $arac-candrasya candrikam |
tatha kumudiniri phullam | amodita-dig-antaram || 14 ||
vana-rajiri tatha kiijad- | bhraga-mala-manoramam |
vilokya saha gopibhir | manas cakre ratim prati || 15 ||
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Fully taking refuge in Yogamaya’s illusive powers, yogamayam upas-
rita. The word upasrita means “taking refuge with,” “relying upon,” or
“abiding in.” According to Jiva, the prefix upa-, of the word upasritah,
indicates the sense of samipe, or “being near,” “easy to attain,” “ap-
proaching,” “being in the presence of,” and so on (MW). Sridhara
points out that the prefix upa- indicates an adverbally qualifying
meaning that provides the word with the sense of adhikyena, “sub-
mitting fully” or “submitting to the authority or supremacy,” of Yoga-
maya.’

That the Beloved Lord “fully takes refuge in Yogamaya” is a unique
event in the relationship between Krishna and Yogamaya, that is, one
that has never been described as having taken place, before or after
this statement, anywhere in the Bhagavata text. The word upasritah,
“fulling taking refuge in,” is significant in its application as a past
participle within this verse, because it is the key word for understand-
ing this unique event at the start of the Rasa Lila and the relationship
that the subject, the Beloved Lord, has with Yogamaya. Once again, an
extraordinary event is communicated here: God is truly omnipotent,
precisely because his power allows him to submit to the power of love
and simultaneously to remain all-powerful. God is powerful enough
to disempower himself, that is, to allow another power (relatively
speaking outside of himself, yet ultimately coming from himself) to
overtake his divine self for the sake of love.

THIS VERSE, in the original Sanskrit, consists of fourteen words (seven
words per half-verse line), and the ordering of its words subtly pre-
pares the reader for what is to come. An interesting rhythm of alter-
nating groups of masculine and feminine words is established:

6. This participle modifies the subject, and has several lexical meanings that are worth

listing here: “resorting to,” “lying or resting upon,” “leaning against,” “clinging to,” “having
recourse to,” “relying upon,” “taking refuge with,” “taking one’s self to,” “approached,” “ar-
rived at,” and “abiding in” (MW). The prefix upa- can indicate another meaning for this
word that provides the adverbial sense of adhikyena, meaning, resorting “fully,” or resorting
with “supremacy” or “authority,” to Yogamaya (BB). Others (KrS) have suggested that the
prefix upa- in the word upasritah indicates the sense of samipe, that is, “being near,” “easy to
attain,” “approaching,” or “being in the presence of” (MW). Bhagavan’s relationship to Yo-
gamaya expressed by the word upasritah is indeed one of nearness (that is, indicated by the
prefix “upa-” meaning “toward,” “near to,” “by the side of,” and “with”), and can have many

senses, “but generally involving the idea of subordination or inferiority” (VA).
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1 2 3 4 5 6 7
bhagavan api ta ratrih saradotphulla-mallikah |

8 9 10 11 12 13 14
viksya ranturii manas-cakre yoga-mayam upasritah || 1 ||

Sanskrit is a highly inflected language, in which the syntactical order-
ing of words does not depend upon their actual sequence within the
line or sentence. Rather, the relations between words are indicated
and controlled by the changeable endings appended to noun stems,
indicating gender and syntax. The groupings of words according to
gender are the following:

Word Count
Masculine 1-2 2
Feminine 3-7 5
Masculine 8-11 4
Feminine 12-13 2
Masculine 14 1

Half of the total number of words in the verse consists of words in or
connected to the masculine gender, and the other half of words in the
feminine gender. The word count within the masculine and feminine
groupings is significantly greater in the groupings within the middle
of the verse, contributing a dramatic swell to its expression. In my
translation, I have tried to simulate this balance of masculine and
feminine by placing the masculine words in lines 1, and 5 through 7,
and the feminine in lines 2 through 4, and 8:

Even the Beloved Lord, 1 Masculine
seeing those nights 2 Feminine
in autumn filled with 3 Feminine
blooming jasmine flowers, 4 Feminine

Turned his mind 5 Masculine
toward love’s delights, 6 Masculine
fully taking refuge in 7 Masculine
Yogamaya’s illusive powers. 8 Feminine
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The balanced alternation between masculine-feminine words and
imagery is immediately reflective of what is to come, the “dancing” or
dialectical movements between the masculine and feminine voices of
the hero and heroines of the drama.

Verse 1.2

This verse, in the original, moves with rich poetic rhythms and
metaphor. The narrator launches into the action of the episode, by
the dramatic jump from the anustubh meter of the first verse to the
longer-flowing jagati meter (four twelve-syllable quarter-verse lines)
in this and the following two introductory verses.

The moon rises in the sky, spreading its “soothing reddish rays”
over the horizon, in the same way that a husband or lover dispels the
sorrow of separation for his beloved, “caressing” her blushed face
upon his arrival.” Commentators suggest that the reddish face of the
beloved is created by the spreading of soothing saffron kunkuma
powder by the husband who has been absent for a long time (BB and
SD). Note that the face of the Goddess Rama in the following verse is
“reddish as fresh saffron kunkuma,” suggesting the Indian custom of
soothing the beloved woman’s face with this powder.

This poetic figure has further metaphorical significance. The com-
pound word udurajah literally means “king (rajah) of stars (udu),” an
epithet that refers to the moon. The image of the moon surrounded by
stars in this verse anticipates the use of this image as a metaphor for
Krishna surrounded by the Gopis: “He was glowing like the full moon
surrounded by stars” (RL 1.43). Later, the moon and stars become an
audience for Krishna and the maidens in the Rasa dance: “even the
moon with its constellations became amazed” (RL 5.19). A mirroring
of the moon-stars metaphor can be found in another verse: “he [Kr-
ishna] appeared radiant, like the supreme Person with his splendorous
powers” (RL 4.10). Mirroring images utilizing bees (RL 2.7, 5.23, etc.)
and elephants (RL 2.1, 5.25, etc.), as well as others, are found through-
out the passage.

The moon is a great symbol of illumination and nourishment in
Indian culture. Krishna, whose most prominent [ila takes place at
night, is compared to the moon, the most prominent luminary of the
night. In the Bhagavad Gita, Krishna declares himself to be Soma, the

7. The phrase “spreading soothing . . . rays” in this verse translates karair, meaning liter-
ally “spreading with soothing hands.” Commentators suggest that “hands” means metaphor-
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deity of the moon, which nourishes all plant life with its essence, or
rasa (BG 15.3). Indeed, the moon’s rays are pleasing, and the moon it-
self conveys the source of aesthetic delight metaphorically. In the Rasa
Lila passage, this lunar metaphor is invoked to suggest the aesthetic
rasa (see RL 5.26).

Verse 1.3

Certain elements in the first three verses convey the sublime beauty
by which Krishna’s heart is so moved that he begins to produce mes-
merizing music on the flute, alluring the cowherd maidens. These
elements, forming a seductive paradisial scene, include the night-
blooming lotus and jasmine flowers, and the moon beaming with the
brilliance of the Goddess, its rich reddish rays coloring the forest dur-
ing the autumn nights.

The passage mentions that the antecedent subject, the Beloved
Lord, begins to make sweet music, and it is understood that such
music is produced by him on the flute (see RL 1.40, 2.18, and 3.14).
The powerful effect of such music is a recurring theme in the RL:
Krishna’s flute music is known to ignite the fire burning within the hearts
of the Gopis (RL 1.35), and the sweet melodious music causes them to
abandon their noble character (RL 1.40). From the story, it is apparent
that the flute music of this intimate deity is a kind of divine love call.

The special quality or power of Krishna’s music is indicated by the
words “melting the hearts of fair maidens with beautiful eyes” (vama-
drsarit manoharam), enhancing the experience of adi-rasa, or “ultimate
relationship with God in divine intimacy” (KrS). The beautiful-eyed
maidens are the young cowherd women of Vraja, first introduced ex-
plicitly here, and in the following several verses the effect of Krishna’s
flute music on them is delightfully presented. But it is not until the
ninth verse that they are introduced to the reader as the “Gopis,” the most
frequent name for the heroines found throughout the drama and the
Bhagavata text.

Vi§vanatha suggests that upon witnessing the rising of the moon, a
“transformation of Love” (kandarpa-vikarah) takes place. The word
kandarpa is a name for the god of Love, or “Cupid,” or it simply means
“love” The meanings of the word vikarah are “change of form or nature”
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or “transformation,” or it can mean “emotion,” “agitation,” or “passion

ically “with the rays,” rasmi (“ray of light” or “splendor” [MW]) (KrS). The synonym kirana
(a“ray” or “beam of light” [MW]) is also suggested (SD).
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(MW). These senses support the Caitanya school’s understanding of
Krishna, who is the divinely impassioned supreme God of Love.

Lotus flowers, kumut. Sridhara states that this word refers to a special
kind of lotus flower that blossoms at night. Vi§vanatha, offering two
possible ways to understand the meaning of the word kumut, states
that the word can refer to special lotus flowers that open at night in
the presence of the moon, or can indicate that the moon’s presence
gives pleasure, mud, to the earth, ku.

Ancient India has had a fascination with the lotus, revealed by the
number of synonymns in the Sanskrit language that are provided to
refer to this flower. It often symbolizes the divine, the erotic, beauty,
and so on. Words for the flower are usually epithets describing its
color, the time of day for blossoming, its place of origin, or other qual-
ities. Here is a sample list: padma (the lotus that closes toward
evening); kuvalaya (a variety of water lily that opens at night); parikaja
(a lotus that closes in the evening; literally, “one who is born from the
mud”); ambhoja (“the water-born” day lotus); nalina (a lotus or water
lily); mahotpala (a large water lily); abja (“water-born”; lotus); ambuja
(“one which is born from the water”; lotus); sarasija (“that which is
born in lakes or ponds”; lotus); sarasiruha, (“that which is growing in
a lake or pond”; lotus); kamala (a more general term for lotus, possi-
bly with the specific color of rose); utpala (literally, “to burst open,” re-
ferring to the blue lotus); kumuda (literally, “exciting with joy”; lotus,
referring to the white water lily); puskara (a blue lotus); pundarika (a
white lotus expressive of beauty); and aravinda (possibly, “one who
gains obedience or devotion”; lotus); and so on.

Rama. A name for the Goddess Laksmi, the divine consort of Lord
Narayana. The Goddess, in her form as Rama, is mentioned in this
verse because the radiance of the full moon is compared to her radi-
ance, since she is especially known for her luster that is described
as more illuminating than lightning when it strikes against a moun-
tain of marble (BhP 8.8.8-9). Her other pure qualities include all-
auspiciousness, good fortune, and unsurpassable beauty. She is
completely devoted to bringing pleasure to the supreme Lord. Her
grand image is invoked in this verse to express the power of the
moon’s splendorous presence that autumn evening. It is a common
feature of this poetic drama to invoke images from the majestic, pow-
erful, and cosmic dimensions of the divinity as Vishnu or Narayana
(ai$varya), in order to express the power of the intimacy or sweetness
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of the deity Krishna (madhurya). Thus the image of the Great God-
dess is invoked here to enhance the sweetness of the village girls, the
cowherd maidens.

Kunkuma. The word kurikuma indicates a brilliant or deep reddish
powder, often translated as “saffron” (MW and VA). It is produced
from the plant and flower pollen of the botanical Crocus sativus
(MW). The role of kurikuma in the RL is an interesting one: this sub-
stance is found either on the bodies or the clothing of the Gopis, or on
Krishna’s garland after having embraced a woman on whose breast
the kunkuma is spread. The maidens fear Krishna’s rejection from the
forest and begin to cry, “washing away the kusikuma on their breasts”
(RL 1.29). When Krishna returns after a period of separation from
them, the narrator explains that “Using their delicate shawls, colored
by reddish kurikuma from their breasts, they arranged a seat for the
true companion of all souls” (RL 4.13). When the kuritkuma is on
Krishna’s garland, it is a sign that he has embraced a lover, either apart
from the group of cowherd maidens (RL 2.11), or together with them
during the Rasa dance: “His garland, crushed by their limbs joined to-
gether with his, was colored with the reddish kurikuma that covered
their breasts” (RL 5.23).

Verse 1.4

This verse expresses the powerful effect of Krishna’s divine love call on
the young women of Vraja. In fact, traditional teachers refer to the verse
as an example of emotionally intensive forms of divine love known as
“madness,” or unmada (PrS 345), as well as “anxiousness,” “eagerness,”
or “impatience,” known as autsukya (PrS 357). The minds of the cow-
herd maidens are no longer their own, as indicated by the verse: “the
young women of Vraja whose minds were captured by Krishna” (vraja-
striyah krsna-grhita-manasah). They have, in effect, “lost” their minds
to Krishna and have become self-forgetful, even completely unaware of
each other, as they hastily depart to be with their beloved.

This state of forgetfulness or mindlessness is described at times by
using the image of God as a divine thief. The narrator of the Rasa Lila
states about the Gopis that “their hearts had been stolen by Govinda,”
govindapahrtatmanah (RL 1.8), and they themselves claim that “while
in our homes, our minds were easily stolen by you,” cittari sukhena
bhavatapahrtarm grhesu (RL 1.34). The idea of “self-forgetfulness” is
also seen in various other places within the Bhagavata text, as in the
following:
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In sleeping, sitting, and walking,
conversing, playing, and bathing,
and in all other activities,

The Vrsnis, whose minds
were absorbed in Krishna,
were not even aware
of themselves being present.

(BhP 10.90.46)

This state of self-unawareness, due to exclusive focus on the beloved
object and complete abandonment of the world, symbolizes the one-
pointed devotion that is ideal for bhakti and is a recurring trait in the
behavior of the devoted soul. Flsewhere in the RL, it states that the
Gopis forget their homes and even themselves (RL 2.43), and indeed,
it is Krishna who is responsible for causing forgetfulness of all such
attachments (RL 3.14).

The innermost part of the godhead is the pinnacle of ultimate
beauty, and once situated in this divine realm, the intimate devotee
experiences a type of supranormal aesthetic delight causing total self-
forgetfulness:

Krishna is all attractive, all pleasing,
the greatest source of all rasa;
By his own divine power,
he causes forgetfulness of all else.
(CC2.24.38)

Thus, self-forgetfulness is incidental to the soul’s total and irresistible
attraction to God, and moreover, it is caused by his divine power. The
present verse demonstrates this power in the form of Krishna’s flute
music that causes the cowherd maidens to abandon suddenly every-
thing they are doing to run off to be with their beloved Lord.

An essential message of this text is that an incidental result of true
love is total forgetfulness or concern for the self and the world. The
underlying statement is that true renunciation can only be the result
of pure love, and renunciation is artificial if it is not a derivative of
such devotional love. This approach to the conception of renuncia-
tion constitutes a major departure of bhakti traditions from pan-
Indian traditions that strive for renunciation either for its own sake or
for the sake of achieving liberation. In bhakti, the self seeks nothing
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for the self and everything for the beloved object, and only this can
constitute true renunciation.

Passion, ananga. The translation “passion” is a connotative sense of
the word anariga, whose literal meaning is “without limbs,” “bodi-
less,” and “incorporeal” (MW). Passion, on the one hand, is formless,
the feeling between two persons. Yet the word can also refer to the
personification of love, known by the name Kamadeva, the equivalent
of Cupid, who is paradoxically the “bodiless” or “formless” one (VA).
In the verses that follow, the Gopis pay no attention to their bodily
forms or anything connected with them. Furthermore, their love for
Krishna is so strong that, as we shall see, they abandon their own
physical bodies out of intense passionate love for the supreme beloved
(see RL 1.11).

THE LORD’S ACTIVITIES are of two types: “connections by means of
loving feelings,” bhava-sambandhini; and “actions filled with joy from
his own being,” svabhavika-vinodamaya. This verse is demonstrative
of the first type (PrS 304). The verse also demonstrates the stage of
separation, purva-raga, leading to its fulfillment in sambhoga (PrS
383).

Verse 1.5

This and several following verses express how the Gopis’ various
household activities and duties, even the preparations for their per-
sonal bodily appearance, are abruptly dropped, leaving these tasks
only partially completed, at the moment they hear the divine love call
of Krishna’s flute music. The author has returned to the common and
more terse anustubh-metered epic verse for this and several verses to
follow, providing greater movement and tension in the storyline. This
dramatic behavior of the cowherd maidens symbolizes the transfor-
mation of the self that takes place in bhakti, or devotional love: the
soul is transferred from an intrinsically self-centered orientation to a
completely theocentric orientation. Incidental to the theocentric ori-
entation is self-forgetfulness and a form of natural renunciation, as
spoken of above. Thus, commentators speak of the Gopis as aban-
doning all their activities based on worldly “my-ness” (mamata) and
“I-ness” (ahariita) (SD), and cite this verse as an example of “great
haste” in pure love, avega, due to the uncontrollable urges of the de-
votional heart (PrS 344).
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Verse 1.6
The word for “milk” (payah) in this verse is a point of contention for
traditional commentators. Jiva insists that payah means “cow’s milk”
rather than “mother’s milk.” This means, according to Jiva, that the
Gopis are unmarried women and therefore are not nursing their own
children from their breasts; rather they are assisting the children of
other married women, such as their sisters or sisters-in-law. This
understanding of the word reflects Jiva’s idea that the cowherd maid-
ens are truly the “wives” of Krishna (svakiya) and not the so-called
“adulterous” lovers of Krishna (parakiya). He claims that the maidens
are not actually mothers, nor are they wives of others; rather, they are
women who are legitimately eligible to be the wives of Krishna.
Krishnadasa, however, clearly favors the idea that parakiya bhava is
the highest love for God. He explains that madhura-rasa, amorous
love for God, includes two types: svakiya bhava and parakiya bhava
(CC 1.4.46), and then states that in parakiya-bhava the greater inten-
sity of love exists, found only in the /ilas of Vraja (CC 1.4.47). The text
supports or makes room for either or both conceptions.

Verse 1.7

Sridhara states that the second pair of padas indicates that the Gopis,
whose minds are intensely attached to Krishna, perform activities that
are solely intended for his satisfaction, even if executed imperfectly, as
in their chaotic and disorderly dressing before rushing to meet him.
Vi$vanatha explains that some of the maidens are in such a frenzy to
meet Krishna that they fail to identify properly parts of their own
bodies, and thus dress themselves improperly.

Jiva cites this verse as an example of vibhrama (PrS 328). A form of
anubhava is vibhrama, which is described by Jiva, quoting Rapa
(UNM), as the misplacement of various ornamental and decorative
objects on the body due to love.

Verse 1.8

Sridhara explains that those whose minds are attracted to Krishna
cannot be affected by any distractions, including dear family mem-
bers. Visvanatha comments that the cowherd maidens forget every-
thing but Krishna, due to their pure love, which is facilitated by
Yogamaya. Vi§vanatha explains that the Gopis, whose husbands and
other relatives attempt to stop them from leaving, are given imaginary
forms by Yogamaya, which allow them to appear to remain with their
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families and continue with their household duties, as if they had
never left (RL 5.38).

Govinda is another proper name for Krishna. A variety of proper
names, as well as epithetical names, are used by both narrator and the
Gopis to refer to Krishna. This name is found in seven instances
throughout the story (RL 1.8, 1.28, 2.7, 2.28, 2.29, 2.30, and 5.2).

Their hearts had been stolen by Govinda, govindapahrtatmano. The
word atma in its plural form is translated as “hearts,” although it can
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mean “souls,” “minds,” “selves,” and so on.

Entranced, mohitah. This word would typically be translated as “be-
wildered,” as in other places within the RL. Bewilderment (from the
Sanskrit root muh-) is a state found throughout the drama (RL 1.8,
1.17, 1.40, 2.35, 2.40, 3.8, 3.16, 3.17, and 5.38). Jiva suggests that the
restlessness, or capalya, of the Gopis can appear to be conflicting with
their state of bewilderment. There is no conflict between these two,
however, since the combination contributes to the intensity of their
love for Krishna (PrS 201).

Verse 1.9

In this verse, the reader is informed that those Gopis who are unable
to escape successfully from their homes, in order to be in the presence
of Krishna externally, resort to being in his presence internally
through yogic meditation. The interesting relationship between yoga
and devotional love or bhakti is raised in the present verse as well as
others throughout the RL. For example, we find that the cowherd
maidens meditate on Krishna in his absence and in his presence.
While separated from their Beloved, they find auspicious things upon
which to base their meditations, such as his smiles, loving glances,
and playfulness (RL 3.10), as well as his lotus feet (RL 3.13). Later,
when Krishna returns to them and they gaze insatiably upon his
beautiful face, they are compared to saintly persons who meditate in-
satiably upon his holy feet (RL 4.7).

It is clear that the Gopis prefer the physical presence of Krishna
over that of his presence within meditation, yet the latter is a method
to which they always resort if his absence is unavoidable. From the
perspective of the Bhagavad Gita, it is clear that the maidens have
reached the ultimate stage of yoga:



206 Notes and Comments

Indeed, among all practitioners of yoga,
the one whose inner self is centered upon me,
Who possesses faith and worships me,
such a person is considered the most devoted to me.
(BG 6.47)

One might ask, are the cowherd maidens practicing yoga in their
devotion to Krishna? According to the Yoga Suitra of Patafjali, “Yoga
is the practice which controls the movement of thoughts,” yogah
cittavriti nirodhah (YS 1.2), and this is described in the above verse.
Moreover, “Meditation (dhyana) is the single continuous move-
ment [of the mind] toward an object,” tatra pratyayaikatanata
dhyanam (YS 3.2), and for the Gopis, the singular object of all
thought is certainly Krishna. Furthermore, “meditation (dhyana)
is according to what is pleasing” yathabhimata-dhyanat va (YS 1.39),
and it is clear that the supremely pleasing object for the maidens is
Krishna.

Although the Gopis resort to a yogic form of meditation at various
times, their general state of consciousness is one of complete and total
absorption of love, or samadhi, the highest step of the “eight-limbed”
(astanga) yoga system. As the Yoga Siitra itself states, “The perfection
of pure meditation is accomplished by devotion to the supreme
Lord,” samadhi-siddhi i$vara-pranidhanat (YS 2.45). From this state-
ment, we can assume that the maidens are already accomplished in
dhyana-yoga, and primarily use meditation during periods of separa-
tion from Krishna. Even while in his presence, however, they some-
times meditate on him, as described in RL 4.8. The Gopis, then, at
times “climb down” the yoga ladder to the dhyana rung (when the
“eight limbs” are viewed hierarchically), which serves to enhance their
state of absorption in samadhi.

The cowherd maidens are not ordinary human beings, according to
Vi$vanitha, referring to Rapa Gosvamin and Kavi Karnapira’s com-
mentaries on this verse. They are viewed as eternally perfected beings,
nitya-siddhas, co-eternal with the supreme Lord, or as beings perfected
by practice, sadhana-siddhas, who ultimately attain a co-eternal posi-
tion with the supreme Lord. Ripa Gosvamin is acknowledged as hav-
ing categorized the different types and subtypes of Gopis in his work
Ujjvala-nilamani. Kavi Karnapara understands that some of the maid-
ens were originally great sages who were not yet fully freed from the
contamination of this world, and therefore it was arranged by Yoga-
maya for them to be born into the families of Gopis and Gopas
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(cowherd men), in order to develop the highest stage of pure love for
Krishna by associating with other eternally liberated Gopis. The maid-
ens, by the power of Yogamaya, are never tainted by mundane sexual
contact with worldly husbands, since they possess pure spiritual bod-
ies (SD).

Jiva presents the following verse to show how they are able to
achieve Krishna without being directly in his presence:

Those of you who could not sport with me
during that night in the forest
remained in Vraja.

O fortunate ones, those who were unable
to attend the Rasa dance achieved me
by contemplating my prowess.

(BhP 10.47.37)

Jiva states that the Gopis who cannot attend the Rasa dance are able
to experience Krishna’s presence through his aprakata-prakasa, and
therefore achieve him internally (KS 164, 170).

This verse is an example of myti, “death” or “dying,” or the depar-
ture from the body (PrS 349).

Verse 1.10

In this verse, the Gopis who are unable to leave their homes instead
connect with their beloved through meditation, and embrace him
from within. In fact, Krishna himself speaks to the maidens who suc-
cessfully escape from their homes and achieve his physical presence
about the various alternative methods for experiencing his presence,
one of which is meditation (dhyana RL 1.27).

Acyuta is another name for Krishna, meaning “the infallible one.”
Special attention is given to this name in “Krishna: Lord of Love and
Beauty,” in Textual Illuminations.

Meditation, dhyana. This verse, and the previous one, demonstrate
that the Gopis are naturally accomplished in yoga, as they were for-
merly great sages in a previous life, according to traditional teachers.
For the cowherd maidens, the practices of yoga are simply a means for
achieving their passionate and devotional connection with Krishna
and not merely a step toward samadhi, as they are already totally ab-
sorbed in him.
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Verse 1.11

Jiva states that the phrase jara-buddhya means that the Gopis think of
themselves as Krishna’s paramours, but in reality have nothing to do
with adulterous love as found in this world. Because of the intensity
of their pure love for Krishna, they could easily appear as his para-
mours, transgressing ethical boundaries, though their love is in no
way susceptible to breaking rules of morality. In addition, the mate-
rial bodies that are left behind by the maidens are specially con-
structed by Yogamaya, since they depart in their nonmaterial forms to
be with Krishna (KS 145).

This verse and the previous two verses are cited as examples of
death, or a departure from the body, due to the intensity of pure love
for Krishna (PrS 349). The Gopis, as a result of dhyana and samadhi,
transcend their bodies or attain a state of bodilessness. The Yoga Siitra
speaks of the experience of “bodilessness” in the following sutra text:
“For those who are situated in material nature, the experience of bod-
ilessness may arise (when engaged in the practice of yoga)” (YS 1.19).
Aspects of the Rasa Lila story symbolize the transfigurative power of
bhakti, for the relationship of the bhakta to the world and to death is
a subtle but prominent theme in the story line. This theme is dis-
cussed at length in “Devotional Yoga Transcends Death,” in “Textual
[luminations.”

Visvanatha explains that the narrator of the Rasa Lila, the sage
Suka, gives both exoteric and esoteric messages simultaneously in this
verse, so that the internal meaning can be exposed to confidential
devotees without being revealed to outsiders. The external meaning
of this verse is the subject matter of the liberation of the cowherd
maidens. The internal meaning is the subject of the spiritual emo-
tions within divine intimacy that the Gopis attain, and how the expe-
rience of this intimacy can appear contrary to worldly expectations,
as it expresses the intensity and selflessness of pure love for God.

Verse 1.12

Greatest lover, param kantam. Sridhara’s translation of the words
param kanta is “the only desirable (lover).” He states that the word
pararin means “only,” and the word kantam, “desirable.” Alternatively,
the phrase could be translated as “they knew him as their only desir-
able object,” or as “the supreme lover.”

Brahman. The word possesses the broad meanings of “the absolute
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reality,” “supreme spirit,” or perhaps simply “God.” More specifically,
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brahman can be one of three manifestations of the supreme, as the
manifestation of “the supreme impersonal spirit.” The other two
manifestations are the “supreme soul,” paramatman, and “the
supreme Lord,” bhagavan. These distinctions are the three primary
identities of God as defined by the Vaishnava theologians, derived
from the Bhagavata text itself.

Jiva cITEs VERSE 10 above, along with this verse, to emphasize that
the Gopis are not interested in the liberation associated with $anta-
rasa, and that these verses do not actually constitute a mixture of $anta
and madhurya rasas (PrS 178). Jiva insists that these verses simply ex-
press how the maidens overcome various obstacles in their goal to be
with Krishna, and this does not constitute a “mixture of rasas,” or,
rasabhasa.

Verse 1.13

King of Cedi is Sisupala. In the assembly of many great personalities
and elders about to witness the performance of the rajasiiya sacrifice,
Sisupala, after hearing much praise for Krishna who was seated there,
got up and directed various intolerable insults toward Krishna. Some
members of the assembly rushed to kill the king, but Krishna stopped
them. Instead, he beheaded Sisupala himself with his own cakra (su-
pernatural discus), awarding Sisupala the opportunity to merge with
his divine body and thereby granting him one of the several kinds of
liberation. This story is found in BhP 10.74.30—46.

Verse 1.15

Intimacy, aikyari. Sridhara states that the word aikyam means “rela-
tionship.” The word aikyam means, literally, “oneness,” and I have
translated it as “intimacy” to be consistent with the series of emo-
tional experiences presented in this verse.

Affection, sauhrdam. The word can also mean “friendship.” Sridhara
provides the meaning of bhakti for the word.

NoOTE THAT THE FIRST pada of this verse lists three negative emotions,
“desire,” “anger,” and “fear.” The second pada lists three positive emo-
tions—loving attachment, intimacy, and affection—that could be in-
terpreted in any of three ways. Each quality can be seen as belonging
to a progressively higher realm of existence, that is, the sneha of this

world, the aikya (taken in the sense of “oneness”) of transcendence,
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and the sauhrda of Krishna’s highest heaven. Also, all three of these
emotions can be viewed as different emotions found in persons of
this world; or alternatively, the three can be understood as essential
emotions within the rasas between Krishna and his associates of the
divine world.

The phrase tan-mayatam refers to “full absorption in God,” which
liberates souls. All the emotions presented above, whether positive or
negative, allow souls to become fully absorbed in God. Jiva states,
however, that persons with positive emotions directed toward God
ultimately achieve much more than those who possess negative ones
(KS 145). See BhP 3.2.10 for a related verse.

Verse 1.16

This verse answers the question as to why Krishna descends to this
world. In this connection, Jiva quotes a phrase from BhP 10.90.48,
stating that Krishna’s presence extinguishes evil among all moving
and nonmoving beings (KS 115).

The present verse is cited by Haridasa Thakura, when speaking to
Caitanya. Haridasa praises his mission to liberate all the living beings
of this world and therefore quotes this verse, especially because of the
phrase, “By him this entire world is liberated” (CC 2.3.84).

Verse 1.17

This verse introduces the dialogue between Krishna and the Gopis,
which comprises verses 17 through 41, or what I have designated as
scene 3 of act one.

With playful words, vicah pesair. According to Sridhara, the words
vacah pesSair mean vag-vilasaih, or “with playful words.” Commenta-
tors discuss the various implied contrary meanings and senses, both
of Krishna’s clever words with double meanings in verses 18 through
27 and of the Gopis’ words containing hidden senses in verses 31
through 41. The different interpretations by Jiva and Visvanatha of
each of these conversational verses of Krishna and the cowherd maid-
ens will be reviewed below.

Verse 1.18

Quoting Rapa’s UNM, Jiva points out that conversation in anubhava-
prakarana is called samlapa. Krishna has two purposes in his samlapa
with the Gopis: to attract the Gopis, who are mesmerized by his flute
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and other qualities, and to test their love with jesting and rejecting
language. In return, the maidens have two purposes in their samlapa
with Krishna: to reject Krishna’s words of rejection, and to express in
their words of rejection their longing to be with him. Both Krishna
and the Gopis are equally eloquent and clever in this samlapa or dia-
logue, and this equality is affirmed by Krishna in this verse. Such dia-
logue therefore increases their rasa. Jiva comments on verses RL 1.18
through 1.41 as examples of samlapa (PrS 332).

Verse 1.19
Krishna speaks “playful words” to the Gopis, as the narrator of the
Rasa Lila informs us two verses earlier (1.17), introducing Krishna’s
duplicitous words. This verse is the first among several in which
Krishna’s words possess double entendre. Commentators point out
that these playful words express his divinely paradoxical interests and
motives: his recommendation to the Gopis that they fulfill their es-
sential worldly obligations and duties (dharma) as women, and at the
same time renounce such responsibilities and take up the highest call-
ing (parodharma), which is to be with him, the Beloved Lord, the
worshipable deity in the hearts of all beings. The original Sanskrit
language and grammar of this verse allows for such contradictory ex-
pressions. Since the English language does not accommodate this
type and degree of double entendre, I present in the translation the
more apparent meanings of verses that express Krishna’s advice to act
according to social expectations, and then provide in footnotes the
more subtle alternative translations that are simultaneously commu-
nicated. A discussion of these double-entendre verses is presented in
“Ethical Boundaries and Boundless Love,” in “Textual Illuminations.”
After Krishna greets the Gopis in the previous verse, as if unaware
of their motive for coming to the forest, he speaks words of warning to
them. On the face of it, Krishna attempts to alarm them into doing the
right thing, while ostensibly offering protective words. He states that
the night is frightening, as are the animals in the forest, and urges the
cowherd maidens to return to the village since, clearly, the forest is not
a safe place. The verse concludes, however, with Krishna addressing the
Gopis teasingly as “ones with beautiful waists,” hinting at his double
motive, thus preparing the reader for the playfulness of double-word
meanings in following verses. While attempting to frighten the maid-
ens with the dangers of the night, Krishna also encourages them to
stay with him in the forest where there is no cause for fear.



212 ‘Notes and Comments

This double message is not communicated connotatively, but
through the actual grammar and syntax of the verse. For example, the
four words in the first quarter line of RL 1.19 are rajany esa ghora-riipa.
In the original characters of the Sanskrit language, these transliterated
words appear merged as rajanyesaghorariipa, according to the rules of
euphonic combination in which the endings of words are combined
or merged in sonorous fashion with the beginnings of following
words, known as sandhi. Thus, when the demonstrative pronoun esa
(“this”) is merged with the word following it, an adjective, it appears
as esaghora. However, the text presents an ambiguity here. The exact
spelling of the word following esa is unclear: it can be either the posi-
tive form of ghora (“frightening”), or the negative (with the prefix a-)
aghora (“non-frightening”), because both positive and negative forms
of this adjective appear the same when either of these words is com-
bined with the preceding word esa. The same ambiguity conveniently
occurs in this verse the second time the word ghora/aghora is used,
combined with its preceding word riipa, as riipaghora-sattva (“fright-
ening beings” or “non-frightening beings”).

Unlike English, whose syntax depends upon word order or place-
ment within the sentence, Sanskrit, being an inflected language, does
not require word order; syntactical force and meaning are indicated
through the endings of nouns and verbs. Therefore, when the nega-
tive particle na, meaning “no” or “not” is found in a verse, it can be ap-
plied singularly or in multiple ways. In this verse, if the negative is
applied in a singular fashion, then the only negative would be
“women should not stay here,” and this application of the negative
serves Krishna’s motive to encourage dharma. But if the negative is
not applied here, and instead applied to other elements in the verse in
a multiple fashion, these various negatives then serve Krishna’s mo-
tive to encourage the positive notion that the Gopis should remain
with him in the forest.

Psychological subtleties of meaning derived from the double en-
tendre of this verse have inspired further interpretations (SD). Krishna,
in this verse, could be saying that the Gopis should not be afraid of
staying with him in the forest because the animals themselves are not
frightened by the night, and therefore why should they be frightened?
Or, Visvanatha suggests, it may be Krishna’s intent that the Gopis
should not be fearful of staying with him, even if there are frightening
animals residing there, precisely because such terrifying animals will
keep their worried family members away from the forest, thus pro-
tecting the maidens from being discovered with Krishna.
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Verse 1.20

This verse also displays a possible double meaning, according to Vis-
vanatha. Thus Krishna’s words are teasing and playful, though in the
guise of being concerned and understanding.

Verse 1.22

Again, Krishna is playful in his words. Vi§vanatha recognizes the dou-
ble meaning of this verse. Jiva suggests that this verse could be mak-
ing even more emphatic statements such as: “Do not attend your
husbands,” “your calves and children are not crying,” and therefore
“you need not feed and nurse them.” The various double meanings of
these verses allow Krishna to be morally proper and mischievous at
the same time.

Verse 1.23

Jiva anticipates a moral objection to Krishna’s words in this verse:
“How can Krishna encourage the Gopis to break the vow of faithful
service to husbands in marriage?” Jiva states that the next verse an-
swers this objection (PrS 332).

Verse 1.24

The highest dharma, paro dharmo. Vi§vanatha points out the two
possible but very different meanings of the words paro dharmabh,
which can be understood as “the duty of another,” that is, someone
else’s duty,” or as “the highest duty.” Vi§vanatha suggests that this am-
biguity of meaning allows Krishna to imply either that the Gopis
should go back and serve their husbands or that they should stay,
since the duty of serving husbands is for other women and not for
them. A thorough discussion on these two possible understandings is
presented in “Ethical Boundaries and Boundless Love,” in “Textual II-
luminations.”

Without falsity, amayaya. The word amayaya can be translated liter-
ally as “without maya,” “without illusion,” or “without duplicity.” In
translating this statement, I have attempted to preserve the ambiguity
of the object of the prepositional phrase, “without falsity, or Maya,”
since the commentators stress one or the other object to which “with-
out Maya” can refer. This word is interpreted as meaning both that
the Gopis’ service to their husbands should be sincere, that is, without
duplicity or interest in other men, and that their service should be to
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a husband who is without falsity or worldly qualities. In the latter
sense, Krishna implies that he is the only qualified husband for the
cowherd maidens, yet at the same time appears to encourage them to
behave morally and return to their worldly husbands.

VISVANATHA CONSIDERS THAT Krishna is making a very clever state-
ment here. He states that the implication in Krishna’s instruction to
the Gopis is that they should serve their husbands “without unfaith-
fulness,” without being interested in other men. Jiva, on the other
hand, understands the object of the prepositional phrase, “without
maya,” as the word bhartuh or “husbands,” indicating that Krishna is
instructing the Gopis to serve a husband who is without falsity or
who is not of the realm of this world. Stated in positive terms, they
should be serving Krishna, who is not subject to falsity, or the tempo-
rary world of Maya.

Jiva interprets this final statement as Krishna saying to the cowherd
maidens that they should continue serving him as they have from their
childhood. He points out that the implied message in Krishna’s words
is that the Gopis have never been married, and that their so-called
husbands are actually false. Therefore, there is nothing wrong in
abandoning false husbands (PrS 332).

Krishnadasa Kaviraja explains that, at times, the devotee of Krishna
may not follow his supreme order due to feelings of prema, or love.
Greater intimacy with God is the higher principle, and other rules of
dharma can be broken for the sake of achieving this divine intimacy.
Here, Krishna is explaining to the Gopis what their duties are accord-
ing to dharma; however, they refuse to obey these rules for the sake of
being with him. In this regard, Krishnadasa states that Caitanya gave
Nityananda the order to remain in Bengal. Instead, Nityananda went
to see Caitanya due to his great love for him (CC 2.10.5). Krishnadasa
goes on to say that sometimes the devotee who is absorbed in
anuraga, or “passionate love for God,” breaks an order or does not
care for a rule or injunction, in order to achieve greater intimacy
(saniga) with God (CC 2.10.6). Then he states the following:

In the Rasa Lila story, for example, the Gopis
were given the order to return to their homes.
His [Krishna’s] order was broken and instead
they remained in intimate association with him.
(CC2.10.7)
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Thus in bhakti, greater achievements in divine intimacy are to be fa-
vored over that of obedience to regular rules and injunctions, even if
such instructions come from God himself.

Verse 1.25

Krishna’s words in this verse could be interpreted as saying that the
husbands of the Gopis are fallen because they are envious of him.
Since their husbands are fallen, the maidens have no obligation to
serve them, and therefore should abandon them in order to be with
Krishna (PrS 332).

Verse 1.26

Adultery, aupapatyam. Jiva gives an opposing double meaning for
this word as “one who remains near a husband.” This meaning would
change the sense of the verse to imply that staying near a husband
should be condemned, since it does not allow such a woman to attain
heaven (asvargyam) (PrS 332).

Everywhere, sarvatra. Visvanatha suggests that the word sarvatra could
be taken to modify, alternatively and ambiguously, the word aupap-
atyam, meaning that adultery, which is found everywhere, is neverthe-
less condemned. The second two padas could be translated as follows:

Women from good families know
adultery is found everywhere
and should be condemned.

Krishna would be implying here that it is adulterous for all women to
relate to worldly husbands, since it is he who is the only true and eter-
nal husband.

Verse 1.27

This verse resembles many of the prescriptive formulations for bhakti
practice found in the Bhagavad Gita. The first two padas of the pres-
ent verse remind one specifically of the following verse:

Be absorbed in thinking of me, be devoted to me,
sacrifice everything for me and bow down to me.
You will certainly come to me, having engaged
your very self completely in devotion to me.
(BG 9.34)
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Jiva implies that the present verse could be taken to mean that
there are many processes through which to relate to Krishna; how-
ever, the result of these processes is not the same as being directly with
Krishna or in close physical proximity. Thus, the implied meaning of
Krishna’s words is that the cowherd maidens should stay with him in
the forest at night (PrS 332).

Verse 1.28

Govinda. Visvanatha suggests that the name Govinda is used here be-
cause it conveys the sense of someone “who utilizes (vindate) playful
speech (gah).” Jiva feels that the Gopis do not understand the hidden
message within Krishna’s playful and clever words because, as the nar-
rator Suka describes, they become saddened by his words (PrS 332).

Verse 1.29
Visvanatha describes the tears of the Gopis as not trickling, rather as
“streaming,” or flowing bountifully enough to carry the various types
of cosmetics worn on their eyes and breasts before being soaked up by
their garments.

Jiva presents this verse as an example of dhyana, or meditation
(PrS 355).

Kajjala. A blackish substance, sometimes considered a collyrium, ap-
plied to the eyelashes or eyelids as decorative makeup.

Verse 1.31

Jiva points out that this, as well as other verses, includes words of
irony and punning, demonstrating the compatible combining of
rasas. Here, Krishna is addressed intimately by the Gopis, identified
by them as the expositor of dharma and the all-pervading divinity in
the hearts of all beings, the dearest friend of all and the supreme Self
(PrS 199). Jiva is concerned that the maidens’ words not be taken as a
conflict of rasa. It is characteristic that the Gopis use words of humil-
ity, words that one would expect from someone in the $anta rasa, as
well as words of passion, naturally found in $rrigara rasa (PrS 182).

Cruelly, nr-$ariisam. Visvanatha also suggests other meanings, such as
“injurious” and “murderous.”

Original Person translates the phrase adi-purusah.
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Verse 1.32

Proper duty, sva-dharma. Jiva states that the word can be construed
as su adharma, meaning “great lack of dharma” or “very much with-
out dharma.” This would give a different meaning to the verse:

O dear one, it may be true
as you, who knows dharma, have stated,
That it is very much against dharma for women
to be loyal to husbands, children, and close friends.

If taken in this way, the words “you who knows dharma” are spoken
facetiously by the Gopis (KrS). Jiva also points out that the word
upadeSapada, translated here as the “object of these teachings,” can be
used to indicate a “teacher.” This would also give a different sense of
the third pada in the verse:

Let this dharma of ours be for you, O Lord,
since you are the teacher [of this dharma].

The supreme Soul, atma. Sridhara states that the word atma refers to
the 7a, or the supreme Lord. Vi$vanatha also identifies the supreme
Lord as the “supreme soul.” The Gopis acknowledged Krishna’s form
of majesty as the supreme soul within all beings, due to their antici-
patory feelings of separation. If they felt secure in their position of
union with Krishna, then any awareness of his supreme excellences
would not be present.

Verse 1.33

Jiva suggests some double meanings in this verse, conveying contrary
senses: “Why not appreciate our husbands and children who don’t
cause us much trouble?” and “O supreme Lord, who causes us much
trouble, be merciful unto us—please destroy our longing for you who
does not appreciate us!”

The spiritually advanced, kusalah. Sridhara suggests that the word
kusalah means “those who are authorities in the scriptures.” Vis-
vanatha declares that such persons who are kusalah are full of faith, or
very attached to and affectionate toward Krishna. Here I have trans-
lated the word kusalah simply as “the spiritually advanced.”
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Verse 1.34

Jiva suggests that this verse indicates bhava, or “feeling” without any
outer ecstatic signs, the first of twenty types of alarnkara-anubhava
(PrS 318). While the cowherd maidens are in their homes, they show
no outer signs of being absorbed in love for Krishna. Jiva points out
an implied meaning in the statement of the Gopis: “If you had not
come along, we would have remained happily engaged in work in our
homes” (PrS 332).

Verse 1.35

The Gopis themselves threaten Krishna that they will achieve the
abode of his feet by means of meditation if he refuses to extinguish
the fire burning within their hearts. In other words, they declare, “if
you refuse to come to us, then we’ll go to you by means of meditation.
We always have access to you by this means.”

This verse is cited by Caitanya when speaking to Sanatana Gos-
vamin. Caitanya discusses how the attainment of Krishna is not pos-
sible by voluntarily giving up one’s body, or suicide; it is only through
bhakti that one can attain Krishna (CC 2.4.55-58, 60). He further
elaborates that sometimes a devotee, due to intense feelings of sepa-
ration, may desire to leave the physical body (CC 2.4.62). This state-
ment of Caitanya introduces the quotation of the present verse (CC
2.4.64) as an expression of this idea—in particular, the last two padas
in which the Gopis threaten Krishna that they will place their bodies
“in the fire . . . [and] by means of meditation we will go to the abode
of your feet”

Verse 1.38
This verse is cited by Jiva as an example of dainya, or the experience
of despair and helplessness (PrS 338).

Verse 1.39

Your face encircled, avrta-mukham. Sridhara understands the word
avrta-mukham as “surrounding your face,” rather than “covering”
the face. I have used the translation “encircled” as a synonym for
Sridhara’s idea.

WHEN DISCUSSING THE WAYS in which the beauty and bodily features
of Krishna attract the minds of the Gopis, Caitanya quotes this verse
(CC 2.24.50). Furthermore, after coming out of unconsciousness
from a devotional trance (CC 3.15.57-59), Caitanya longs for the
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sight of Krishna who holds the flute to his mouth (CC 3.15.60-62).
He begins to recite a verse spoken by Radha (CC 3.15.63) and de-
scribes Krishna further in his own words (CC 3.15.64—69), after
which he recites this verse of the Rasa Lila (CC 3.15.70).

Verse 1.40

Ripplings of bodily bliss, pulakany. For an exegetical analysis of the
word pulaka and other related words, and a discussion on the difficulty
of translating this word and similar words, refer to the section entitled
“Devotional Yoga Transcends Death” in “Textual Illuminations.”

JivA PRESENTS THIS VERSE among others to describe how the Lord
makes it possible for his devotees to be drawn to him through love.
Jiva also quotes the verse to demonstrate the exquisite beauty of
Krishna (KS 178) and to illustrate how the Gopis find themselves im-
mersed in pure love for him (PrS 83). Elsewhere Jiva states that
Krishna’s flute music is a cause of rasa, giving the present verse as an
example (PrS 111). Furthermore, the verse is understood as an ex-
ample of alapa, “very affectionate speech” (PrS 330).

In Krishnadasa’s work, Caitanya recites this verse to show the power
of Krishna’s flute music and how Krishna attracts the minds of all
young girls (CC 2.24.56). In one incident, Caitanya requests his inti-
mate associate Svartipa Damodara to recite something about Krishna, his
flute music, and the Gopis (CC 2.17.28-29). Svartipa chooses to recite
this verse to satisfy him (CC 2.17.31). Caitanya becomes absorbed in an
ecstatic state and begins elaborating upon this verse in the eighteen
verses that follow (CC 3.17.32-49), beginning with the verse below:

$uni’ prabhu gopibhave avista haila
bhagavatera Slokera artha karite lagila

Hearing this, the Master became absorbed
in the emotions of the Gopis.
He began to explain the meaning
of this verse from the Bhagavata.
(CC3.17.32)

Verse 1.42

Jiva cites this verse as another of several verses in the RL expressing
how Krishna comes under the influence or control of his devotees’
love for him (PrS 296-297).
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The supreme Lord among masters of yoga, yoge$varesvarah. Jiva
highlights the epithetical name for Krishna, yogesvaresvarah, indicat-
ing that he is the supreme controller who arranges for all supramun-
dane activities by his inconceivable powers.

Despondent words, viklavitar. Jiva states that the word viklavitar,
meaning literally “words of distress,” refers to “words of helplessness.”

Arranged for the pleasure, ariramat. Jiva suggests that just as the
most prominent of children arranges the agenda for their playing, so
the word ariramat means that Krishna “arranged for the enjoyment”
of the Gopis.

Verse 1.43

Jiva cites this verse to demonstrate the supreme love of the Gopis for
Krishna. Here, he also desires to establish the spiritual forms of the
cowherd maidens and Krishna (PrS 280), and similarly cites verses RL
4.10 (PrS 282) and RL 5.7 (PrS 281).

Actions, cestitam. Visvanatha states in his commentary to this verse
that the word cestitam refers to God’s lila.

Verse 1.47

The great Soul, mahatmanah. Jiva states that mahatmanah means
“great soul,” in the sense of Krishna as the most excellent of all lovers,
worldly or divine. Vi§vanatha confirms this meaning given by Jiva,
and adds that it also means that the manifestation of Krishna is the
original form of the Lord.

Verse 1.48

Jiva cites this verse to answer the question of how it is possible for the
dear devotees of the Lord to be rivals of one another. However, even
such contrary behavior on the part of a devotee is exhibited for the
purpose of contributing to love of God (PrS 287).

Bestowing upon them his grace, prasadaya. Jiva states that the word
can be taken in several ways. The sense of “grace” or “mercy” can be
understood, because Krishna puts the cowherd maidens in a position
of longing for him. It can also be understood to mean “for the pur-
pose of satisfying” the Gopis’ passion, ultimately in the Rasa dance. It
can also mean “for delighting” the maidens in the Rasa (PrS 288).
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To quell, prasamaya. The word prasamaya, a causative form of the
verb $am, which I have translated as “to calm,” has other senses that
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could apply, such as “to appease,” “to extinguish,” “to conquer,” or “to
subdue.”

Pride, manam. Jiva suggests that the Gopis’ pride is their “great for-
tune,” saubhaga-madam within pranaya-mana, or the “pride of loving
intimacy.” This verse is cited by Jiva as identifying pranaya-mana, and
the idea is further developed in PrS 84 and 386.

THrs VERSE 1S RECITED by Caitanya (CC 2.15.81) who, as he continues
to describe Krishna, becomes forlorn in his feelings of separation
from him. Caitanya then requests Svaripa Damodara to recite poetry
that will absorb his consciousness in Krishna. This devoted follower
chooses the following refrain found in verses from the Gita Govinda,
which he recites repeatedly for Caitanya (CC 2.15.84-91):

rase harim iha vihita-vilasam |
smarati mano mama krta-parihasam ||

In the Rasa dance, here Hari was playing lovingly.
My mind remembers how he was laughing teasingly.
(GG 2.2-9)

The repetition of this refrain sends Caitanya into an ecstatic state of
mind and wild dancing.
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The second act opens with a “pausing scene” (vimarsa-sandhi) in
which the heroines act out their torment of being separated from
Krishna. The Gopis imitate Krishna’s actions and movements, and in-
quire of his whereabouts from inhabitants of the forest (RL 1-23). Al-
though the second scene (RL 24—44) is a further development of the
pausing scene, a clear shift is indicated by the introduction of a “sub-
plot” (pataka). The Gopis track footprints and discover that Krishna
has left the group of cowherdesses with a special Gopi. They find this
maiden, also deserted by Krishna, in the forest. Together, they con-
tinue the search for Krishna, while constantly speaking about him
until darkness falls upon them.

Verse 2.1

This verse is cited as an example of eka-lila-gata (found in one [ila)
within piirva-raga (the separation of lovers who were previously inti-
mately associated, but have been separated due to their being in dif-
ferent places) (PrS 390). Jiva cites this verse and the following two as
examples of lila, or “acting out of Krishna’s divine play,” an aspect of
the experience of anubhava-prakarana. The lila-anubhava, or imita-
tion of Krishna’s activities, is seen throughout the first half of this act.
In this anubhava, the Gopis are completely identified with Krishna
(PrS 324-325). Jiva also cites this verse as an example of “the state of
being separated from the beloved by a shorter distance,” kificid-diira-
gamana-maya, within “the state of separation from the beloved,” a
type of pravasa found in vipralambha (PrS 390).

Verse 2.2

Vi$vanatha explains that when the Gopis act out Krishna’s [ilds, it has
the effect of an intense and powerful meditation characterized as
saficari-bhava, specifically known as unmada, or a type of “madness”
in which one loses self-awareness and identifies oneself completely
with Krishna. Thus “their minds were absorbed in him.” The phrase
tad-atmika, “being fully absorbed in him,” indicates, according to
Vi$vanatha, the stage of unmada. Once the Gopis attain this state



Act Two 223

of madness, their minds, intelligence, indeed their very souls are of
him, Krishna (SD). The phrase tad-atmika is found again in the next
verse.

The word vibhrama is translated in this verse simply as “passion-
ate” or “passion” (in the first and second quarter verses, respectively),
which hardly conveys the complex psychological state that Vi§vanatha
explains is indicated here. He defines it as a certain intense frenzy,
which prevents the mind from functioning while experiencing
amorous feelings. The word aksipta means in this context, according
to Sridhara, akrsta (literally “drawn to”) or “utterly captivated.” The
word means “cast,” “thrown down,” “caught,” “seized,” “overcome,”
“charmed,” or “transported.” Vi$vanatha states that aksipta describes
the state of the Gopis’ minds, which become unsubstantial, and thus
appear to the maidens to be leaving their bodies.

Verse 2.3

The behavior of the Gopis is not a “state of self-worship,” ahargra-
hopasana; rather, it exhibits the state of tad-atmika. The phrase tad-
atmika is used again here, a repetition from the previous verse. Thus,
their state is one in which the various movements of the beloved over-
take their minds and senses, cittendriya-mayi, and their very selves as-
sume a likeness to Krishna (SD).

Became similar, pratiriidha. Sridhara states that this word means
avista, or “filled.” Jiva states that the word means sadrsi-bhiita, or “be-
came similar.”

Verse 2.4

The madness of the cowherd maidens is seen in their behavior of talk-
ing to the plants and vines of the forest, and imitating the behavior of
Krishna because of identifying with him. According to Jiva, this mad-
ness is an appreciation, based on pure love, of God’s presence every-
where, allowing one to see God manifest in everything. The behavior
of the Gopis in this verse is identified as “bewilderment of the heart,”
unmada (PrS 345).

God appears to the maidens within their own hearts, and he ap-
pears to them in the forms of the trees, vines, and flowers of the
Vrindavana forest. In support of his exegesis, Jiva quotes a later text
stating that, “just as the vines and trees of the forest were revealing an
abundance of flowers, they [the Gopis] were revealing Vishnu in their
own hearts” (vana-latas tarava atmani visnuri vyafijayantya iva
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puspa-latadhyah, BhP 10.35.9). Visvanatha states that although Krishna
is alone with the presiding goddess of Vrindavana, he is aware of the
questions that the Gopis ask in their state of love intoxication and
madness of separation, since he is all-pervading (KrS 2.4).

Caitanya quotes this verse (CC 2.25.130) during his talk with
Prakasananda, when he is describing how one should inquire about
the supreme Person. Thus the example of the Gopis inquiring from
every plant in the forest demonstrates this mood of inquiry (CC
2.25.122-123), and how a devotee looks everywhere and sees only
Krishna (CC 2.25.127).

Supreme Person, purusariz. The Sanskrit word purusa means “person”
in its simple denotative definition. The term also carries the Vedic
sense of “the primaeval man as the soul and original source of the
universe” (MW), and can be an epithet for Vishnu, “the all-pervading
One.” It is clear from the modifying terms in the sentence that purusa
identifies Krishna.

All living beings, bhiitesu. The word bhiitesu, according to Jiva, refers
here specifically to “living” (pranisu) beings.

Verse 2.6

Rama is the shortened version of the name Balarama, a form of
Krishna who assumes the role of his older brother. The bodily forms
of Krishna and Balarama are identical, with the exception of color
(CC 1.1.68)—Krishna being described as dark or bluish, and
Balarama as white. Despite the divine identities, the two boys tend
calves and cows and fight off demons that threaten the residents of
Vraja. Balarama is solely responsible for killing such demons as
Pralambhasura (BhP 10.18), the Dvivida Gorilla demon (BhP 10.67),
and for slaying Rukmi, the bad-hearted brother of Krishna’s principal
queen in Dvaraka (BhP 10.61). In order to console the Gopis during
their long separation from Krishna when he goes off to Mathura,
Balardma remains with them in Vraja. They enjoy each other’s com-
pany nightly in a forest grove along the shores of the Yamuna River
(BhP 10.65.17— 18). Sridhara states that the Gopis who are not able to
participate in Krishna’s Rasa Lila, due to their young age, instead
enjoy these amorous dealings with Balarama. Jiva also quotes a phrase
that confirms this statement (BhP 10.15.8). Jiva states that the Gopis
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with whom Balarama sports during certain festivals are not the same
Gopis with whom Krishna sports. Vi§vanatha agrees with this state-
ment (BhP 10.65.18).

Verse 2.7

The Gopis are talking to the tulasi plants because they know that the
delicate blossoms of tulasi are always included among the other flow-
ers in Krishna’s garlands. Their understanding is made more explicit
in Verse 12 of this act.

When Caitanya finds a flower garden and wanders through it, he
thinks he is in the Vrindavana forest. Becoming absorbed in love (pre-
mavese), he begins to search for Krishna. While in his ecstasy and lov-
ing madness, he emulates the behavior of the Gopis in their madness
of separation and thus begins to quote their words, as they search for
Krishna in the forest (CC 2.15.30-31). Caitanya then quotes the pres-
ent verse (RL 2.7) in CC 2.15.33, and other verses from the present
scene, expressing his state of mind.

Verse 2.8
The Gopis know how attracted Krishna is to jasmine flowers, evi-
denced by their talking to varieties of jasmine in the Vraja forest,
when they search for him in their madness: “O Malati [jasmine],”
Mallika, Jati, and Yathika!”

As with the previous verse, Caitanya quotes this verse and the next
to describe his state of mind, which is similar to that of the Gopis in
this act (CC 2.15.34).

Verse 2.9

Arka plant. A very insignificant vine, which expresses how desperate
the Gopis are to find Krishna, and the lack of response they are getting
from the more prominent plants and trees in the forest (KrS).

We are losing our minds, rahitatmanarinah. Another sense of the
word rahita in this context is “deserted.” Understood in this latter
sense, the Gopis have deserted themselves, or their souls, atmanam.

KRISHNADASA EXPLAINS THE REASON why the trees and plants that are
questioned by the cowherd maidens do not respond—they may be
male, and as Krishna’s friends, will not reveal his whereabouts. Krish-
nadasa further describes how the Gopis then inquire from the female
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plants. Upon still receiving no response, they think that these plants
must be maidservants of Krishna, and out of fear, cannot speak (CC
2.15.32-42).

Verse 2.10

Jiva makes a distinction between prema, or intimate and pure love for
God, and ai$varya-jiiana, or love mixed with knowledge of God’s great-
ness and power. This verse illustrates both types of love: the first two
padas express the intimacy of madhurya-bhava, and the second two ex-
press love combined with ai$varya-jiana (KrS). Jiva suggests that both
the third and fourth padas regarding the ai$varya forms of Krishna are
actually rhetorical questions. In other words, the ecstatic bristling hair-
like grasses of the earth rise not because of Urukrama or Varaha, but are
certainly due to the touch of Krishna’s feet (PrS 310-312).

The Gopis appear to be projecting their own emotions onto the
earth when they interpret the earth’s erect grasses to be signs of ecstasy,
due to having been in the presence of Krishna. The hairs of the earth
that the maidens observe are the grasses and sprouts growing from its
surface, which stand on end because Krishna walks the earth (SD).

Urukrama is a name for Krishna meaning “the wide-striding one.”
Another name for Urukrama is Vamana, the dwarf incarnation of
Krishna. Posing as the son of a brahmana, Vamana appeared before
King Bali, asking in charity for only three paces of land. Bali granted
the Lord his wish against the advice of his demonic spiritual master.
Vamana then proceeded to expand his body, assuming the immense
form of Lord Vishnu, and covered the entire world’s surface, the sky,
and all directions with his first step. With his second step, he covered
the complete upper planetary system. Bali, who understood that Lord
Vishnu had no space left for his final footstep, then offered his head as
a suitable place for the Lord’s third step. The story of Urukrama can
be found in BhP 8.17-23.

Varaha is a name for Krishna’s incarnation as the divine boar. Due to
a disturbance created by certain demons, the earth’s floating condi-
tion had been disrupted, and it had subsequently fallen into the
Garbhodaka Ocean. Varaha, the Lord in the form of a gigantic boar,
saved the earth by lifting it out of the water with his huge tusks, which
he then used for piercing the demon Hiranyaksa. Some commenta-
tors emphasize that the Lord’s significant snout was also used for car-
rying the planet earth. This incident is described in BhP 3.13.



Act Two 227

Verse 2.11

Jiva states that the words “his beloved” refer to Krishna’s dearest God-
dess consort, Radha (PrS 108). The Gopi speaking the words in this
verse is a sakhi, or “friend.” This is clear when the speaker calls out to
the deer as sakhi, “O friend,” and the cowherd maidens treat the deer
as they treat each other—as friends. Elsewhere, Jiva states that this
verse and the next are examples of Gopis who enjoy loving interac-
tions with Krishna directly (PrS 369).

Jiva presents four types of Gopi personalities in relation to Radha:
sakhi, those who act as a “friend”; suhrt, those who are “good hearted”
or “kindly”; tatastha, those who are “neutral” or “marginal” in char-
acter; and pratipaksiki, those who are “adversarial” or “rival” in nature
(PrS 286). These special characteristic behaviors of the maidens are
elaborated upon by Jiva throughout his Priti Sandarbha (PrS 429).
Jiva identifies the particular types of Gopis in various verses through-
out the second act (PrS 286-240).

Pleasure, nivrtim. The synonymn, according to Vi$vanatha, for the
word nirvrtim is anandam, meaning “bliss,” “joy,” or as translated
here, “pleasure.”

Lord of this group, kula-pati. According to Vi$vanatha, this phrase
means the “enjoyer of the Gopis.” The word pati can mean “husband”
or “lord,” and in a compound, “head” or “chief”; and kula means
“herd,” “troop,” “flock,” and so on. Visvanatha explains that the maid-
ens are trying to tell the deer that Krishna should be the kula-patih,

instead of being alone with one Gopi.

THIs VERSE IS RECITED by Caitanya (CC 2.15.44). Krishnadasa ex-
plains that the deer, upon hearing the Gopis speak, do not respond to
their desperate inquiry simply because they are not able to hear the
maidens, also due to their feeling intense separation from Krishna
(CC2.15.48).

Verse 2.12

Rama is the shortened name for Krishna’s brother, Balarama (bala
and rama, “one who enjoys great strength”). The name Rama is also a
name for the avatara of Krishna as Ramacandra, found in the epic
Ramayana written by Valmiki, but this personality is not referred to
here.
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THE GorIs PERCEIVE THE TREES and plants, whose branches are heavy
with fruits and flowers during the harvest season, to be bowing before
Krishna, having just seen him pass by. The reason the trees do not an-
swer the maidens is that they have apparently become unconscious,
due to the unhappiness they experience in separation from Krishna
(CC 2.15.52-54). Krishnadasa interprets this verse (CC 2.15.49-50),
which Caitanya recites (CC 2.15.51).

Verse 2.13

Here the Gopis wish to inquire from the vines, which are embracing
their husbands’ arms, the branches of the trees. As both Visvanatha
and Sridhara suggest, the cowherd maidens are sure that the vines
have had contact with Krishna, since they could not be experienc-
ing ecstatic eruptions (utpulakani) due simply to contact with their
husband-tree (BB and SD). The words of this verse are spoken by a
Gopi who is neutral, or tatastha (PrS 286).

Rising ripplings of bliss, utpulakany. See the section entitled “Devo-
tional Yoga Transcends Death” in “Textual Illuminations” for an ex-
planation of this translation of the word pulaka.

Verse 2.15

Putana is a demonness who transformed herself into a beautiful
woman and entered Vraja with the intent of killing baby Krishna by
nursing him from her poisoned breast. As the baby squeezed her
breast, however, he sucked out the poison and the life of Patana as
well. This episode is in BhP 10.6.1-44.

Pretended to be a cart, $akatayatim. Krishna as a baby had been
placed briefly underneath a handcart. With a simple kick of his delicate
soft leg, the handcart was overturned and broken into many pieces, and
the metal utensils on it went flying here and there. Some commentators
explain that a demon named Sakatasura had taken the form of the
handcart in order to kill the child; instead, however, baby Krishna killed
the demon. This episode is presented in BhP 10.7.6-12.

Verse 2.16

A demon carrying away another. In this verse, Krishna’s episode with
the demon Trnavarta is imitated by the Gopis. In the form of a great
whirlwind or tornado, this demon carried the infant Krishna into the
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sky, far away from his mother. Krishna then made himself heavier
than a mountain and choked the demon to death, returning to Vraja
unharmed. This story is presented in BhP 10.7.18-32.

With the tinkling of ankle bells. Special attention is given to the ankle
bells of Krishna in BhP 10.8.22 when he is an infant, and in BhP
10.11.39 when he is older.

Verse 2.17

The calf demon is known by the name Vatsa, and disguised himself as
a calf with the intention of killing Krishna. Catching the demon’s
hind legs and twirling his body around, Krishna threw him into a tree
which then fell to the ground along with the dead demon. This
episode is described in BhP 10.11.41-45.

The crane. The demon in the guise of a giant crane is named Baka.
Krishna, who was devoured by this demon, made himself like fire,
burning the throat of the demon, who immediately vomited. Once re-
leased from Baka, Krishna, who was not harmed, was attacked by the
giant bird. In the presence of his cowherd friends, the Lord then bi-
furcated the demon’s beak, causing his death. This incident is men-
tioned in BhP 10.11.46-54.

Verse 2.18

Jiva cites this verse as another example of lila-anubhava. He points
out that as the Gopis are overcome with love in separation from
Krishna, they act out his marvelous activities to relieve themselves of
the intense agony. He describes how the cowherd maidens lose them-
selves in their imitations of Krishna in the way actors lose themselves
in their roles within a drama. In doing so, their love for Krishna
increases.

Although the commentators do not indicate it, the acting out of
cows wandering off seems to invoke a particular /ila. This verse ap-
pears to refer to the trick that Brahma played on Krishna when he
wanted to demonstrate his own power and better perceive the power
of Krishna. The story goes as follows: while Krishna was engaged in
searching for some wandering calves, Brahma kidnapped the remain-
ing cowherd boys and calves. Understanding that this was Brahma’s
trick, Krishna multiplied himself so as to assume the identity of
each of the stolen calves and children, thereby keeping their family
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members in Vraja completely satisfied. When Brahma witnessed this
phenomenon, he became bewildered and amazed by Krishna’s
supreme potency, and offered him respectful prayers. This story is
found in BhP 10.13 and 14.

Verse 2.19

When the Gopis act out Krishna’s [ilas, it has the effect of an ex-
tremely intense and powerful meditation characterized as saficari-
bhava, specifically known as unmada, or a type of “madness” in
which one loses self-awareness and identifies oneself completely with
Krishna (SD).

Verse 2.20

Upper garment, ambaram. According to Sridhara, the word ambaram
means “upper garment.” The Gopi in this verse is imitating Krishna in
the episode of lifting the hill known as Govardhana by lifting her
upper garment, as Krishna lifted Govardhana. The god Indra became
upset when Krishna convinced the residents of Vraja to discontinue
their sacrifice for him, and instead to offer a sacrifice for the pleasure
of the brahmanas, the cows, and Govardhana. Indra then sent torren-
tial rains and wind as a form of pusnishment. Lifting Govardhana
with just one finger, Krishna had the Vraja residents enter under-
neath, and used the hill for seven days as an umbrella of protection for
his devotees. This episode is presented in BhP10.24 and 25.

Verse 2. 21

O wicked snake, dustahe. The snake in this incident is known as
Kaliya, a venomous serpent that was contaminating the Yamuna River
with its poison. Krishna jumped into Kaliya’s lake, where he was
wrapped in the coils of the serpent. When Krishna understood that
the residents of Vraja were in acute anxiety over his condition, he ex-
panded himself, breaking out of the serpent’s grip, and then began to
dance upon the hoods of Kaliya, easily conquering him. This episode
is presented in BhP.10.16 and 17.

Verse 2.22

Raging forest fire, davagnir . . . ulbanam. This Gopi is referring to the
incident in which the cows wandered into the dense forest, searching
for green grass. After the cowherd boys found their cherished cows,
they were faced with a sudden forest fire of great magnitude, and



Act Two 231

cried out for help from Krishna and Balarama. Krishna then swal-
lowed the fierce fire, saving his friends with his yogic power. This
story is found in BhP10.19.

Verse 2.23

This episode acted out by the cowherd maidens is cited as another ex-
ample of lila-anubhava by Jiva. Moreover, he points out that the [ilas
acted out by the Gopis are not any of those found within the §riigara
rasa. Rather, they are [ilas from other rasas and with various demons.
Even so, the love for Krishna in $rigara rasa remains constant for the
maidens throughout their dramatic acting (PrS 177, 324-325).

The one who has broken the butter pots. A Gopi imitates Krishna,
pretending to be fearful of his mother, in the last line of this verse. In
this story, Krishna, as a young boy, mischievously broke the butter
pots of his foster mother, Yaoda, and then stole the butter. Yasoda at-
tempted to tie him up with a rope in order to prevent him from fur-
ther misbehaving. Mystically, however, each time she tried, using
longer and longer ropes, the rope was always too short to bind the
child Krishna. Finally, the divine cowherd allowed her to tie him up
out of love, and is therefore known by the name of Damodara, “one
who is bound (dama-) at the waist (-udara).” This lila is presented in
BhP10.9.

Verse 2.24

Vi$vanatha states that the Gopis forget their own selves and identify
only with their beloved when their madness, caused by their feelings
of separation from Krishna, reaches its highest point (SD).

Verse 2.25

Visvanatha explains that this verse refers to the six divine marks found
on Krishna’s right foot: the disc, flag, lotus flower, thunderbolt, elephant
goad, and barleycorn. Other marks are discussed by Sanatana Gosvamin
in his Vaisnava-Tosani, such as certain lines, an umbrella, a group of four
svastikas in the four cardinal directions, and so on. Vi§vanatha goes on to
explain that marks are also found on the left foot, such as the conch
shell, the broken bow of Cupid, and others, with a total of nineteen im-
ages on both feet combined. Due to these decorations on the soles of his
feet, his footprints are easily recognized by the Gopis.
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Verse 2.27

Rapa Gosvamin is acknowledged as having categorized the different
types and subtypes of Gopis in his work Ujjvala-nilamani. Jiva also
distinguishes between Gopis in relation to Radha, for she is the jewel
among all the cowherd maidens. These various relations to Radha can
be observed in the varying reactions of the maidens upon coming
across the footprints of Krishna and the special Gopi (RL 2.27-33).
Jiva quotes these passages on the Gopis’ detective work in the final
section of the PrS, in which he states that the Bhagavata describes Sri
Radha, who is the foremost of all fortunate ladies (PrS 429). The sec-
tion describing Radha includes the RL 2.27-34.

Verse 2.28

The Beloved Lord, the supreme Lord (i$varah) Hari, and Govinda.
Vi$vanatha presents the significance of the various names of God em-
ployed. Hari means one who “removes the distress of the devotees.”
The word Bhagavan, as the Beloved Lord, can be identified with Lord
Narayana, or it can mean “beautiful one, agitated by amorous desire.”
Beauty is understood to be one among many excellences, as acknowl-
edged by Jiva and Krishnadasa. Isvara, normally understood as “the
supreme controller,” also means “the one who is capable of trickery”
and “the one who fulfills the desires of his devotees.” The literal trans-
lation of Govinda can be “one who has taken (vindati) another’s
senses (gah) in order to enjoy them for himself,” or “he who causes
one’s senses to enjoy (vindayati).”

Worshiped . .. perfectly, anayaradhitah. The significance of this verse
for the early teachers of the Caitanya school is great, because this is
the first verse in which the identity of Radha, Krishna’s dearest Gopi
consort, is revealed. The words in this verse, according to Jiva, are spo-
ken by a maiden who is kindly, suhrt (PrS 286). Jiva confirms later
that this verse is spoken by Radha’s kindly or good-hearted associates
(PrS 429). This verse is seen as expressing the great glory of Radha
(PrS 367). It is here that the name of the supreme Goddess consort of
Krishna is said to be presented within the verbal form anayaradhitah,
the one who “perfectly worshiped” (PrS 108). It is explained that the
name Radha is hidden in the word aradhitah (KS 178), and that this
verse acknowledges that the cowherd maidens know that Radha has
Krishna under her control (PrS 109). Jiva states that each of the Gopis
exhibits a different level of intensity of passion, among which Radha’s
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is the most intense because she has the greatest ability to bring
Krishna under her control (PrS 279).

Radha’s name is withheld by the narrator, Suka, until this verse. He
reveals her personal name through the letters of the verbal adjective
aradhita, meaning the “resplendent” or “worshiped” one (SD), in which
the first four consecutive letters of Radha’s five-lettered name are em-
bedded (a—radh—ita). This is the verse in which Radha is announced,
and it is explained that her specially marked footprints, which also pos-
sess nineteen marks (as enumerated by Ripa Gosvamin in UNM), are
recognized by the other cowherd maidens. Even though she is the dear
friend of many of these maidens, they pretend not to recognize her
footprints for the sake of the larger company of many types of Gopis
present. Those who are able to recognize her footprints inwardly and
joyfully acknowledge her great fortune to be with Krishna exclusively,
despite their outward expressions of discovery and bewilderment.

TH1s VERSE 1S QUOTED twice in the CC. First, when Krishnadasa gives
an elaborate theological description of the supreme Goddess, Radha,
the verse is introduced (CC 1.4.88). Later in the work, Ramananda
describes Radha to Caitanya and quotes, among other texts, this verse
(CC 2.8.100), before he goes on to describe her role in relation to the
other cowherd maidens and Krishna within the Rasa Lila story. This
verse is highly significant for the early teachers of the Caitanya school
because it is the only verse in which the identity of Radha is implicitly
revealed through the Gopis’ description of her.

Verse 2.29
The words of this verse are spoken by Gopis who are neither adversar-
ial nor friendly, but neutral in character, or tatastha (PrS 286 and 429).

Verse 2.30

This verse is spoken by a Gopi who is considered a rival or adversary,
a pratipaksiki, to the other maidens (PrS 287). The verse exemplifies
the quality of asiiya, meaning “envy” (PrS 360).

Verse 2.34

Jiva points out that there is nothing wrong with the pride of the
Gopis, as expressed by this verse. He presents a discussion describing
how Krishna desires to show the lowly condition of worldly love. Al-
though the love of the special Gopi identified as Radha may appear to
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be that of worldly love, it is actually wondrous and glorious spiritual
love for God (PrS 288). Thus, commentators discuss how Radha’s be-
havior is both revealed and concealed. The author of the Bhagavata
appears to be saying that Krishna’s enjoyment also teaches dharma by
“showing the degraded condition of lustful men and lowly women.”

Bad-hearted women, duratmatam. For further elaboration on this
phrase, see comments on verse 2.41 below.

Verse 2.35

This verse demonstrates how special this particular Gopi is among all
the numerous cowherd maidens. Jiva identifies her as Radha (PrS
288). This example of exclusive attention, apart from the other Gopis,
is attainable only after the highest limit of prema is demonstrated,
wherein intimacy increases in intensity. In this case, the special
maiden, Radha, controls Krishna (KrS).

Verse 2.36

This verse and the next two are presented by Caitanya in his instruc-
tions to Ripa Gosvamin (CC 2.19.207-209), and are cited as examples
of pranaya-mana (PrS 386); see “Notes and Comments” on RL 1.48 for
the first instance of this. When Caitanya explains the intricacies of the
five rasas, these verses are quoted by him to demonstrate the nature of
kevala $suddha-prema, or “unqualified pure love” (CC 2.19.203).

Verse 2.37

She became proud, drpta. The GopT’s “pride” is expressed in this pas-
sage by the word drpta. There are two levels of pride, or mana, which
are further expressions of the pure love of the cowherd maidens: the
first is sthayi-mayi, prideful ecstasy that is only experienced when the
beloved is present; and the second is sthayi-mayi bhava, which occurs
when others are also present. The mood exhibited by this special
maiden is called kevala-sthayi-mayi bhava, which is a sustained state
of her love for Krishna, anuraga (KrS).

Verse 2.38

Krishna’s departure is actually a kind of trick that is performed to
stretch the limits of prema, or pure love, through the extreme humil-
iation and bewilderment of separation. This example of separation is
appropriate only after the highest limit of prema is demonstrated in
the form of direct enjoyment (of sambhoga). In this case, intimacy in-
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creases in intensity as the special Gopi, Radha, controls Krishna
(KrS). It is possible for Krishna, due to the divine potency of lila, to be
unaware of what is going on in the mind of the Gopi. This example
demonstrates that the tradition accepts the power of love as the
supreme power, even over Krishna, although he is the very source of
that power (SD).

This verse is cited as an example of eka-lila-gata (found in one /[ila)
within piirva-raga, the separation of lovers who were previously inti-
mately associated, but have been separated due to their being in dif-
ferent places (PrS 390).

Verse 2.39

The meaning of this verse for the tradition is that Radha is the high-
est among all the queens of Dvaraka and Mathura, as well as among
all the Gopis of Vraja (CC 1.6.71).

This verse illustrates audarya as a characteristic of alarirkara-
anubhava. The sign of audarya is consistently humble behavior
(PrS 322). The verse is also an example of pralapa within the state of
pravasa (being far away from one’s beloved), the fourth type of vipra-
lambha (separation from one’s beloved) (PrS 391). This verse is a spe-
cific example of kificid-diira-gamana-maya (the state of being separated
from the beloved by a shorter distance) within the state of pravasa
(PrS 390).

Caitanya’s words resonate with these words of longing and prayer
coming from the special Gopi, as in the following passage:

Where is the one whose figure is curved in three places?
Where is the sweet song of his flute?
Where is the bank of the river Yamuna?
Where is the play of the Rasa dance?
Where is the dancing, singing, and laughter?
Where is my Lord, Madan Mohan?
(CC2.2.56)

Verse 2.40

When the cowherd maidens are separated from Krishna, all of them,
in spite of their differences in character type, feel a kinship with
each other. According to Jiva, the words of this verse express that
kinship. The purpose of Krishna’s separation from the Gopis,
who are the greatest lovers of God, is to increase their love for him
(PrS 288).
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Verse 2.41

Self-indulgence, dauratmyad. The meaning of the word dauratmyat is
“bad-heartedness” or “wickedness,” according to both Jiva and Vis-
vanitha, and is meant to express how this Gopi is thinking of her own
prideful words and humiliation. The word actually indicates that the
Gopi is feeling “herself (atma) so far away (diira)” from Krishna, or
feeling that “the soul (atma, or Krishna) is so far away (diira)” from
her (KrS and SD 2.41). Thus pride, according to the commentators,
is actually a positive element in the Gopis’ unconditional love for
Krishna. Vi$vanatha explains that from this verse (RL 2.41) it is clear
that the cowherd maidens abandon all their activities based on the
negative worldly quality of “my-ness” (mamata) and “I-ness” (ahariita)
(SD 1.5). Jiva speaks of a worldly mamata, or “my-ness” (PrS 180). Yet
he also speaks of “my-ness” or “possessiveness,” using the same word
mamata, as a sign of love of God, even a sign of higher levels of loving
God. He states that mamata is the distinguishing characteristic that
separates higher rasas from $anta rasa. He also discusses ananya-
mamata, that is, the Lord is experienced as “their only possession.”
Furthermore, he speaks of degrees of possessiveness (PrS 160, 168),
and gives the example of RL 4.6 as pride in divine love (PrS 156).

Verse 2.43

They were fully absorbed in him, tad-atmikah. Sridhara states that
the phrase tad-atmikah means that he was their very self, or that they
were completely absorbed in thoughts of him.
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The third act consists of only one scene containing nineteen verses of
monologue, or prayerful soliloquy. This is another pausing scene, like
that found in the beginning of act two, but at a heightened level of ex-
pression. The calamity of Krishna’s disappearance and inability on
the part of the cowherd maidens to find him lead them to prayerful
song in this third act.

These combined verses form a climactic plateau in which the
Gopis’ agony of separation reaches a sustained pitch of intensity, ex-
pressed in eighteen verses in the tristubh meter, and culminating in
the nineteenth and final verse in the $akvari meter. This act is effec-
tively placed at the very center of the drama, framed by the other four
acts. Although the climactic event of the story is found in the first
scene of the fifth act, the greatest expression of emotion is present
within the verses of this third act.

The emotional pitch sustained throughout the scene is achieved in
several ways. First, there is no descriptive narrative or didactic dis-
course—only verses spoken directly by the Gopis. Second, among the
five acts this is the only one in which verses of the shortest and most
common puranic meter of anustubh are completely absent. The tris-
tubh meter is introduced here, and is utilized only twice thereafter,
once in the fourth act (RL 4.20) and once in the fifth (RL 5.17). In the
latter two instances, the upajati form of the tristubh meter is used,
whereas in this act the rajaharisi form is engaged. It is as if the author
saved this particular flowing songlike meter for this one-scene act.!
Third, this scene presents the greatest consecutive number of longer-
metered verses of any scene or act.

1. Contributing further to the songlike quality of the Rajaharhsi verse is the repetition
of the first syllable consonant of each quarter verse line within the seventh syllable of the

@

same line. For example, in the first verse of this act, the “j” consonant is found within the
first quarter verse in the first and seventh syllables; the “$” sound within the second quarter
verse is found in the first and seventh syllables, and so on. Most verses have only a few lines
with this consonantal repetition (vv. 2, 5, 6, 7, 8, 10, 13, 14, 15, 16, and 17); one verse has no
such repetition (v. 12); and some verses have each quarter verse with repetitions (vv. 1, 3, 4,

and 18).
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The central act has been characterized as containing verses of song,
and thus has been popularly named “The Song of the Gopis,” or Gopi
Gita. The scene takes place on the banks of the Yamuna River, where
the Gopis praise Krishna and yearn for his company through song.
The singing of the cowherd maidens is explicitly described in the final
two verses of the preceding act and in the act that follows. Thus, the
narrator states that the maidens “praise Krishna’s qualities in song”
(RL 2.43), and sit together as they “sing about Krishna” (RL 2.44);
then the fourth act begins by acknowledging that they “sang out for
him” (RL 4.1).

The verses in act 3 have also been cited as expressions of “lamenta-
tion” known as pralapa (PrS 392). Pralapa is one of the nine character-
istics found within a certain type of vipralambha, or “separation” in
devotional love, known as pravasa.? This specific type of separation in-
volves the parting of lovers who were previously intimately associated
but have been separated by being in different places. Many of the qual-
ities found within both pravasa and pralapa, such as “anxiety,” “trem-
bling,” “torment,” “madness,” “bewilderment,” and “dying,” can be
observed here.

Every verse in this act glorifies Krishna, at least implicitly. Such
praise is for his qualities of intimacy (madhurya) or his qualities of
greatness (ai$varya). Praise of these attributes of intimacy yields ex-
pressions of passion, whereas glorification of his omnipotence and
divine power yields expressions of humility. In both cases, there is
often a weaving together of reflective and emotive qualities. For ex-
ample, in the first verse of the act, the cowherd maidens state that
Vraja is wonderful since it is the place of Krishna’s birth; but in the
same breath, they express both the desperation of looking for Krishna
and their absolute dependence on him. In another verse express-
ing their passion for him, the Gopis reflect upon the beauty of
Krishna’s eyes in the first half of the verse, and in the second half, ex-
plode with emotion:

With your eyes,
you steal the beauty
of the center
Of an exquisite fully bloomed
lotus flower, rising out
of a serene autumn pond,

2. See note to RL 2.39 (PrS 391).
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O Lord of love,
and it is killing us—
your voluntary maidservants!
O bestower of benedictions,
in this world,
is this not murder?
(RL 3.2)

Therefore, act 3, though uneventful with regard to action within the
plot, is as eventful emotionally as the rest of the drama in its story
line. It is no wonder that the verses in this act, with their intense emo-
tional content, have received special attention from the Caitanya
school because of their expression of viraha bhakti, devotional love in
separation from God. These verses are said to possess the “fragrance
of the honey” of pure love, attracting Krishna who is compared to a
“bee” (SD 3.1).

Jiva devotes at least one section of his Priti Sandarbha to quoting
the verses of this act in full, tracing their emotional expressions and
essential meanings (PrS 391-392). Indeed, more verses are quoted in
the CC from this act and the previous one, both of which focus on
the absence of Krishna, than from any of the other three acts. The
final verse of this act is quoted four times throughout the CC, more
than any other single verse in the complete drama. Verses here are
not randomly placed together, as they might appear upon a first
reading; rather, they are effectively arranged as they orchestrate ex-
pressions of increasing emotional intensity—love, longing, humility,
and passion, all of which are experienced by the Gopis in Krishna’s
absence.

Verse 3.1

This verse opens with lines of praise for Vraja, a land so special that it
attracts the eternal service of the Goddess Sri. The deity is described
as both with and without birth. Here, the Gopis speak of Vraja as the
land of Krishna’s birth. In the first act, however, the narrator explains
that Krishna “is without birth” (RL 1.16). The first half of the verse
consists of reflective words of the cowherd maidens, and the second
half, strongly emotive words—the prominent expression throughout
the act. They express passionate selfless dedication to Krishna in the
final verse, in the phrase, “our lives are only for you,” and explain that
their “very life-breath” is found in him; other words express their fer-
vent search for him.
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The essential message of the Gopis in the verses of this act is “please
allow us to see you,” or “please appear to us” (BB). The message of this
particular verse is that Krishna should appear before the cowherd
maidens out of fear, otherwise, of being accused of murdering so many
women (SD). This verse is an example of piirva-raga, the beginning
phase of loving Krishna experienced by the Gopis (PrS 290).

The Gopis spoke, gopya iicuh. The verb “spoke” is the plural of the
perfect past tense, introducing all the verses in this act (BB). Each of
the verses is a singular voice of one of the Gopis speaking on behalf of
the group, as confirmed by commentators. Although the first person
plural is utilized throughout, in some verses the Gopi speaking is
clearly representing the group, especially when using the third person
to refer to the others. An example of this is v. 8.

Glorious is Vraja, jayati . . . vraja. The first word of this act, jayati, is a
simple present tense verb meaning literally to “conquer” or “excel,”
and thus the Gopis state, “Vraja conquers or excels [all other lands in

all ways].” The word jayati is commonly used as an opening word in
hymns of praise.

Surpassing all, adhikam. This word emphasizes the superlative status
of the realm of Vraja, which “conquers” all other places, including the
heavenly spiritual realm of Vaikuntha, and therefore is considered
superexcellent. Vraja is considered to be the best of all places (SD).

The Goddess Indira is a name for Laksmi, also known as Sri, the con-
sort of Narayana throughout the RL. In the highest sphere of Vraja,
Laksmi is serving; whereas in Vaikuntha, with the cosmic form of
Vishnu, she is being served. Thus, the extraordinary status and su-
perlative nature of Vraja is expressed by the Great Goddess’s residence
here (SD). SrT is referred to by the Gopis three more times in this act;
see vv.5,7,and 17.

Please allow your maidservants to see you, dr$yatam. Grammatically,
this imperative verb can mean quite the opposite, as in “please look at
us,” or “please come to see us.” Alternative readings of this imperative
verb have been suggested: “you should be seen by us,” or “these Gopis
should be seen by you—you should search for them” (BB). Both
meanings in this ambiguity apply, but the former is more consistent
with the maidens’ words, expressing their search for Krishna.
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Sustained, dhrta. The word has been taken to mean “offered,” as in the
alternative reading of the phrase, “to you we have offered our very
lives” (SD). If we use the alternative translations of both dr$yatam and
dhrta, a possible alternative reading of the second half of the verse
could be as follows:

O beloved, please allow
your maidservants to see you!
We have offered our very life-breath to you;
we search everywhere for you.
(RL 3.1cd)

Verse 3.2

O Lord of love, surata-natha. The word surata has a sexual or erotic
overtone. This epithet for Krishna can be understood as the synonym
sambhoga-pate, “O Lord of intimate enjoyment” (BB).

Verse 3.3

The Gopis are wondering, in this verse, how Krishna can protect them
so many times from death and in a variety of dangerous incidents, yet
can now neglect them (BB). Their thoughts could be as follows: “As
you have rescued everyone from these various demons in the past,
you must certainly rescue us now” (PrS 392). The cowherd maidens
desire to be saved from the “demon” of separation from him and, as in
all other circumstances, he is the only one who can do it.

It is interesting that the last two stories described in this verse,
presenting the bull demon and Vyomasura, sequentially follow the
Rasa Lila, and therefore appear chronologically later in the Bhagavata
than does the Rasa event. Some commentators account for this by
understanding that the Gopis’ devotional love for Krishna allows
them to develop knowledge of Krishna’s future. Others state that the
maidens are aware of Krishna’s astrological charts provided by such
sages as Garga and Bhaguri, which predict these events as well as
others (SD).

From poisonous waters is generally understood as referring to the
serpent Kaliya, on whose many heads Krishna danced when he con-
quered the demon. The story of Krishna and the Kaliya serpent is
found in BhP 10.16—-17. This lila was acted out by the Gopis in the
earlier part of the previous act; see RL 2.21 and the comments on 2.21
above.
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A fearsome demon can refer to any number of demons, including
Kaliya, who was unambiguously indicated in the preceding phrase,
“from poisonous waters,” but is generally taken as the huge snake
demon by the name of Agha. The story of Agha is found in BhP 10.12.

From torrential rains, wind storms, and fiery thunderbolts, refers to
the lila of Krishna lifting Govardhana hill and the humbling of the
god Indra. See the comments on 2.20 for more detailed explanation.
Some commentators state that the phrase “wind storms” is an indica-
tion of the /ila of Krishna killing the Trnavarta, or whirlwind demon;
see the comments on 2.16.

The bull is a demon known as Aristasura. The demon, terrorizing the
cowherd village of Vraja as he caused the earth to tremble with his
hooves and bellowing, was provoked by Krishna’s words. The gigantic
bull furiously charged Krishna, who seized Aristasura by the horns,
kicked him to the ground and thrashed him, then struck him with the
demon’s torn-off horn until he died. This story is related in
BhP10.36.1-16.

The son of Maya is Vyomasura. The episode of Krishna slaying Vyo-
masura is found in BhP 10.37.28-33.

Verse 3.4

The cowherd maidens in this verse are using indignant words to ex-
press their feelings that it is very inappropriate for Krishna, who has
descended to protect the whole world, to neglect his devotees (BB).
The following statements are examples, often using the first-person
voice, of the types of thoughts and feelings that commentators imag-
ine the Gopis to possess: If Krishna has come to protect the whole
world, then why shouldn’t he protect the maidens who are also part of
this world? How is it that Krishna can happily sit within the hearts of
all souls, while witnessing the unhappiness of so many? Krishna was
not born to the soft-hearted Gopi, his foster mother Yasoda. Rather,
he arose from the family of the Satvata Dynasty, hiding his divine
identity by transgressing his own religious and moral laws, such as
those prohibiting the stealing of other men’s wives (SD).

This verse is cited as an example of the Gopis’ awareness that the ais-
varya of Krishna can be combined with their vision of his sweetness in
madhurya (PrS 178). The concern for the Caitanya tradition is whether
or not there is an improper mixture of rasas, in this case that of the
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santa rasa with the $rngara rasa. Jiva insists that there is no fault in this
apparent mixture of $anta and $rigara rasas since there is actually no
mixture at all, the implication being that the ai§varya perceptions of the
Gopis are merely supplementing the madhurya. Some commentators
insist that the ai$varya perceptions of the cowherd maidens only occur
during their periods of fearing separation or actual separation from
Krishna, and not when they are fully united with him (SD).

The first half of this verse declares that Krishna is not the son of a
Gopi (his foster mother Yasoda), and in reality is the indwelling
supreme Soul of all souls. The manifestation of Krishna as the
supreme Soul remains aloof from the joy and suffering of souls. The
implication is that it is because of this manifestation that he remains
aloof from the Gopis’ suffering. In the second half of the verse, the
maidens observe that the creator of the universe requested Krishna to
descend to protect this world, and he managed to appear. So, why
should he not honor their request to appear before them (PrS 392)?

The Witness residing in the hearts, antaratma-drk. The word drk, or
“witness,” indicates that Krishna is the indwelling controller of all be-
ings, antar-yami (SD). The idea of an indwelling Lord is found
throughout the story; see RL 1.32, 2.4, 4.14, and 5.36.

When Vikhanas prayed to you for protection of the universe. When
the earth planet was burdened by powerful demons who were ruling
as kings, Mother Earth in the form of a cow approached Brahma for
assistance. Brahma then traveled, along with other powerful gods and
Mother Earth, to the shore of the ocean of milk where Lord Vishnu
was lying on an island. There, the gods collectively worshiped him by
reciting Vedic mantras. Brahma, while in trance, understood Lord
Vishnu’s intention to manifest on earth in order to relieve the earth’s
burden. As Krishna states in the Bhagavad Gita:

When and wherever there are
discrepancies of dharma, O Bharata,
And an arising of no dharma,
at that time I descend.

For the deliverance of the good
and the destruction of those who are evil,
For the purpose of establishing dharma,
I manifest myself age after age.
(BG 4.7-8)
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The gods and their wives were to accompany Krishna by appearing in
the Yadu Dynasty. Krishna would manifest as the son of Vasudeva,
along with his potency known as Yogamaya and his elder brother,
Baladeva. This incident is described in BhP 10.1.17-26.

Verse 3.5

This verse with the following three verses comprise four prayers con-
taining specific requests of the Gopis (BB). In this verse, the cowherd
maidens request Krishna to place his divine hand on their heads. In
the next, they request him to accept them as his maidservants and
allow them to see his beautiful face. In the following verse, they re-
quest Krishna to place his feet on their breasts, removing the desires
lying within their hearts. And in the last of the four, they request their
“hero” to restore them to life with a kiss.

As those who wish to become free from the cycle of endless suffer-
ing, sariisara, approach Krishna’s feet, similarly, the Gopis also wish to
become free of their suffering in his absence. They question, if you
liberate others from suffering, then why don’t you liberate us from
our suffering simply by appearing before us (PrS 392)?

O leader of the Vrsnis. An epithet of Krishna indicating his descent to
this world as one belonging to the family of Nanda and among the
people of Vraja, all of whom are born in the special dynasty of the
Yadus (PrS 392).

Fulfills all wishes, kama-darir. Another meaning for this compound is
“destroys lust” (SD).

Verse 3.6

This verse is quoted by Krishnadasa (CC 1.6.67) to demonstrate how the
Gopis, the greatest of lovers of God, still take pride (-abhimana) in con-
sidering themselves the servants (dasi-) of Krishna (CC 1.6.65—66). In one
phrase they beg, “Show us your beautiful face,” and in another, “always
accept us as your maidservants.” The point made here is similarly made
in the following phrase in a sitra text: “the self is absorbed in worship-
ing the Beloved as an eternal servant and as an eternal lover” (NBS 66).

Verse 3.7

The selfless love of the cowherd maidens is explicitly described in this
verse (SD). Although it appears to display demanding and perhaps
selfish motives on their part, commentators insist that it expresses
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their unconditional love. The Gopis demonstrate the highest level of
pure love for God because every action of body and mind, indeed,
every thought is for the sole purpose of pleasing Krishna. The seem-
ingly selfish words spoken by them are only for the sake of serving the
supreme, and they have no interest in avoiding unhappiness or gain-
ing happiness for themselves (SD).

Verse 3.8

Prior to this verse, the Gopis have praised the sweetness of Krishna’s
eyes, feet, and hands, and now they praise his words, voice, and lips.
The sweetness of Krishna’s words has enchanted the maidens, and
only the intoxicating medicine of his lips will revive them from their
delirium. Yet they find it difficult to attain his intoxicating lips, be-
cause their elders and family members try to keep them in their
homes (PrS 392). The implication here is, “We are here now, but
where are you?”

Verse 3.9

Bestowing the greatest riches, bhiiri-da. The word bhiiri-da means a
person who “gives the greatest riches.” Such a person is the cause of a
kind of death to other persons belonging to this world of duality.
These gentle souls commit genocide by giving the greatest riches to
persons of this world—riches that destroy the source of misery and
suffering, arising from the contamination of material existence (SD).

KrisHNADASA DESCRIBES How the king of Orissa, Pratiparudra,
would please Caitanya by reciting the verses of the Rasa Lila to him
(CC 2.14.8). When the king recited this particular verse to Caitanya
(CC 2.14.13), he found himself elated, and requested the king to re-
cite it over and over again (CC 2.14.12). Thus, the king won the favor
of Caitanya with the recitation of this verse.

Verse 3.10

Intimate playful ways, viharanari. The synonymn samprayogah, “lov-
ing intimacy” or “loving connection,” is suggested here (SD). The
word samprayogah has the following meanings: “joining together,”

<« . . . . . . » <« . »
attaching,” “conjunction,” “union,” “matrimonial,” or “sexual union
(MW).

Agitate, ksobhayanti. The synonymn vyakulayanti is offered for this
word (SD).
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Verse 3.12
From cows is implied in the Sanskrit and suggested by Sridhara.

Loving memory, smaram. The word smaram, which means literally
»

<« M » « . . »
memory, “recollection,” “loving recollection,” and so on, can also
mean “the god of love,” or more connotatively, “passionate thoughts.”

Verse 3.13

Krishna’s feet relieve suffering, as well as grant satisfaction and de-
light. Indeed, they are worshipable. As noted earlier, the Gopis wor-
ship his feet uniquely by placing them on their breasts. Mere meditation
on Krishna’s feet, while liberating for others, is not adequate for the
cowherd maidens. In fact, meditating on their beloved Lord’s feet in
his absence causes more pain and grants virtually no relief, due to
their intense love for him (KS 169).

One born from the lotus flower, padmaja. This phrase refers to the
god of creation, Brahma, who appeared from the lotus flower sprout-
ing from the navel of Vishnu.

Verse 3.14

Pure love of God results in peacefulness. However, the intense love
that the Gopis have for Krishna creates an unpeaceful state of mind.
This verse spoken by the maidens, expressing the longing they have
for Krishna’s lips, is cited as an example of this unpeaceful state (PrS
51).

This verse is recited by Caitanya (CC 2.16.117). Caitanya had just
eaten foodstuffs that had been first offered to and enjoyed by the
deity, known as prasada. After he marveled at the taste of this food
that had been touched by the mouth of Krishna, Caitanya spoke
about the “nectar of Krishna’s mouth” (CC 2.16.107-116). Then he
quoted the Gopis’ statement, “O hero, bestow upon us this nectar of
your lips.”

Verse 3.15

The most intense form of spiritual emotion, known as mahabhava, is

expressed in this verse (KrS). Ordinary humans delight in gazing

upon Krishna, but the Gopis become angry at the creator for inter-

rupting their gaze by allowing their eyelids to blink [PrS 92].
Krishnadasa presents the following verses that precede his quota-

tion of the present verse:
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All minds are attracted

upon hearing and seeing [Krishna].
Krishna makes efforts

to taste his own attractiveness.

One who constantly drinks
the nectar of this sweetness
Never satisfies one’s thirst;
rather, such thirst increases endlessly.
(CC 1.4.148-149)

Krishnadasa continues by saying that such a person who is never sat-
isfied begins to criticize the creator god, Brahma, who provides souls
with only two eyes, and even they interrupt one’s vision by blinking
(CC 1.4.150-151). He then quotes this verse (CC 1.4.152).

Another instance of this verse occurs when Caitanya, speaking to
Sanatana Goswami about cosmology and the omnipotent forms of
Krishna (ai$varya), is reminded of Krishna’s beautiful intimate form
(madhurya). Caitanya recites this verse (CC 2.21.124) to Sanatana
when speaking of the beauty of “Krishna’s sweet form” that is attrac-
tive to the lives of all (CC 2.21.102).

Verse 3.16
This verse is given as an example of amarsa, impatience, indignation,
or passion (PrS 359).

This verse is presented by Caitanya in his instructions to Rapa
Gosvamin (CC 2.19.210). When Caitanya explains the intricacies of
the five rasas, this verse is quoted by him to demonstrate the nature of
kevala suddha-prema, or “unqualified pure love” (CC 2.19.203). Cai-
tanya cites this verse in another instance (CC 2.7.42), where he intro-
duces it with the following words:

The pure love (suddha-prema) of the Gopis

is without knowledge of God’s omnipotence.
When there is reprimanding,

this is a sign of such pure love.

Verse 3.19

This verse is clearly the climactic expression of the Gopis’ longing for
Krishna. It is the last verse, in the whole of the Rasa Lila story, to ex-
press their feelings of separation that have been building up since
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Krishna suddenly disappeared at the end of act 1 (RL 1.48). Following
a stream of eighteen verses in the songlike tristubh rajaharisi meter
(11-syllable count per quarter verse), expressing a variety of intense
feelings of bereavement, this verse, presented in the flowing $akvari
vasantatilaka (14-syllable count per quarter verse), brings the Gopis’
expression to a dramatic pitch, ending with the phrase of unrequited
love, “Our very lives are only for you.”

Very lives, ayusam. The word ayus means “life,” “vital power,” “vigor,”
“health,” “duration of life,” “long life” (MW). Thus the word indicates
the whole or full duration of one’s life.

Our very lives are only for you, bhavad-ayusari nah. A simple literal
translation of this final phrase could be, “You are our very life.” The
third act of the Rasa Lila, expressing agonizing feelings of separation
from Krishna, concludes with these words of pure dedication. The
Gopis have given everything, offered everything—and there is noth-
ing left. They could be stating in this last line that they have given
their lives completely to Krishna because they feel they are dying, or
as if they are just about to lose their lives. Other translations are pos-
sible for this phrase, attempting to express how the maidens have
given up everything for Krishna, even the vitality of life (ayus) itself:
“We have offered our very lives unto you” implies that the Gopis have
used up their “duration of life,” and that they are about to expire due
to intolerable separation from Krishna (SD). In effect, the devotional
love and dedication of the cowherd maidens for Krishna is even to the
point of death.

Turs LAST VERSE demonstrates “pure love of God,” or Suddha-priti,
and is to be distinguished from “worldly love,” or kama. Worldly love
and passion essentially involve the desire to please oneself. If there is a
desire to please the beloved within such love, it is only secondary. On
the other hand, if love and passion are directed toward God exclu-
sively as the beloved object, then it is possible for such feelings to exist
selflessly and purely for his sake (PrS 84).

This verse is presented as an example of saksad-upabhogatmaka
(the “direct enjoyment of love” with Krishna) in sthayi-bhava (“en-
during feelings of love” for God) in $rigara (“amorous love”) (PrS
365). The two causes of sthayi-bhava are Krishna’s nature, and the na-
ture of the female lover (PrS 363-364). This verse exemplifies the sec-
ond cause of sthayi-bhava, that is, the Gopis. Here, the maidens desire
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direct enjoyment of love with Krishna in his /ila. The different types
of this love among the maidens are demonstrated in six verses of the
following act (RL 4.4-9) (PrS 366).

As already noted, it is significant that this verse from the RL is
quoted a total of four times throughout the CC, more than any other
verse from the RL and, I suspect, more than any other verse from any
of the numerous texts from which Krishnadasa draws for his great
work. This verse is used to demonstrate the purity of the Gopis’ love
for Krishna. Their “love” (anuraga) is “pure” (svaccha) and “clean”
(dhauta), and has “no trace of worldly lust” (nahi kama-gandha). The
maidens’ love is “only for Krishna’s happiness” (krsna-sukha lagi
matra) (CC 1.4.170-173). See also CC 2.8.219, 2.18.65, and 3.7.40.
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The fourth act consists of two developmental scenes, the first a narra-
tive (RL 1-14) and the second a dialogue (RL 15-22). In the first
scene, Krishna suddenly reappears and the Gopis react in various
emotional ways. In the second scene, the cowherd maidens inquire
about the various ways that souls reciprocate love. Krishna responds
in three didactic verses in the commonly found epic meter anustubh,
by explaining conditional love, unconditional love, and aloofness
toward love. The final three verses, also spoken by Krishna, exhibit
longer quatrains and varying meters, each verse incrementally longer
than the previous one, indicating an increasing intensity of emotion
on Krishna’s part. Here he expresses the reason for his absence, then
his gratefulness and indebtedness to the maidens for their love.

Verse 4.1

Wondrous ways, citradha. This is the meaning according to Sridhara
(BB). For Visvanatha, it implies that the Gopis are singing in the most
elaborate musical arrangements, crying out for Krishna with their
sweet voices (SD).

Verse 4.2

Sauri is the name used here because it indicates Krishna’s appearance
in the dynasty of Sra, conveying the heroic character of Krishna as
he suddenly appears before the Gopis. Here, his character as a mem-
ber of royalty conveys aloofness to those women who possess more
intimate love for him (SD).

The supreme God of love stood directly before them, alluring even
the love-god, saksan manmatha-manmathah. As the natural surround-
ings of Vraja during the autumn evenings arouse passion in Krishna,
so he can awaken the god of love in the Gopis. Suka states that
Krishna appeared directly as the god of love filled with amorous pas-
sion. Sridhara explains that the phrase used here, saksan manmatha-
manmathah, means “the passion arising from the mind of amorous
passion personified,” a passion that stuns even personified love him-
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self. Similarly, Vi$vanatha understands this phrase to mean “directly
the bewilderer of the mind of the god of love.” The sense is that even
the god of love is overtaken by love itself, and this is the case with both
Krishna and the cowherd maidens within their affectionate ex-
changes. Vi§vanatha states further that the spiritual love exchanged
between them is not that of the Cupid who bewilders this world;
rather, their love has only to do with the Cupid who belongs to the in-
ternal nature of God.

The word manmatha means connotatively either an emotional state
of love, that is, “amorous passion,” or it refers to a personification of
this emotional state of love, that is, “the god of love” who “stirs up per-
sons’ minds.” Sridhara states that this pada refers to Krishna who dis-
turbs the mind of even passion personified, who himself disturbs the
whole world (BB). Jiva points out that Krishna as the saksan man-
matha is one of the manifested forms of Krishna, the God of the gods
of love (KS), and the one who agitates Cupid (PrS 275). Visvanatha
confirms the former commentators’ remarks and elaborates further.
Krishna, who is the original God of Love, stuns the mind, or strikes the
heart, of even the Cupid who disturbs the minds and hearts of humans
in this world. Thus, he is the supreme spiritual Cupid who exists only
within the internal realm of God, and has nothing to do with the Cu-
pids of this world. Finally, Vi§vanatha points out that Krishna appears
to the Gopis as the supreme God of Love in order to cause them to for-
get the agony of separation from him.

The word saksat means most literally “with the eyes,” having vari-
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ous connotative meanings such as “evidently,” “manifestly,” “clearly,”
“in person,” “in bodily form,” “immediately,” and “directly” (MW).
The word manmatha is an intensive of the verbal root math (which
adds the prefixed reduplicated-syllable man-). Or the word is a com-
pound consisting of the word manas (“mind”) added to the verb

matha, meaning “disturbing of the mind” (MW).!

THIS VERSE IS AN EXAMPLE of sambhoga, the other side of
vipralambha in the amorous love of §riigara-rasa, as the enjoyment of
the presence of the beloved. The first stage of sambhoga is exemplified
by RL 4.9, and the second stage by RL 4.13 (PrS 393). Jiva states that

1. Meanings of the verbal root math are worth reviewing here to give the rich and pow-
erful senses of the word manmatha. Vedic meanings of the verb math are “to stir” or “to
whirl around.” Epic senses of the verb contribute to its meaning here. With the word agni
(“fire”), it means “to produce fire by rapidly whirling round or rotating a dry stick in an-
other dry stick prepared to receive it” (MW); in the Harivarii$a, it means “to use friction
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this verse presents the alambana, or “foundation” for emotion in rasa,
and the viSaya, or Krishna as the “object” of emotion (PrS 275). For
further explanation of these two components within the scheme of
vibhavas (or “excitants”), see S. K. De, Early History of the Vaisnava
Faith and Movement, pp. 183—184.

This verse is quoted several times throughout the Caitanya
Caritamrta. First, Krishnadasa describes the leading deity of Vrinda-
vana (vrndavana-purandara) as the one who is the Rasa-vilasi, “the
playful dancer of the Rasa,” known as Madan Gopala, and particularly
who is a manifestation of the form of the God among all gods of love,
manmatha-manmatha-ripa. This verse is quoted to establish these
attributes of Krishna (CC 1.5.214). Second, when Ramananda intro-
duces to Caitanya the kanta-prema, that is, “the passionate love of
God” in madhurya-rasa, as the highest of all rasas, he quotes this verse
(CC 2.8.81). Then, within the same chapter, this verse is quoted fully
again (CC 2.8.140) by Ramananda in the following:

The hearts of all men and women,
all moving and non-moving beings,
Are completely attracted directly by the one
who captivates the god of love [Krishna].
(CC 2.8.139)

Verse 4.3

This verse illustrates vilasa-anubhava, the expressions and graceful
motions of the face, eyes, and other bodily features while walking, sit-
ting, or standing, caused by contact with the beloved (PrS 326).

Verse 4.4

This verse and the following five verses, through RL 4.9, are examples
of variety in the types of love the Gopis have for Krishna. Jiva presents
each of these verses to demonstrate this variety among the cowherd
maidens. This verse expresses a mutual loving adoration and respect
(PrS 366-367). See related ideas in the comments on verse 3.19.

upon any part of the body with the object of producing offspring from it” (MW); and in the
Bhagavata, “to churn” or “to produce by churning [milk into butter]” (MW). Other similar
senses are found, such as “to stir up,” “shake,” “agitate,” “trouble,” “disturb,” “afflict,” and “de-
stroy” (MW).
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Jiva suggests that the words in verse 4 describe two Gopis who are
very intimate friends of Radha. The first half of the verse refers to the
maiden named Lalita, also known as Anuradha; the maiden named
Syamala is spoken of in the second half of the verse. Jiva uses the
name Syamala to identify this Gopi as one of the eight principal
Gopis. He does not identify her as Radha, as Vi§vanatha does in his
comment to RL 5.12.

Verse 4.5

The principal rival of Radha is known by the name of Candravali. The
mood of those Gopis who follow her, such as Padma and éaibya, is ex-
pressed in this verse (PrS 367).

Verse 4.6

This verse expresses a form of love known as mana, or “pride” (PrS
87). It is also cited as an example of vibhoka, a form of anubhava. The
phenomenon of vibhoka occurs when the heroine pretends to be
angry and unappreciative of something given by the hero (PrS 328).
This verse is said to be describing the possessive feelings and mood of
Radha (PrS 367).

An indication of the varieties of amorous love for Krishna can be
found in the Gopis’ statements upon seeing him in the beginning of
the fourth act, after his sudden disappearance at the end of the first
act (PrS 367). Jiva identifies specific Gopis by name, according to
their varied emotional reactions to Krishna’s arrival. For example, he
identifies the special Gopi, Radha, in this sixth verse, who expresses a
type of possessive love that is considered exalted (PrS 367). It is a
more passionate and intensive love than that found in RL 4.4. He also
discusses ananya-mamata, that is, the Lord is experienced as “their
only possession.” Furthermore, he speaks of degrees of possessiveness
(PrS 160 and 168), and gives the example of this verse as pride in di-
vine love (PrS 156).

Verse 4.7

This verse and the following are said to describe the character of Radha
and her friends such as Anuradha, also named Lalita, and Visakha (PrS
367). According to Jiva, these dearest friends express a mood of love
similar to that of Radha, described in this verse and the next.
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Verse 4.8

Took him into her heart, hrdi krtva. Sridhara suggests the similar
phrase, “leading into her heart.” Vi§vanatha suggests that this Gopi is
attempting to keep her “fickle lover” Krishna from escaping, by clos-
ing her eyes after she “led Krishna into her heart” through her eyes.

Ripplings functions conveniently, in a poetic way, to convey the two
ways in which this phenomenon is manifest in the cowherd maid-
ens—either from within the body to the outside (displayed on the
skin as eruptions), or from the outside to the inside. When the Gopis
meditate on Krishna, it is the former, as illustrated in this verse;
whereas when they are physically touched by Krishna, it is the latter,
as illustrated by RL 5.12. See the comments on 1.40 for an in-depth
discussion on the phenomenon of “bodily ripplings of bliss.”

Yogi is one who practices the physical and mental internal discipline
of yoga. The word yogi is taken by Jiva as neuter in gender, which re-
sults in a slightly different translation of the second half of this verse:

She became elated with
bodily ripplings of joy,
as yogic union with him
is flooded with bliss.

The word yogi is taken here as a state of relation between Krishna and
the Gopis. Jiva is concerned that the verse not be taken as possess-
ing the improper “mixture of rasas,” known as rasabhasa (PrS 178).

VISVANATHA STATES THAT out of innumerable Gopis, there are eight
principal ones. Of all the cowherd maidens, Radha is the dearest to
Vishnu (yatha radha priya visnos), and the most beloved of Vishnu
(Vi$vanatha gets this idea from the Padma Purana: sarva-gopisu
saivaika vispor atyanta-vallabha).

Verse 4.9

This and preceding verses of this act describe the first stage of being
relieved from painful separation from Krishna. The second stage of
relief begins in RL 4.13 below; and the final and complete stage of re-
lief is the first verse of the next act (PrS 393).
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The maiden described in this verse is identified as Bhadra, another
rival Gopi, who is associated with these words (PrS 367).

Verse 4.10

Like the supreme Person with his splendorous powers, purusah $ak-
tibhir yatha. Sridhara defines purusah as the supreme soul in all of
creation, or the cosmic Lord lying at the foundation of the material
creation, along with his various energies (BB). Jiva and Vi$vanatha
both recognize that this phrase refers to Bhagavan, the supreme Lord
along with his $aktis, or internal spiritual energies. Jiva cites the verse
to describe the relationship of the Gopis to Krishna in the form of his
spiritual powers (PrS 282).

The Caitanya school sees the cowherd maidens as persons who
possess spiritual bodies, as $aktis of Krishna, and not physical material
bodies. Its theology begins with the idea that God (#vara-tattva) is
the possessor of all energy or power ($aktimat), and all existences con-
sist of his manifestations and energies ($aktis). This theological con-
struction is also found in the Rasa Lila when the narrator describes
Krishna, surrounded by the Gopis, as he “appeared radiant, like the
supreme Person (purusa) with his splendorous powers ($aktis).”

Verse 4.11
The almighty one, vibhuh. An epithetical name for Krishna is used in
this verse. The word vibhuh has many rich meanings: “being every-

where,” “far-extending,” “all-pervading,” “omnipresent,” and so on;
7 » «

“mighty,” “powerful,” “excellent,” “great,” and so on; “a lord,” “ruler,”
“sovereign,” and so on (MW).

Verse 4.13
This verse describes the second stage of the Gopis’ relief from their
separation from Krishna (PrS 393).

Revealed scriptures refers to the $riitis, the revelational scriptures of
the Vedas.

Verse 4.14

Krishna, who is referred to as yogesvara, “the Lord of yoga,” is under-
stood by Vi$vanatha to duplicate himself while sitting with the Gopis.
Visvanatha suggests that Krishna is sitting on many different seats
prepared by the maidens, and this multiple appearance of Krishna, on
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so many seats made by different groups of Gopis, is made possible by
the power of Yogamaya.

The concept of Yogamaya, or simply Maya, can also be implied by
the word yoga within compound phrases, which serve as epithets for
Krishna, such as yoge$vara, “master of yoga” (for example, RL 4.14
and 5.3) and other similar phrases throughout the passage.

Verse 4.15

This verse is an example of avahittha or the suppression of feelings.
Jiva explains that although the cowherd maidens honor Krishna upon
his return, they attempt to conceal their anger about the situation
(PrS 353). The verse is cited as an example of “veneration and pride,”
adaraniya-mana, describing how the Gopis become slightly angered
with Krishna for having disappeared (PrS 384).

The one who ignited the passion of their love, ananga-dipanari. This
phrase means either that Krishna is the one in whom “amorous pas-
sion arises,” or that he is the one who “kindles amorous passion”
within the Gopis.

Verse 4.16

Visvanatha names the three types of persons about whom the Gopis
are inquiring, based on verses in which Krishna is about to speak (RL
4.17-19). Persons who love could be summarized as those who love
conditionally, those who love unconditionally, and those who are in-
different to love. Vi§vanatha suggests that those persons who love be-
cause others love them have conditional love, sopadhi-priti. In this
type of love, persons reciprocate only if they find a worthy object, in-
dicating that their affection is conditional. Those who love others
whether or not they return such love have unconditional love, niru-
padhi-priti. Such persons love regardless of the nature of the object,
have no ulterior motive or expectation of result, and do not desire
love for themselves. Others, because their desires are fulfilled, are
indifferent, svakama-sampadaka. Under this category, which includes
all who are indifferent to loving conditionally or unconditionally, are
those who are hateful and envious, and who neither love anyone nor
are loved by anyone (SD).

From this verse to the end of the act, verbs derived from the root
bhaj are used extensively. This is the same root from which the im-
portant noun bhakti, meaning “devotion,” “worship,” or “love” is de-
rived. I have translated the verbal form in this and following verses
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simply as “love,” since it is clear from this verse that it is the concern
of the Gopis to understand what kind of love Krishna can have for
them, in light of his painful departure from them. In fact, Jiva points
out in his one-line comment to this verse, that “there the Gopis were
desirous of establishing the hardness [rather than the love] of bhaga-
van—this is the significance of the word bhajatah” (tatra bhagavatah
kathinyam apadayitu-kamah prcchanti—bhajata iti). The word “love”
is intended to convey a level of meaning and affective state that words
derivative of bhaj carry. See “Devotional Love of the Gopis” in “Tex-
tual Illuminations” for a discussion on the words for “love” in San-
skrit, used throughout the Rasa Lila.

Verse 4.17

Vi$vanatha discusses the difference between selfish love and true love,
sauhrdam, which he treats as a synonym for the word prema. Selfish
love involves being wholly intent on one’s own interest, svartha-
parah. Such persons who are full of desires, kamina, have as their goal
a love filled with conditions or selfish motives, sopadhi-pritimantah.
He states that “in such persons there are no endearing qualities or pu-
rity of love,” tatra tesu sauhrdar prema nasti. Jiva discusses the phrase
svatmartham, “one’s own sake,” and relates this idea to the ulterior
motives of a person. Such a person who possesses this selfishness,
according to Jiva, only worships him or herself. Jiva cites this and
the following verse as a presentation on “pure love,” or Suddha-priti
(PrS 70).

Verse 4.18

In relation to the statement “those who love others who may not love
in return are either parents or persons of compassion,” Jiva quotes
(PrS 94) a line from the Bhagavata, pitror abhyadkhika pritir atmajesv
atmano ‘pi hi, meaning “parents, indeed, love their children even
more than their own lives” (BhP 10.45.21).

Visvanatha explains that Krishna is presenting two types of uncon-
ditional love: that of compassionate persons, karunah, and that of
nurturing parents, pitarau, rather than including pitarau as an exam-
ple of karunah. The compassionate person is described as the “pure
devotee,” suddha-bhakta, and the name of Prahlada is given as an ex-
ample of such pure devotion

The story of Prahlada is in the seventh book of the Bhagavata
Purana. Prahlada was the son of Hiranyakasipu, a powerful demon
who attempted in many ways to end the life of his son because of the
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latter’s devotion to God. Due to Prahlada’s compassionate nature,
however, he never felt anger or revenge toward his father. He only de-
sired for his father to be liberated from conditioned existence within
the cycle of birth and death, sa#iisara. The commentator explains that
both compassionate and parental persons are selfless in that they have
no concern for any personal benefit. He explains that in happiness or
misery, they do not give up their love for others. Of these two types of
unconditional love, compassionate love is the “best,” $resthah. But
persons who possess either type of unconditional love are “faultless,”
nirapavada, in their dharma because they are free from any expecta-
tion of result, and because their love is both “endearing,” sauhrdam,
and “pure,” prema.

Verse 4.19

Visvanatha mentions that there are four types of persons discussed in
this verse: those who are “self-satisfied,” atmaramah, who have no ex-
ternal vision or who are completely focused on the self; those who are
“fulfilled in their desires,” apta-kamah, who have external vision but
do not desire any “sensual enjoyment,” bhoga, from another person
because they are already fulfilled; those who are “ungrateful persons,”
akrta-jiiah, because they do not recognize the help that persons give
them even though they desire sense enjoyment from others; and fi-
nally, those who are “hateful persons,” guru-druhah, who are not only
ungrateful but are resentful toward persons worthy of respect, described
as persons who are “without motive,” nirhetuka. Such ungrateful per-
sons betray good faith and may be hateful to humble superiors who
offer them protection. Vi§vanatha explains that there are many sub-
categories of this last type.

Verse 4.20
Vi$vanatha quotes Krishna’s promise from the Bhagavad Gita (4.11):
“As persons submit themselves unto me, in the same way I return my
love to them,” ye yatha mari prapadyante tams tathaiva bhajamy
aham. He quotes this half verse, demonstrating that Krishna always
reciprocates with his devotee. According to Krishna, the Gopis may
not understand how or in what ways he reciprocates with them, as the
verses of this act express, beginning with verse 16.

The Lord sometimes intentionally places his devotees in a stressful
condition in order to increase their devotion, and this is seen in the
present verse, in which both the devotee’s humility and passion in-
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crease (PrS 121). This condition of absence yielding greater presence
is a theme in the Bhagavata:

As the minds of women are fully absorbed
in their beloved when he is far away,
So when he is present before their eyes
he is not as much in their thoughts.
(BhP 10.47.66)

Verse RL 4.20 is cited by Jiva in a few instances. First, he refers to the
verse to illustrate a love that is even more than $uddha-priti, or pure
love, which is presented in verses 17 and 18 above (PrS 71). The love
spoken of in this verse illustrates a further intensification of pure love.
In another instance, he presents this verse in order to show how the
Lord separates himself from his dear devotees to increase their love
(PrS 288). He also cites this verse to demonstrate that $r7igara cannot
reach its fullness without the “attainment of distance,” or vipralambha
(PrS 370).

To strengthen their love, anuvrtti vritaye. Since Visvanatha gives
words derivative of bhaj as synonyms for anuvrtti, I translate the word
as “love.”?

Verse 4.21

Vi$vanatha explains that Krishna admits to the injustice of leaving the
cowherd maidens, even though he does so out of love for them. He
points out that the words priyam and priyah are thus provided (by
Krishna) as reasons for the Gopis not to blame him, atra priyamiti
priya iti ca hetuh. Finally, he states that lovers (priyah) certainly do not
wish to bring to mind the fault of the beloved (priyasya), priyasya
dosah priyah khalu na manasyanayastityarthah. He comments that the
maidens have, on the one hand, an unrequited selfless love for Krishna
due to their love for him in his absence, and on the other hand, a

2. The meanings of the words in the phrase anuvrtti-vrttaye are worth reviewing here.
The word vrttaye in the dative case can mean, as Vi§vanatha indicates, “for sustaining” or
“for strengthening”; or it can mean “for being in a particular state,” “for remaining,” “abid-
ing,” or “being” (VA). The word anuvrtti can mean “continuation,” “remembrance,” “previ-
ous course of conduct,” “continuance in,” “gratifying,” or “pleasing” (VA). For the word
vrttaye Vi§vanatha also supplies the synonym jivikayai, meaning “for the sustenance” or “for

strengthening.”
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love that is reciprocated by Krishna in his appearance before them,
dar$ana. This verse and the following are cited as examples of how
Krishna attempts to assuage the slightly angered pride of the Gopis
(PrS 385).

O dearest ones, I am your beloved! tat priyari1 priyah. This phrase ap-
pears at the end of this penultimate verse expressing Krishna’s loving
dedication to the cowherd maidens. This statement parallels the last
phrase of the final verse of the Gopis’ songs of bereavement from the
previous act, in which they express their loving dedication to Krishna
and say, “Our very lives are only for you” (RL 3.19).

IN His piscussioN on the purity ($uddha) of love and attachment
(anuraga), Krishnadasa quotes this verse in which Krishna acknowl-
edges the Gopis’ sacrifice (parityaga) for him (CC 1.4.176). This verse
anticipates this act’s final climactic and much-quoted verse of Krishna’s
expression of gratefulness to the maidens, which Krishnadasa quotes
in full just a few verses later (CC 1.4.180).

Verse 4.22

As the last verse of the previous act becomes a climax of the ex-
pression of the Gopis’ devotion in separation, this last verse of the
present act could easily be seen as a climax of Krishna’s expression of
love and indebtedness to the maidens. The commentators quote this
verse often to show how even the Lord comes under the control of
his devotees, and how he becomes indebted to such devoted souls.
Krishna’s response to the Gopis’ question in verse 16 of this act,
about the nature of love, appears in the final six verses of the act, be-
ginning with three verses in the typical epic $loka or anustubh meter
(8-syllable quarter verse). As the emotional content of Krishna’s
words intensifies, the longer tristubh metered verses (11-syllable quar-
ter verses) are found in the following two verses, and the climactic
verse of the act appears in the 12-syllable quarter jagat7 meter.

Jiva points out that this verse demonstrates how the Lord can be
controlled by the love of his devotee. Krishna’s word niravadya (“pu-
rity” or “pure love”) indicates that he recognizes the purity of the
Gopis’ love for him; the words sva-sadhu-krtyam (“reciprocate your
own purity”) indicate the greatest love for him; and na paraye (“I am
unable”) indicates the Gopis’ ability to control Krishna. From this
verse, it is concluded that the cowherd maidens are emblematic of
all pure lovers of God found within the five rasas, and specifically
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that the Lord in $rrgara rasa is controlled by the devotee’s love (PrS
84, 130).

In his comments to verse 20 above and to the present verse, Vis-
vanatha quotes Krishna’s promise from the Bhagavad Gita (4.11ab),
as Krishnadasa also does. The first half of this verse (ye yatha mari
prapadyante taris tathaiva bhajamy aham) demonstrates that Krishna
always reciprocates with his devotee. According to Krishna, the Gopis
may not understand how or in what ways he reciprocates with them,
as expressed in the verses of this act, beginning with verse 16. When
quoting the Bhagavad Gita verse in his comments on the present
verse, Vi§vanatha states that even though Krishna promises to recip-
rocate their love, the love of the maidens is so powerful that he is un-
able to do so. He therefore states that their own saintly behavior will
have to be their reward.

Finally, he claims that lovers (priyah) certainly do not wish to bring
to mind the fault of the beloved (priyasya) (priyasya dosah priyah
khalu na manasyanayastityarthah) (SD). The concluding verse of
the fourth act is seen by the early teachers as an expression of
Krishna’s appreciation of the power of the Gopis’ love for him. To
some, it is evidence of the power that the most intimate devotee has to
control the supreme controller, that of love. Visvanatha ends his com-
mentary to this act by stating, “Indeed, we have thus become con-
quered by love,” premna jita evabhiimeti.

Your own purity, sva-sadhu. The word sadhu, according to lexical
sources, has many meanings that express the quality of the love of the
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Gopis for Krishna. The meanings “faithful,” “perfect,” “saintly,” “effec-
tive,” “good,” “virtuous,” “honest,” “proper,” “chaste,” “kind,” and so
on, are all appropriate in describing the “purity” of love of the Gopis.
The use of the word “purity” in the translation of this verse is in-
tended to reflect Visvanatha’s discussion on the nirupadhi of “uncon-

ditional love,” of which the Gopis are the recognized exemplars.

Your own purity, sadhuna. Sridhara understands the meaning of sa-
dhuna as sadhu-krtyena, “by the reward of the purity [of your love].” In
other words, it is only through the pure behavior of the Gopis that they
receive any reward, and not through compensation from Krishna.

KrisaNADASA STATES THAT Krishna makes a promise of reciprocity
with his devotees according to the ways they worship him. To confirm
this, he quotes the following verse from Bhagavad Gita:
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As they submit themselves to me,
I, accordingly, reciprocate lovingly with them.
In every way, humans follow my path,
O son of Prtha.
(BG 4.11)

However, Krishnadasa insists that Krishna himself breaks this prom-
ise by his inability to reciprocate the superlative way in which the
cowherd maidens have honored him:

This promise was broken
due to the worship of the Gopis.
The authority for this is in the words
coming from the beautiful mouth of Krishna.
(CC1.4.179)

Later, Ramananda, who similarly quotes BG 4.11 (CC 2.8.91), com-
ments on the final verse of this act in the following statement:

This form of pure love, prema,
cannot be reciprocated.
Therefore, [Krishna] becomes a debtor—
thus it is stated in the Bhagavata.
(CC2.8.92)

According to Ramananda, Krishna is understood to be indebted to
the devotee who loves him in the manner of the Gopis. Raimananda
then quotes the present verse in CC 2.8.93.

The verse RL 4.22 is quoted in the CC for the final time when Cai-
tanya is speaking with Vallabha Bhatta about how the worship of the
cowherd maidens is the best of all (sarvottama-bhajana, CC 2.7.44).
Caitanya quotes Krishna as saying, “I am indebted to you” (ami
tomara rni).

Krishnadasa states that Krishna with the Gopis, that is, bhagavat
with his $aktis, is confounded by the level of enjoyment that his $aktis
experience from being loved by him. Indeed, their enjoyment is the
highest, yet ever-increasing. Since it is Krishna who loves his devotees
supremely, being the ultimate beloved object, his devotees, though
unmotivated, receive an unsought and unsurpassable bliss that even
he longs to experience. For the discussion on the Gopis’ unending
and ever increasing bliss excelling even that of Krishna’s, see CC
1.4.185-221.



Act Five

&) 0
—~ —

The final act of the Rasa Lila consists of four scenes. The first
(RL5.1-20) is called the “culmination scene” (nirvahana-sandhi). The
“seed” (bija) of the drama, that is, Krishna turning his mind toward
“love’s delights” (RL 1.1), fructifies fully in this scene in which the for-
mation and commencement of the Rasa dance takes place (RL 5.1-7).
The narrative description of Krishna and the Gopis dancing in the
Rasa occurs in verses 8 through 20.

The eighth verse, the longest metered verse in the complete text, is
the first to describe exactly how Krishna and the cowherd maidens
dance together, and here the Rasa dance is fully initiated. The name of
the meter type used in verse 8 is revealing: mandakranta, which liter-
ally translates as “approaching slowly,” as in the beginning of a dance.
Every type of verse meter that is employed throughout the dramatic
poem is engaged in this scene, most appropriately, in a back-and-
forth pattern (see table 3).

The quarter-verse syllabic pattern in verse 8 exhibits seven distinct
shifts between short and long syllables (see “Poetic Meters in the San-
skrit Text”); and within this scene of twenty verses there are seven
shifts between different meter types. In short, the dance narrative is
supported by dancelike movements within the climactic verse, as well
as between verses within the climactic scene.

The second scene (RL 5.21-26) is a narrative of the affectionate
activities that follow the dancing and singing, and is itself another
culminating scene. It is erotic in tone and imagery, yet delightfully
playful and romantic. Here, the story’s climax of intimate union
abounds in metaphor, yet explicitly states that this is not a sexual en-
counter (RL 5.26), again asserting the otherworldly nature of its
drama. The first and fourth quarters of verse 26 are a recapitulation
and allusion to the beginning of the work (pairva-vakya), lending the
drama a sense of finality:
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Thus he allowed himself to be
subdued by those nights
made so brilliant
by the rays of the moon;

Inspired by the narrations
and poetry of autumn,
all those moonlit nights
found their refuge in rasa.

It is clear that, through these words concluding the second scene, the
“achievement of the story’s goal” (ananda) has now been attained.

Next, an epilogue-like penultimate scene begins with verse 27, in
which the king inquires from the sage narrator, as he did in the second
scene of the drama. Again, a didactic discourse ensues; now, however,
it addresses the ethical concern of Krishna dancing with other men’s
wives (RL 5.27-35). The king, in three verses, questions whether or
not Krishna’s behavior with the Gopis can be considered dharmic.
The sage responds in five verses of anustubh meter, then dramatically
in the last verse uses the lengthy vasantatilaka meter, ending the dis-
course with a rhetorical question.

The final scene introduces a quiet transition from the dialogue be-
tween the sage and the king to an explanation of the special nature of
Krishna’s divine manifestations and /ila. The subtle shift to this fourth
and last scene of the final act is indicated by a gradual return to the
narration of the story, though the narrator continues to be somewhat
didactic. For example, the first part of verse 36 informs us that while
the drama is taking place, Krishna, as the Witness, “dwells within the
Gopis and within their husbands,” which contributes to both the nar-
rative and didactic voices of the scene; whereas in the second part of

TABLE 3. METER TYPES IN SCENE ONE OF AcT FIVE

Verses Meter Type Syllable Length (per quarter verse)
Verses 1-7 anustubh (8)

Verse 8 mandakranta (17)

Verses 9-15 anustubh (8)

Verse 16 vasantatilaka (14)

Verse 17 upajati (11)

Verse 18 visamacatugpadi (12)

(

Verses 19-20 anustubh
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the verse and in the following verse, the narrator teaches that Krishna
comes to this world to perform his divine /ila as an act of grace. Verse
38 then returns to a blend of narrative and didactic explanation when
Suka explains that the husband cowherds of the Gopis are unaffected
by their wives’ sudden departure, which is arranged by the divine
feminine power of the Goddess. The penultimate verse of exclusive
narration states that the Gopis return home after their activities with
Krishna that autumn night. The final verse of the story is “benedic-
tory” (pradanti), and states that hearing or reciting this /ila of the
cowherd maidens with Vishnu will cure the disease of the heart and
grant the highest devotion to God.

Verse 5.1
The enchanting words, su-pesalah. The meaning of this phrase is sug-
gested by Vi§vanatha.

Simply by touching his limbs, tad-angopacitasisah. Visvanatha points
out that this phrase could be understood to be modifying Krishna,
the one whose desires are fulfilled by touching the limbs of the
cowherd maidens. The phrase in the verse, however, modifies the
Gopis as the ones whose desires are being fulfilled. The ambiguity of
the object of modification for this adjectival phrase demonstrates the
mutuality of devotion between Krishna and the maidens.

WHEN ANGER, OR PRANAYA-MANA, has completely disappeared, then
sambhoga, or union in $rrigara-rasa, begins to develop, as indicated in
this verse (PrS 386).

Verse 5.2
Rasa. Rasa is the name of a specific dance form performed by village
people in ancient India. A deeper significance, however, is found in
the word. Visvanatha points out that Rasa refers to the sum of all rasas
or intimate experiences with the supreme. Jiva states that Rasa is an
aspect of sambhoga, or union in $rrigara-rasa (PrS 425-427).

We have very little information regarding the exact type of dance
that the ancient Rasa was. See Viraha Bhakti by Friedhelm Hardy for
information on this subject.

Verse 5.3
Circular formation, mandala-manditah. The word mandala means

“circle,” “circular,” “round,” “wheel,” “orb,” “ring,” or “the path or orbit
of a heavenly body” (especially of the sun or moon); the word can
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even mean “a multitude,” “group,” or “whole body.” These different
meanings of mandala can be applied to different aspects of the Rasa
Lila. The verbal active voice (parasmaipada) of mand means “to deck”
and “adorn”; the verbal reflexive voice (atmanepada) means “to dis-
tribute” or “clothe,” “to glorify” or “extol,” and “to rejoice” or “exhila-
rate” (MW).

The supreme Lord of yoga, yogesvara. This translation is intended to
reflect the understanding of the commentators. Jiva, along with Sri-
dhara, states that the word yoga refers to Krishna’s acintya-$akti, or
“incomprehensible power.” Vi$vanatha expounds upon this meaning
by stating that the compound indicates that God is the source of all
artistic ability. He refers to the definitions of yoga in the Amarakosa,
such as “a process of attaching,” “meditation,” “a process of bringing
together,” or an “arrangement,” and associates this phrase with Yoga-
maya, who “arranges the impossible.” The ambiguity of whether or
not Krishna is present before every Gopi in the dance, or whether he
is present between each pair of maidens is resolved, because Yoga-
maya arranges for each Gopi to experience an individual manifesta-
tion of Krishna.

Krishna is called yoge$varesvara in the first act (RL 1.42), and in
this verse of the last act. The epithet of Krishna as yoge$varesvara, “the
Lord of all masters of yoga,” found in this verse, is also related to Yo-
gamaya by the concept of acintya-Sakti.

TH1s VERSE PRESENTS the first description of the arrangement of the
Gopis with Krishna in the Rasa dance. Visvanatha states that the Rasa
dance, which is eternally blissful for the eyes and minds of devotees, is
presented by Krishna himself as the most excellent of all his $aktis and
lilas. Even such divine personages as Laksmi are unable to attain the
Rasa dance.

It appears that the Rasa dance begins with the formation of a “cir-
cle of Gopis” (gopi-mandala) whose arms, as the previous verse states,
are “linked with one another.” Krishna, from the middle of the circle
of Gopis, multiplies himself as many times as there are pairs of maid-
ens, sharing one side of himself, through his duplicate forms, with
each Gopi. The words “entering between all pairs of them” tasari
madhye dvayor dvayoh, seem to make this point. Even so, as this verse
states, each of the maidens “thought she alone was at his side.” Sri-
dhara asks, how did each of the cowherd maidens think that she was
receiving Krishna’s attention exclusively? Krishna is able to accom-
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plish this because he is yogesvara, “the supreme Lord of yoga,” as iden-
tified in this verse.

Later in this act, it appears that the number of Krishna’s own du-
plications equals the number of Gopis present, so that there is a direct
one-to-one Krishna-to-Gopi correspondence, eliminating the shar-
ing of Krishna by two maidens (RL 5.20). Vi§vanatha states that the
present verse can be taken to mean either that there is one Krishna for
every two Gopis or one Krishna for each Gopi, because how one
counts a “pair of Gopis” can effectively yield either result. More
specifically, if every maiden is counted as pairing off with each of the
maidens on either side of her, then there are as many Krishnas as there
are Gopis, that is, each Gopli is seen as participating in two different
pairs. If, on the other hand, as Sridhara takes it, it is assumed that each
cowherd maiden participates in only one pair of maidens, then there
is one Krishna for every two maidens.

Visvanatha quotes a verse from Bilvamangala’s Krishna Karnamr-
tam that reveals the ambiguity of the number of Krishnas to Gopis:

anganam anganam antare madhavo
madhavar madhavari ca ‘ntarena ‘fngana |

ittham akalpite mandale madhya-gah
sariijagau venuna devaki-nandanah ||

Between every pair of lovely maidens was a Madhava;
and between every pair of Madhavas was a lovely maiden.
At the center of those thus assembled in the mandala,
the son of Devaki sang and made music with his flute.
(KK 1I 35)

From this colorful stanza, we can deduce the several possible ways this
verse can be interpreted. If each Gopi is counted as participating in
only one pair of maidens, then the formation would appear as the first
line of Bilvamangala’s stanza suggests:

Gopi-Krishna-Gopi / Gopi-Krishna-Gopi / Gopi-Krishna-Gopi / etc.

Similarly, if each Krishna or Madhava is counted as participating in
only one pair of Madhavas, then the formation would appear as the
second line suggests:
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Krishna-Gopi-Krishna / Krishna-Gopi-Krishna /
Krishna-Gopi-Krishna / etc.

But if either the Gopis or the Krishnas participate in two pairs at once,
considering both the first and second lines of the stanza, the forma-
tion would essentially become a one-to-one correspondence between
all the maidens and Krishnas:

Gopi-Krishna-Gopi-Krishna-Gopi-Krishna-Gopi-Krishna, etc.

Vi$vanatha insists that there is no contradiction in this ambiguity,
since the power of Yogamaya arranges for each cowherd maiden to
experience only one form of Krishna, no matter how we may attempt
to comprehend the mandala pattern. Precision on the number of
maidens to the number of Krishnas is not sought by the text, nor by
the tradition that follows it. The mind cannot fathom the many pos-
sible ways that the Gopi-Krishna combinations could be envisioned,
and consequently one finds great variety in the artistic depictions of
the Rasa Mandala.

Bilvimangala delights in the ambiguity of the different possibilities
of Krishnas to Gopis, and adds that Krishna both sings and makes
music with his flute from the middle of the arena. In the Bhagavata
story itself, however, there is no mention of Krishna playing the flute
during the Rasa dance. In the very beginning of the episode (RL 1.3),
Krishna makes music on his flute only briefly in order to draw the
Gopis into the forest. After this initial sounding of the flute, there is no
mention of Krishna again playing the flute throughout the rest of the
drama. The power and beauty of Krishna’s flute music is described,
however, by the cowherd maidens, when they beg him to allow them to
remain with him toward the end of the first act, and while they sing
songs of separation, reminiscing about his flute music in the third act.

Krishnadasa explains that when “the one body of the Lord be-
comes many forms” and when there “is no difference in appearance,”
these forms being the “same in essence,” such duplicated forms of the
Lord are understood as prakasa forms (CC 1.1.69-70). This is seen in
the examples of Krishna’s marriage to the many queens or the dupli-
cate Krishnas attending the numerous Gopis in the Rasa dance,
Krishnadasa quotes BhP 10.69.2 concerning the queens (CC 1.1.71),
and then quotes verses from the fifth act of the Rasa Lila, beginning
with the present verse. He explains the special duplication form of
Krishna that extends to the each of the Gopis:
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‘svayari-riapa’ ‘svayari-prakasa’—dui rispe sphiirti
svayam-ripe—eka ‘krsna’ vraje gopa-miuirti

Svayarh-rapa and Svayarn-prakasa—

[“God’s original form” and

“God’s original manifestation,” respectively]

these are the two manifestations of God’s own form—
In the Svayarh-rapa,

the form of a cowherd boy in Vraja

is the one [original] ‘Krishna’

‘prabhava-vaibhava’-ripe dvividha prakase
eka-vapu bahu riipa yaiche haila rase

In the Svayarnh-prakasa
there exists in God’s form
a division of two manifestations:
prabhava and vaibhava.
The one form
[of God in his prabhava manifestation]
becomes a form of many,
as was the case in the Rasa Lila.
(CC 2.20.166-167)

Verse 5.4

It is clear from this verse that the Rasa dance of Krishna and the Gopis
is hardly an isolated event, away from all other persons. Not only do
the heavenly denizens observe the Rasa dance but they also partici-
pate in it with their musical accompaniment, as will be explained in
the following verse.

Verse 5.5
Gandharvas are the heavenly beings who produce exquisite instru-
mental and vocal music.

Verse 5.6

The musical accompaniment for the Rasa dance, then, consists of the
sounds coming from the jewelry on the moving limbs of the Gopis,
and from the musical instruments and voices of hundreds of heavenly
Gandharvas situated above the dance, in the sky.
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Verse 5.7

A magnificent emerald, maha-marakato. Commentators explain that
the prefixed word maha- metaphorically expresses Krishna’s ability to
replicate himself so that he can stand next to each Gopi simultane-
ously. Thus, I have translated maha-, meaning literally “great,” as
“magnificent,” in order to convey the sense of Krishna’s ability to
“magnify” himself.

The author describes Krishna here using a simile: he is like a bril-
liant glowing emerald-colored gem at the center of the circle, or man-
dala, of Gopis, who are compared to golden ornaments. Curiously,
the glowing gem that represents Krishna is green rather than the deep
blue color that is typically associated with this deity. The very name
“Krishna” means “black,” “dark,” or “dark blue” (VA). Indeed, a
prominent and distinguishing characteristic of the deity Krishna is
his blackish or bluish bodily hue, often compared to the rich array of
deep blues and blackish grays of a new monsoon rain cloud, or to the
deep blue of a sapphire gem. In fact, it is unusual that Krishna’s com-
plexion is described anywhere as appearing to be green. Yet suddenly
in this verse, just preceding the verse in which the Rasa Lila story
reaches its climax, we are told that he is the green color of a “magnif-
icent emerald” (maha-marakato).!

The word used here for emerald is marakatah, meaning, literally,
“emerald” (MW). Despite this, some commentaries (BB), as if
correcting the text, insist that the word marakatah actually means nil-
amani (“deep blue gem”), referring to a sapphire, in keeping with
Krishna’s traditional image. An attempt to resolve this problem can be
found in a later prominent commentary (SD). Vi$vanatha explains, as
the verse indicates, that although Krishna is the son of Devaki and a
member of the ksatriya class, and even though he is Bhagavan him-
self, the one completely satisfied and supremely full in all six excel-
lences, still, his bodily hue becomes amazingly transformed when
dancing with the village girls in the circle dance of the Rasa mandala.>

1. There are five places in the Bhagavata text in which Krishna’s complexion is described
as emerald-like, two prior to the instance in the RL and two following: in BhP 8.6.3
marakata-$yama and BhP 8.16.35 marakata-Syama-vapuse, he is depicted as having a “dark
complexion like an emerald”; in BhP 10.38.33 marakata-Saila, he is described as being sim-
ilar to an “emerald mountain”; and in 12.9.22 maha-markata-Syamam, as “dark like a great
emerald,” in the form of an infant engulfed by a large green leaf of a banyan tree. Krishna is
described as “the one who is dark blue and a great emerald.” Krishna, in his divine cosmic
function, appears as an infant lying on his back in the middle of a large green leaf.

2. Interestingly, Jiva expresses the opinion that Devaki in this verse actually refers to Ya-
$oda. In one of his Sandarbhas, Jiva cites this verse as demonstrating the spiritual forms of
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His beautiful sapphire-like complexion appears to change into an ex-
quisite emerald color when intimately mingling with the golden-
complexioned Gopis. Thus when the primary color of blue is mixed
with gold or yellow, the result is the secondary color green, expressing
the great intimacy between the numerous Krishnas and cowherd
maidens.

It is significant that it is Krishna’s complexion that appears to
change color, and not that of the maidens. Jiva presents this verse,
along with others, as a demonstration of the exquisite beauty of
Krishna. Note that his supreme beauty in this verse is yet even further
enhanced by the proximate beauty of the Gopis (KS 178). Again, a
major theological message of this devotional tradition is that the pure
love of the devotee has power over the omnipotent supreme Lord,
who can be transformed by the intense devotional love of his wor-
shipers. The influence of the Gopis’ love on Krishna is expressed in
the following statement: “Although the superlative beauty of Krishna
is the greatest sweetness, still his divine sweetness increases when in-
teracting with the goddesses of Vraja, the Gopis” (CC 2.8.94). More-
over, Krishna is described as a “magnificent” (maha) emerald, an
indication of the way in which this divine jewel brilliantly radiates
through his own duplicated forms for each maiden in the mandala of
the Rasa dance.

The poet Bilvamangala continues this tradition of describing
Krishna’s complexion as the color of an emerald: “Oh that I may
see the boy who has the deep green complexion of an emerald” (Wil-
son trans., KK 1.64), and “His top-knot has a peacock plume and his
body the beauty of an emerald pillar” (Wilson trans., KK 1.57). He
further honors the emerald color of the divine cowherd:

I do homage to the large emerald,

the central stone in the necklace of milkmaids

and the only ornament in the whole world

which adorns the jar-like breasts of Laksmi.
(Wilson trans., KK 1.90)

the Gopis and Krishna (PrS 281), and similarly cites the verses RL 1.43 (PrS 280) and RL
4.10 (PrS 282).
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Bilvamangala also describes Krishna as deep blue in color (KK1.73),

sapphire blue (KK2.10), or as a lovely sapphire (KK2.97).
Ramananda speaks to Caitanya about how the beauty of Krishna is

unexcelled when he mingles with the Gopis, his greatest devotees:

yadyapi krsna-saundarya—madhuryera dhurya
vraja-devira sange tanra badaye madhurya

Even though the supreme beauty of Krishna
is the highest sweetness,
His sweetness increases when commingling
with the goddesses of Vraja.
CC2.8.94

These words introduce the present verse of the RL to the Caitanya
Caritamrta text (CC 2.8.95).

Verse 5.8

It can easily be argued that this verse forms the climactic point of the
whole story of the Rasa Lila. It is this verse toward which all previous
verses build, and it is this verse from which all subsequent verses wind
down. A couple of simple but compelling observations can be made
to support this idea. First, the story line culminates at this point,
toward the end of the episode, in which Krishna and the Gopis finally
unite in their joyous dance of divine love and passion, the Rasa.
Second, the verse displays the longest verse meter of the complete
episode. Whereas the longer meters found in the rest of the drama are
of the $akvari type, consisting of 14-syllable quarter lines, this verse is
the very dramatic mandakranta form of atyasti variety, comprising
17-syllable quarter lines. Therefore, from a strictly literary perspec-
tive, this verse can be seen as the climax of the story.

In the direct and indirect commentaries consulted here, no special
attention is given to the verse at hand. There is much greater attention
given to the various subclimax points throughout the story that build
toward this moment. These points are more relevant to the tradition’s
concept of the process of bhakti, which emphasizes separation from
the Beloved in devotional love over union with God.

This verse and the following two verses are cited by Jiva to exhibit
the exquisite musical performance occurring during the actual Rasa
dance (PrS 283). Krishna’s flute music is seen as the ultimate source of
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the music in this world. According to both Jiva and Vi$vanatha, the
singing of the cowherd maidens during the Rasa dance, inaugurated
by Krishna’s flute music, is the origin of the sixteen thousand musical
ragas (KS and SD).

The spiritual wives of Krishna, krsna-vadhvo. Vi§vanatha states that
the word vadhii can mean “wife,” “sister-in-law,” or “woman.” Although
he argues that the Gopis are not the wives of Krishna, they are just like
wives because they embrace only him, are sheltered by him alone, and
are enjoyed only by him. Perhaps it would be fair to say that Vi§vanatha
here resolves the parakiya versus svakiya debate. The cowherd maidens
are technically, that is, socially, not married to Krishna, but because of
their intimate and eternal relation to him, they can be considered his
wives. When explaining the position of the Gopis as the highest among
all the Laksmis or goddesses of prosperity and beauty, Jiva quotes this
verse as an expression of their supreme status (KS 186).

With waists bending, bhajyan madhyaih. Visvanatha describes the
waists of the Gopis as being bent, due to the swinging movements of
their dancing.

Like lustrous flashes of radiant lightning engulfed by a ring of dark
clouds, tadita iva ta megha-cakre virejuh. Here the Gopis are com-
pared to “flashes of radiant lightning” and Krishna to a “ring of dark
clouds.” This metaphor for Krishna and the Gopis is one among sev-
eral, including a magnificent emerald set in golden ornaments, the
full moon among many stars, and so on.

Verse 5.9

As the Gopis overflow with love, their love spills over into the universe
with song. Thus music originates as a celebration of that love. Again,
both Jiva and Vi§vanatha explain that this singing of the maidens dur-
ing the Rasa dance is the origin of music. Furthermore, this verse is
cited by Jiva as an example of sariganam, singing and musical ensemble,
which is a division of sambhoga, or union in $rriigara-rasa (PrS 424).

The whole universe, idam. The word idam is a simple demonstrative
pronoun that Sridhara states implies the object “universe.” Jiva agrees
with this (PrS 283).
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Verse 5.10

Jiva suggests that even the gods Brahma, Siva, and Indra cannot un-
derstand how Krishna and the Gopis are able to achieve the highest
level of expertise in musical artistry and ensemble. He explains that
the word svarah indicates the seven-note scale beginning on the sixth
note, and jayatah indicates the raga coming from this particular scale.
The word amisratah means that the melodies sung by Krishna and the
cowherd maidens are not mixed, and the tonality of their voices is
pure. The words pijita tena indicate that Krishna is worshiped by the
sweet voices of the Gopis, and the word dhruvam means that the
melody is sung in the dhruvam rhythm (PrS 284).°

Verse 5.11

Carrying a baton, gada-bhrtah. Jiva states that gada refers to a kind of
club or baton, used for herding cows or by a leader of dancers. The
particular Gopi spoken of in this verse is identified by Jiva Gosvamin
as “the daughter of Vrsabhanu,” or Radha. Jiva speaks of Radha as the
“chief of all the Gopis,” because of her intimate actions with Krishna
that place her, in a certain way, in a superior position to Krishna.

THIS VERSE ILLUSTRATES mdadhurya as one among many types of
alarikara-anubhava. The characteristic feature of madhurya is loveli-
ness and gracefulness of all one’s actions (PrS 320-321).

Verse 5.12

Elated with bodily ripplings of bliss, hrsta-roma. The phrase means
literally “having the hair of the body bristling or thrilling” (MW), and
is translated here to be consistent with the translations of the similar
word pulaka, found in earlier passages. See the comments on verse
1.40 for a discussion on the translation of these terms.

According to Vi$vanatha, the same behavior exhibited in the previ-
ous verse is found again in this verse, and therefore the Gopi spoken
of here is also Radha, whom he refers to as Syémalé. Jiva uses the
name Syémalﬁ, as we have seen above in his comments on RL 4.4, to
identify one of the eight principal Gopis, and does not identify her as
Radha, as Visvanatha does in his comments to this verse.

This verse, Jiva suggests, provides an example of sattvika-anubhava,
or the type of manifest feeling arising out of one’s nature (sattvika).

3. Guy Beck helped me to understand the two musical styles referred to in this verse: one
highly structured as dhruvam, and the other a spontaneous and improvisational coloratura.
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Here the blissful nature of the Gopi is presented (PrS 316—317). The
verse also illustrates pragalbhya as one of many characteristics of
alariikara-anubhava. This feature consists of uninhibited action toward
the beloved within an amorous relationship (PrS 322).

Verse 5.13
Vi$vanatha continues to identify the Gopis. This verse exhibits the ac-
tions of the rival Gopi, Saibyé, identified by Jiva in RL 4.5.

Verse 5.14

The cowherd maiden spoken of in this verse is identified as Can-
dravali (SD). There are several rival Gopis recognized in this final
verse of the series of verses identifying specific maidens. One charac-
teristic feature of Candravalr’s behavior, that of grabbing Krishna’s
hand, is exhibited, according to Vi$vanatha, in this verse. He also
states that another Gopi by the name of Padma, along with Can-
dravali, brings Krishna’s hand to her breast in order to stop the burn-
ing sensation. Vi§vanatha suggests that the behavior of the Gopi
Bhadra, although not strongly indicated, is described here as well.

Verse 5.17
This verse, according to Jiva, demonstrates how Krishna comes under
the control of the love of his devotees (PrS 298-299).

Plays with his own reflection, sva-pratibimba-vibhramah. Visvanatha
explains that when Krishna plays with the Gopis it is similar to his
playing, vibhramah, with his own reflection, pratibimba. This is be-
cause the cowherd maidens are all part of his hladini-sakti, or “plea-
sure power,” since they are an essential part of Krishna’s internal being
and nature, svaripa-bhiita (SD).

Verse 5.18

This verse is an example of udbhasvara-anubhava. There are four
types of anubhavas, or the outer physical or emotional characteristics
formed by or arising from deep inner feelings. One type is observed in
one’s radiant beauty, udbhasvara. Thus, the outer disheveled appear-
ance of the Gopis is due to their overflowing joy, making them appear
especially beautiful (PrS 316-317). This condition of the cowherd
maidens is also characterized as mada, rapture or excitement, that is,
becoming so intoxicated with love that one loses normal sensibility
(PrS 340).
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Verse 5.20

Jiva refers to this verse to express how Krishna is pleased by the love
of his devotees (PrS 84). Jiva confirms that this verse emphasizes how
Krishna duplicates or multiplies himself as many times as there are
Gopis.

Having multiplied himself, krtva tavantam atmanar. 1 have trans-
lated the word atmanam as the third-person reflexive pronoun “him-
self,” referring to Krishna, as Jiva suggests. Jiva cites this verse in his
extensive discussion on Krishna’s ability to duplicate his form, and to
operate on many levels through which he manifests his divine pres-
ence (KS 155).

As many forms as there were cowherd women, yavatir gopa-yositah.
Krishna expands or duplicates himself as many times as there are
cowherd maidens. It is this verse that justifies the depictions of the
Rasa-mandala as a circle of Gopis, with every Gopi enjoying an exclu-
sive duplication of Krishna.

This divine play, lila. The word lilaya (“by the lila”) indicates that a
force separate from Krishna, that is, lila-Sakti, makes this event pos-
sible (PrS 152).

Verse 5.21
A type of alarhkara-anubhava is Sobha, characteristics derived from
the glow of love, or from having enjoyed passionate love. This verse
and the following two verses, according to Jiva, illustrate $obha (PrS
320-321). This verse is also cited as an example of $rama or fatigue
(PrS 339).

The compassionate one lovingly wiped their faces, vadanani sah
pramyjat karunah premna. In this verse, Krishna is very moved by the
love of the Gopis. Jiva states that the words premnah karunah mean
“with tears in his eyes.” Jiva quotes a verse from the Visnu Purana
(5.13.54) that is parallel to this verse (PrS 126).

Verse 5.23

Breaking down any boundaries, bhinna-setuh. Visvanatha points out
that these words carry the sense of breaking the boundaries of
worldly morality.
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KrisHNADAsA DESCRIBES how Caitanya recites all of the verses of the
Rasa Lila (CC 2.18.24). When Caitanya recites this very verse (CC
2.18.25), in which a description of the jala-keli or “water play” begins,
he becomes inspired to run toward the sea and, mistaking it for the
Yamuna, jumps in, almost drowning himself (CC 2.18.26-32).

Verse 5.24

This simile of frolicking male and female elephants is indicative of
the erotic tenor of the text, expressed in the pleasure and actions of
the deity as a lover. This verse is cited by Jiva as an example of how the
devotee controls the Lord (PrS 299). The jala-krida, or water play, is
an aspect of sambhoga, or union in $rrigara-rasa, amorous love of God
(PrS 425-427).

Verse 5.25

When Krishna plays with the Gopis in the forest, this is called
vrndavana-vihara, or forest play. This play is a dimension of union or
sambhoga in $ragara-rasa (PrS 425-427).

Verse 5.26

This verse invokes images from the very first verse of the Rasa Lila
episode. Technically, this is the last verse of the narrative (just before
the narrator’s theological discourse). Here, Krishna is moved “by
those nights,” described in the words of the first verse as “seeing those
nights in autumn filled with blooming jasmine flowers” (RL 1.1). In
the present verse, those “moonlit nights found their refuge in rasa,”
and in the first verse, Krishna “turned his mind toward love’s de-
lights” Krishna is “subdued” in the present verse, mirroring “fully tak-
ing refuge in Yogamaya’s illusive powers” (RL 1.1). These “beautiful
nights” are, in the present verse, “made so brilliant by the rays of the
moon,” and similarly, in the third verse of the first act, Krishna sees
“the forest colored by the moon’s gentle rays” (RL 1.3).

Jiva states the Lord’s purpose does not arise from worldly passion
but rather from pure love. Jiva mentions that /7la serves two purposes:
one, for the Lord to offer his love to his devotees, and two, for the Lord
to teach renunciation to persons of this world. What in ila can appear
to be worldly passion is truly an expression of pure love, and there is
no fault in the Lord’s divine acts (PrS 143). This verse is cited as the
concluding verse of the Rasa dance (PrS 429).
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Vi$vanatha states that these special autumn nights are the “very
source of all poetic narrations of rasa, or the intimate experiences
with God.” He goes on to say that these poetic narrations are unlim-
ited, and that poets in the past and future will never be able to reach
the end of them.

Subdued, siseva. I have translated the verb siseva as the word “sub-
dued” in light of Visvanatha’s comments on this verse. These beauti-
ful autumn nights, nisah, which inspire intimacy between the Gopis
and Krishna, are arranged by the power of Yogamaya. As stated in the
very first verse of the Rasa Lila, Krishna “fully took refuge in” Yoga-
maya’s power, in order to enjoy intimacy with his dear ones. Vis-
vanatha states that these intimate sports have nothing to do with this
illusory world; rather, they are satya-kamah, “essentially real.”

Rasa. For a discussion on the meaning of rasa, see “Textual Illumina-
tions,” “Devotional Love as ‘Rasa’” The moon is often associated with
rasa, as in the present verse, and in the first several verses of the Rasa

story.

THIS VERSE IS CITED by Svartipa Damodara Gosvamin to Caitanya, in
his discussion on pride in the Gopis’ love for Krishna (CC 2.14.140-
153). He states the following about Krishna:

Damodara said, “Krishna is the foremost
enjoyer of loving rasa (rasika-$ekhara),
The one who enjoys tasting rasa,
and his body is fully endowed with rasa.”
(CC 2.14.155)

Several verses later, Svartipa quotes the present verse (CC 2.14.158) to
demonstrate that both Krishna and the Gopis are absorbed and sub-
dued by the poetic beauty of nature, which itself inspires rasa.

Verse 5.27-28

These two verses and the following one demonstrate how the author
of the Bhagavata text anticipates that it may be difficult for persons to
understand how God could apparently behave immorally while he

4. In the Bhagavad Gita, Krishna identifies the moon, or Soma, with himself, because
the moon supplies nourishment to all plant life through its power or rasa (BG 15.13).
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himself is the originator of all morality. Here, doubts are raised as to
the morality of this /ila, and both Jiva and Vi$vanatha explain that
Pariksit raises this doubt on behalf of the other listeners in the audi-
ence, anticipating their confusion.

Verse 5.29

Whose desires are supremely fulfilled, apta-kamo. Jiva states that the
implication of the king’s question in this verse is that the Lord, who is
already “fulfilled in all desires,” would therefore not have any purpose
in committing such immoral actions. Vi§vanatha points out that the
Lord does not perform the Rasa Lila to fulfill his own desires. And
since Krishna is the Lord of the Yadus, who are themselves very reli-
gious, Vi§vanatha rhetorically asks how Krishna could be otherwise.

O strict sage, su-vrata. The king addresses Suka in this verse as su-vrata
(literally, “one who is very strict in following one’s vratas or vows”) im-
plying that Krishna may not be so strict and consistent. Those in the as-
sembly are puzzled, since they see the narrator’s appreciation for this
lila and at the same time, his strictness in renunciation. Vi$évanatha ex-
plains that even though Krishna is self-satisfied and fulfilled in all de-
sires, it is natural for him to enjoy with the Gopis, who belong to the
internal nature of his pure loving energy (premananda-svariipa).

Verse 5.31
Rudra is a name for Siva, the god of cosmic dissolution. In this story,
Siva drinks the kalakiita poison that has been generated from the
churning of the ocean. Together, various divinities including Vishnu
himself, as well as the demons, pulled a great snake named Vasuki
back and forth across the Mandara mountain, which was being used as
a churning rod in order to obtain an intoxicating nectar from the
ocean. This churning motion, however, produced a large quantity of
poison along with the nectar. The divinities and Vishnu approached the
powerful Siva, offering prayers and pleading for relief from the fiery
poison, which was rapidly spreading. Siva, who offers protection to all
dependents struggling for existence, compassionately agreed to drink
the poison, for the happiness of all. The poison marked Siva’s neck with
a bluish line, considered beautiful and ornamental (BhP 8.7).
Vi$vanatha points out that if anyone else were to drink poison, such
a person would perish. Rudra, on the other hand, is invulnerable to the
poison. Indeed, he becomes strikingly beautiful upon drinking it; spe-
cifically, his neck turns a bluish hue, one of the special marks of Siva.
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Verse 5.34

From the piety or impiety of creatures, kuSalakusalanvayah. Jiva sug-
gests that the words kusalakusala are equivalent to punya-papabhyam,
or “both the piety and impiety,” and anvaya is equivalent to samparka,
or “connection.”

Verse 5.35

By the power of yoga, yoga-prabhava. Vi§vanatha indicates that the
use of the word yoga in this verse means specifically bhakti-yoga, or
“the method of attaining perfection by loving devotion.”

Dust, paraga. The word paraga can also mean “flower pollen,” imply-
ing the positive quality of this dust. Moreover, in India, even the dust
from the feet of a great personage, not to mention of a god or the
supreme God, is considered to have inestimable value, expressing si-
multaneously the humility of the worshiper and the greatness of the
worshiped.

Verse 5.36

The tradition has presented conflicting understandings on this ques-
tion regarding whom the Gopis are married to. Some say that they are
married to cowherd men, causing their love for Krishna to be illicit, or
parakiya, the love for a paramour. Others say that the cowherd maid-
ens are in reality married to Krishna, and therefore their love is licit
conjugal love, or svakiya, “love for one’s own spouse.” Although this
study cannot present the details of this debate, some of the important
commentators address this question in the following discussion.

Sridhara insists that the Gopis cannot be considered the wives of
other men, as the Lord never consorts with the wives of others. Vis-
vanatha asks a rhetorical question: How can there be any fault in the
one who is the supreme soul and internal witness (antah adhyaksah),
who dwells secretly within all living beings, to embrace any of these
beings externally in a secret place?

Jiva cites this verse to demonstrate that Krishna is not adulterous
and therefore is not behaving immorally in his relationships with the
Gopis (PrS 103). As discussed in the notes on RL 1.6, the Gopis are in-
deed unmarried women and therefore are only assisting other married
women in nursing their children. This understanding reflects Jiva’s
idea that the Gopis are Krishna’s “own wives,” svakiya-rasa, and not the
so-called “adulterous” lovers of Krishna, parakiya-rasa. On the one
hand, the cowherd maidens do not act as wives of Krishna, because
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they love him passionately as a woman loves a paramour; on the other
hand, Jiva states that the Gopis should not be considered adulteresses
because their only true husband is Krishna. Jiva acknowledges that the
behavior of Krishna with the Gopis can appear to be the selfish love of
illicit lovers, and even quotes the Gopis when they say “lovers abandon
women after having enjoyed love with them” (Bhramara Gita, BhP
10.47.8). From a worldly perspective, it appears that the Gopis are al-
ready married to other husbands. From the spiritual perspective, these
so-called husbands only exist as a manifestation of God’s internal en-
ergy for the purpose of his /ila (PrS 279).

Jiva argues that this verse demonstrates that the true husband of
the Gopis is Krishna, since he is para-brahman, the “supreme Brah-
man,” sarvamsitva, the “one from whom all portions of existence em-
anate,” sarva-patrtva, the “protector of all,” and therefore is patitva,
the “essential or ultimate husband.” The words gopinarin tat-patinari
ca, translated here as “within the Gopis and within their husbands,”
are interpreted by Jiva as “among all the Gopis as their husbands”
(KS 177).

Jiva understands the following verse as presenting the three essen-
tial identifications of Krishna in a hierarchical arrangement:

Full of passionate love for me
as a husband, as a lover,
And not for my supreme nature,
these women knew me.
Hundreds and thousands
of these women achieved me,
The supreme Brahman,
by intimate contact with me.
(BhP 11.12.13)

Jiva observes that the BhP identifies Krishna as being three different
types of beloveds for the Gopis, each one having successively greater
weight over the previous identification: Krishna as paramour (jara,
which can also mean “lover”); Krishna as husband (ramana, which can
mean either “lover” or “husband”—Jiva takes great pains to show that
the word’s application in other BhP verses is clearly the latter sense
rather than the former); and Krishna as the supreme Brahman
(brahma paramam). Although the word order in Jiva’s list is different
from that of the verse itself, Jiva justifies his reordering of the words
ramana and jara by a hermeneutic rule, which states that word order is
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not as powerful as the order of ideas in the greater context of the writ-
ten work. Thus, Krishna as a husband is a more powerful identity than
Krishna as a lover. Indeed, after referencing verses BhP 10.47.34-37,
Jiva claims that the conception of Krishna as the paramour of the
Gopis is a very dangerous interpretation and one that is not consonant
with the understandings of other scriptural sources (KS 177).

Jiva insists that the notion that the Gopis are married to others and
not to Krishna is a view that comes from the residents of Vraja them-
selves. In the pain of their separation from Krishna when he departs
from Vraja, the residents imagine the Gopis as having other husbands,
and mistakenly perceive the Gopis as Krishna’s paramours. Jiva states
that the authorities on rasa come to the conclusion that Krishna does
not transgress dharma or the rules of ethical behavior (KS 177).

There are two types of unethical amorous relations: parakiya
(“adulterous relations”) and parasparia (“improper contact with an-
other”). Jiva argues that Krishna could not be engaged in either of
these unethical interactions with the maidens, as this would be coun-
tering the requirements of rasa. He states, invoking Suka’s explanation
in verses RL 5.30-37, that although Krishna may appear to perform
actions of an ordinary person, he is powerful beyond the human realm
and thus not subject to requirements of this world (KS 177).

Jiva states that this verse describes both Krishna’s divine acts in
prakata and aprakata forms realized in the svarasiki experience of the
Gopis. Krishna’s appearance is revealed to the svarasiki in his prakata
form when he enjoys his /ilas in Vraja with the Gopis, their husbands,
and everyone else; and in his aprakata form as the internal Witness
within the hearts of the Gopis, their husbands, and everyone (KS 172).

Krishnadasa clearly favors the idea that parakiya bhava is the high-
est love for God. He explains that madhura-rasa, amorous love for God,
includes two types: svakiya bhava and parakiya bhava (CC 1.4.46), and
then states that the parakiya-bhava knows the greater intensity of
love, found only in Vraja (CC 1.4.47).

Verse 5.37

Human-like form, manusarin deham. According to Vi§vanatha, God
comes in a form that resembles that of humans, a “human-like form,”
while at the same time directly appearing in his internal identity.

SRIDHARA EXPLAINS THAT one purpose of God’s appearance within
the Rasa Lila is to transform the minds of those who are absorbed in
worldly sexuality instead of devotion to God. Vi§vanatha adds that



Act Five 283

God reveals this particular Rasa Lila as a special act of grace, as it has,
compared to other /ilas, the greatest inconceivable power, like magical
jewels, mantras, or powerful medicinal herbs. Moreover, the principal
reason for God’s appearance in a human-like form is to allow his
devotees to relate with him directly or intimately.

According to Jiva, the Lord exhibits relationships with his devotees
that may reveal pride, passion, and so on. Indeed, the Lord himself
displays four characteristics in the $rrigara-rasa, or the relationship of
amorous love, which can be described as follows: daksina, “sincere” or
“pleasing”; anukiila, “faithful,” “kind,” or “obliging”; $atha, “false,”
“deceitful,” or “cheating”; and dhrsta, “bold,” “daring,” or “audacious.”
These are the various characteristics of Krishna that the Gopis may
experience in his presence due to lila $akti, “the power of the revela-
tional drama” (PrS 288).

This verse is cited in the important fourth chapter of the Adi Lila of
the Caitanya Caritamrta (CC 1.4.34). Krishnadasa, in his presentation
of the reasons for Krishna’s descent as Caitanya, explains how the Lord
is often known to this world by his omnipotent forms, and not by his
intimate forms that interact with personages within the higher rasas,
namely, sakhya, vatsalya, and madhurya. The Gopis are specially men-
tioned in this regard.

Verse 5.38

Deluded by his power of Maya, mohitas tasya mayaya. Again, Yoga-
maya is observable in the simple word Maya. Visvanatha indicates that
the word Maya, in the instrumental case, means specifically Yogamaya.
Thus it is by means of Yogamaya that the husbands and family mem-
bers of the Gopis experience the full presence of those Gopis who
abandon them and depart for the forest to meet Krishna. Jiva explains
that the Gopis at home are simply illusory forms and only appear to be
standing by the sides of their husbands, while the actual Gopis depart
for the forest. When they return to their homes, the actual maidens re-
place their illusory forms. All this is made possible by Yogamaya.

Jiva CITES THIS VERSE to show that the Gopis have no contact with
any other husbands, and therefore cannot be considered as behaving
in immoral ways. The verse establishes for him that these husbands
only exist through Krishna’s “spiritual power,” cit-sakti, and have no
existence or purpose apart from it (PrS 279).

Here Jiva acquiesces to the idea that even if the Gopis are married

and in fact do run off to dance with Krishna, such an act normally
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considered inauspicious becomes auspicious. After all, the true forms
of the Gopis are the ones that are married to Krishna, the spiritual
forms attained when they depart to join him in the forest, and not
their illusory forms that remain with their so-called husbands. Jiva
states that Yogamaya protects the rules (maryada) of dharma and al-
lows the Gopis’ pure love for Krishna to be acted upon without anxi-
ety. The relationships of the Gopis to these so-called husbands are
illusory, since the Gopis’ illusory forms are but a shadow transforma-
tion of themselves that remain with the cowherd men, and not the
true Gopis. Jiva explains that the Gopis, by the power of Yogamaya,
are never tainted by mundane sexual contact with worldly husbands,
since they possess pure spiritual bodies. The very fact that the hus-
band cowherd men, as this verse states, feel no jealousy whatsoever is
further proof that the Gopis are not truly their wives. Furthermore,
since the Gopis are apparently not under the control of their hus-
bands, it cannot be said that they have husbands. Rather, they are con-
trolled or allured by Krishna’s flute music and his beauty—therefore
Krishna is their only true husband. Moreover, if the Gopis are truly
the wives of the cowherd men, then they would not desire to run off,
nor would they be able to run off as they do (KS 177).

Whenever the husbands of the Gopis are referred to by Krishna, it
is to be understood as Krishna’s jesting, for the purpose of amuse-
ment. By so doing, there is no “conflict within the rules governing
rasa” (known as rasabhasa). By accepting the direct meanings of words
regarding the Gopis as having husbands, then the problematic distor-
tion of rasa occurs. According to Jiva, this distortion would interrupt
the purity of aesthetic delight that the RL passage itself claims to pos-
sess, expressed in RL 5.26. Thus, the indirect meaning of the word
“husband” is to be taken here, since it is Krishna who is the true hus-
band. The rasa of the RL passage becomes seriously defective if the
Gopis are understood as having abandoned their own children to run
off to be with Krishna. Since nowhere in the RL is it stated that these
children whom the Gopis abandon are their own, according to Jiva,
they are certainly not theirs (KS 177).

Verse 5.39

At the end of the night of Brahma, brahma-ratra upavrtte. Sridhara
states that the words brahma-ratre are to be understood as brahma-
muhnirta (a certain auspicious period of time about an hour before
sunrise, marking the beginning of a new day), and upavrtte as “arriv-
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ing.” According to these understandings, the translation for this part
of the verse might be, “on that night, when the brahma-muhiirta hour
had arrived.” In contrast to Sridhara’s understanding, but not neces-
sarily in contradiction to it, Vi§vanatha suggests that brahma-ratre
refers to “a night of the creator, Brahma,” which consists of a duration
of one thousand yugas. The idea is that the duration of one night for
God is significantly longer than one night for mortals of this world.
Because both meanings of the phrase in the Sanskrit resonate strongly
here, I have included in my translation of this verse phrases that ac-
commodate both.

Vasudeva is another name for Krishna that means “the son of
Vasudeva.”

Verse 5.40
Highest devotion, bhaktirin parari. This phrase appears only once in
the entire Bhagavata Purana. There is no phrase similar to it that
promises the highest devotion to God, even among the numerous
benedictory verses found at the ends of various stories, thus setting
this particular story apart from all others in the Bhagavata.

This phrase also appears in two verses spoken by Krishna toward
the end of the Bhagavad Gita:

One whose being is absorbed in brahman,
whose self is full of serenity,
who does not lament or hanker,
Who is equal to all beings,
such a person gains
the highest devotion (bhaktirih param) to me.
(BG 18.54)

One who explains this supreme secret
to my devotees (bhaktas)
Having performed the highest devotion (bhaktirh param),
shall come to me without doubt.
(BG 18.68)

Lust, the disease of the heart, kamarin hrd-rogam. The narrator of the
Rasa Lila states that the effect of hearing this episode of the Bhagavata
is to rid one of lust, the disease of the heart.
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Peaceful and wise, dhirah. The Sanskrit word possesses many mean-
ings, which relate either to “gravity” or “wisdom,” that is, a state of
saintly behavior or learnedness. Thus I have provided two words in the
translation that convey these two senses. Synonyms such as “saintly,”

» o« » <« » <«

“sober,” “equipoised,” “solemn,” “sedate,” “prudent,” “composed,’

» <«

“calm,” “gentle,” “soft,” and “collected,” relate to the former; and “real-
ized,” “learned,” “intelligent,” “sensible,” and “clever” relate to the latter.
One who is dhirah is a “learned” or “wise” person, panditah, as Vis-
vanatha suggests.

Sridhara, confirming the statement made in this final verse of the
lila, declares that one becomes a wise soul (dhira) when one hears and
recites the Rasa Lila, which destroys kama, or lustfulness, the disease
of the heart. Furthermore, he states that the [ila serves as a declaration
of God’s conquest over Cupid, who apparently became proud of his
conquest over Brahma and other gods. Now, in the Rasa Lila, Krishna
takes away the pride of even Cupid (RL 5.36).

Jiva states that spiritual love is permanently established by hearing
the filas of Krishna, displacing worldly love and lust, and quotes this
last verse of the RL to confirm this (PrS 84). Vi$vanatha begins his
commentary to the verse by again declaring that this work is the
“crown-jewel of all lilas,” sarva-lila-ciida-mani (see the comments on
verse 1.1). Furthermore, he states that the Rasa Lila is supremely glo-
rious, and is therefore known as the loving smile of God for the devo-
tee—for in the Rasa dance, God himself is controlled by love.

This final verse of the Rasa Lila is quoted in full (CC 2.5.48) by
Caitanya during his discussion on the elevated spiritual status of
Ramananda Raya (CC 2.5.37-51). Prior to the quotation and presen-
tation of the meaning of this verse, Caitanya offers his exegetical re-
wording of the verse as follows:

The play of the Rasa and other /ilas of Krishna
in the intimate association of
the young women of Vraja,
Which, if a person describes
or hears with great faith,
Will destroy at that time the disease
of lust in one’s heart,
And the agitation of
the three worldly qualities will cease
as one becomes greatly realized (maha-dhira).
(CC 2.5.45-46)
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Following the quotation of this last RL verse, Caitanya gives the fol-
lowing exegesis emphasizing the power of simply hearing or reciting
the Rasa Lila:

Those who hear and those who recite,
this is the effect on such persons.

Such a person becomes deeply absorbed in emotion
and serves in this way both day and night.

What shall I say about its effect?
It is not possible to describe
Such a person who is eternally perfect,
who has become perfect though still having a body.
(CC 2.5.49-50)

In the verse that follows the above passage, Caitanya insists that Ra-
mananda is on the spontaneous path of passionate devotion,
raganuga-marga, and possesses a siddha-deha, a spiritual body:

I know that the devotion of [Ramananda] Raya is
on the path of the followers of passionate devotion—
Therefore he possesses a spiritual body (siddha-deha)
and his mind is not affected by worldly nature.
(CC2.5.51)



Figure 15. Devout pilgrim reading the Bhagavata before the sacred tulasi plant
in Radha Kund, Vraja. Photograph by the author.
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The original Sanskrit text and its English transliteration are provided
in this section of the book. To date, a critical edition of the Bhagavata
Purana has not been produced. I have consulted several Sanskrit texts,
however, and have found that the alternate wordings of the Rasa Lila
are few and negligible. Such variant readings as exist do not change
the dramatic content and theological concepts of the Rasa Lila. In the
service of scholarship, however, I have provided these variations of
particular verses in footnotes to the original text that I use for my En-
glish translation. The non-italicized words in footnotes to verses indi-
cate the variant readings of such verses.

The transliterated text as it appears here has been formatted for the
nonspecialist reader to gain a visual sense of the versification of the
original Sanskrit. The eight-syllable quarter lined metered verses, or
anustubh, appear as couplets of Sanskrit text, the quarter lines indi-
cated by an inserted comma in each line. The other five types of
longer metered verse forms appear as quatrains, easily distinguishable
from the more common two-lined anustubh verses by the four lines
of elaborate and embellished metered verses. (See “Poetic Meters in
Sanskrit Text” for an analysis of verse meters used in the Rasa Lila
text.) The English translation also imitates this visual distinction be-
tween the couplet appearance of anusfubh verses and the quatrain
formation of longer verses. This is accomplished in the translated
anustubh verses by presenting two “leading lines,” or nonindented
lines of text, under each of which one or several indented lines ap-
pear; likewise, for the more complex metered verses in translation, I
have presented four leading lines, each followed by one or more in-
dented lines.

In some editions of the text there are differences in verse divisions
and numbering, particularly in the second and fifth chapters of the
episode. This lack of consistency does not pose a challenge, however,
since it was the habit of medieval commentators to identify verses by
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the first several words of the first line, without reference to any se-
quential numeration. Any confusion in attempting to identify my
translation with other original texts containing differing verse divi-
sions is avoided by presenting each verse of the original Sanskrit text,
coupled with its English transliteration.
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Bhagavata Purana Book 10 Chapter 29
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antar-grha-gatah kascid, gopyo ‘labdha-vinirgamah |
krsnarn tad-bhavana-yukta, dadhyur milita-locanah || 9 ||



Act One 295

;HFITW?@FH@G@EFT[ &ﬁvrqs?:r 9ol

duhsaha-prestha-viraha-, tivra-tapa-dhutasubhah |
dhyana-praptacyutaslesa-, nirvrtya ksina-mangalah || 10 ||

SECIEEIS SIS IECC I ER |
SIS a8 &R H&ﬁ"TIEl"dﬂT ||99||

tam eva paramatmanarn, jara-buddhyapi sangatah |
jahur guna-mayari dehari, sadyah praksina-bandhanah || 11 ||

Aruerierger=

PO fog: W i 7 J ST T |

T[T &l FAT 1192
$ri-pariksid uvaca

krsnarin viduh parari kantari1, na tu brahmataya mune |

guna-pravahoparamas, tasarm guna-dhiyari katham || 12 ||
I = fafg aen T |
g o ardiasioRT: 1931

$ri-$uka uvaca

uktari purastad etat te, caidyah siddhiri yatha gatah |
dvisann api hysikesarin, kim utadhoksaja-priyah || 13 ||

Ton f3: 2R ARt 9 |
FETEIEIE o IO 11931
nrnar nihsreyasarthaya, vyaktir bhagavato nrpa |

avyayasyaprameyasya, nirgunasya gunatmanah || 14 ||

i B T B deaia T |
e &0 ot anf F=mmat f2 & 1awl
kamarti krodha bhayarin sneham, aikyari sauhrdam eva ca |

nityarn harau vidadhato, yanti tan-mayatari1 hi te || 15 ||
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T 3 o e e |
IR} FO Iq TGS 198l

na caivarih vismayah karyo, bhavata bhagavaty aje |
yogeSvaresvare krsne, yata etad vimucyate || 16 ||

1 SRR WIEH TSI |
IFEgEHl ST A FRAfaHE 1199l

ta drstvantikam ayata, bhagavan vraja-yositah |

avadad vadatam Srestho, vacah pesair vimohayan || 17 ||

AT
&N &l FEMET: U fh eafor & |
TSI F¥E, S[ANTHRRUR 11 95 ||

$ri-bhagavan uvaca

svagatarih vo maha-bhagah, priyam kiri karavani vah |
vrajasyanamayari kaccid, bristagamana-karanam || 18 ||

TN TRE S-S el |
qicRIe oIS1 g B @b gaen: 19R |
rajany esa ghora-riipa, ghora-sattva-nisevita |

pratiyata vrajari neha, stheyari1 stribhih su-madhyamah || 19 ||

Aq?: fUR: O e o o |
foferaf sauza=t 1 Fed TRgEread ol

matarah pitarah putra, bhratarah patayas ca vah |
vicinvanti hy apaSyanto, ma krdhvari bandhu-sadhvasam || 20 ||

G o BHA ARABTA |
FAAG SIS SIS RN 1129 I

drstar vanarin kusumitari, rakesa-kara-rafijitam |

yamunanila-lilaijat, taru-pallava-sobhitam || 21 ||?

2. 21a drstarit vanarin kumuditarn
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T A R TS YT g J49 |
HCf~T I ST a, IR gEad 11RRI
tad yata ma cirari gosthar, Susriisadhvari patin satih |
krandanti vatsa balas ca, tan payayata duhyata || 22 |

3 I ARG, WA AR |

N &Y & o A S 13l

atha va mad-abhisnehad, bhavatyo yantritasayah |
agata hy upapannar vah, priyante mayi jantavah || 23 ||

W YO AT T R g |
TESAN = A TSI =AM 118l

bhartuh Susriisanar strinari, paro dharmo hy amayaya |
tad-bandhuma ca kalyanah, prajanam canuposanam || 24 ||

az‘h—cﬁ@iﬂﬁq@a@ﬁmﬁﬁm
i AP S SRR 11 I

duhsilo durbhago vrddho, jado rogy adhano ’pi va |
patih stribhir na hatavyo, lokepsubhir apataki || 25 ||

CISEL PRSI '—IvO{L Fog W |
A = T ST A 1RE |

asvargyam ayasasyam ca, phalgu krcchrar bhayavaham |

jugupsitari1 ca sarvatra, hy aupapatyari kula-striyah || 26 ||

JAMEZATCAAR EISTR |
T Fn afFEyu gfaae F4 IEE IRl

sravanad darsanad dhyanan, mayi bhavo “nukirtanat |

na tatha sannikarsena, pratiyata tato grhan || 27 ||

3.22a tad yata ma cirarir ghosarh
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ftzier 3ar=
i fafrmersd e Mferemiie |
foruoT g TR 1125 ||
$§r1-Suka uvaca
iti vipriyam akarnya, gopyo govinda-bhasitam |
visanna bhagna-sankalpas, cintam apur duratyayam || 28 ||

PN TAS T2 484 I,
femsmeifor =Ro e foE: |
FETIHEA: FEpF A
TR IEGTRT: T IO 1]
krtva mukhany ava $ucah $vasanena $usyad
bimbadharani caranena bhuvah likhantyah |
asrair upatta-masibhih kuca-kunkumani
tasthur mrjantya uru-duhkha-bharah sma tiasnim || 29 ||

SIS 1l 3ol
prestham priyetaram iva pratibhasamanari
krsnar tad-artha-vinivartita-sarva-kamah |
netre vimrjya ruditopahate sma kificit
sariirambha-gadgada-giro "bruvatanuraktah || 30 ||



Act One 299

it F=;
fd fopisef e e T
TId FAEd e, |
Hhl A& gidlle Hl ASTTE
G Fernfegest s qE 1139 1
$ri-gopya iicuh
maivam vibho ‘rhati bhavan gaditu nr-Sarsari
santyajya sarva-visayars tava pada-milam |
bhakta bhajasva duravagraha ma tyajasman
devo yathadi-puruso bhajate mumuksin || 31 || 4

FAATIIE STy
AT T 3fT aEfaer <R |
SEIE
ISl AR fohes ST 1131

yat paty-apatya-suhrdam anuvrttir anga

strinari sva-dharma iti dharma-vida tvayoktam |
astv evam etad upadesa-pade tvayise

prestho bhavaris tanu-bhrtari1 kila bandhur atma || 32 ||

Faf & TR A Faor =
=t : |
99 v8IC WHaR 7 & foen
3N YA A Rt 1331

kurvanti hi trayi ratirih kusalah sva atman

nitya-priye pati-sutadibhir arti-daih kim |
tan nah prasida parame$vara ma sma chindya
asam dhrtar tvayi cirad aravinda-netra || 33 ||°

4. 31d devo yathadi-puruso bhajato mumuksiin
5.33c tan nah prasida varade$vara ma sma chindya
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fort WaaEd TRy
FA IETF |
e} 9E 7 FoaEd qIeHeE,
AW Y TSHA FEM fF a1 13811
cittarih sukhena bhavatapahrtam grhesu
yan nirvisaty uta karav api grhya-krtye |
padau padar na calatas tava pada-mulad
yamah kathari vrajam atho karavama kiri va || 34 ||°

WW«WW

SIHIOI(’JIOhOb(’NII dslﬁé‘c@?-illd"l'{ |

T Igd foRESI=wRHaaT
AT A UEA: UGal J9 113y |

sificanga nas tvad-adharamrta-pirakena

hasavaloka-kala-gita-ja-hrc-chayagnim |
no ced vayati virahajagny-upayukta-deha
dhyanena yama padayoh padaviri sakhe te || 35 ||

JEAISTE Tel UGl TH

ET TGS |

e TR ATEET:
BAITESAMRIET S IRa™: 11241

yarhy ambujaksa tava pada-talawm ramaya
datta-ksanam kvacid aranya-jana-priyasya |

aspraksma tat-prabhrti nanya-samaksam afijah
sthaturs tvayabhiramita bata parayamah || 36 ||

6. 34d yamah kathaw vrajam maho karavama kiri va
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ArIersRSEFH I
oAy FEd S % YIS |
TET: EAEVT AT
E@@:ﬂ < dd 9GS 94 1139l
§rir yat padambuja-raja$ cakame tulasya
labdhvapi vaksasi padari kila bhrtya-justam |
yasyah sva-viksana utanya-sura-prayasas
tadvad vayari ca tava pada-rajah prapannah || 37 ||

SEE mﬁ%@ﬁ? %S%aafs
I AR 0T STehTH -
T JESET afe S 1135 |1

tan nah prasida vrjinardana te “nghri-mulam

prapta visrjya vasatis tvad-upasanasah |
tvat-sundara-smita-niriksana-tivra-kama-

taptatmanari purusa-bhiisana dehi dasyam || 38 ||

det: FReeAvl 5 Yam g 113R 1l
viksyalakavrta-mukhari tava kundala-$ri-

ganda-sthaladhara-sudhari hasitavalokam |
dattabhayari ca bhuja-danda-yugam vilokya

vaksah $riyaika-ramanari ca bhavama dasyah || 39 ||
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EIRE] | °I°(’>“|G\l?-{d°|Uldlld -
=Sl |
Ao TTe 9 e 79
I¢, MIGSIGAI: JoR=AeR 11 ol
ka stry anga te kala-padayata-venu-gita-
sammohitarya-caritan na calet tri-lokyam |
trailokya-saubhagam idari ca niriksya riipari
yad go-dvija-druma-mrgah pulakany abibhran || 40 || 7

a%ﬁg%rf%r{ﬁaﬁﬁﬁmnmn

vyaktam bhavan vraja-bhayarti-haro ’bhijato
devo yathadi-purusah sura-loka-gopta |
tan no nidhehi kara-pankajam arta-bandho

tapta-stanesu ca Sirahsu ca kinkarinam || 41 || ®

%ﬁggf%@ﬁ?r AT 4 AR |
YeH el ﬁﬁwﬁrwﬁm&uaqu

$§r1-Suka uvaca
iti viklavitari tasam, Srutva yogesvareSvarah |
prahasya sa-dayari gopir, atmaramo ’py ariramat || 42 ||

7.40a ka stry anga te kala-padayata-murcchitena OR
ka stry anga te kala-padamrta-venu-gita-
8. 41a vyaktarin bhavan vraja-janarti-haro "bhijato



Act One 303

I AT EERe:
e ey =g |

IEREMfgSIp-adafdt.
FR=ATg

sAGATET: 11831l

tabhih sametabhir udara-cestitah

priyeksanotphulla-mukhibhir acyutah |
udara-hasa-dvija-kunda-didhatir

vyarocatainanka ivodubhir vrtah || 43 ||

ST IEIMA e |
‘-II(’JI %P;IQGMTH IHTSI ITH 1 83l

upagiyamana udgayan, vanita-Sata-yithapah |

malari bibhrad vaijayantiri, vyacaran mandayan vanam || 44 || °

BB 3'%’5314”353 e |§||§H6||E§ hH |

< THSHGFHIEHCAIA 1 8% I

nadyah pulinam avisya, gopibhir hima-valukam |
justari tat-taralanandi-, kumudamoda-vayuna || 45 ||*°

A ETATCATTHAEII: |

TIRTA_ AUl TR TR 1 8&
bahu-prasara-parirambha-karalakoru-

nivi-stanalabhana-narma-nakhagra-pataih |
ksvelyavaloka-hasitair vraja-sundarinam

uttambhayan rati-patirii ramayari cakara || 46 ||

el WITE:_FWIey ST HETe: |
T A Ao AR gt gl
evarir bhagavatah krsnal, labdha-mana mahatmanah |

atmanar menire strinari, maninyo hy adhikarin bhuvi || 47 ||

9. 44d vyacarat savanad danam
10. 45¢ reme tat-taralanandi-
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T TEIHE qred A = e |

JR FEIGHR JHeTRarad 1185 |

tasarn tat-saubhaga-madari, viksya mana ca kesavah |
prasamaya prasadaya, tatraivantaradhiyata || 48 ||

Act Two

Bhagavata Purana Book 10 Chapter 30

A 3
Hfed Rl Fedd S |
FARETTIATN: HRT 39 JAGH 1191l
$§r1-Suka uvaca
antarhite bhagavati, sahasaiva vrajanganah |
atapyaris tam acaksanah, karinya iva yathapam || 1 ||

TR TRHA AR,

AARHTA SRR |
e JHaT U

T forereT SHgEGTioTeRT: 1111
gatyanuraga-smita-vibhrameksitair

mano-ramalapa-vihara-vibhramaih |
aksipta-cittah pramada rama-pates

tas ta vicesta jagrhus tad-atmikah || 2 ||

S A
fem: fere R |

SISIETS ER2E (bltdQIICH*I

=AY FfcrRRfoR ™ : 121l

gati-smita-preksana-bhasanadisu

priyah priyasya pratiridha-murtayah |
asav aham tv ity abalas tad-atmika
nyavedisuh krsna-vihara-vibhramah || 3 ||
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MR IATHS Feel
G, TG, 3|

AT RIAG K

Y 8 0N S 181l

gayantya uccair amum eva sarithata

vicikyur unmattaka-vad vanad vanam |
papracchur akasa-vad antarari bahir
bhiitesu santar purusari vanaspatin || 4 ||

T T FECHT & =T A 7 |
T Eeal AR : (1Y |

drsto vah kaccid asvattha, plaksa nyagrodha no manah |

nanda-siinur gato hrtva, prema-hasavalokanaih || 5 ||

ek (GI*IQ?I*ﬂIJI'iﬂlJI‘dWOhlil
IS Guaetead: 1€ I

kaccit kurabakasoka-, naga-punnaga-campakah |

ramanujo manininam, ito darpa-hara smitah || 6 ||

FHEE FMT RO |

T8 feF oG, gershRIs=: ol
kaccit tulasi kalyani, govinda-carana-priye |

saha tvali-kulair bibhrad, drstas te ti-priyo "cyutah || 7 ||

UGG @ AR SRRk |

At S I FEERE A 1E |
malaty adarsi vah kaccin, mallike jati-yithike |

pritith vo janayan yatah, kara-sparsena madhavah || 8 ||
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AR IR -
Wﬁ@ﬁm: |
ASY REPTERT IAIET:
AE] FOMEA AFedid T = 1R

cita-priyala-panasasana-kovidara-

jamby-arka-bilva-bakulamra-kadamba-nipah |
ye ‘nye parartha-bhavaka yamunopakilah
sarisantu krsna-padavi rahitatmanari nah || 9 ||!

fF ¥ = fafq ot s9 FzEnsH-

SRR e kGl
FACHARTT IHHACHHG, Al

e REAS: HRTRTO |1 %0
kiri te krtarin ksiti tapo bata ke$avarnghri-

sparsotsavotpulakitanga-ruhair vibhasi |
apy anghri-sambhava urukrama-vikramad va

aho varaha-vapusah parirambhanena || 10 ||

TR fRRE T

= G2 8 GG & |
RS IFESEE e G e e B D)

FaEsS: FOUARE aIfd I 11991l

apy ena-patny upagatah priyayeha gatrais

tanvan drsari sakhi su-nirvrtim acyuto vah |
kantanga-sanga-kuca-kunkuma-rafijitayah
kunda-srajah kula-pater iha vati gandhah || 11 ||

1. 9b jambira-bilva-bakulamra-kadamba-nipah
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I, foRIE 3T JETaue

FAIHE 8 TERS: T
fF anfafa =R WS 11911

bahui priyamsa upadhaya grhita-padmo

ramanujas tulasikali-kulair madandhaih |
anviyamana iha vas taravah pranamari

kirin vabhinandati caran pranayavalokaih || 12 ||

TESHl Ol AR e |
TH TR foRIIgehT=at 1192 |l

prechatema lata bahiin, apy aslista vanaspateh |

niinari tat-karaja-sprsta, bibhraty utpulakany aho || 13 ||

A M FOTEUHT: |

AN IR SATRBEIGITRT: 11931l

ity unmatta-vaco gopyah, krsnanvesana-katarah |

lila bhagavatas tas ta, hy anucakrus tad-atmikah || 14 ||

FETEGTE: FOAI ST |
AR FEIA Y&Te-] TS 119% I

kasyacit putanayantyah, krsnayanty apibat stanam |

tokayitva rudaty anya, padahan Sakatayatim || 15 ||?

S STERTAHR! |
Rz FESEr FE aNEER: 1961

daityayitva jaharanyam, eko krsnarbha-bhavanam |

ringayam asa kapy anghri, karsanti ghosa-nihsvanaih || 16 ||

2. 15c¢ tokayitva rudaty anya
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FORMEIRG g  TMURIA FEH |
TR & T TR SRR 190l

krsna-ramayite dve tu, gopayantyas ca kascana |
vatsayatirh hanti canya, tatraika tu bakayatim || 17 || °

. ¢ * |
o] FEUTl hISTT: Il &TfeAfd 1195 I
ahitya diira-ga yadvat, krsnas tam anuvartatim |

venuti kvanantim kridantim, anyah Sarisanti sadhv iti || 18 ||

FEITAEN]S e =SAETRT |
FOUNSE q2Id M Sl T 1 eR |

kasyaficit sva-bhujarih nyasya, calanty ahapara nanu |
krsno hari paSyata gatiri, lalitam iti tan-manah || 19 ||

o1 A s S fafed e
SR BEI IAHGSTA IR0 |l

ma bhaista vata-varsabhyar, tat-tranari vihitari maya |

ity uktvaikena hastena, yatanty unnidadhe ‘'mbaram || 20 ||

SEENF! TETHF RTEARTRT 79 |
GRR =5 SAISE WA 7 T0SHA 1121 I

aruhyaika padakramya, Sirasy ahaparawm nrpa |

dustahe gaccha jato "ha, khalanar nanu danda-krt || 21 ||

AR 2 TN ST Yo |
JeAEfe A forared aemsE 1R

tatraikovaca he gopa, davagniri pasyatolbanam |

caksiirisy asv apidadhvari vo, vidhasye ksemam afijasa || 22 ||

3.17 vatsayitan grhitvanyan bhramayitva nyapaathat |
krsnayitan jaghananyantatrekarh tu bakayitam ||
17b gopavatsayitah parah
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aN o

G &SI bli=ddl dF 6(’9<°|(’> |

T AUEIRR a7 o |
i go&% (ot WSt Sifafas 131

baddhanyaya sraja kacit, tanvi tatra ulitkhale |

badhnami bhanda bhettarari, haiyangava-musari tv iti |
bhita su-drk pidhayasyati, bheje bhiti-vidambanam || 23 ||*

U h¥] Y=DHAT J-QAAAdEIE]
I&d 5|:||éi| q_Gg'Tﬁ JHAT: 1B
evari1 krsnam prcchamana, vrndavana-latas tarin |

vyacaksata vanoddese, padani paramatmanah || 24 ||

YEIH IR TR |

T o ASTISeSTSEIRaehT: 11:Y |
padani vyaktam etani, nanda-simor mahatmanah |
laksyante hi dhvajambhoja-, vajrankusa-yavadibhih || 25 ||

It TGS TSI |
T Ua: U (ORI TS 112& I
tais taih padais tat-padavim, anvicchantyo grato ‘balah |

vadhvah padaih su-prktani, vilokyartah samabruvan || 26 ||

FE: TGTH S AT T |
FETETIHISHAT: Fe0M: HROM F 1291
kasyah padani caitani, yataya nanda-sinuna |
amsa-nyasta-prakosthayah, karenoh karina yatha || 27 ||

FTRRITTR T WEH SRALR: |
I T foem Tifere: it AeRE, @ 1Rl
anayaradhito nimarn, bhagavan harir i$varah |

yan no vihaya govindah, prito yam anayad rahah || 28 ||

4. 23ab baghnantyanyaari srajaikaha tvamayolitkhale hare |
Some editions of BhP do not include the third line (23ef).
5.25cd laksyante hi yadambhojdhvajavajrankusadibhih |
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T TR ST ST MACTeAssRuE: |
I SRR T A ST 1R

dhanya aho ami alyo, govindanghry-abja-renavah |

yan brahmesau rama devi, dadhur mirdhny agha-nuttaye || 29 ||

T M T anf FagE: e A |
JPIIE M T 3SR Nl 301

tasya amiini nah ksobhari, kurvanty uccaih padani yat |
yaikapahrtya gopinari, raho bhuiikte ‘cyutadharam || 30 ||

7 TSI UG T T OISR |

X DT U= 112991
na laksyante padany atra, tasya niinar trnankuraih |
khidyat-sujatanghri-talam, unninye preyasiri priyah || 31-1 ||

snmrﬁ:wmﬁ qeI+ el T |

M U3 FUET YRR FHIEA: |
SR T SRR 11392
imany adhika-magnani, padani vahato vadhiim |
gopyah pasyata krsnasya, bharakrantasya kaminah |

atravaropita kanta, puspa-hetor mahatmana || 31-2 ||®

33 v e oemn Fa: |
JUETHHUT U TRdarEehe e 11 3R
atra prasiinavacayah, priyarthe preyasa krtah |
prapadakramana ete, pasyatasakale pade || 32 ||

HAYETIH T FIE=A: FIHAT F |
T FSAA FTARErEHE Yo 11331l
kesa-prasadhanarii tv atra, kaminyah kamina krtam |

tani ciidayata kantam, upavistam iha dhruvam || 33 ||

6. 31-2 This verse is not found in some editions of the BhP.

The third line (31-2ef) of this verse is not included in some editions that present the
first two lines of this verse (31-2a-d).

31-2d bharakrantasya gaminah
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W T TR STHARTHISAS: |

FIT G2 &= Ao = e 1381

reme taya catma-rata, atmaramo 'py akhanditah |

kaminar darsayan dainyar, strinarm caiva duratmatam || 34 ||

59 RiETEEEIeE foes: |
T MR faerm=: &= a2yl
ity evar darsayantyas tas, cerur gopyo vicetasah |

yarit gopim anayat krsno, vihayanyah striyo vane || 35 ||

maﬁﬁmaﬁ%aﬁaﬁﬁaﬂ|
feeen TAT: T aEE TS = 1280

sa ca mene tadatmanari, varisthar sarva-yositam |
hitva gopih kama-yana, mam asau bhajate priyah || 36 ||

T I TR Gl HRATHSIAN |
T URASE Afsq T W AF I T 139

tato gatva vanoddesam, drpta kesavam abravit |

na paraye ‘haw calituri, naya mari yatra te manah || 37 ||

Qe I &R STEEald |
aam FOT: H TR 1125 |l
evam uktah priyam aha, skandha aruhyatam iti |
tata$ cantardadhe krsnah, sa vadhiir anvatapyata || 38 ||

&1 Y T IS Ny ety
ST FIUET B 99 339 || 2R
ha natha ramana prestha, kvasi kvasi maha-bhuja |

dasyas te krpanaya me, sakhe darsaya sannidhim || 39 ||
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3d1=
% WITEE AN IesfagRa: |
aqy: Prfadwifed g:Raar sward 1gel
$r1-Suka-uvaca
anvicchantyo bhagavato, margaw gopyo “vidiritah |
dadrsuh priya-vislesan, mohitari duhkhitar sakhim || 40 ||

T HTHETY AT = A |
FH = RTITE, e W A 1189l

taya kathitam akarnya, mana-praptiri ca madhavat |

avamanaw ca dauratmyad, vismayari paramari yayuh || 41 ||

TSl T T aeg, e |
T gfoeAeed a4t fFeag: &= 1g:1
tato ‘visan vanar candra-, jyotsna yavad vibhavyate |
tamah pravistam alaksya, tato nivavrtuh striyah || 42 ||

TH RGO TG [ S TG HeRT: |
TIPS TR AHNTRI §657%: 1183 ]
tan-manaskas tad-alapas, tad-vicestas tad-atmikah |

tad-gunan eva gayantyo, natmagarani sasmaruh || 43 ||

;. GfesTHNT i HOMTET: |
aﬂa?n S FT FENFRI T 1183l
punah pulinam agatya, kalindyah krsna-bhavanah |
samaveta jaguh krsnar, tad-agamana-kanksitah || 44 ||
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Mg F=:
wﬁ@ds EREIEEE
49 gfaq A 7 |
i gae foe deerm
<R gaEeEar ot 191l
gopya iicuh
jayati te ‘dhikar janmana vrajah
Srayata indira $asvad atra hi |
dayita drsyatari diksu tavakas
tvayi dhrtasavas tvari vicinvate || 1 ||

TRGERR AT -
a?%s‘naazéﬁgm g3 |
H\EH-’-II?J[ SQ!(TOECIEIEFI
T gt 98 fF o R0

Sarad-udadaye sadhu-jata-sat-
sarasijodara-$ri-musa drsa |
surata-natha te’sulka-dasika

vara-da nighnato neha kirin vadhah || 2 ||
W@’q@ SAEHIG

TSGR, |
ERLRIGEIFERIEE I

T I I e q5: 131
visa-jalapyayad vyala-raksasad

varsa-marutad vaidyutanalat |

vrsa-mayatmajad visvato bhayad
rsabha te vayam raksita muhuh || 3 ||

1. 3a visa-jalaSaya vyala-raksusad
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T\ TUFHGA o,
|

oo foranea

g9 IeREM arad F 181l
na khalu gopika-nandano bhavan

akhila-dehinam antaratma-drk |
vikhanasarthito visva-guptaye

sakha udeyivan satvatari kule || 4 ||

ferfermnr ST d
aﬁﬁwa@ﬁm

f%r{@r*a%q %ﬁwmnxn

viracitabhayari vrsni-dhiirya te
caranam iyusarii sariisrter bhayat |
kara-saroruharm kanta kama-dar

sirasi dhehi nah $ri-kara-graham || 5 ||
STSTSTIfcie] & e

IEESEtaR Tt il
WS W Welfehgd: B Al
SOEEA =% 83 I
vraja-janarti-han vira yositari
nija-jana-smaya-dhvarisana-smita |
bhaja sakhe bhavat-kinikarih sma no

jalaruhananari caru darsaya || 6 ||

ma

FU FIY ?P‘JWILIIGII

pranata-dehinarm papa-karsanam
trna-caranugari Sri-niketanam |
phani-phanarpitari te padambujari
krnu kucesu nah krndhi hre-chayam || 7 ||



T FIRT aeeerRR
I TRE& |
et i e st
HIREATARTE 7: 15|
madhuraya gira valgu-vakyaya
budha-manojiiaya puskareksana |
vidhi-karir ima vira muhyatir
adhara-sidhunapyayayasva nah || 8 ||

e FYM TS
HAPTSd HesIed |
qfa o 3 e s iR
tava kathamrtari tapta-jivanam
kavibhir iditarin kalmasapaham |
Sravana-mangalari srimad atatam
bhuvi grnanti ye bhiiri-da janah || 9 ||

gefed fosmate
foeol =1 3§ T |
&fE gfoel a efe &g
FEF A T @ 11901l
prahasitari priya-prema-viksanam
viharanar ca te dhyana-mangalam |
rahasi sarmvido ya hrdi sprsah
kuhaka no manah ksobhayanti hi || 10 ||

T e FASEARI T
qGY 1Y J e |
Rroguned: fredifa =
Hisedl 7 I T3 11991
calasi yad vrajac carayan pasiun

nalina-sundaraw natha te padam |
sila-trnankuraih sidatiti nah
kalilatarn manah kanta gacchati || 11 ||
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feTaRed Arog=o
SoETH frered |
TR TIAEL.

T T 'R )7 I3 119RI

dina-pariksaye nila-kuntalair

vana-ruhananaw bibhrad avrtam |
ghana-rajasvalawm darSayan muhur
manasi nah smarari vira yacchasi || 12 ||

RS TS |
RS A A d

THOT ;. EASURARIE, 1193 |l
pranata-kama-dar padmajarcitari

dharani-mandanar dhyeyam apadi |
carana-pankajari Santamari ca te

ramana nah stanesv arpayadhi-han || 13 ||

HEATI MBI

ER AT W%Ungﬁaaql
fof® AR TERSTREAE 1981

surata-vardhanari $oka-nasanarm
svarita-venuna susthu cumbitam |
itara-raga-vismaranari nyuarn

vitara vira nas te ‘dharamrtam || 14 ||

e g e

A FIRA ST |
pleopo diqe = d

IS IETEAT TeHE R 11 9% |l
atati yad bhavan ahni kananarm

truti yugayate tvam apSyatam |
kutila-kuntalarin $ri-mukhari ca te

jada udiksatari paksma-krd drsam || 15 ||
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ig@ ?rsr?q%g?rrwz |

Wﬁ]ﬁa:m@ﬁr&rmsn

pati-sutanvaya-bhratr-bandhavan
ativilanghya te ‘nty acyutagatah |
gati-vidas tavodgita-mohitah
kitava yositah kas tyajen nisi || 16 ||

TR SHATE |
Jeqy: PR e am |
TEXioegRT qead 7 1199l
rahasi sammvidarir hrc-chayodayar
prahasitananar prema-viksanam |
brhad-urah $riyo viksya dhama te

muhur ati-sprha muhyate manah || 17 ||

TSAREl AT o
ee—=a0 fazamsa |
IS T = TRl

e oSl ARYEH 1195 |l

vraja-vanaukasaw vyaktir anga te

vrjina-hantry alam visva-mangalam |
tyaja manak ca nas tvat-sprhatmanati
sva-jana-hrd-rujari yan nisidanam || 18 ||

T GAERUEE &Y
G 7 i adefe Fhar |
Jedme 98 =ud A % e
FUifchnimla Ihiaers =: 119R I
yat te sujata-caranamburuharm stanesu
bhitah $anaih priya dadhimahi karkasesu |
tenatavim atasi tad vyathate na kiri svit
kiirpadibhir bhramati dhir bhavad-ayusari nah || 19 ||
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Act Four
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fiZrep Zar=t
g IMT: T Gou=ad fersr |
T6G; FER TS FUGIHGTEE: 11911
$r1-$uka uvaca
iti gopyah pragayantyah, pralapantyas ca citradha |

ruruduh su-svararih rajan, krsna-darsana-lalasah || 1 ||

TEHRESIR: SREETS: |
GrarsReR: 8991 T 11|

tasam avirabhiic chaurih, smayamana-mukhambujah |
pitambara-dharah sragvi, saksan manmatha-manmathah || 2 ||

d fooiRme ST |
C C
SAEPIHH A n3
tarn vilokyagatar presthari, prity-utphulla-drso balah |

uttasthur yugapat sarvas, tanvah pranam ivagatam || 3 ||!

FI RS ISR ST T |

FIGEIR g TN 181l

kacit karambujari Saurer, jagrhe “fijalina muda |

kacid dadhara tad-bahum, ariise candana-bhiisitam || 4 ||

wﬁwﬁﬂw Sli= e Crull
Tl TE(SIRHS Tl TR 1Y |

kacid anjalinagrhmat, tanvi tambula-carvitam |

eka tad-anghri-kamalam, santapta stanayor adhat || 5 ||

1. 3a tarh vilokyagatari krsnari
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T Yl YHETRaEa |

Hldaeeiat: FaearTesd |I& I

eka bhru-kutim abadhya, prema-sarirambha-vihvala |
ghnantivaiksat kataksepaih, sandasta-darsana-cchada || 6 ||

Wﬁﬁmww|

"IIQ}*’J(HTI&CI%RUI JAr el

aparanimisad-drgbhyar, jusana tan-mukhambhujam |

apitam api natrpyat, santas tac-caranari yatha || 7 ||

T FIE==R=Ju Efg FHeal [ = |
YRR AR 1= |l

tarn kacin netra-randhrena, hrdi krtva nimilya ca |
pulakangy upaguhyaste, yogivananda-sampluta || 8 ||?

AT ARSI |
STEfoREST a1 Ui 9T Fe SA R I
sarvas tah kesavaloka-, paramotsava-nirvrtah |

jahur viraha-jaw tapari, prajiar prapya yatha janah || 9 ||

e RN RTEF=E 3 |
FREAIE a1 IOY: ARBRRET 1|90l
tabhir vidhiita-sokabhir, bhagavan acyuto vrtah |
vyarocatadhikar tata, purusah Saktibhir yatha || 10 ||

e Ffe=n fAfdz gfoa oy |
fAh apaA-aRgOAEICIGH 1199 I

tah samadaya kalindya, nirviSya pulinawm vibhuh |

vikasat-kunda-mandara-, surabhy-anila-satpadam || 11 ||

2. 8d yogivananda-nirbhara
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TECREGIE e S e |
FIR IR AARHSAGHH 1 9R |

sarac—candmmsu—sandoha—, dhvasta-dosa-tamah Sivam |
krsnaya hasta-tarala-, cita-komala-valukam || 12 ||

TR g a1 ;|
SIS IEATHSIS 193 1
tad-darsanahlada-vidhiita-hrd-rujo

manorathantari Srutayo yatha yayuh |
svair uttariyaih kuca-kunkumankitair

aciklpann asanam atma-bandave || 13 ||

Uﬂ‘ﬁﬁﬂﬁqﬁ?ﬁsﬁha
%w@m agead 1198l
tatropavisto bhagavan sa ivaro
yogesvarantar-hrdi kalpitasanah |
cakasa gopi-parisad-gato ‘rcitas
trailokya-laksmy-eka-padari vapur dadhat || 14 ||

ISR T
TR ETUTSRTTRIA |
(SIS P E R | | SR3 R I

HEIT SYCHIUT SRR 119 1l

sabhajayitva tam ananga-dipanari
sahasa-lileksana-vibhrama-bhruva |
sarhsparsanenanka-krtanghri-hastayoh

sariistutya isat kupita babhasire || 15 ||
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i S
H€|d|5j"|6|"\'¢l°l’> Tk

W%Wmiﬁwﬁ l9g I

$ri-gopya iicuh

bhajato *nubhajanty eka, eka etad-viparyayam |
nobhayati§ ca bhajanty eka, etan no brithi sadhu bhoh || 16 ||

foe weif 3 g EeaEm R 3 )
T I3 g u: nendf afg aenm 1ol

$ri-bhagavan uvaca
mitho bhajanti ye sakhyah, svarthaikantodyama hi te |

na tatra sauhrdarih dharmah, svartharthari tad dhi nanyatha || 17 ||

TSRS A S FoT: {2 |

e fFRuetelsT digd o g 195 ||

bhajanty abhajato ye vai, karunah pitarau yatha |

dharmo nirapavado tra, sauhrdati ca su-madhyamah || 18 ||

TSAISfY 7 3§ g ISRt F: |
STHHT &ATAhMT bl [Ega: 19R I
bhajato ’pi na vai kecid, bhajanty abhajatah kutah |

atmarama hy apta-kama, akrta-jiia guru-druhah || 19 ||
e g = sy S

|
JUTI S foaTs
fER=ERE T 3 IRoll

naham tu sakhyo bhajato ‘pi jantin
bhajamy amisam anuvrtti-vrttaye |

yathadhano labdha-dhane vinaste
tac-cintayanyan nibhrto na veda || 20 ||
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Qaqa%a‘rqmﬂqaﬁ

& STOT:
TRRE WS foRifed

TR e afeR TR kel

evati mad-arthojjhita-loka-veda-

svanam hi vo mayy anuvrttaye ‘balah |
mayaparoksari bhajata tirohitam

masityiturin marhatha tat priyam priyah || 21 ||

T URASE (RS
wgw%@mgwﬁa |
NS GeRET:

HWE@ gfcrRrg &g 1R

na paraye ‘hari niravadya-sariyujam
sva-sadhu-krtyar vibudhayusapi vah |

ya mabhajan durjara-geha-$rnkhalah
sariwvricya tad vah pratiyatu sadhuna || 22 ||

Act Five

Bhagavata Purana Book 10 Chapter 33

N o o
sﬁ?ﬁ%ﬁmmﬁm&ﬂw

$r1-Suka uvaca
itthaw bhagavato gopyah, Srutva vacah su-pesalah |
jahur viraha-jam tapari, tad-angopacitasisah || 1 ||

Mﬁﬁwﬁ@a@&r Yl

tatrarabhata govindo, rasa-kridam anuvrataih |

stri-ratnair anvitah pritair, anyonyabaddha-bahubhih || 2 ||



Act Five 323

TEIHe: FHA A HUSSH{UST: |

AR FOHF TEH T gAGAT: |

i IS S Ef-ehe & 13 1
rasotsavah sampravrtto, gopi-mandala-manditah |
yogeSvarena krsnena, tasarin madhye dvayor dvayoh |
pravistena grhitanari, kanthe sva-nikatar striyah || 3 ||

¥ AR gHRIAE S |
feterat HeRmTHE R, 1S |

yatrit manyeran nabhas tavad, vimana-Sata-sankulam |

divaukasam sa-daranam, autsukyapahrtatmanam || 4 ||!

Tl g e T |

SRR T RREERISHE, | Y I

tato dundubhayo nedur, nipetuh puspa-vrstayah |

jagur gandharva-patayah, sa-strikas tad-yaso malam || 5 ||

ST YO fepfZUAT =1 A |
AR =SsaE ! TEIUSS &Il
valayanari nipuranam, kinkininari ca yositam |

sa-priyanam abhiic chabdas, tumulo rasa-mandale || 6 ||

mﬁtrﬁqi%ﬁﬁinmm—cﬁa%lnsn

tatratisusubhe tabhir, bhagavan devaki-sutah |
madhye maninar haimanari, maha-marakato yatha || 7 ||

1. 4d autsukyanibhrtatmanam



324  The Sanskrit Text

T RHEFIuE: FUSOIUSHIs: |
ﬁa'ﬂﬂg'@: HIHATI: W

TRIE dfed 39 a1 A=k RS 1=l
pada-nyasair bhuja-vidhutibhih sa-smitair bhri-vilasair

bhajyan madhyais cala-kuca-pataih kundalair ganda-lolaih |
svidyan-mukhyah kavara-rasanagranthayah krsna-vadhvo

gayantyas taw tadita iva ta megha-cakre virejuh || 8 ||

AT ThehSal A |
FOMMFAZHGAT JGITa-GATET IR I
uccair jagur nrtyamand, rakta-kanthyo rati-priyah |

krsnabhimarsa-mudita, yad-gitenedam avrtam || 9 ||

I Hepar] ESITTHET: |

3 gfS|r o draan arg afeafd |

Tea Y= T8 AF = Sgad Nl ol

kacit samar mukundena, svara-jatir amisritah |

unninye pijita tena, priyata sadhu sadhv iti |

tad eva dhruvam unninye, tasyai manari ca bahv adat || 10 ||*

=g, AR TR IEHT: |
SIS SRl Thed 45gaaHiez et 119211

kacid rasa-parisranta, parsva-sthasya gada-bhrtah |

jagraha bahuna skandhar, Slathad-valaya-mallika || 11 ||

e e |
FEATGTHTER T FI & 11 9=

tatraikarsa-gatarin bahuri, krsnasyotpala-saurabham |

candanaliptam aghraya, hrsta-roma cucumba ha || 12 ||

2. 10d priyamanena sadhv iti
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i N |
MU IS FEAT: WETARSS AT 1193
kasyascin natya-viksipta-, kundala-tvisa-manditam |

gandam gande sandadhatyah, pradat tambula-carvitam || 13 ||

T TRl FlIE STHYHET |
qRI=IAEEss Arrdiee-a: Rae 1931
nrtyati gayati kacit, kisjan niipura-mekhala |

parsva-sthacyuta-hastabjari, Srantadhat stanayoh $ivam || 14 ||

TS Seal=g i (5 Tl |

[ TR e ewl
gopyo labdhvacyutaw kantari, Sriya ekanta-vallabham |
grhita-kanthyas tad-dorbhyari, gayantyas tawm vijahrire || 15 ||

PUT ST F AT -
TR TSI |
M qF e A9 S -
FETESH WA eSS 11 96 ||
karnotpalalaka-vitanka-kapola-gharma-
vaktra-$riyo valaya-niipura-ghosa-vadyaih |
gopyah sama bhagavata nanrtuh sva-kesa-

srasta-srajo bhramara-gayaka-rasa-gosthyam || 16 ||

e IR -
frdazmidemeR: |

T T AR
Jumieh: TogfafsrsfoR™: 1199

evati parisvanga-karabhimaria-
snigdheksanoddama-vilasa-hasaih |

reme rameso vraja-sundaribhir
yatharbhakah sva-pratibimba-vibhramah || 17 ||
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WWWW@WBWI

IR R: FEGE 195 1
tad-anga-sanga-pramudakulendriyah

kesan dukilari kuca-pattikari va |
nafijah prativyodhum alari vraja-striyo

visrasta-malabharanah kuriidvaha || 18 ||

W@H éfra%z
H;g% %r@qa‘rsnaan?q I

k_rsna-vzkrldltam viksya, mumuhuh khe-cara-striyah |

kamardhitah $asankas ca, sa-gano vismito *bhavat || 19 ||

Feall AEAHIH AT I |
W F WEAANRIARMEIST S 110

krtva tavantam atmanari, yavatir gopa-yositah |

reme sa bhagavariis tabhir, atmaramo “pi lilaya || 20 ||

il AATER A SEATH & |
JRSIRE0T: ST JFHATg IO 1191

tasam rati-viharena, Srantanari vadanani sah |

pramrjat karunah premna, Santamenanga panina || 21 ||

e t@«g&@us@%ﬂ@ms\—

T T RS S Bl
qoaT

SRR

gopyah sphurat-purata-kundala-kuntala-tvid-
ganda-$riya sudhita-hasa-niriksanena |

manam dadhatya rsabhasya jaguh krtani
punyani tat-kara-ruha-sparsa-pramodah || 22 ||
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T S -

LS § FAGLHRAART: |
Wﬁ%ﬁaﬁg 2310

tabhir yutah Sramam apohitum anga-sanga-
ghrsta-srajah sa kuca-kunkuma-rafijitayah |
gandharva-palibhir anudruta avisad vah
sranto gajibhir ibha-rad iva bhinna-setuh || 23 ||

HISATEIG Jafany: qRfv=aam:
JIOifeTT: TEEA MR OEarST |
s
W T TR TS 1:31l

so ‘'mbhasy alam yuvatibhih parisicyamanah

premneksitah prahasatibhir itas tato “figa |
vaimanikaih kusuma-varsibhir idyamano

reme svaya sva-ratir atra gajendra-lilah || 24 ||
SRE ?fmﬁqaﬁ ST -

= R
Je He=qq, fgra: O 11 I

tata$ ca krsnopavane jala-sthala-
prasina-gandhanila-justa-dik-tate |

cacara bhriga-pramada-ganavrto
yatha mada-cyud dviradah karenubhih || 25 || 3

3.25d yatha madadho dviradah karenubhih
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SERHWWT
f@lﬁa HITEGHRE:
Tal: IRRIFTRAREIL: 116 |l

evath $asankaridu-virajita nisah

sa satya-kamo *nuratabala-ganah |
siseva atmany avaruddha-sauratah

sarvah Sarat-kavya-katha-rasasrayah || 26 ||

Aradifergara
HEIR 98 TR 9 |

AT {8 WEERE SOTETER: 120

$r1-pariksid uvaca
sariisthapanaya dharmasya, prasamayetarasya ca |

avatirno hi bhagavan, amsena jagad-isvarah || 27 ||

g F GHETAT THT BARIEHT |

TAITeRE, STE. WRERTTA 11 *5 ||

sa katharr dharma-setinari, vakta kartabhiraksita |
pratipam acarad brahman, para-darabhimarsanam || 28 ||

ST AGU(: el o S |
frafom oam: 3R fofea gem =Rl

apta-kamo yadu-patih, krtavan vai jugupsitam |

kim-abhipraya etan nah, Samsayari chindhi su-vrata || 29 ||

2l 3a=
THSITRA! G5 SEROT 9 aiead |
S | IS @ e[St I 11 3ol
$ri-$uka uvaca
dharma-vyatikramo drsta, isvaranari ca sahasam |
tejiyasarit na dosaya, vahneh sarva-bhujo yatha || 30 ||
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T EATER: |
qEGISSaST faw 113911

naitat samacarej jatu, manasapi hy anisvarah |
vina$yaty acaran maudhyad, yatharudro *bdhi-jarm visam || 31 ||

SR o H TR e |
%G" ek('olol‘ﬂ?iIﬂ’x‘l‘) %I%HI&CI({‘IHI‘CRCL 3

isvaranari vacah satyam, tathaivacarituri kvacit |

tesari1 yat sva-vaco-yuktarin, buddhimaris tat samacaret || 32 ||

et 7 fore |
amet g w1330

kusalacaritenaisam, iha svartho na vidyate |
viparyayena vanartho, nirahankarinar prabho || 33 ||

feraeEmeT fefemifeatra |
SRARTN FISFTET: 112811

kim utakhila-sattvanari, tiryan-martya-divaukasam |

isitus$ cesSitavyanari, kuSalakusalanvayah || 34 ||
o

ANRTEIfe TR Herwe
=R R s T TE=mEE
¢ pd TS & : |13
yat-pada-pankaja-paraga-niseva-trpta
yoga-prabhava-vidhutakhila-karma-bandhah |
svairam caranti munayo "pi na nahyamanas
tasyecchayatta-vapusah kuta eva bandhah || 35 ||

TG T = FATHT afgTH |
QSR Aise: HeAg GTE 1281l

gopinari tat-patinari ca, sarvesam eva dehinam |
yo ‘ntas$ carati so ‘dhyaksah, kridaneneha deha-bhak || 36 ||*

4. 36d esa kridana-dehabhak
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FIUEH Ml AN GEHIE: |

TSI G ShIST AT 4l Tl o 1139 |l
anugrahaya bhaktanari, manusarin deham asthitah |
bhajate tadrsih krida, yah Srutva tat-paro bhavet || 37 ||

TR TG FV Aifeaeae JRRT |

HYHAT: WMH&WWW 3=
nasiyan khalu krsnaya, mohitas tasya mayaya |

manyamanah sva-parsva-stan, svan svan daran vrajaukasah || 38 ||

SERT 3UI SAEeagAie: |

Hea TR EEH FIERT: 1131 1
brahma-ratra upavrtte, vasudevanumoditah |

anicchantyo yayur gopyah, sva-grhan bhagavat-priyah || 39 ||

foepifed sstergfifite = fasom
QI STRIVAGY SR |
IR €IE: 11 8ol
vikriditarh vraja-vadhaibhir idari ca visnoh
sraddhanvito nuSrnuyad atha varnayed yah |
bhaktim param bhagavati pratilabhya kamarh
hrd-rogam asv apahinoty acirena dhirah || 40 || °

5.40c bhaktirin harau bhagavati pratilabhya kamar



APPENDIX 1

Note on Translation

Many translations of the Rasa Lila story appear within larger translations of
the greater Bhagavata text.! In the past half century,  know of only two treat-
ments that focus exclusively on the Bhagavata’s Rasa Lila text: Lord of the
Autumn Moons (1957) by Radhakamal Mukerjee, who presents a short intro-
duction and translation of the verses; and Vallabhacarya on the Love Games of
Krsna (1983) by James D. Redington, who presents an introduction to and
translation of the Rasa story, along with a complete translation of Vallabha’s
commentary. Recently, Dominic Goodall has presented a translation of the
five chapters of the Rasa Lila as part of an anthology in Hindu Scriptures
(1996); he also relies on Redington’s translation of Vallabha’s commentary
for his translation. Here, I have tried to give the text itself more scholarly at-
tention than it has formerly received and, additionally, to present dimensions
of the Caitanya school’s vision of the text, drawn directly from several im-
portant commentaries.>

For many years I have mined the dramatic and poetic jewels of the San-
skrit verse in the Rasa Lila text. Sanskrit is a language in which words find, as
a rule, an extraordinary spectrum of meanings, taking in much more of the
universe than words are accustomed to doing in English. Connotative sense
is more important in English than it is in Sanskrit, since the latter casts a
much wider lexical net for words, gathering an enormous range of denotative

1. Some of the better known published and available translations appear within trans-
lations of the complete Bhagavata text: one by J. M. Sanyal; an annotated translation by
Ganesh Vasudeo Tagare; and another which includes the original Devanagari text, by C. L.
Goswami. Particularly noteworthy is a translation published in the West, which includes the
Devanagari and English transliteration of the text along with extensive commentary, by
Bhaktivedanta Swami and Hridayananda dasa Goswami. Their edition presents a verse-by-
verse running commentary based on commentaries by the traditional teachers of the Cai-
tanya school. Recently, Edwin F. Bryant has produced an elaborate introduction to and
translation of the whole tenth book of the Bhagavata. See bibliography for the publication
details of these works.

2. In addition to scholarly works, performances of the Rasa Lila take place in India to
this day, and recognition of this great story is increasing in the English-speaking world. Per-
haps the earliest modern and religious rendition of the Rasa Lila is found in Krsna: The
Supreme Personality of Godhead, by A. C. Bhaktivedanta Swami Prabhupada, a retelling of
Book Ten of the Bhagavata. Popular writing on the passage is also emerging. For example,
twenty pages of a book recently written for a wider readership in the West, entitled Ka: Sto-
ries of the Mind and Gods of India, by Roberto Calasso (New York: Vintage, 1999), has been
devoted to Krishna and the Gopis and understanding their divine relationship.
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senses containing many shades of meaning. Context, then, for Sanskrit words
is especially critical for understanding the specific, even precise, denotative
force of words. This is just one reason why it often takes more than one En-
glish word to embody the particular sense of a single Sanskrit word.

Unlike English, Sanskrit prose does not depend on the ordering of words
to form sentences; all syntactical information for sentence structure is em-
bedded in the endings of nouns and verbs. That is, Sanskrit is a highly in-
flected language in which noun stems receive any number of endings that
indicate gender, number, and case, and verb stems receive endings as to tense,
number, and person. For this reason, as well, a Sanskrit word often requires
more than one word in English to communicate its sense.

This syntactical flexibility and its lexical treasures make Sanskrit an ideal
language for poetic expression—each verse offers a special kind of music, a
unique picture. Conveying even a modicum of these poetic qualities in the
Sanskrit through translation would be an achievement. Even more challeng-
ing, the epic verse of the Rasa Lila contains a blend of deep theological con-
tent woven together with subtle eloquent poetic or dramatic elements.

In addition to all the particulars of the Sanskrit-to-English translation
challenge, one wrestles with the greater issues that confront any translator
whose efforts are more than a mere transfer of information—faithfulness to
the original text and its literary values, rendering accurately the deeper cul-
tural content of the text, and faithfulness to the spirit of the language into
which the text is translated. These three are not easy to negotiate, and must
be weighed constantly throughout the translation process.

I have viewed the translating of the Rasa Lila text as something like the task
of conducting a symphony orchestra. A poem in its original but inaccessible
language is like an orchestral score that does not come alive until it is con-
ducted and performed. The conductor must read the score and the musicians
reincarnate the piece of music in performance. Similarly, the translator of po-
etry must conduct the complex piece, with all its movements and orchestral
color, in a new and unique performance according to his or her appreciation
and love for the music. Like musicians, the English words play their parts, as
they are employed to translate the Résa Lila verse; their instruments of mean-
ing are woven into the orchestral performance of the reincarnated poem.

The epic verse utilized in the Rasa Lila drama is highly structured in form
and meter (see “Poetic Meters in Sanskrit Text”). Each of the many types of
epic verse throughout the text is a quatrain, consisting of rhythmic long and
short syllabic patterns within measured verse lines. End-rhyme is not strict,
nor is it particularly emphasized, as we often find in English; rather, verse
rhythms and patterns of assonance and consonance are a more prominent
feature. Furthermore, Sanskrit is especially beautiful, in part because of its
rules governing euphonic combination or sandhi, whereby endings of words
coalesce with the beginnings of following words, creating conjunctions be-



Note on Translation 333

tween words that produce a sonorous flow. Sanskrit, then, becomes a partic-
ularly enticing language to hear.

It would be impossible in the English language to imitate the tremendous
poetic palette found in the Sanskrit. I believe, however, that there are certain
epiphanic qualities of the text that can emerge in the process of translation,
even while remaining faithful to the original text. I have endeavored to pro-
duce a very accurate reading of the Rasa Lila, while striving to convey mimet-
ically some of the flow and cadence in the phraseology of the English
rendition. Often this phraseology occurs naturally in compound word
phrases in the Sanskrit, even phrases consisting of one or more compounds
appearing as a unit, that is, a complex compound. This phenomenon that
pervades the language is known as samadsa, in which words in related phrases
merge without inflection, except for the last word of the simple or complex
compound. In addition to phraseologies, I also have attempted to respect the
order of words in verses. As mentioned above, Sanskrit word order is not im-
portant syntactically. But this freedom of word order makes the ordering of
words in poetic verse even more crucial, as it allows such ordering to be all
the more deliberate and purposeful. Thus the particular revelational quality
of each verse depends upon the ordering of its words and, further, the corre-
sponding phrases that they form.

In my translation of verse, utilizing what I call “dedicated free verse trans-
lation,” I have attempted, whenever possible, to remain at least roughly faith-
ful to the original ordering of words and phrases. Furthermore, for the
purpose of conveying the phraseologies of the original, I have endeavored to
emulate, as mentioned in the section entitled “The Sanskrit Text,” an appear-
ance of the original verse form: thus, the quarter- or half-verse breaks found
in the Sanskrit are indicated by, first, a single leading line beginning a verse,
under which slightly indented phrases continuing that line appear, many
times one on top of another, until the verse arrives at the next quarter line (in
the case of all longer verse meters) or the half-verse line (in the case of the
anustubh meter, which consists of eight-syllable quarter-verse lines). The in-
dentation and line breaks in the English translation attempt to follow or mir-
ror the half or quarter line structure of the Sanskrit verse.

As stated earlier, the most widely employed puranic meter in the Rasa Lila
text is the $loka or anustubh meter. Throughout the translation, verses of this
meter type are indicated by only two leading lines, with their respective sets
of following indented line or lines. An example of this shortest verse is the
following transliterated verse (with quarter-verse divisions marked by com-
mas), and its corresponding format in English translation:

drstariv vanarin kusumitarii, rakeSa-kara-rafijitam |
yamunanila-lilaijat, taru-pallava-$obhitam ||
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You have seen the forest
filled with flowers,
glowing with the rays
of the full moon;
Made beautiful by leaves of trees,
playfully shimmering
from the gentle breeze
off the river Yamuna.

All other verses, which are of one of several longer varieties found in the Rasa
Lila, are placed in four sets of leading lines along with their indentations, as I
demonstrate in the following verse:

Seeing lotus flowers bloom, (drstva kumudvantam)
the perfect circle of the moon (akhanda-mandalarin)
Beaming like the face of Rama, (ramananabharin)
reddish as fresh kunkuma; (nava-kunkumarunam)
Seeing the forest colored (vanarii ca . . . rafijitatit)
by the moon’s gentle rays, (tat-komala-gobhi)
He began to make sweet music, (jagau kalarin)
melting the hearts of (manoharam)
fair maidens with beautiful eyes. (vama-drsari)

The above is an especially good example of the order of words in the transla-
tion closely paralleling that of the original word order. In the transliteration
of the verse, I have underlined the repeated assonances and consonances that
give the verse its rhyme and rhythm:

drstva kumudvantam akhanda-mandalar
ramananabhai nava-kunkumarunam |

vanari ca tat-komala-gobhi rafijitarit
jagau kalarir vama-drsari manoharam ||

It can be seen, then, that the verse lineation and structure in translation is in-
formed by the ordering and rhythms of words, phrases, and ideas within the
original source text.

Other approaches I engage include the following: personal or proper
names are duplicated as they appear in the transliteration, unaltered; mean-
ings or identifications are provided in footnotes to the translation; and the
precise wording of the original is respected, as there is a certain precision to
its poetry. Pronouns, therefore, are not substituted for their antecedent per-
sonal names or ideas. My conviction is that the poet of the original text places
in each verse exactly what the reader needs to know before the narrative and
poetic imagery is revealed in the successive verses. Additionally, in the service
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of the general reader, only a minimal number of Sanskrit words and terms
have been retained in the translation. Some more commonly known Sanskrit
words are anglicized and not italicized.

Capitalization as we know it in English does not exist in Sanskrit. Al-
though initial letters of proper names and beginnings of sentences are capi-
talized in the translation of Sanskrit, personal pronouns for the deity are not.
Certain words, however, that are associated with the divinity are capitalized,
in order to distinguish these superlative senses from their typical usages. For
example, in the translation of the phrase adi-purusa, which means “original
(adi-) person (-purusa),” I capitalize the initial letter of the word “person” to
express the powerful sense of divinity that this word has for the Vaishnava
tradition. The word atman I translate as “Soul” in order to indicate that the
soul spoken of here is different from a mortal soul. This use of capitalization
for expressing divine personification can be seen in other instances as well;
thus, I have an initial capital for the word “love” when it is directly associated
with the deity, as the personification of the supreme Cupid.
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Poetic Meters in Sanskrit Text

ACCENT AND SYLLABLE LENGTH:
EMPHASIS AND RHYTHM IN SANSKRIT VERSE

The Sanskrit language distinguishes between accent and length of syllables.
Syllables within words are spoken in either short or long lengths of time, and
there are numerous varieties of poetic meters for many types of verse lengths.
Following are basic rules to acquaint the reader with the recitation of San-
skrit verse, so important to the language.

ACCENT

1. The first syllable of all words having two syllables is accented; for example,
bhakti, deva.

2. The penultimate (second-to-last) syllable of all words having more than
two syllables is accented if the syllable contains a long vowel, a diphthong,
or a short vowel followed by two consonants: for example, nirvana,
Ganesa, grhastha.

3. The antepenultimate (third-to-last) syllable is accented in most other
cases: for example, Mahabharata, Himalaya, Ramayana, Upanisad.

SANSKRIT METERS USED IN RASA LILA TEXT

KEY TO SYMBOLS OF SYLLABLE LENGTH IN POETIC METER

© = laghu, light syllables. These are made up of short vowels that are not
followed by any more than one consonant (anusvara “th” and ava-
graha “h” included), either within a word or between words. Light syl-
lables are short, half the length of long syllables; for example, nama orin
visnupadaya (underlined vowels indicate light syllables).

- = guru, heavy syllables. These are made up of long vowels or those that
are made up of short vowels followed by more than one consonant
(anusvara “m” and avagraha “h” included), either within a word or be-
tween words; for example, nama ori vispupadaya (underlined vowels
indicate heavy syllables).



Poetic Meters in Sanskrit Text 337

o = an indication that there is a place in the metrical pattern of a quarter
verse that allows for either a “light” or “heavy” syllable.

| = yati, caesura, or a point during the recitation of a quarter-verse line in
which a natural pause occurs.

ANUSTUBH (8 SYLLABLES IN EACH PADA)

Verses in the anustubh meter, also known as $loka, are the most commonly
occuring verses in puranic and epic Sanskrit texts. Consequently, it is also the
most common verse form in the Rasa Lila, occuring 112 times.

The most common form is the following:

oooov--o (usedin first and third padas)
Example: bhagavan api ta ratrih (RL 1.1a)

oooov-vo (usedin second and fourth padas)

Example: $aradotphulla-mallikah (RL 1.1b)

TRISTUBH (11 SYLLABLES IN EACH PADA)
rajahamsi o oo - v - v -0 - (also called vibhiisana)

Example: jayati te'dhikarir janmana vrajah (RL 3.1a)

indravajra - - o - _ oo o __

Example: evari1 parisvanga-karabhimarsa (RL 5.17a)

upendravajra o -« _ oo _v__

Example: yathadhano labdha-dhane vinaste (RL 4.20¢)

UPAJati o — v - —v oo o (a mixture of indravajra and upendravajra)

Example: nahari tu sakhyo bhajato ‘pi jantin (indrarajra)
bhajamy amisam anuvrtti-vrttaye (upendravajra) (RL
4.20a-b)

MATRACHANDAS (ARDHASAMAVRTTA)
aupacchandasika (11- and 12-syllable padas alternating, less fixed)

Example: evatit mad-arthojjhita-loka-veda- (11 syllables)
svanari hi vo mayy anuvrttaye ‘balah (12 syllables)
(RL 4.21a-b, the only occurrence in RL)

JAGATI (12 SYLLABLES IN EACH PADA)

indravams$a - - o - - o v - -
Example: tad-darsanahlada-vidhiita-hrd-rujo (RL 4.13a)

vamsastha « - - —co—v-o- (also called varsasthavila or varistanita)
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Example: drstva kumudvantam akhanda-mandalarin (RL 1.3a)

visamacatuspadi: irregular syllabic pattern (visama) of quarter-verse
lines (catuspadi); in the Rasa Lila, this type of irregular verse
is consistently a combination of indravariisa and vamsastha
quarter-verse lines.

Example: sahasa-lilesana-vibhrama-bhruva
sarnsparsanenanka-krtanghri-hastayoh (RL 4.15b—c)

SAKVARI (14 SYLLABLES IN EACH PADA)
vasantatilaka - —._. . cev-v-0o
(Also called vasantatilaka, or uddarsini, or sirnhonnata)

Example: vikriditari vraja-vadhibhir idar ca visnoh (RL 5.40a)

ATYASTI (17 SYLLABLES IN EACH PADA)
mandakranta - - - - cooeo-—o—u--

Example: pada-nyasair bhuja-vidhutibhih sa-smitair
bhrit-vilasair (RL 5.8a)

STORYLINE AND POETIC METER ANALYSIS

Numbers are to sequential verses; bracketed numbers indicate verse meter.

AcT 1. KRISHNA ATTRACTS THE GOPIS AND DISAPPEARS (BHP 10.29)
Scene 1. Narrative: Krishna makes flute music and the Gopis come running
to the forest (vv. 1-11)
Description: Krishna witnesses exquisite beauty of Vraja landscape
1 (8]
Description: Reddened moonlit autumn evening dispels sorrow
2 [12] visamacatuspadi

Description: Krishna moved by beauty of surroundings to make music
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3 [12] visamacatuspadi
Description: Upon hearing music Gopis abruptly abandon their homes
4 [12] visamacatuspadi
5-11 (8]
Scene 2. Discourse: On the Gopis’ passionate love for Krishna surpassing
knowledge of divinity (vv. 12-16)
Question: King asks how Gopis can love him as Lover if he is supreme
12 (8]
Response: Sage says that all emotions are perfected when offered to God
13-16 (8]
Scene 3. Dialogue: Krishna urges the Gopis to return home and the Gopis
plead to stay in the forest (vv. 17-41)
Description: Krishna’s words to the Gopis introduced
17 [8]
Hero’s Speech: Krishna warns Gopis of dangers, urging them to return
18-27 (8]
Description: The Gopis’ words to Krishna introduced
28 (8]
29-30 [14] vasantatilaka
Heroines’ Speech: The Gopis beg Krishna to stay with him in forest
31-41 [14] vasantatilaka
Scene 4. Narrative: Krishna plays with the Gopis in the forest and suddenly
disappears (vv. 42-48)
Description: Krishna and the Gopis play in the forest

42 [8]

43 [12] indravamsa

44-45 (8]

46 [14] vasantatilaka

Description: The Gopis become proud and Krishna disappears
47-48 [8]

Acrt 2. THE Gopis SEARCH FOR KrRIsHNA (BHP 10.30)
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Scene 1. Narrative: The Gopis imitate Krishna and inquire from inhabitants
of the forest (vv. 1-23)

Description: Gopis imitate actions of Krishna

1 [8]

2 [12] visamacatuspadi
3 [12] varirsastha

4 [12] visamacatuspadi

Heroines’ Monologue: Gopis talk to plants and creatures of the forest
5-8 [8]

9-12 [14] vasantatilaka
13 [8]

Description: Gopis imitate Krishna and others in /filas
14-23 [8]

Scene 2. Narrative: The Gopis track footprints and discover special Gopi who
has been deserted by Krishna (vv. 24—-44)

Description: Gopis detect footprints of Krishna and special Gopi
24-33 [8]
Description: Special Gop?T’s painful abandonment by Krishna
34-39 [8]
Description: Gopis find special Gopi and hear her story
40-44 (8]
ACT 3. SonG oF THE Goris (BHP 10.31)
Scene. Monologue: The Gopis pray with humility and passion, while longing
for Krishna during his absence (vv. 1-19)
1-18 [11] rajaharisi
19 [14] vasantatilaka

AcT 4. KRISHNA REAPPEARS AND SPEAKS OF LovE (BHP 10.32)
Scene 1. Narrative: Krishna suddenly reappears and the Gopis react in
various emotional ways (vv. 1-14)
Description: Krishna gallantly reappears before Gopis
1-2 [8]
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Description: Gopis’ emotional reactions to Krishna’s reappearance

3-12 (8]

13-14 [12] visamacatuspadi
Scene 2. Dialogue: Krishna describes three types of love in response to the
Gopis’ inquiry; Krishna is grateful for the Gopis’ love (vv. 15-22)
Description: Introduction to dialogue

15 [12] visamacatuspadi
Heroines” Question: Gopis ask Krishna about the nature of love

16 [8]
Hero’s Response: Krishna affectionately responds to Gopis’ question

17-19 (8]

20 [11] upajati
21 [11/12] matrachandas
22 [12] visamacatuspadi

ACT 5. THE Risa DANCE (BHP 10.33)
Scene 1: Narrative: The Gopis form circle for Rasa dance and Krishna dances
with each Gopi simultaneously (vv. 1-20)
Description: Formation of the Rasa dance and its commencement
1-7 (8]

Description: How Krishna and Gopis dance with each other in Rasa

8 [17] mandakranta
9-15 [8]

16 [14] vasantatilaka

17 [11] upajati

18 [12] visamacatuspadi

19-20 [8]

Scene 2. Narrative: Krishna and the Gopis play after Rasa dance (vv. 21-26)

Description: Bathing in the river and playing in the forest

21 [8]
22-24 [14] vasantatilaka
25 [12] vamsastha

26 [12] visamacatuspadi
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Scene 3. Discourse: On the ethical question of Krishna’s dancing with other
men’s wives (vv. 27-35)

Question: King asks how Krishna can dance with other men’s wives
27-29 [8]

Response: Sage states that Krishna is in hearts of Gopis and beyond morality
30-34 [8]
35 [14] vasantatilaka

Scene 4. Narrative: The special nature of Krishna’s divine play is presented;
hearing Rasa Lila story bestows greatest benediction (vv. 36—40).

Description: Special nature of Krishna’s divine play

36-38 (8]
Description: Gopis return to their homes
39 [8]
Benediction: Hearing Rasa Lila bestows highest devotion
40 [14] vasantatilaka

VERSE NUMBERING VARIATIONS AND ACTUAL VERSE COUNT

Sanskrit verses are quatrains made of two “lines” or four “feet” (padas). In
Sanskrit, a vertical line “|” following the last word of a single line indicates the
end of a sentence or line, and a double vertical line “||” following the last
word of the verse indicates the end of the second sentence or line of a verse.
A verse number will often follow this double line enclosed by a second set of
double lines.

Providing a total verse count of the RL is not simple, nor is it possible to
find a completely consistent verse numbering among various editions of the
text. Even traditional commentators do not rely upon the numeric assignments
to verses, due to variations in the numeric identification of verses. They iden-
tify a verse, instead, by saying, “the verse beginning with the words . ..,” and
thus a verse is identified by its first two- or three-word combination. This
variation in numbering between editions is due to subtle variation in the
methods of verse division and counting in the second and fifth chapters or
acts of the story. The second act is often presented as having either 44 or 45
verses, and the fifth act as having either 39 or 40 verses, without reducing or
increasing the actual lines within verses or the number of verses themselves.
In act two, for example, there are two contiguous verses that are numbered as
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2.31, the first verse numbered as 2.31-1 and the second as 2.31-2, which adds
an additional verse beyond the normal chapter verse count and numbering.

There are four verses in the text that consist of three, rather than the usual
two, sentence lines that form a verse (RL 2.23, 2.31.2, 5.3, and 5.10). I have
determined the number of verses in the RL as 176 by counting the total
number of half-verse lines, and dividing this total by two, rather than adding
the numbers of verses appearing at the end of chapters, which would yield a
total of 173.
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Synoptic Analysis of the Rasa Lila

A simple synoptic analysis of three comparable Krishna-Gopi stories found in
the Harivarinsa (HV), Visnu Purana (VP), and Brahma Purana (BP) texts re-
veals how the Rasa Lila story of the Bhagavata Purana (BhP) appears to utilize
commonly shared themes by enhancing them philosophically, dramatically,
and poetically. Such an analysis also reveals that the Bhagavata contributes a
significant amount of original material. Since the Visnu and Brahma Purana
versions of the story are virtually identical, I will engage only the Visnu Pu-
rana, without reference to the Brahma Purdna, for my analysis here.

The most striking differences are worth mentioning first. The HV and VP
versions are each portions of a single larger chapter within which the story is
situated, whereas the Bhagavata’s story spans five chapters that effectively
constitute acts in a drama. Note in the synoptic chart that the VP story begins
with verse 14, and the HV, verse 15. In the BhP, the story line is very devel-
oped in each of the chapter divisions, clearly delineating thirteen scene-like
sections that constitute its five acts or chapters. By contrast, the HV and VP
versions appear to be much less refined, even unfinished works. The BhP text
is also lengthier than either of the other two versions, consisting of a total of
176 verses.? Indeed, the number of verses in the BhP’s story constitutes well
over eight times that of the HV, which totals twenty-one verses, and over
three and a half times that of the VP, which totals forty-nine verses. The sig-
nificantly greater length of the BhP text immediately tells us that it is a far
more elaborate story.

The language and prosody of the HV and VP versions are fairly simple.
Both engage the standard epic anustubh or Sloka verse meter, which possesses
a narrative-poetic quality. The BhP, on the other hand, exhibits many of the
qualities of classical Indian dramaturgy and, to some extent, Sanskrit poetics.
In addition to the epic verse, used in 63 verses, the BhP utilizes five other
longer, more elaborate verse meters that embellish and greatly enhance the
story line, heightening its emotion and drama.

In the BhP version, several scenes are added that are not found in the VP
or HV versions, and motifs of the story are embellished. For example, the
BhP’s 31st chapter, or act three, known as the Song of the Gopis, in which the
cowherd maidens ardently pray to Krishna during his absence, has no corre-

1. For further discussion on the Brahma Purana and its comparison to the BhP and HV
texts with regard to all the Gopi narratives, including the RL, see Hardy, Viraha Bhakti
(Delhi: Oxford University Press, 1983), pp. 86—104.

2. See “Verse Numbering Variations and Actual Verse Count” in appendix 2.
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sponding material in either the VP or HV, one of the obvious reasons the BhP
version is favored over the others. Furthermore, neither the HV nor the VP
texts contains content comparable to that of act one scene 4 of the BhP text,
during which Krishna plays with the Gopis in the forest and suddenly disap-
pears. Altogether, the HV is missing eight of the thirteen scenes that the BhP
presents, and the VP, four. Moreover, three scenes found in the BhP version
correspond to only one verse in the VP. Significant parts of the story line are
also absent from both the VP and HV. In fact, it is only the eleventh verse of
the HV that remotely hints at something that could be construed as the Rasa
dance. Additionally, there is no apologia or theological discourse, as there is
in the BhP, between the narrator and primary listener. Both the HV and VP
possess, however, at least a few elements that can be identified with the first,
second, fourth, and fifth chapters of the BhP version.

TABLE 4. SYNOPTIC ANALYSIS OF THE RAsA LILA STORY FROM BHAGAVATA
PuUrANA, VISNU PURANA, AND HARIVAMSA TEXTS

BhP Chapters BhP Verses VP Verses HV Verses
Book 10, Book 5,
Chs. 29-33 Ch. 13 Ch. 63

Ch.29/ Act 1

Scene 1 1-11 14-21 15-18,24

Scene 2 12-16 22 —

Scene 3 17-41 23 —

Scene 4 42-48 — —
Ch.30/ Act2

Scene 1 1-23 24-29 26-28

Scene 2 24-44 3042 —
Ch.31/Act3

Scene: Gopi

Monologue 1-19 — —
Ch.32/Act4

Scene 1 1-14 43-46, 48 19-23

Scene 2 15-22 47 —
Ch.33/Act5

Scene 1 1-22 49-60 25

Scene 2 23-26 — 29-35

Scene 3 27-36 — —

Scene 4 37-40 61-62 —

Total number of verses 173 [176] 49 21







Acyuta.
Adhoksaja.

adi-purusa.

Arjuna.

atman.

atmarama.

Badarayana.

Balarama.
Bhagavan.

bhakta.
bhakti.

Brahma.

Brahman.

Glossary

“The infallible one.” A name for Krishna.

“The Lord who is beyond the perception of the senses.” A
name for Krishna.

“The original Person.” An epithet for Krishna. See purusa.
One of five righteous Pandava brothers; the great general in
the Mahabharata war who was counseled on the battlefield
by Krishna in their dialogue of the Bhagavad Gita.

“Soul,” “self,” “mind”; referring to Krishna as “[supreme]
Soul” (also spelled atma). See atmarama, mahatma, para-
matman.

“One who possesses pleasure (rama) within the self
(atma). This phrase often refers to Krishna or saintly
persons.

The father of the sage Suka, the narrator of the Rasa Lila
story, and most of the Bhagavata text. Badarayana, who is
also known as Vyasa, is the compiler of the ancient In-
dian sacred texts known as the Vedas. With the exception
of the first verse, throughout the story the narrator is
referred to by the simple name Suka, but in some
editions of the Bhagavata, the RL story begins with the
epithet “son of Badarayana,” invoking the narrator’s
authoritative status, in order to specially honor this
greatest of divine stories.

The older brother of Krishna.

“The Beloved Lord,” or the “one who possesses (-van) all
supreme excellences (bhaga-) in full.” The word means
generally “God” or “the divine.” Refers to Krishna
throughout the episode, meaning the powerful yet
intimate and personal “supreme Lord.”

Literally, “the devoted,” or “the devotee of the Lord.”
“Devotional love,” “loving devotion to God,” or “worship
of God.”

The “god of creation” (to be distinguished from
Brahman). Often associated with the other primary
cosmic divinities of sustenance (Vishnu) and destruction
(Siva). In this episode, Brahma is also called Vikhanas
(see Vikhanas).

“Supreme spirit,” “God,” or “ultimate reality.”” The whole
of supreme reality, or the nondual monistic dimension of
the supreme reality.
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Brahmana.
cakra.

Cedi, king of.

Damodara.

Devaki.

Devi.
dharma.

dhira.
Gandharvas.

Goddess.
Gopa.

Gopi.

Gopis.

Govinda.

guna.

Hari.

Member of the highest, or priestly, caste (varna).

The supernatural disk of Vishnu or Krishna, used for
killing demons. Or, any of the seven yogic centers of life
energy within the human body, roughly aligned with the
spinal cord.

Sisupala, the king who insulted Krishna in the assembly
of great personalities and elders attending the rajasiiya
sacrifice. Krishna granted liberation to him by beheading
him with his cakra.

A name for Krishna, meaning “one whose waist has been
bound.” Krishna’s mother, Yasoda, attempts to bind him
with a rope to keep him from stealing butter (see BhP
10.9).

The name of Krishna’s birth mother, the wife of
Vasudeva.

The Goddess.
“Duty,” “religion,”
svadharma.

A person who is “peaceful and wise.” A self-realized soul.
Plural of Gandharva. The name of a group of celestial
singers who also produce the most exquisite divine
instrumental music.

See Indira, Laksmi, Rama, SrL.

“One who protects the cows.” A cowherd boy or man.
More specifically, husband of a Gopi.

A married or unmarried cowherdess or milkmaiden. In
the RL, the word is used mostly in the plural to refer to
Krishna’s beloveds. See Gopis. For literal meaning, see
Gopa.

Plural form of Gopl. The specific group of cowherd
maidens from the rural area of Vraja who are viewed as
the divine consorts of Krishna. The collective heroines of
the RL episode.

“One who tends the cows.” A proper name for Krishna.
Vi§vanatha explains that the name Govinda can be used
to convey the sense of someone “who utilizes (vindate)
playful speech (gah).”

“Underlying forces of nature,” the three constituent
“qualities” of the natural world as well as the consciousness
of the conditioned self, consisting of sattva, rajas, and
tamas (clarity or light, haziness, and darkness of spirit,
respectively). See nirguna.

“One who steals one’s heart” or “one who takes away
suffering.” A name for Krishna.

the laws of goodness,” etc. See



Hrsikesa.
Indira.
Isa.
svara.
kajjala.

Kalindi.
kama.

karnikara.

Kesava.

Krishna.

krsna.
Krsna.

kunkuma.

Laksmi.

lila.

Madhava.

Madhu.

Madhupati.
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“The Lord of the senses.” A name for Krishna.

A name for the Goddess Laksmi, the consort of Narayana.
“Cosmic controller” In the RL, refers to the god Siva. The
word can also refer to Krishna or Vishnu as “the Lord.”
See Rudra.

“The supreme cosmic controller.” A word for God or an
epithet of Krishna.

A blackish substance, sometimes considered a collyrium,
applied to the eyelashes or eyelids as decorative makeup.
Another name for the river Yamuna.

“Love,” “worldly love,” “passion” (worldly or divine). The
word typically refers to worldly love. Teachers of the
Caitanya school engage this word to indicate the intensity
of pure love for God.

Golden yellow flowers that hang in bunches from the
branches of the Indian Laburnum (Cassia fistula) tree.
The flowers consist of beautiful delicate blossoms that are
primarily ornamental, since they do not produce a scent.
“The long-haired one.” A name for Krishna.

The “dark” one, or “blackish,” indicating Krishna’s dark
“sapphire” color. The most prominent personal name for
Bhagavan, or the Supreme Lord, throughout the Rasa Lila
episode. Krishna as a name of God denotes particularly,
for the Caitanya school and other Vaishnava lineages, the
original form of God from whom all other divine forms
and manifestations come.

Sanskrit transliteration for the name Krishna.

Another name for the river Yamuna (note the macron, or
long mark, over the letter a).

A brilliant or deep reddish powder, often described as
saffron or vermilion. It is produced from the plant and
pollen of the flowers of the botanical Crocus sativus. This
substance is placed above the forehead in the area of the
parted hair by married Indian women.

The supreme Goddess, divine consort of Vishnu or
Narayana.

“Play” or “divine play.” The word can have the sense of
“playfulness” as well as the different sense of “drama.” It
refers to the revelational displays or dramatic manifestations
of the various divine events in the life of Krishna.

A name for Krishna, derived from the word madhu,
which means “honey” or “sweet.”

The name of the dynasty into which Krishna was born.
“Lord of the Madhu dynasty.” An epithet of Krishna.
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mahatmanabh.

malati.
mallika.

Mathura.

Maya.

maya.
Mukunda.

Murari.
Nanda.

nirguna.
paramatman.
paramesvara.
Pariksit.
prema.

purusa.

Patana.

Rama.

Rama.

“The great Soul.” An epithet of Krishna.

A type of jasmine flower. See mallika.

Jasmine flowers with exotically fragrant small star-shaped
white or pink blossoms.

The biggest city in the Vraja region, located within about
ten miles of Vrindavana village.

The personality whose son is the demon Vyomasura. The
episode of Krishna slaying Vyomasura is found in BhP
10.37.28-33. Maya should be distinguished from the
similar word maya, meaning “energy” or “illusion,” etc.
“Power,” “energy,” “illusion,” and can be the shortened
form of Yogamaya (see below).

“One who grants liberation (mukti).” An epithet of
Krishna.

“Enemy of the Mura demon.” An epithet of Krishna.

The name of Krishna’s foster father, the husband of
Yasoda.

“Without guna,” or “without being bound by the
underlying forces of nature.” See guna.

“Supreme Soul.” Krishna’s special expansive form located
in the heart of all beings and at the core of all existences.
“Supreme controller” or “supreme Lord.” An epithet of
Krishna.

The king to whom the Rasa Lila and the other stories of
the Bhagavata Purdna are narrated.

“Love” or “affection.” It can mean “pure love” and
specifically “love of God.”

This word has many senses. It can mean “spirit” in
contradistinction to prakrti or “matter.” It can also mean
“person” or, in relation to God, “the supreme Person.”
See adi-purusa.

The demonness who tried to kill Krishna as a baby by
nursing him from her poisoned breast. The Patana story
is found in BhP 10.6.1-44.

Name for Laksmi, the divine consort of Krishna when he
is in his more majestic and powerful form known as Lord
Narayana. To be distinguished from the incarnation of
Vishnu, Rama (the macron over the first “a” rather than
the second). See Sri.

The shortened name for Krishna’s brother, Balarama. (To
be distinguished from Narayana’s consort Rama—the
macron over the second “a” rather than the first). This
abbreviated name can also refer to Krishna’s incarnation
of Ramacandra found in the Ramayana by Valmiki.



ras lila.

rasa.

Rasa.

rasa-gosthi.

rasa-krida.

Rasa Lila.

Rasa-mandala.
rasotsavah.
Ratri.

Rudra.

Satvatas.

Sauri.

Siva.
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Name of the pilgrimage dramas performed in Vraja that
always commence with a reenactment of the Rasa dance.
“Taste.” The word can be understood as “the intimate
experience or relationship with God,” and more broadly,
a deep aesthetic appreciation or experience. In order to
distinguish rasa from rasa (see below), I have presented
the latter in nonitalic letters and capitalized: Rasa.

A special ancient sophisticated dance form of India, in
which a circle of women with interlocking arms is
formed, each woman having a male partner who places
his arm around her neck. The dance involves singing, as
well. Visvanatha points out that Rasa also refers to the
sum of all rasas or all intimate experiences with the
supreme.

The “assembly” or “gathering” of the Rasa dance. Another
way of referring to the Rasa Lila story.

The “play” of the Rasa dance. Another way of referring to
the Rasa Lila story. The related word vikriditam appears
in RL 5.40. See the synonymn /ila.

The “play (lila) of the dance (rasa),” or as I have more
broadly translated it, “Dance of Divine Love.” The most
commonly used name to refer to the specific episode
within the tenth book of the Bhagavata Purana (versions
of which are also found in the Harivarizsa and Visnu
Purana) which tells the story of how Krishna attracts the
cowherd maidens away from their homes, into the forest.
Together, in the final fifth chapter, they all dance and sing
in the Rasa dance. This phrase, however, does not appear
in the episode or anywhere in the Bhagavata text itself.
The actual circle (mandala) of the Rasa dance. Another
way of referring to the Rasa Lila episode, but more
specifically to the Rasa dance.

“Festival (-utsavah) of the Rasa dance.”

“Night” The goddess presiding over the night presented
in the Rg Veda.

A name for the powerful god Siva, the god of destruction.
See Isa.

Sacred to the Satvats or those who worship Krishna;
name for the Yadava Dynasty, the Yadus who worship
Krishna.

The name of Krishna as the one who appears in the
dynasty of Sara. This name conveys the heroic character
of Krishna.

See Rudra.
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Sri.

Srutis.

Suka.
sva-dharma.
tad-atmika.
tan-maya.
tat-para.

tulasi.

Uddhava.

Upanishads.

Urukrama.

Uttamas$loka.

A name for the Goddess Laksmi, the divine consort of
Narayana. See Rama above.

The plural form of the word $ruti, which refers to the
revelational scriptures of the Vedas and other closely
associated literatures, such as the Upanishads.

The narrator of the Bhagavata text to King Pariksit. He
is the son of Vyasa, the compiler of the Vedas. See
Badarayana above.

“One’s own dharma.” See dharma.

“The self completely absorbed in that [beloved object,
Krishna].” A phrase descriptive of the Gopis.

“One who is filled with that [beloved object, Krishna].”
A phrase descriptive of the Gopis.

“One who is fully dedicated to that [beloved object,
Krishna].” A phrase descriptive of the Gopis.

The most sacred plant to Krishna. The green leaves and
delicate green and purple blossoms of the plant are
offered to Krishna’s feet and used in his garlands as well.
The purplish flowerets have their own distinct scent.
Also, capitalized, the goddess associated with this plant.
The messenger of Krishna to the Gopis, who possesses

a bodily likeness to Krishna. The passage in which
Uddhava appears is BhP 10.47, in which the famous
Bhramara Gita is found.

The name of a body of sacred Sanskrit literature, often
consisting of recorded dialogues between a master and
disciple, which focus on philosophical and mystical
themes. The name for this type of sacred text means
“sitting down near the feet of a teacher.” These texts form
the basis for Vedanta philosophy and are regarded as
authoritative by most Hindu traditions. Although it is
said that there are as many as 108 Upanishads, there

are at least ten that are considered the most important,
such as the Chandogya, Brhadaranyaka, Taittiriya, I$a,
Svetasvatara, Katha, and several others.

“The wide-striding one.” A name for Krishna, referring
to Krishna’s incarnation as Vamana.

Epithetical name for Krishna or Vishnu translated in the
Bhramara Gita as “the most excellent and famous one” or,
more literally, “The one whose hymns of praise (§loka) are
the greatest or highest (uttama).” This name for Krishna is
used throughout the Bhagavata text, but is not found in
the Rasa Lila story.



Vaijayantl.
Varaha.
Vasudeva.

Vedas.

Vikhanas.

Vishnu (Visnu).

Vraja.

Vrindavana
(Vrndavana).

Vrsnis.
Yadus.

Yamuna.

yoga.

Yogamaya.
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“Victory” The name of Krishna’s garland of five different-
colored flowers strung together.

The name of Krishna’s incarnation in the form of a
divine boar.

“Son of Vasudeva [Krishna’s father].” A name for
Krishna.

The Vedas (or Veda) are the foundational sacred Sanskrit
texts of India, seen by many Hindu traditions as the basis
for and symbol of all knowledge. Acceptance of the au-
thority of the Vedas, on some level, is necessary for vali-
dating religious orthodoxy or identity.

Name for the god of creation, known most often as
Brahma (to be distinguished from the word brahman,
“the supreme spirit”).

“The all-pervading one.” A name for Krishna in

his divine manifestation of power and cosmic

majesty.

The rural village, synonymous with Vrindavana; or the
greater region in North India in which Krishna and his
consorts reside. See Vrindavana.

“The forest (-vana) of tulasi (vrnda-).” The name of the
specific village where Krishna resides, within the Vraja
region. See tulasi above.

The people of the Vrsni Dynasty, the dynasty from which
Krishna comes.

The people of the Yadu Dynasty, another name for the
dynasty from which Krishna comes.

The sacred river that runs through Vraja, famous for
being dear to Krishna and the Gopis. Also known as the
Kalindi and the Krsna in this episode. See Kalindi and
Krsna.

“Union” or “connection,” connoting the soul’s intimate
relationship with the divine. The physical and meditative
discipline by which mystics can attain perfection as well
as many supernatural powers.

“Illusive power of yoga.” The Goddess, or Devi, the
feminine embodiment of “illusive power” who makes
arrangements for God’s pleasure. This term more
connotatively means “the illusive power of God (maya)
which creates arrangements for loving union (yoga),” and
is often abbreviated simply as the word maya. See maya;

yoga.
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yogesvara.

yogi.

“Supreme Lord of yoga.” A name for Krishna. This name
can be associated with the power of Yogamaya, implied
by the presence of the word “yoga” in the name.

One who practices yoga, the powerful discipline that
leads to mastery over the mind and body, producing
blissful states of consciousness in relation to the
Supreme. See yoga above.



Bibliography

BHAGAVATA PURANA:
SANSKRIT EDITIONS AND TRANSLATIONS

Bhagavata Purana. Sanskrit text; multi-commentary edition, including com-
mentaries by Sridhara Svamin, Sanatana Gosvamin, Jiva Gos-
vamin, Vi$vanatha Cakravartin. Allahabad, n.d.

Bhagavata Purana of Krsna Dvaipayana Vyasa (with Sanskrit Commentary
Bhavathabodhini of Sridhara Svamin), edited by J. L. Shastri. Delhi:
Motilal Banarsidass, 1983.
Bhaktivedanta Swami Prabhupada, A.C., and Hridayananda Das Goswami.
Srimad Bhagavatam. Original Sanskrit Text. Cantos 1-12 in 18 vols.
Sanskrit text, translation, and commentary (cantos 1 through 10,
part 1 by Prabhupada; and cantos 10, part 2 through canto 12 by
Goswami). Los Angeles: Bhaktivedanta Book Trust, 1993.
. KRSNA, The Supreme Personality of Godhead: A Summary Study of
Srila Vyasadeva’s Srimad-Bhagavata, Tenth Canto. Vols. 1-3. New
York: Bhaktivedanta Book Trust, 1970.
Bryant, Edwin E Krishna: The Beautiful Legend of God. New York: Penguin,
2004.

Goodall, Dominic, ed. “Bhagavata-Purana Book X (Chapters 29-33).” In
Hindu Scriptures, edited by Goodall. Berkeley: University of Cali-
fornia Press, 1996.

Goswami, C. L. Srimad Bhagavata Mahdapurana. Sanskrit text and English
translation. Third edition. 2 vols. Parts 1 and 2. Gorakhpur: Gita
Press, [1971] 1995.
Mukerjee, Radhakamal. Lord of the Autumn Moons. With an introduction
and commentary. Bombay: Asia Publishing House, 1957.
Redington, James D., S.J. Vallabhacarya on the Love Games of Krsna. Delhi:
Motilal Banarsidass, 1983.

Sanyal, J. M. The Srimad-Bhagavatam of Krishna-Dwaipayana Vyasa. Vols. 1
and 2. English translation. New Delhi: Munshiram Manoharlal,
1970.

Srimad-Bhagavata-Mahapuranam. With the commentaries of various teach-
ers. Ahmedabhad: St Bhagavata Vidyapith Nyasiparisad, n.d.

Srimad Bhagavatam. Tenth Book with Visvanatha Cakravarti commentary in
Sanskrit Text in Bengali transliteration. Sri Mayapura: Sr1 Caitanya
Math, n.d.

Srimad Bhagavatam, Sanskrit edition. Volumes 1 and 2. Madras: V. Rama-
swamy Sastrulu and Sons, 1937.




356  ‘Bibliography

Tagare, Ganesh Vasudeo. The Bhagavata-Purana. Parts 1-5. Introduction,
translation, and annotation. Ancient Indian Tradition and Mythol-
ogy 7-11. J. L. Shastri, series editor. Delhi: Motilal Banarsidass,
1976-78.

RELATED PRIMARY SOURCES IN ORIGINAL LANGUAGES
AND IN TRANSLATION

Baladeva Vidyabhasana. Govinda Bhasya. English translation by Major B. D.
Basu. Found in Vedanta-Sitras of Badarayana with the Commen-
tary of Baladeva. Sacred Books of the Hindus. New York: AMS
Press, 1974.

————. Prameya Ratnavali. Sanskrit text and translation by Major B. D.
Basu. Found in Vedanta-Sitras of Badarayana with the Commen-
tary of Baladeva. Sacred Books of the Hindus. New York: AMS
Press, 1974.

. Siddhanta Ratna of Baladeva Vidyabhiisana. Edited with introduc-
tion by Gopi Nath Kaviraja. Princess of Wales Saraswati Bhavana
Texts 10 (Part 1). Benares: Vidya Vilas Press, 1924.

The Bhaktirasamrtasindhu of Riipa Gosvamin. Translated with introduction

and notes by David L. Haberman. New Delhi: Indira Gandhi Na-
tional Centre for the Arts; and Delhi: Motilal Banarsidass, 2003.

Bilvamangala, Lilasuka. The Love of Krishna: The Krsnakarnamrta of Lilasuka
Bilvamangala, edited and translated by Frances Wilson. Philadel-
phia: University of Pennsylvania Press, 1975.

Classical Hindu Mythology: A Reader in the Sanskrit Puranas. Edited and
translated by Cornelia Dimmitt and J.A.B. van Buitenen. Philadel-
phia: Temple University Press, 1978.

Dimock, Edward C., Jr. Caitanya Caritamrta of Krsnadasa Kaviraja: A Trans-
lation and Commentary. Harvard Oriental Series 56. Cambridge:
Harvard University Press, 1999.

Griffith, Ralph T. H., trans. The Hymns of the Rgveda. Edited by J. L. Shastri.
Delhi: Motilal Banarsidass, 1973.

Harivams$ah. Critical edition by Parashuram Lakshman Vaidya, 2 vols. Poona:
Bhandarkar Oriental Research Institute, 1969—71.

Hindu Scriptures. Edited with new translations by Dominic Goodall (based
on an anthology by R. C. Zaehner). Berkeley: University of Cali-
fornia Press, 1996.

Hume, Robert Ernest, trans. The Thirteen Principal Upanishads. Second edi-
tion. London: Oxford University Press, 1975.

Jayadeva Gosvamin. Love Song of the Dark Lord: Jayadeva’s Gitagovinda. San-
skrit text; edited and translated by Barbara Stoler Miller. New York:
Columbia University Press, 1977.




Bibliography 357

Jiva Gosvamin. Bhagavata-sandarbha: Bhakti-Priti Sandarbhas. Sanskrit text
in Bengali script. Critical notes by Haridas Sarman. Vrindaban:
Paridas, Gaurabda 465 (1951).

. Bhagavata-sandarbha: Tattva, Bhagavata, Paramatma, Krsna San-
darbhas. Sanskrit text in Bengali script. Critical notes by Haridas
Sarman. Vrindaban: Paridas, Gaurabda 464 (1950).

. Krama-sandarbhah. Sanskrit text in Bengali script. Critical notes by
Haridas Sarman. Vrindaban: Paridas, Gaurabda 466 (1952).

Kavikarnapiira Goswami. $ri Srimad Ananda Vrndavana Campiih. Sanskrit

text in Bengali script. Critical notes by Haridas Sarman. Vrindaban:
Paridas, Gaurabda 468 (1954).
Krsnadasa Kavirdja Gosvami. Govinda-lilamrtam. Ramaiireti, Vrndabana:
Krpasindhu Dasa Babaji Maharaja, Caitanyabdah 463 (1949).
. 817 Caitanya-caritamrta. Original Sanskrit and Bengali Text. Trans-
lation and Commentary by A. C. Bhaktivedanta Swami Prabhu-
pada. 9 vols. Los Angeles: Bhaktivedanta Book Trust, [1975] 1996.
. 811 Govinda-lilamrtam. Vols. 1-4. Original Sanskrit text with com-
mentary by Haridasasastri. Vrindaban: Sri Gadadhara Gaurahari
Press, n.d.
. $11 811 Caitanya Caritamyta. Amrta Praviha-bhasya Commentary
by Bhaktivinoda Thakura. Calcutta: Gaudiya Mission, Caitanyabda
471 (1957).
Nizami. The Story of Layla and Majnun. Translated from the Persian and ed-
ited by Dr. Rudolf Gelpke; English version in collaboration with E.
Mattin and G. Hill; final chapter translated from the Persian by Zia
Inayat Khan and Omid Safi. New Lebanon, N.Y.: Omega Publica-
tions, 1977.

Pauwels, Heidi Reika Maria. Krsna’s Round Dance Reconsidered: Hariram
Vyas’s Hindi Ras-paficadhyayi. London: Curzon, 1996.

Prabodhananda Sarasvati. Sr7 $r7 Rasa Pravandhah. Sanskrit text in Bengali
script. Critical notes by Haridas Sarman. In a collection of his works
entitled Srila Prabodhananda Sarasvati Gosvamipada Granthamala.
Vrindaban: Paridas, Gaurabda 467 (1953).

Radhakrishnan, S., trans. The Principal Upanisads. New Delhi: INDUS, 1944.

Rapa Gosvamin. Bhakti-rasamrta-sindhuh. Sanskrit text in Bengali script.

Commentaries of Jiva Gosvamin, Mukundadas, and Vi$vanatha
Cakravarti. Navadvipa: Haribol Kutir, Gaurabdah 462 (1948).
——. Bhakti-rasamrta-sindhuh. Sanskrit text. Commentaries of Jiva
Gosvamin, Durgamasarhgamant; Visvanatha Cakravartti, Bhakti-
sarapradarsini; and Syamadasa, Harikrpa-bodhini (in Hindi). Vrin-
daban: §yémalél Hakim, n.d.
. The Nectar of Instruction (Sr1 Upadesamrta). Sanskrit text. Transla-
tion and commentary by A. C. Bhaktivedanta Swami Prabhupada.
Los Angeles: Bhaktivedanta Book Trust, 1975.




358 Bibliography

. Ujjvala-nilamanih. Sanskrit text in Bengali script. Commentaries by
Jiva Gosvamin and Vi$vanatha Cakravarti. Murshidabad edition.
Baramapura: Radharaman Press, 1341 B.S. (¢.1934).

Sanatana Gosvamin. Brhad-vai$nava-tosani. Sanskrit text in Bengali script.

Critical notes by Haridas Sarman. Vrindaban: Paridas, Gaurabda
465 (1951).

Sandilya, The One Hundred Aphorisms. The Sacred Books of the Hindus 7,
Bhakti Sastra, Part 2. Sanskrit text and translation by Major B. D.
Basu. Allahabad: Bhuvaneswari Asrama, 1911.

Schweig, Graham M., trans. The Bhakti Siitra: Concise Teachings of Narada on
the Nature of Love. Translations from the Asian Classics. New York:
Columbia University Press, forthcoming.

. Bhagavad Gita: Song of the Beloved Lord. San Francisco: Harper
Collins, forthcoming.

Shri Brahma-Samhita. Sanskrit text and translation by Bhakti Siddhanta
Saraswati Goswami. Brahma-sarhhita-tika commentary of Jiva
Gosvamin (Sanskrit text). Second edition. Madras: Sree Gaudiya
Math, 1958.

Twelve Essential Upanishads, Vol. 4 (Svetasvatara and Gopalatapani Upan-
ishads). Translated and edited by Bhakti Prajnan Yati. Madras:
Gaudiya Math, 1984.

Vedanta-Siitras of Badarayana. Sanskrit text and translation of Vedanta Sa-
tras; translation of commentary by Baladeva Vidyabhtisana. Sacred
Books of the Hindus. Edited by Major B. D. Basu. New York: AMS
Press, 1974.

The Visnu Purana. Translated by H. H. Wilson. 2 vols. Delhi: Nag Publishers,
1980.

Viswanatha. Vishwanatha’s Sahityadarpana. Sanskrit text. Edited and trans-
lated by Kumudranjan Ray. Vol. 1 (Chapters 1-5), vol. 2 (Chapter
6),vol. 3 (Chapters 7-9), vol. 4 (Chapter 10). Calcutta: K. Ray, 1957.

Visvanatha Cakravartin, Bhakti-rasamrta-sindhu-bindu. “The Bhaktirasamr-
tasindhubindu of Visvanatha Cakravartin.” Translation and intro-
duction by Klaus Klostermaier. Journal of the American Oriental
Society 94, No. 1 (January—March 1974).

. Sri-Bhakti-rasamyta-sindhu-binduh. Sanskrit text. Vrndavana: Sri-
Harinama Press, n.d.

SECONDARY SOURCES

Archer, W. G. The Loves of Krishna in Indian Painting and Poetry. New York:
Grove, n.d.

Bhandarkar, Sir R. G. Vaisnavism, Saivism, and Minor Religious Systems.
Varanasi: Indological Book House, 1965.

Bhattacharya, S. K. Krsna-Cult. New Delhi: Associated Publishing House, 1978.



Bibliography 359

Bhattacharya, Siddhesvara. The Philosophy of the Srimad-Bhagavata, Vols. 1
and 2. Santiniketan: Visva-Bharati, 1960.

Bloch, Ariel, and Chana Bloch, trans. The Song of Songs: A New Translation.
Berkeley: University of California Press, 1995.

Brown, C. Mackenzie. “The Theology of Radha in the Puranas.” In The Divine
Consort: Radha and the Goddesses of India, edited by John Stratton
Hawley and Donna M. Wulff. Berkeley: Berkeley Religious Studies
Series, 1982.

Bryant, Edwin E. “The Date and Provenance of the Bhagavata Purana and the
Vaikuntha Perumal Temple.” Journal of Vaishnava Studies 11, No. 1
(Fall 2002).
Carman, John Braisted. “Bhakti” In Encyclopedia of Religion, edited by
Mircea Eliade, vol. 2. New York: Macmillan, 1987.
. “Comments: The Reversal and Rejection of Bhakti” In The Divine
Consort: Radha and the Goddesses of India, edited by John Stratton
Hawley and Donna M. Wulff. Berkeley: Berkeley Religious Studies
Series, 1982.
.“Conceiving Hindu ‘Bhakti’ as Theistic Mysticism.” In Mysticism and
Religious Traditions, edited by Steven Katz. New York: Oxford Uni-
versity Press, 1983.
. “Hindu Bhakti as a Middle Way.” In The Other Side of God: A Polar-
ity in World Religions, edited by Peter L. Berger. New York: Anchor
Press/Doubleday, 1981.
Carpenter, J. Estlin. Theism in Medieval India. New Delhi: Munshiram
Manoharlal, 1977.

Chakravarti, Sudhindra Chandra. Philosophical Foundation of Bengal Vaish-
navism. Delhi: Academic Publishers, 1969.

Clooney, Francis X., S.J. Seeing through Texts: Doing Theology among the Sri-
vaisnavas of South India. Albany: State University of New York
Press, 1996.

Das Gupta, Mrinal. “Sraddha and Bhakti in Vedic Literature.” Indian Histori-
cal Quarterly 6, no. 2 (June 1930).

Das Gupta, Shashibhusan. Obscure Religious Cults. Calcutta: Firma KLM,
1976.

Dasgupta, S. N. Hindu Mysticism. New York: Frederick Ungar, 1977.

. A History of Indian Philosophy. 1-5. Cambridge: Cambridge Univer-
sity Press, 1940.

De, S. K. Ancient Indian Erotics and Erotic Literatue. Calcutta: Firma K. L.
Mukhopadhyay, 1969.

. Aspects of Sanskrit Literature. Calcutta: Firma KLM, 1976.

. Early History of the Vaisnava Faith and Movement in Bengal. Cal-
cutta: Firma K. L. Mukhopadhyay, 1961.

. History of Sanskrit Poetics. Calcutta: Firma KLM, 1976.

Devanandan, Paul David. The Concept of Maya: An Essay in Historical Survey




360 Bibliography

of the Hindu Theory of the World, with Special Reference to the
Vedanta. London: Lutterworth, 1950.

Dhavamony, Mariasusai. Love of God: According to Saiva Siddhanta. Oxford:
Clarendon Press, 1971.
Dimock, Edward C., Jr. “Doctrine and Practice among the Vaisnavas of Ben-
gal” In Krishna: Myths, Rites, and Attitudes, edited by Milton Singer.
Chicago: University of Chicago Press, 1966.
. The Place of the Hidden Moon: Erotic Mysticism in the Vaisnava-
Sahajiya Cult of Bengal. Chicago: University of Chicago Press, 1966.
Dimock, Edward C., Jr., and Denise Levertov, trans. In Praise of Krishna:
Songs from the Bengali. Introduction and Notes by Edward C. Di-
mock, Jr. Chicago: University of Chicago Press, 1967.

Dimock, Edward C., Jr., Edwin Gerow, C. M. Naim, A. K. Ramanujan, Gor-
don Roadarmel, and J.A.B. van Buitenen. The Literatures of India:
An Introduction. Chicago: University of Chicago Press, 1969.

Eck, Diana L. Encountering God: A Spiritual Journey from Bozeman to Ba-
naras. Boston: Beacon, 1993.

Eliade, Mircea. Yoga: Immortality and Freedom. Princeton: Princeton Univer-
sity Press, 1958.

Entwistle, Alan W. Braj: Centre of Krishna Pilgrimage. Groningen: Egbert
Forsten, 1987.
Gerow, Edwin. A Glossary of Indian Figures of Speech. Paris: Mouton, 1971.
. Indian Poetics. Vol. 4 of A History of Indian Literature, edited by Jan
Gonda. Wiesbaden: Otto Harrassowitz, 1977.
Goswami, Shrivatsa. “Radha: The Play and Perfection of Rasa.” In The Divine
Consort: Radha and the Goddesses of India, edited by John Stratton
Hawley and Donna M. Wulff. Berkeley: Berkeley Religious Studies
Series, 1982.

Green, Deirdre. “Living between the Worlds: Bhakti Poetry and the Carmelite
Mystics.” In The Yogi and the Mystic: Studies in Indian and Compar-
ative Mysticism, edited by Karel Werner. London: Curzon, 1989.

Gupta, Shashibhusan Das. Obscure Religious Cults. Calcutta: Firma KLM, 1976.

Haberman, David L. Acting as a Way of Salvation: A Study of Raganuga Bhakti
Sadhana. New York: Oxford University Press, 1988.

. “Divine Betrayal: Krishna-Gopal of Braj in the Eyes of Outsiders.”
Journal of Vaishnava Studies 3, no. 1 (Winter 1994).

. Journey through the Twelve Forests. New York: Oxford University
Press, 1994.

.“On Trial: The Love of the Sixteen Thousand Gopees.” History of Re-
ligions 33, no. 1 (1993).

Hardy, Friedhelm. Viraha-bhakti: The Early History of Krsna Devotion in

South India. Delhi: Oxford University Press, 1983.
Hawley, John Stratton. Siir Das: Poet, Singer, Saint. Delhi: Oxford University
Press, 1984.




Bibliography 361

Hawley, John Stratton, in association with Shrivatsa Goswami. At Play with
Krishna: Pilgrimage Dramas from Brindavan. Princeton: Princeton
University Press, 1981.

Hawley, John Stratton, and Mark Juergensmeyer. Songs of the Saints of India.
New York: Oxford University Press, 1988.

Hawley, John Stratton, and Donna M. Wulff, eds. The Divine Consort: Radha
and the Goddesses of India. Berkeley: Berkeley Religious Studies Se-
ries, 1982.

Hein, Norvin J. “Caitanya’s Ecstasies and the Theology of the Name.” In Hin-
duism: New Essays in the History of Religions, edited by Bardwell L.
Smith. Leiden: E. J. Brill, 1976.

. “Comments: Radha and Erotic Community.” In The Divine Consort:
Radha and the Goddesses of India, edited by John Stratton Hawley
and Donna M. Wulff. Berkeley: Berkeley Religious Studies Series,
1982.

. The Miracle Plays of Mathura. New Haven: Yale University Press,
1972.

Hopkins, Thomas J. “The Social Teaching of the Bhagavata Purana.” In Krishna:

Myths, Rites, and Attitudes, edited by Milton Singer. Chicago: Uni-
versity of Chicago Press, 1966.

Hospital, Clifford George. “The Marvellous Acts of God: A Study in the Bha-

gavata Purana.” Ph.D. dissertation, Harvard University, 1973.

Ingalls, Daniel H. H., trans. Sanskrit Poetry from Vidyakara’s “Treasury.” Cam-
bridge: Belknap Press of Harvard University Press, 1965.
Jarow, E. H. Rick. Tales for the Dying: The Death Narrative of the Bhagavata-
Purana. Albany: State University of New York Press, 2003.
John of the Cross. The Collected Works of Saint John of the Cross. Translated by
Kieran Kavanaugh, O.C.D. and Otilio Rodriguez, O.C.D., with revi-
sions and introductions by Kieran Kavanaugh, O.C.D. Washington:
ICS Publications, 1991.
Jung, C. G. Mandala Symbolism. Translated by R.E.C. Hull. Collected Works
of C. G. Jung, vol. 9, part 1. Princeton: Princeton University Press,
1959.
———— Memories, Dreams, Reflections. New York: Vintage Books, [1961]
1965.
Kapoor, O.B.L. The Philosophy and Religion of Sri Caitanya. Delhi: Munshi-
ram Manoharlal, 1976.
Kinsley, David R. The Divine Player: A Study of Krsna Lila. Delhi: Motilal Ba-
narsidass, 1979.
———. Hindu Goddesses: Visions of the Divine Feminine in the Hindu Reli-
gious Tradition. Berkeley: University of California Press, 1988.

. The Sword and the Flute: Kali and Krsna, Dark Visions of the Terrible
and the Sublime in Hindu Mythology. Berkeley: University of Cali-
fornia Press, 1975.




362  Bibliography

Klostermaier, Klaus K. “Criteria of Authenticity of Mystical Experience.” In
Indian Philosophical Annual 17. University of Madras: Radhakrish-
nan Institute for Advanced Study in Philosophy, 1984-85.

——— “Hrdayavidya: A Sketch of a Hindu-Christian Theology of Love.”
Journal of Ecumenical Studies (Temple University), 1972.

————. In the Paradise of Krishna: Hindu and Christian Seekers. Philadel-
phia: Westminster, 1969.

——— A Survey of Hinduism. Albany: State University of New York Press,
1989.

——— “A Universe of Feelings.” In Shri Krishna Caitanya and the Bhakti Re-
ligion, edited by E. Weber. New York: Verlag Peter Lang, 1988.

Krishna The Divine Lover: Myth and Legend through Indian Art. Edited by En-
rico Isacco. New York: C.H.P. Editions, 1982.

Lynch, Owen M., ed. Divine Passions: The Social Construction of Emotion in
India. Berkeley: University of California Press, 1990.
Majumdar, A. K. Bhakti Renaissance. Bombay: Bharatiya Vidya Bhavan, 1979.
. Caitanya: His Life and Doctrine. Bombay: Bharatiya Vidya Bhavan,
1969.
. Concise History of Ancient India. Vol. 1, Political History. New Delhi:
Munshiram Manoharlal, 1973.
. Concise History of Ancient India. Vol. 2, Political Theory, Administra-
tion, and Economic Life. New Delhi: Munshiram Manoharlal, 1973.
. Concise History of Ancient India. Vol. 3, Hinduism—Society, Reli-
gion, and Philosophy. New Delhi: Munshiram Manoharlal, 1973.
. Gaudiya-Vaisnava Studies. Calcutta: Jijnasa, 1978.
Marglin, Frederique Apffel. “Refining the Body: Transformative Emotion in
Ritual Dance.” In Divine Passions: The Social Construction of Emo-
tion in India, edited by Owen M. Lynch. Berkeley: University of Cal-
ifornia Press, 1990.
. “Types of Sexual Union and Their Implicit Meanings.” In The Divine
Consort: Radha and the Goddesses of India, edited by John Stratton
Hawley and Donna M. Wulff. Berkeley: Berkeley Religious Studies
Series, 1982.
Matchett, Freda. “The Pervasiveness of Bhakti in the Bhagavata Purana.” In
Love Divine: Studies in Bhakti and Devotional Mysticism, edited by
Karel Werner. Durham Indological Series 3. Durham: Curzon, 1993.

McDaniel, June. The Madness of the Saints: Ecstatic Religion in Bengal.
Chicago: University of Chicago Press, 1989.

Miller, Barbara Stoler. “The Divine Duality of Radha and Krishna” In The
Divine Consort: Radha and the Goddesses of India, edited by John
Stratton Hawley and Donna M. Wulff. Berkeley: Berkeley Religious
Studies Series, 1982.

Mukherji, S. C. A Study of Vaisnavism in Ancient and Medieval Bengal up to
the Advent of Chaitanya. Calcutta: Punthi Pustak, 1966.




Bibliography 363

Narang, Sudesh. The Vaispava Philosophy According to Baladeva Vidya
Bhiisana. Delhi: Nag Publishers, 1984.

Narayanan, Vasudha. The Way and the Goal: Expressions of Devotion in the
Early Sri Vaispava Tradition. Washington, D.C.: Institute for Vaish-
nava Studies and the Center for the Study of World Religions at
Harvard University, 1987.

O’Connell, Joseph Thomas. “Social Implications of the Gaudiya Vaisnava
Movement.” Ph.D. dissertation, Harvard University, 1970.

——— “Were Caitanya’s Vaisnavas Really Sahajiyas? The Case of Ra-
mananda Raya.” In Shaping Bengali Worlds, Public and Private, ed-
ited by Tony K. Stewart. South Asia Series Occasional Paper 37. East
Lansing: Michigan State University, 1989.

Otto, Rudolf. The Idea of the Holy. Translated by John W. Harvey. London:

Oxford University Press, 1923.
. India’s Religion of Grace and Christianity Compared and Contrasted.
Translated by Frank Hugh Foster. New York: Macmillan, 1930.

Pope, Marvin H., trans. Song of Songs: A New Translation with Introduction
and Commentary. New York: Doubleday, 1977.

Sanyal, Nisi Kanta. The Erotic Principle and Unalloyed Devotion. Calcutta:
Gaudiya Mission, 1941.

Sax, William S., ed. The Gods at Play: Lila in South Asia. New York: Oxford
University Press, 1995.

Schweig, Graham M. Bhagavad Gita: Comprehensive Sanskrit Concordance
and Word Index. Unpublished manuscript.

——— A Comprehensive Annotated Bibliography of Secondary Sources on
Gaudiya Vaishnavism. Unpublished manuscript and on-line data-
base. Washington, D.C.: Institute for Vaishnava Studies, 1988.

—— “Dance of Divine Love: The Rasalila of Krishna as a Vision of Selfless
Devotion.” Doctoral dissertation, Harvard University, 1998.

———— “The Divine Feminine in the Theology of Krishna.” In Sources of the
Krishna Tradition, edited by Edwin E. Bryant. New York: Oxford
University Press, forthcoming 2005.

—— “Dying the Good Death: The Transfigurative Power of Bhakti.” Jour-
nal of Vaishnava Studies 11, no. 2 (Spring 2003).

——— “The Five Schools of Vaishnavism.” Hinduism Today, international
edition 12, no. 6, (June 1990).

— “Humility and Passion: A Caitanyite Vaishnava Ethics of Devotion.”
Journal of Religious Ethics 30, no. 3 (Fall 2002).

———— “Krishna: The Intimate Deity.” In The Hare Krishna Movement: The
Post-Charismatic Fate of a Religious Transplant, edited by Edwin E.
Bryant and Maria Ekstrand. New York: Columbia University Press,
2004.

— “Radha and the Rasalila: The Esoteric Vision of Caitanyaite Vaish-
navism.” Journal of Vaishnava Studies 8, no. 2 (Spring 2000).




364 Bibliography

—— “Rasalila Paincadhyaya: The Bhagavata’s Ultimate Vision of the
Gopis.” Journal of Vaishnava Studies 5, no. 4 (Fall 1997).
. “Sparks from God: A Phenomenological Sketch of Symbol.” In Psy-
choanalysis and Religion, edited by Joseph H. Smith and Susan A.
Handelman. Baltimore: Johns Hopkins University Press, 1990.
Sen, Dinesh Chandra. History of Bengali Language and Literature. Calcutta:
University of Calcutta, 1954.

Sen, Sukumar. History of Bengali Literature. New Delhi: Sahitya Akademi,
1960.

Shastri, Surendra Nath. The Laws and Practice of Sanskrit Drama. Vol. 1.
Varanasi: Chowkhamba Sanskrit Series Office, 1961.

Sheridan, Daniel P. “Devotion in the Bhagavata Purana and Christian Love:
Bhakti, Agape, Eros.” Horizons 8, no. 2 (1981).

Sheth, Noel, S. J. The Divinity of Krishna. Delhi: Munshiram Manoharlal,
1984.

Siegel, Lee. Sacred and Profane Dimensions of Love in Indian Traditions as Ex-
emplified in the Gitagovinda of Jayadeva. Delhi: Oxford University
Press, 1974.

Singer, Milton. “The Radha-Krishna Bhajanas of Madras City.” In Krishna:
Myths, Rites, and Attitudes, edited by Singer. Chicago: University of
Chicago Press, 1966.
Sinha, Jadunath. Indian Psychology. Vol. 1, Cognition. Calcutta: Sinha Pub-
lishing House, 1958.
. Indian Psychology. Vol. 2, Emotion and Will. Calcutta: Sinha Publish-
ing House, 1961.
Smith, Wilfred Cantwell. What Is Scripture? A Comparative Approach. Min-
neapolis: Fortress, 1993.

Spink, Walter. Krishnamandala, A Devotional Theme in Indian Art. Ann
Arbor: Center for South and South East Asian Studies, 1971.

Thielemen, Selina. Rasalila: A Musical Study of Religious Drama in Vraja.
New Delhi: APH Publishing, 1998.

Tillich, Paul. Christianity and the Encounter of the World Religions. New York:
Columbia University Press, 1963.

Venkateswaran, T. K. “Radha-Krishna Bhajanas of South India: A Phenome-
nological, Theological, and Philosophical Study” In Krishna:
Myths, Rites, and Attitudes, edited by Milton Singer. Chicago: Uni-
versity of Chicago Press, 1966.

White, Charles, S.J. The Caurasi Pad of $r7 Hit Harivariié. Introducton, Trans-
lation, Notes, and edited Braj Bhasa text. Honolulu: University
Press of Hawaii, 1977.

Waulff, Donna M. Drama as a Mode of Religious Realization: The Vidag-
dhamadhava of Riipa Gosvami. Chico: Scholars Press, 1984.

. “A Sanskrit Portrait: Radha in the Plays of Rapa Gosvami.” In The
Divine Consort: Radha and the Goddesses of India, edited by John




Bibliography 365

Stratton Hawley and Donna M. Wulff. Berkeley: Berkeley Religious
Studies Series, 1982.

Zimmer, Heinrich. Myths and Symbols in Indian Art and Civilization.
Edited by Joseph Campbell. Princeton: Princeton University Press,
1946.






Index

Numbers in bold type indicate items on pages of verse.

abandonment. See Gopis; Krishna

Abhinavagupta, 99

absolute, xiii

acintya-3akti, 266

Acyuta, 28, 38, 41, 43, 48, 61, 69, 78,
86, 122, 154, 155, 207; meaning of,
122,207, 347

Adhoksaja, 29, 121n, 347

adi-purusa, 347

adi-rasa, 199

adultery, 32, 167, 204, 208, 215, 280-81

affection, 29, 31, 121, 167, 209, 219.
See also love

agapé, 167

Agha, 52,242

ahariita, 203,236

aikyam, 209

ai$varya, 121, 135, 136, 192, 200, 226,
238, 242, 243, 247

aisvarya-jiiana, 226

ai$varya-lila, 192

alarikara-anubhava, 235, 274, 275,276

allurement (vilobhana), 193

amorousness, 40, 48,71, 72,112, 118,
119, 121, 128. See also love

ananga, 203

ananga-dipanarii, 256

ananya-mamata, 253

anayaradhitah, 148

anger, 29, 63, 265

animals, 30, 37, 43, 82, 83, 88, 125,
144, 211. See also specific animals

ankle bells, 44, 66, 69, 229

antaratma-drk, 243

antar-yami, 243

anubhava, 253, 275

Anuradha, 253

api, 122-23

apta-kamah, 258,279

aradhita, 233

Arista (demon), 52n, 241, 242

Arjuna, 103, 104, 110, 347

Arka plant, 42, 225

arms, 36, 38, 43, 50, 59, 66, 68, 69,
128. See also hand(s); limbs

asceticism, 3, 119

atma, 123, 205, 208, 217, 220, 225,
234,236, 257,276,347, 350

atmarama, 258, 347

audarya, 235

aupapatyam (adultery), 215

autumn, 2, 25, 52, 61, 73, 124; beauty
of, 127, 189, 193, 199; in frame pas-
sage, 111; and Gopis, 140; and jas-
mine, 140; and Krishna’s flute song,
78; and Rama, 200; and Rasa dance,
178-79; as source of poetry, 278; in
Vraja, 125, 128

avatara (divine descent), 46, 76, 108,
109-10

Badarayana, 17, 193, 347

Baka (demon), 44n, 229

Baladeva, 244

Balarama. See Rima (Balarama)

Bali, 91, 226

bamboo, 81, 118

barley, seed of, 46, 231

Basham, A. L., 109-10

baton, 68, 118, 274

beauty: of autumn, 127, 189, 193, 199;
of Gopis, 30, 38, 63, 69, 71, 127,
138, 140, 189, 211, 271; of Krishna,
xiv, 36, 37, 53, 59, 60, 62, 89, 118,
123,126,127, 205,218,219, 238,
244,247,271, 272, 284; of nature,
189; stolen by Krishna, 52; vision
of, 4; of Vraja, 2, 125
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bee(s), 41, 61; black, 15, 87, 89,
113-14; chorus of, 69, 71; and flow-
ers, 87, 89; following Krishna, 43;
Gopis like, 72; as image, 198;
Krishna as, 239; and Krishna’s flute
song, 78; as messenger of Krishna,
89,90,91,92,93

beloved: in Bhagavad Gita, 104; face
of caressed by lover, 25, 198; kinds
of love for, 100-101; in Rg Veda,
101

Beloved Lord (Bhagavan), 209, 347;
Krishna as, 25, 29, 30, 39, 47, 61, 62,
65, 67,69,70,73,121, 122, 147,
148, 193, 232, 270; love-inspired,
127; and parodharma (highest
duty), 211; and purusah Saktibhir
yatha, 255; as term, 121, 122, 193,
232; and Yogamaya, 132-33, 134

belts, of Gopis, 38, 69

Bernouf, Eugene, Le Bhagavata
Purana, xii

betel nut, 59, 69

bewilderment, 57, 82, 135, 205, 223,
251. See also illusion; madness

Bhadra, 275

bhaga, 121

Bhagavad Gita, xiv, xv; bhakti in, 215;
death in, 158; highest devotion in,
285; kama in, 171; Krishna as pro-
tector in, 243; Krishna as Soma in,
198; Krishna on love in, 258, 261;
love in, 103—4; meditation on, 205;
and yoga and bhakti, 154;
Yogamaya in, 133

bhagavan, xiii, 121, 193, 209, 347. See
also Beloved Lord (Bhagavan)

Bhagavata Purana, xi—xiii, 190; bhakti
in, 106; context of, 97; dating of, 12;
ethics in, 163; lust in, xvi; medita-
tion in, 155; morality in, xv—xvi;
personal deity in, 110; Rasa Lila in,
9-11, 13, 111, 191; reception of, xi;
self-forgetfulness in, 201-2; and
sex, Xv; as ultimate scripture,
11-17; Vedas and, 12; Yogamaya in,
131

bhaj, 167, 256, 257

bhakta, 347

bhakti: in absence of God, 165; in
Bhagavad Gita, 215; and Caitanya,
97-98; grace in, 106; intimacy in,
215; liberation through, 157, 158; as
rasa, 98; and root bhaj, 256; self-
renunciation in, 202-3; self-
transformation in, 203; self-
unawareness in, 202; separation vs.
union in, 173-74, 272; as term, 103,
106, 256, 347; transfigurative power
of, 208; in Vaishnavism, 106; and
yoga, 15456, 205—6. See also devo-
tion

bhaktiri parar, 285

bhakti-rasa, 98

Bhaktivedanta Swami Prabhupada, 4n

bhakti-yoga, 280

Bharata Muni, 99

bhava, 218

bhavad-ayusam nah, 248

bhinna-setuh, 276

bhoga, 258

Bhoja, 99

Bhramara Gita (“Song of the Black
Bee”), 8693, 113-14

Bible, 105. See also Song of Songs

Bilvamangala, Krishna Karnamrtam,
267-68,271-72

birds, 37, 78, 83, 88,92, 119, 144

bliss: arising from one’s nature, 274;
of earth, 42; hearing flute music,
112; rippling of, 37, 43, 60, 68, 85,
144-47,254, 274; at sight of Kr-
ishna, 62; in term pulakany, 219; vi-
sion of, 4; in Vraja, 125. See also
pleasure

boar, 42, 226, 353

body/bodies: blissful rippling of, 37,
43,60, 68, 85, 144—47, 254, 274; of
dancing Gopis, 67; death/departure
from, 207, 208; devotional, 152-53,
156, 157; dharmic, 152; ecstasy of,
130; of Gopis, 59, 60, 68, 130, 144,
152-53, 189; Gopis relinquish, 28,
141, 223; illusory, 153, 154, 157,
163, 204, 208, 283, 284; and
Krishna’s flute playing, 119; per-



fected spiritual, 156, 157; physical,
152, 153, 156, 157, 189; resurrected,

152; spiritual vs. material, 255; types

of, 152-53; and Yogamaya, 153
bowing, of trees to Krishna, 43, 228
bracelets, 66, 68, 69, 208
Brahma (cosmic creator deity): ad-

dress of to Krishna, 134; birth of,

56, 246; as creator, 108, 109; criti-

cism of, 247; and demons, 243; and

dust of Krishna’s feet, 47, 120; na-

ture of, 347; night of, 77, 182,

284-85; steals calves and children,

45, 229-30; as Vikhanas prays to

Krishna for protection, 53, 243
Brahman, 28, 73, 106—7, 108, 142,

208-9, 347
Brahmana, 348
Brahma Purana, 14
breasts: feet placed on, 54, 56, 58, 59,

119, 136, 244, 246; garments cover-

ing, 67, 70; Krishna’s hands placed

on, 37, 69, 275; of Krishna’s lady

friends, 90; Krishna touches, 38;

kunikuma powder on, 33, 62, 71,

201; of women of Pulinda, 84
breeze, 31, 38, 61, 72, 78, 127
bride, in Rg Veda, 101
bridegroom, in Rg Veda, 102
brother(s), 27, 31, 57, 101, 141
bull demon, 52, 241, 242
butter pots, 46, 231

Caitanya: and bhakti, 97-98, 218;
commentaries of, 187-88; and
dharma, 214; on flute music, 219;
and Gopis’ devotion, 164, 165; on
Gopis’ search for Krishna, 224; and
Gopis’ pride, 278; on Krishna as
supreme Person, 224; on Krishna’s
beauty, 247; on Krishna’s nectar,
246; and liberation through Krishna,
210; on love, 234, 247; and mad-
ness, 144; on Rasa Lila as soul’s
essence, 183; on reciprocal love,
262; and recitation, 218, 219, 221,
227,228, 245, 246,247,277, 285,
286, 287; on separation, 221, 235;

Index 369

Siksastakam (Eight Instructive
Verses), 97-98; and tulasi plant, 225

Caitanya school, 99; on acts of God,
192; on combining rasas, 242—43;
commentaries of, 187—88; on death,
157; and devotion of passion and
humility, 166; on ethics, 158-59; on
Gopis and marriage, 139; on Gopis’
spiritual bodies, 255; on Krishna as
God of love, 200; on loss, 174; on
love, 168-72; and mandala, 175;
on meditation, 157; on name of
Krishna, 120; on parodharma of
bhakti, 163—64; praise for God,
190-91; on pride as pure and in-
tense love, 142; on Radha, 147, 148,
149, 150, 151, 232, 233; and Rg
Veda, 101; on separation and union
in love, 173-74. See also specific
commentators

Caitanya Vaishnavism, 97-99

cakes, 26

cakra, 348

calf demon, 44n, 229

calves, 31, 82,119,213

Candravali, 253, 275

cart (cart demon), 44, 228

Cedi, king of, 29, 209, 348

celestial beings, 66, 72, 119, 269

celestial chariot, 66, 82

celestial ladies, 70

cheeks, of Gopis, 67, 69, 71

children: and dharma, 32, 152; and
double entendre, 213; of Gopis, 3,
27,31,91, 141, 203, 280; love for,
257; nurturing love for, 100; service
to, 34; as troublesome, 34

Christianity, 7, 8, 9, 100n, 105, 107,
124,174

cintamani, 125

circle: in frame passage, 111; of moon,
26; of Rasa dance, 66, 174-75,
265-66. See also mandala; Rasa
mandala; Vraja Mandala

citradha, 250

cloud(s), 83; Krishna as, 67, 120, 270,
273

club, 118
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conch, 118

coral trees, 61

cosmos, 174, 191. See also Brahma
(cosmic creator deity)

cowherd(s), xiii, 3, 44, 45, 55, 78, 79,
80, 85,93,113,119

cows, 26, 37, 45, 54, 55, 78, 80, 82, 83,
119, 125, 141, 144, 152, 229-30

crane demon, 44n, 229

Cupid. See god, of love

cycle: of birth and death, 75n, 122,
258; of suffering, 53, 244

Damodara, 81, 231, 348

darkness, 50

darpaha, 192

dasya-rasa, 100

dauratmyad, 236. See also atma

De,S. K, 11

death: and body, 207; according to
karma vs. krpa, 157; and love, 208;
love as stronger than, 157; mrti as
term for, 207; and Rasa Lila, 16-17;
and riches, 245; as shift in location,
157-58; yoga as transcending,
152-58

deer, 43, 82,92, 119, 227

deity. See God

delusion. See bewilderment; illusion

demons, 44, 52, 54, 226, 228, 229, 230,
241-42, 243, 350

desire, 29, 34, 36, 57, 65, 73, 74, 75,
138, 170-72, 193, 244, 245, 248, 279

Devaki, 67, 81, 348

Devi (Great Goddess), 105, 113, 265,
348, 353

devotion: in Bhagavata Purana, 12; to
dust from feet, 75, 119; to God, 3,
105-7, 282; of Gopis, 15, 58, 66,
164-65; highest, 77, 285; humility
and passion in, 164-65, 166; to
Krishna, 34, 53, 57, 58, 65, 75, 76,
77, 88,112,123, 239, 258-59, 265;
love as, 1, 3,97-101, 105-7; passion
in, 181; and perfected spiritual
body, 157; of plants and trees, 42;
pure, 164, 257; selfless, 168; self-
unawareness in, 202; by women,
164. See also bhakti

dharma: defined, 32n, 348; and Gopis,
152,163,211, 213, 214, 264; harm
from transgression of, 74; highest,
163; Krishna as expositor of, 73, 216,
217; Krishna as originator of, 159,
190; Krishna as protector of, 73;
Krishna as true object of teachings
on, 34, 163; Krishna on, 32, 34, 63,
214; Krishna’s playful words on,
161-63; Krishna’s support of, 160;
Krishna’s transcendence of, 160;
Krishna’s transgression of, 264, 282;
and parodharma, 162, 163—64, 165,
211, 213; Suka on, 74; and sva-
dharma, 217, 352; and women, 32,
34,152,211,213;and Yogamaya, 284

dhira, 286, 348

dhyana, 155, 206, 208

disc, 118, 348

disease, lust as, 4, 77

double entendre, 30n, 31n, 32n,
160-61, 190, 211-12, 213, 214, 215,
216,217

drama, 15, 98, 99, 114-15, 116, 137,
349. See also lila

duratmatam. See atma

dust, 47, 55, 75, 90, 119-20, 280

duty. See dharma

Dvarka, 150, 235

earrings, 26, 36, 67, 69, 71, 86, 120

earth, 42, 56, 243

Eck, Diana L., 180, 181

ecstasy, 130, 145. See also bliss

egocentricity, 106, 181-82

elephant(s), 39,47, 71, 72, 198, 277

elephant goad, 46, 231

emerald, 67, 147, 18081, 270-71

emotion, 172, 209, 210, 237, 238, 239,
246,275

envy, 256

eros, 168

eroticism: as divine, 4; in Gita
Govinda, 9; heavenly vs. worldly,
190; and jasmine, 128; and Krishna,
Xiv, xv, 122, 192; in mystical tradi-
tions, 6—7; and pure love, 168; in
Rasa Lila, 3; and salvation, xv; and
yoga, xiv. See also love; passion



ethics, 158-66; in Bhagavata Purana,
xv—xvi; boundaries of, 276; and
Gopis, 190, 207-8, 213, 264,
283-84; of husbands, 32, 215; and
Krishna, 123, 158-59, 190, 213, 264,
278-79, 280-81, 282; orthodox, xv
eyebrows: of Gopis, 63, 67; of Krishna,
920

eyes: aperture of, 60; of Gopis, 27, 56,

59, 60, 138, 189; of Krishna, 35, 52,
54,118, 238, 245; in term saksat,
251; of Uddhava, 86. See also
glance(s)

face(s): caressed by lover, 25, 198; of

Gopis, 38, 67, 69, 71, 276; of
Krishna, 53, 55, 56, 57, 59, 60, 118,
244; in phrase avrta-mukham, 218;
of Rama, 26, 198; of Uddhava, 86;
of women of Pulinda, 84

falsity, 32,213-14

family: and dharma, 32, 152; of Gopis,
2,3,27,31,64,87,91,92,118, 163,
204; of Krishna, 93; and Yogamaya,
283

father(s), 27,93, 101, 104
fear, 29, 30

feet: of Gopis, 33, 35, 67, 89; of
Krishna, 34, 35, 36, 41, 42, 46, 47,
53, 54,55, 56, 58, 59, 60, 63, 75, 79,
84, 89,90, 118, 119-20, 128, 129,
136, 155, 226, 231-32, 244, 245,
246; meditation on, 136; placed on
breasts, 54, 56, 58, 59, 119, 136, 244,
246; of Radha, 47, 48; of sages, 119;
service to, 155. See also footprints
fig tree, 41

fire, 35, 45, 74, 230-31

flag, 46, 119, 231

flowers: and bees, 87, 89; bowing to
Krishna, 130; crown of, 48;
fragrance of, 72; and Krishna, 52,
79, 80; Krishna gathers for Radha,
48; Krishna’s eyes as, 34; and
Krishna’s flute playing, 119;
Krishna’s garland of, 59; night-
blooming, 127, 128-29; seen in
forest, 31; showers of, 66, 72; in
Vraja, 126, 127-28; water-born,
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128-29. See also garland(s); specific
flowers

flute music, 219; effects of, 112, 113,
118; and Gopis, 2, 26, 79-85, 120,
141, 152, 199, 284; of Krishna, 2, 3,
35,37,45,56,78-85,113,118-19,
129, 272-73; and Rasa dance, 268,
273; and self-forgetfulness, 202. See
also singing/song

footprints: of Krishna, 46, 47, 49, 79,
128, 147, 222; of Radha, 47, 48, 49,
147,222, 233. See also feet

forest, 2, 50, 72, 189; beauty of, 31,
199; escape to, 152; fire in, 45; as
frightening, 30, 211, 212; inhabi-
tants of, 57; and Krishna, 26, 38, 45,
58, 79; and Krishna’s flute song, 78;
and Krishna’s hair, 55; play in, 277;
sages of, 35; in Vraja, 126; of
Vrinda, 125

forest fire, 45, 230-31

forgetting, 51, 56, 65, 132, 166, 201-2,
203, 231. See also memory

fragrance, 43,61, 68,72,78,93, 128,
194

friends, 34, 100, 101, 104, 138

fruit, 119, 125, 130

Gandharvas, 66, 71, 269, 348
garland(s), 69, 70, 86; of Krishna (Vai-
jayanti), 38,43,59,71,79, 89,118,

127,128,201, 225, 353. See also
flowers

garment, 27, 59, 67, 70, 79, 80, 86,
113,118,230

gaze, 60, 62, 72, 246. See also eyes;
glance(s)

glance(s): of Gopis, 38, 40, 71, 87; of
Krishna, 35, 36, 40, 41, 43, 55, 57,
80, 118, 205. See also eyes

God: absorption in, 210; acts of, 192;
amorous devotion to, 112; attain-
ment of, 3; in Bhagavata Purana,
12, 13; in Caitanya Vaishnavism, 99;
compassion of for souls, 191; con-
quered by love of soul, 180-81; cos-
mic, 166, 192; creator, xiv; devotion
to, 1, 3,7, 1057, 282; in dynamic
circle of Rasa
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God (continued)
dance, 175; and ethics, 278-79; fear
of, 166; and finitude vs. infinite,
180; forgetfulness of greatness of,
166; humility toward, 165, 166; in-
timacy with, 132, 199; intimate acts
of, 192; intimate form of, 108; inti-
mate love for, 6; intimate vs. cos-
mic, 165; Krishna as name of, 349;
lilas of, 110; love as aspect of,
98-99; love for, 1, 6, 12,97, 105-7,
204,214, 226, 246, 248-49, 277;
love of, 4; as lover, 6-7, 277; as
manifest in everything, 143; as
manifest in /ila, 98; names of, 179;
as omnipotent, 196; passionate
yearning for, 6; and possessiveness
as grace, 181; power of, 226; praise
for, 191; and presence-absence di-
alectic, 166; rasa as relationship
with, 99; reciprocity of, 106; rejec-
tion by, 166; in Rg Veda, 101; and
self-interest, 182; separation from,
166; as sole object, 248; and soul, 7,
97, 180; as thief, 201; ultimate form
of, 108; union with, 166; vision of,
182; Yogamaya as power of, 133-34;
Yogamaya as revealing and conceal-
ing, 131, 133, 134-36. See also
Krishna

god, of love, 38, 59, 122n, 250-51, 286

Goddess. See Devi (Great Goddess)

gold, 67,71,79, 118, 270

Goloka, xv, 117

Gopala, xiii

Gopi Gita, 51-58, 238-39

Gopis, 348; abandonment by, 2, 3,
26-27, 31, 34, 36, 37, 51, 57, 64, 88,
90,91,92,118, 141, 152, 189, 199,
203, 207; absorbed in Krishna, 40,
44, 45,51, 85, 136, 142, 153, 207,
210, 222, 236; amorousness of, 40,
71, 119; ancestors of, 57; anger of,
63, 242; animals addressed by, 43,
222; ankle bells of, 69; arms linked
by, 66; aspects of, 137-47; and au-
tumn, 140, 193; beauty of, 30, 38,
63,69,71,126,138, 140, 189, 211,

271; as bees, 72; belts of, 38, 69; be-
wilderment of, 57, 205; bliss of, 62,
68, 112, 144, 274; bodies of, 40, 59,
60, 67, 130, 144, 152-53, 189; bod-
ies left by, 28, 141, 223; bodies of
rippling with bliss, 68; bodies of,
spiritual vs. material, 255; bracelets
of, 66, 68, 69; breasts of, 33, 37, 38,
54, 56, 58, 59, 62, 67,69, 70, 71,
119, 136, 244, 246, 275; brothers of,
31, 57, 141; calves of, 31; as chaste,
138; cheeks of, 67, 69, 71; children
of, 3,27, 31,91, 141, 203, 280; circle
of, 66; cleansing selves, 27; com-
plexions of, 271; cows of, 141; danc-
ing Rasa dance, 2-3, 66-70, 139,
147, 266-69, 273; delight of, 138;
desire of, 34, 36, 65, 138, 170, 244,
245; devotion of, 15, 58, 65, 66, 104,
124, 130, 137, 164—65, 239, 259; de-
votion to, 265; and dharma, 152,
163, 189,211, 213, 214, 264; as di-
sheveled, 70, 275; doubles of, 76,
136, 153, 154, 157, 163, 204, 208,
283, 284; duties of, 2; as dying, 248;
earrings of, 67, 69, 71, 120; as ele-
phants, 39, 71, 72, 277; entranced,
27, 205; epithets of, 138; and ethics,
158-59, 190, 208, 213, 264, 283—-84;
as extraordinary souls, 137, 141;
eyebrows of, 63, 67; eyes of, 27, 56,
59, 60, 138, 189; faces of, 38, 67, 69,
71, 276; families of, 2, 3, 27, 31, 57,
64, 87,91,92, 118, 141, 163, 203,
204-5; feet of, 33, 35, 67, 89; and
flute music, 2, 26, 79-85, 113, 120,
141, 152, 199, 284; in frame pas-
sages, 111-13; frenzied activity of,
27, 204; as friends, 138; fulfillment
of, 65; fury of, 60; garlands of, 69,
70; garments of, 27, 67, 70, 113,
2305 gaze of, 60, 62, 246; glances of,
38, 40, 71, 87; as goddesses of Vraja,
271; and gold, 67, 71, 147, 270, 271;
good fortune of, 39; as group, 138,
141; as group vs. individuals, 139,
144, 240; hair of, 38, 69, 70, 71;
hands of, 35, 38, 67; heads of, 53,



93, 244; hearts of, 27, 35, 36, 40, 55,
57, 60, 62, 201; as highest among
Laksmis, 273; homes of, 2, 3, 26-27,
36,51,77,90,91, 92, 141, 152,
153-54, 207, 265; humility of, 182,
216; husbands of, 3, 27, 31, 32, 57,
73,76,91,132,141, 160, 213-14,
215, 280, 281; illusory bodies of,
153, 154, 157,163, 204, 208, 283,
284; improvisation of, 68; intimacy
with, 208, 216; intoxication of, 39;
introduction of, 189; irrationality
of, 44; and jasmine, 68, 128, 194,
225; as jewel-like, 66, 138; joy of,
35, 60, 67, 70, 71; kajjala on, 33;
and kama, 168; and kama vs.
prema, 169-71; Katyayani prayed
to, 112, 113; killed by Krishna’s
beauty, 52; kinship of, 235; kissing
by, 68; and knowledge of Krishna,
142, 241; Krishna abandons, 47, 49,
57,89, 91, 148, 149; Krishna ac-
companies, 38—39; Krishna
achieved by, 206—7; Krishna arranges
pleasure of, 37, 220; Krishna as con-
cern of, 55, 58; Krishna as dwelling
with, 76; Krishna as dwelling
within, 264; Krishna as husband of,
113; and Krishna as lover, 28;
Krishna as object of identification
for, 143, 222,223, 231; Krishna as
protector of, 52; Krishna as son of,
242, 243; Krishna as sustaining, 51;
Krishna conquered by, 180; Krishna
controlled by, 259, 260-61, 271,
275, 277; Krishna embracing, 38;
Krishna honored by, 63; Krishna
honors, 39; Krishna imitated by, 40,
44-46, 51, 143, 144, 222,228-31;
Krishna longed for by, 57, 247;
Krishna praised by, 51, 67, 112;
Krishna prayed to by, 53—54, 244;
and Krishna’s absence, 165; Krishna’s
appearance to, 59; Krishna’s
appreciation of, 261; Krishna’s at-
traction of, 210, 218; and Krishna’s
beauty, 284; Krishna’s conversation
with, 38; Krishna’s dance with each

Index 373

of, 2, 66, 147, 266—68, 276; Krishna’s
delight in, 123; Krishna’s exclusive
attention to, 139, 181-82; and
Krishna’s greatness, 136; and
Krishna’s happiness, 170; and
Krishna’s internal nature, 279;
Krishna sought by, 26-27, 3943,
46-51, 14243, 222, 224; and
Krishna’s pleasure, 172; and
Krishna’s presence, 144; Krishna
steals hands of, 35; and Krishna’s
touch, 38, 65, 67,92, 119, 144, 146,
147, 226, 254, 265; as Krishna’s
wives, 67, 204, 273, 28081, 284;
Krishna wipes faces of, 71; Krishna
worshiped by, 36, 119, 256; and
kunkuma powder, 33, 62,71, 201;
laughter of, 72; liberation of, 170,
208, 209; life-breath of, 51; as light-
ning, 67, 273; limbs of, 71; lips of,
33, 60; and loss of worldly happi-
ness, 28; and lotus, 69, 128; and
love, 169-71; on love, 63; loved, 64,
77, 262; as love epitomized, 8; love
of, 3, 32, 59, 60, 77,92, 112—13, 125,
137, 140, 143, 152, 16667, 168,
172,180-81, 219, 220, 236, 241,
245,247,249, 252-54, 259-60; and
love phases, 173; and lust, 166;
madness of, 40, 42, 142—44,201-2,
222-24,225,230, 231; and mar-
riage, 11213, 138-39, 2034, 214,
273, 280-82, 283—84; massage
selves, 27; meditation of, 27, 32, 35,
55,56,60,114, 136, 141, 144, 145,
146, 147, 152-53, 154, 155, 2056,
207, 222, 230, 254; meditation on,
xiv; memory of, 55, 88, 246; milk-
ing by, 141; minds of, 35, 41, 45, 51,
55, 57,79, 120, 205; modesty of, 87;
and moon-stars metaphor, 198;
mothers of, 31; murder of, 52, 239,
240; and music, 69; nakedness of,
113; and nature, 28, 142, 152, 278;
necks of, 66, 69; negative egocen-
trism of, 181-82; as neutral, 233;
and night, 139-40, 193, 194; noble
character of, 37,199; and nursing,
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Gopis (continued)
203—4, 280; as ornaments, 67, 147,
270; ornaments of, 27, 70; other-
worldliness of, 140; pain of, 62; pas-
sion of, 26, 37, 54, 57, 63, 73, 79,
104, 124, 136, 152, 164-65, 166, 203,
220, 233; perfection of, 206; perspi-
ration of, 69; plants addressed by,
40-42,43, 46, 126, 128, 129-30,
142-43, 223, 225-26; play of, 40, 63,
71; praised, 68; predictions of, 241;
and presence-absence dialectic, 166;
pride of, 39, 123, 142, 144, 182, 190,
221,233,234,236, 244, 256, 278;
psychology of, 212; purity of, 65,
137,168, 194, 208, 245, 249, 260,
261; and Radha, 9, 47, 50, 149, 150,
232,227,274; and Rama, 224-25;
rationality of, 190; and ratri, 139,
140; and reciprocity, 261-62; re-
maining home, 27; renunciation by,
57; responsibility of, 118; return of,
77, 153-54, 190, 265; reward of, 65;
rhythm of, 67; rivalry of, 220, 233,
253, 275; at river, 61; sacrifice of, 65,
190, 248, 259; and sages, 137; as
sages, 206, 207; as saints, 205; as
Saktis, 255; self-forgetting, 51, 153,
202, 231; as selfish, 166; selflessness
of, 239, 24445, 259; self-transfor-
mation of, 203; and self-worship,
223; and separation, 28, 35, 65,
113-14, 130, 142, 144, 166, 206-7,
221,235,254, 257, 259; service of to
husbands, 32, 213—14; service of to
Krishna, 36, 113, 138, 16465, 170,
172,244, 245; and sex, 73, 122; sexu-
ality of, 284; shawls of, 62; shyness
of, 87; singing of, 38, 40, 67, 68, 69,
71,113, 273, 274; skirts of, 70; smiles
of, 40, 63, 67, 71, 87; song of, 51-58;
sons of, 57; sorrows of, 33, 39, 60,
61, 64, 65, 114; spiritual forms of,
220; as stars, 38; surrender of, 113;
sweetness of, 200; tears of, 33, 58, 88,
216; testing of, 210; thighs of, 38;
threats of, 218; throats of, 67; track-
ing of Krishna by, 4649, 50; tran-

scendence of, 163, 190; and tulasi
plant, 41, 130, 225; types of, 232;
Uddhava honored by, 87; unpeace-
fulness of, 246; and Vedas, 64; vines
addressed by, 142—43, 223; voices of,
139; and Vraja, 138; waists of, 30, 63,
66,67,211,273; warning of, 211;
and water, 71-72; as weary, 68, 69,
71; as wives, 73, 138; words/speech
of, 30-37, 38, 40, 44, 87, 21011,
216, 239, 242; and world, 64; worldly
bondage of destroyed, 28; and
worldly concerns, 88; and Yamuna
River, 2, 3, 38; and yoga, 155, 205,
206; and Yogamaya, 76, 136, 206-7,
266; as yoginis, 15; and yogis, 145,
147

Govardhana hill, 45n, 52n, 242

Govinda, 8-9, 27, 41, 47, 66, 81, 88,
82,201, 205, 216, 232, 348; mean-
ings of, 121, 232

govindapahrtatmano, 205

grace, xiv, 3, 39, 106, 137, 181, 220,
265,283

grain, 55

grass, 42, 48, 55, 226

guna, 29n, 348. See also nature

guru-druhah, 258

Haberman, David L., 98-99

hair, 38, 48, 55, 56, 69, 70, 71, 274. See
also Ke$ava

hand(s): of Gopis, 35, 38, 67; of
Krishna, 37, 41, 43, 53, 59, 63, 69,
70,71,93, 118, 244, 245, 275; of
Krsna River, 61. See also arms; limbs

Hardy, Friedhelm, 12n

Hari, 29,47, 129, 232, 348

Harivarisa, 14, 163, 195

hatred, 64, 256

Hauvette-Besnault, M., xii

head(s), of Gopis, 53, 93, 244

hearing, 32

heart(s): bewilderment of, 223; of
Gopis, 27, 35, 36, 40, 55, 57, 60, 62,
201; Krishna as Witness in, 53, 282;
lust as disease of, 77, 285, 286; pu-
rity of, 106; seat of Krishna in, 62.



See also soul(s)

Hein, Norvin, 176

Hinduism, xii—xiv, xv, 12, 105

Hiranyakasipu, 257

Hiranyaksa, 226

hladini-sakti, 275

home(s): abandonment of, 2, 3,
26-27,36,51,90,91, 92, 141, 152,
207; return to, 77, 15354, 265

Hrsikesa, 29, 349

hrsta-roma, 145, 274

humility, 119, 164-65, 166, 180, 182,
216, 235, 238, 259

hunter, 91, 92

husband(s), 141; abandonment of, 27,
31, 32,57,76,91, 153, 163; and
dharma, 152, 161, 162; and double
entendre, 213; and doubles of
Gopis, 76, 136, 153; and ethics, 159,
280, 281; falsity of, 162, 163, 214; as
illusory, 160; and jealousy, 76, 132,
153, 284; and Krishna, 73, 76, 163;
Krishna as, 113, 162, 213, 280-81,
282; Krishna as dwelling within,
264 ; as morally fallen, 32, 215; and
rasa, 284; in Rg Veda, 101; service
to, 32, 34, 213—14; as temporary re-
lations, 160; trees as, 43; as trouble-
some, 34; as unaffected, 265;
worldliness of, 213, 214, 215; and
Yogamaya, 76, 132, 282, 283, 284

illusion: and Gopis’ doubles, 76, 136,
153, 154, 157, 163, 204, 208, 283,
284; husbands as, 160; and Krishna,
266, 277,278; and term amayaya,
213; and Yogamaya, 25, 132, 153,
163, 204, 208, 277, 278. See also be-
wilderment; Yogamaya

Indira (Goddess), 51, 240, 349

Indra (god), 52n, 230, 242

I-ness, 203, 236. See also self

Ingalls, Daniel H. H., xii, 11, 131

ingratitude, 64

intimacy, 29, 101, 104, 135, 139, 165,
208, 209, 214, 215, 216. See also
under Krishna

introspection, 106
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invisibility, 64
I$a, 349

Islam, 7, 105
isvara, 122n, 349

jala-krida, 277

Jambu rose-apple tree, 42

jasmine, 2, 25, 38, 41, 43, 61, 68, 126,
127-28, 130, 140, 189, 193-94, 199,
225. See also flowers

Jati flower, 41

Jayadeva: Gita Govinda, xii, 8-9, 149,
221

jayati, 240

jealousy, 76, 132,153, 181, 284

jewels, 36, 66, 125, 138. See also emer-
ald; sapphire

Jiva Gosvamin: on affectionate
speech, 219; on ariramat, 220; on
bhajatah, 257; Bhakti, 188; on
bhava, 218; on combining rasas,
216; on different Gopis, 253; on
double entendre, 213, 217; on emo-
tion, 251-52; on flute music, 219;
on Gopi Gita, 239; on Gopis and
marriage, 203—4, 204, 281, 282; on
Gopis and Radha, 232; on Gopis’
bewilderment, 205; on Gopis’ imi-
tations, 222, 229, 231; on Gopis’
kinship, 235; on Gopis’ madness,
223; on Gopis’ passion, 233; on
Gopis’ pride, 221, 233; on Gopis’
purity, 208; on Gopis’ rivalry, 220;
on Gopis’ singing, 273, 274; on
Gopis’ spiritual form, 220; on illu-
sory bodies, 283, 284; Krama San-
darbha, 188; on Krishna and ethics,
279, 282; on Krishna as achieved by
Gopis, 207; on Krishna as beloved,
281; on Krishna as controlled, 219,
260-61, 275; on Krishna as God of
gods of love, 251; on Krishna as
great Soul, 220; on Krishna as hus-
band, 280-81; on Krishna as mani-
fest in everything, 223; on Krishna
as supreme Lord of yoga, 220; on
Krishna as yogesvara, 266; on
Krishna’s activities, 203; on
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Jiva Gosvamin (continued)
Krishna’s beauty, 219, 271; on
Krishna’s descent, 210; on Krishna’s
madhurya nature, 192; on Krishna’s
pleasure at Gopis’s love, 276; on
Krishna’s pure love, 277; on Krish-
na’s self-multiplication, 276; on
Krishna’s speech, 210; on Krishna’s
spiritual form, 220; on Krishna’s
tears, 277; on Krishna with Gopis,
216; on kusalakusalanvayah, 280;
on love, 181, 192, 208, 219, 220,
221,223,226,233-34,276,277; on
mamata, 236; on meditation, 216;
on milk, 204; on music, 272-73; on
obstacles overcome by Gopis, 209;
on piety, 280; on positive vs. nega-
tive emotions, 210; on prasadaya,
220; on pratiriidha, 223; on pride,
142; Priti Sandarbhas, 188; on
purusah Saktibhir yatha, 255; on
Radha, 227, 232, 234, 253, 274; and
Rama, 224; on rasa, 265; on recip-
rocal love, 257; on Saibya, 275; on
self-indulgence, 236; on $rrgara-
rasa, 283; on sva-dharma, 217; on
svatmartham, 257; on universe, 273;
on viklavitarii, 220; on Yogamaya
and dharma, 284; on yogamayan
upasrita, 196; on yogi, 254

jfiana, 106, 206

joy, 28, 35, 60, 67,70, 71

Judaism, 7, 8, 9, 105

Jung, Carl G., 175

Kailasa, xv

kajjala, 33, 216, 349

kalakiita poison, 74n, 279

Kalindi River, 51, 61, 349. See also Ya-
muna River

Kaliya (demon), 45n, 52n, 54n, 230,
242

kalpa-taru, 125

kam-, 167, 168

kama, 168-72, 248, 349

kama-dari, 244

Kamadeva (god of love), 59n, 203

kamari hrd-rogam, 285

Kama Stitra, 110

Kandarpa, 192

kandarpadarpaha, 192

karma, 75, 106, 157

karnikara flower, 79, 349

karunah, 257

karunya-lila, 192

Katyayani, 112, 113

Kavi Karnapira, 206

Kesava, 39, 42, 60, 121, 349. See also
hair

kettledrum(s), 66

Kinsley, David, 124

Klostermaier, Klaus, 97

knowledge, 125, 142, 226, 241

Krishna: abandonment by, 47, 49, 57,
89, 91, 148, 149; abode of, 35; ab-
sence of, 124, 165, 166, 205; absorp-
tion in, 29, 40, 44, 45, 51, 85, 136,
142, 153, 207, 210, 222, 236; accom-
panies Gopis, 38-39; acintya-Sakti
of, 266; activities of, 203; as Acyuta,
28, 38,41, 43, 48, 61, 69, 78, 86,
122, 154, 155, 207; as adipurusa-de-
vata (original person of godhead),
108; on adultery, 32; affection for,
29, 31, 209; affection of, 43, 118;
and Agha, 52, 242; as agitating, 55;
ai$varya of, 121, 135, 136, 192, 200,
226, 238,242,243, 247; as all-
pervading, 216; allurement of, 57,
59, 193; as almighty, 61, 255; as
amorous, 40, 48, 72, 118; and ani-
mals, 82; ankle bells of, 44, 229; ap-
pearance of, 59, 249; appreciation
of Gopis, 261; and Aristasura, 52n,
241, 242; and Arjuna, 103, 104;
arms of, 36, 38, 43, 50, 59, 66, 68,
69, 128; as attractive, 120, 210, 218,
219; as auspicious, 54; and autumn,
193; avatars of, 46, 76; and Baka,
44n, 229; and bamboo, 81; baton
of, 68, 118, 274; beauty of, xiv, 36,
37,53,59,60, 62,89, 118, 123, 126,
205, 218, 219, 238, 244, 247,271,
272, 284; beauty stealing, 52; and
bees, 41, 43, 89, 90, 91, 92, 93, 239;
as beloved, 34, 64, 259, 281; as



Beloved Lord, 25, 29, 30, 39, 47, 61,
62, 65,67,69,70,73,121, 122, 147,
148, 193, 232, 270; benedictions of,
52; as bestowing riches, 54, 245;
betel nut of, 59, 69; in Bhagavata
Purana, 13; and birds, 83; as birth-
less, 29; birth of, 51, 111, 239; as
black, 270; as blue, 118, 120, 147,
270, 272; as boar, 42, 226, 353;
bondage for, 75; and Brahma, 45,
47,120, 134, 229-30; as brother of
Rama, 43; buffalo horn of, 118; and
bull demon, 52, 241, 242; and but-
ter pots, 46, 231; and calf demon,
44, 229; and cart demon, 44; cele-
bration of, xiv; characteristics re-
vealed by, 283; chest of, 36, 57, 93;
as child, 110, 111, 117, 118; child-
like, 70; as clouds, 67, 120, 270, 273;
companion of, 86, 87; as compan-
ion of souls, 62, 159; compassion
of, 37,71, 277; completeness of, 49,
122,123, 194-95; complexion of,
91,118, 120, 147, 180-81, 224, 270,
271; conquest of over Cupid, 286;
control of, 75, 221, 232, 233, 234,
235,260-61, 271, 275, 277; and cos-
mology, 118; counterpart of, 73; as
cowherd, xiii, 3, 44, 45, 55, 78, 80,
85, 113; and cowherds, 78, 79, 85,
93; and cows, 45, 54, 82, 229-30;
and crane, 44, 229; as cunning, 55;
as Damodara, 81, 231, 348; as
dancer, 79, 80; dancing Rasa dance,
xiii, 2-3, 66-70, 147, 175, 176,
266-69; dancing with each Gopi, 2,
66, 147, 266—68, 276; as dear to
sages, 35; deceit by, 57, 89, 90, 92;
delight of, 70; and demons, 44, 241,
243; dependent position of, 122;
descent of, 73, 76, 210, 243, 244,
283; as desire-fulfilling, 171; desire
of, 73, 74, 75, 193, 279; detachment
of, 192, 243; and Devaki, 348; devo-
tion to, 34, 53, 57, 58, 65, 75, 76, 77,
88,112, 123,239, 258, 265; and
dharma, 32, 34, 63, 73, 159, 160,
161-63, 190, 214, 216,217, 264,
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282; disappearance of, 39, 49, 142,
167, 190, 234, 237, 257; disc of, 118,
348; discontent with, 64; double en-
tendre of, 30n, 31n, 32n, 160-61,
190,211-12,213, 214, 215, 216,
217; dust from feet of, 47, 75, 90,
119-20; as dwelling with Gopis, 76;
as dwelling with souls, 242, 243,
264; earrings of, 36; effects of crea-
tures on, 75; as elephant, 47, 71, 72,
277; embrace of, 38, 60, 70; as
emerald, 67, 147, 180-81, 270-71;
and erotic, xiv, xv, 122, 192; and
ethics, 123, 158-59, 190, 213, 264,
278-79, 280-81, 282; as excellent
and famous, 86, 89, 90; exclusive at-
tention of, 139, 181-82; existence
for sake of, 130; eyebrows of, 90;
eyes of, 35,52, 54, 118, 238, 245;
face of, 53, 55, 56, 57, 59, 60, 118,
244; faith in, 92; family of, 93; and
family of Nanda, 244; as fear dis-
pelling, 53; feet of, 34, 35, 36, 41,
42,46,47, 53, 54, 55, 56, 58, 59, 60,
63,75,79, 84, 89,90, 118, 119-20,
128,129, 136, 155,226, 231-32,
244,245, 246; fingernails of, 38, 43,
71, 92; and fire, 45n, 231; and flow-
ers, 34, 48, 52, 59, 79, 80, 119, 130;
flute playing by, 2, 3, 37, 45, 56,
78-85,112,113,118-19,129, 141,
152,199,202, 219, 268, 272-73;
footprints of, 46, 47, 49, 79, 128,
147, 222; foot-signs of, 46, 231-32;
and forest, 26, 38, 45, 55, 58, 78, 79;
form(s) of, 4, 75, 76, 82, 135, 150,
220, 268, 282-83; fragrance of, 68;
freedom of, 75; as friend, 37, 50,
103; as fulfilled, 124; garland of, 38,
43,59,71,79,89, 118,127, 128,
201, 225, 353; garments of, 59, 79,
80, 118; gaze of, 72; in Gita
Govinda, 8-9; glances of, 35, 36, 40,
41, 43,55, 57, 80, 118, 205; glory of,
66, 238; and god of love, 38, 59; as
God of love, 59, 122n, 200, 250-51;
and gold, 118, 147; as Gopala, xiii;
Gopis accepted by, 194; Gopis
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as wives of, 67, 204, 273, 280-81,
284; Gopis’ concern for, 55, 58;
Gopis entranced by, 27, 205; Gopis’
faces wiped by, 71; Gopis” hands
stolen by, 35; Gopis’ hearts stolen
by, 27; Gopis honored by, 39;
Gopis” honoring of, 63; Gopis iden-
tify with, 143, 222, 223, 231; Gopis
joy-filled by, 35; Gopis loved by, 64;
Gopis’ knowledge of, 142, 241;
Gopis’ longing for, 57; Gopis’ love
for, 31, 32, 112-13, 143; and Gopis’
minds, 35, 41, 45, 51, 205; Gopis’
pleasure arranged by, 37, 220;
Gopis’ praise for, 51, 67, 112; Gopis’
prayers to, 53—54, 244; and Gopis’
purity, 65; Gopis’ renunciation for,
57; and Gopis’ sacrifice, 260; Gopis’
search for, 39—43, 46-51, 142—43,
223; Gopis seek, 26-27, 39-43,
46-51, 142-43,222,224; Gopis’ ser-
vice to, 36, 113, 138, 156, 164-65,
170, 172; Gopis surrender to, 113;
Gopis’ tracking of, 46-49, 50; and
Govardhana hill, 45n, 52n, 242; as
Govinda, 8-9, 27, 41, 47, 66, 81, 82,
88,121, 148, 201, 205, 216, 232,
348; graceful gait of, 45; grace of,
Xiv, 3, 39, 220, 265; gratitude of,
259-60; greatness of, 136, 191, 200,
226, 238,242, 243, 247; as great
Soul, 39, 48, 122n, 220; as green,
147; hair of, 36, 55, 56; hands of, 37,
41,43, 53,59, 63,69, 70,71, 93,
118, 244, 245, 275; happiness of,
170; as Hari, 29, 47, 129, 232, 348;
heaven of, xv; as Hrsikesa, 349; hue
of, 118, 147, 180-81, 224, 270, 271;
human form of, 76, 135, 282—83;
humility toward, 56, 238; as hunter,
91; as husband, 113, 162, 214,
280—82; and husbands, 73, 76, 132,
153, 163, 264, 284; identification
with, 143, 222,223, 231; and illu-
sion, 266; imitation of, 40, 44—46,
51, 143, 144, 222, 223,228-31; as
immeasurable, 29; as imperishable,

29; as indebted to Gopis, 260; as in-
dependent, 192; as infant, 44; injury
to, 55, 58; inner life of, 3; internal
nature of, 275, 279; intimacy or
sweetness of, 121, 135, 136, 192,
200, 226, 238, 242, 243, 247; inti-
macy with, 5, 55, 199, 200, 208, 209,
214,216, 238; intimate activities of,
118; intimate attributes of, 123,
283; as intimate deity, 110, 121, 159;
as intimate relation, 34; as intimate
supreme deity, 108-9; as intoxicat-
ing, 54; invisibility of, 64; invulner-
ability of, 122; and jasmine, 38, 128,
225; as jewel, 36; and Kaliya, 45n,
52, 54n, 230, 242; as kama, 171; as
kama-dam, 171; as Ke$ava, 39, 42,
60, 121, 349; kissing of, 68; and krs
(verbal root), 120; and Krsna River,
72; and ksatriya class, 270; and
kunkuma powder, 43,71, 201;
laughter of, 35, 37; liberation
through, 29, 34, 210, 244; lilas of,
44,76,110, 118, 123, 150, 265, 286;
and lilies, 80; limbs of, 43, 63, 65,
70; lips of, 35, 36, 48, 54, 56, 60, 79,
81, 89, 245, 246; as Lord, 37, 75,
122n; as Lord of love, 52, 118, 241;
as Lord of Madhu Dynasty, 89; as
Lord of Rama, 40, 70, 87; as Lord of
Yadus, 74, 87, 90, 244, 279; as Lord
of yoga, 255; and lotus, 52, 53, 54,
55,56,59, 68, 80, 118,128,129,
136, 238; lotus as stealing heart of,
129; lotus eyes of, 34, 35, 54; lotus
face of, 59, 60; lotus feet of, 36,47,
54,56, 58,59, 75, 84, 86, 89, 136,
155; lotus held by, 43; lotus-like
hand of, 37; and love, 29, 192,
194-95, 282, 283; on love, 2, 63—65,
144,167, 258, 262; love as power
over, 180-81, 235; love for, 31, 32,
34,64,77,112-13, 140, 143, 208,
248-49, 259-60, 281-82; love-
inspired, 2, 127; love of, 57,72, 77,
121,122,123, 125, 259-60, 261; as
lover, 28, 110, 142, 208; and love’s
eternal play, 4; and love’s phases,



173; as love’s source, 235; love sub-
mitted to by, 123, 180-81, 196; and
lust, xiv, 49; as Madhava, 41, 50,
121; as Madhupati, 78, 349; and
madhurya, 135, 136, 192, 238, 243,
283; and mandala, 175, 176; as
manifest, 57, 143, 223; at Mathura,
93; medicine given by, 57; on medi-
tation, 154; meditation on, xiv, 27,
32, 35,55, 56, 60,114, 136, 144,
146, 152-53, 154, 155, 205, 206;
memory of, 55; mercy from, 34; as
mighty armed, 50; as moon, 38;
and moon-stars metaphor, 198; as
moved, 123, 199, 277; movements
of, 40, 45; as Mukunda, 68, 83, 91,
121, 350; as Murari, 83; as name of
God, 349; names and epithets of,
120-22, 179, 232; and nature, 29,
278; nectar of, 35, 36, 48, 54, 56, 79,
81, 82, 89, 246; neglect by, 242; and
night, 73, 277; nursing of, 44; as
omnipotent, 196; and ontology,
118; as original Person, 34, 108,
216, 347; and ornament setting,
147; and others’ wives, 73-74; as
paramour, 281-82; parents of, 87;
and parodharma (highest duty),
211; passion for, 26, 54, 57, 63, 136,
220, 238, 251, 256, 282, 283; passion
of, 48, 250-51; and peacock feath-
ers, 118; plants bowing to, 130, 228;
playfulness of, 30, 38, 40, 55, 70, 79,
90, 118, 123, 124, 190, 205, 210,
211, 216; play of, 70; pleasure of, 37,
70,72, 172, 275; poets on, 54;
power and intimacy or sweetness
of, 121, 135, 136, 192, 200, 226, 238,
242,243, 247; power of, 266, 282;
praise for, 32, 38, 54, 79, 245; praise
from, 68; prakasa forms of, 268;
presence-absence dialectic of, 124,
166; presence of, 40, 57, 60, 144,
205; and pride, 39, 123-24, 283;
promises of, 55, 57; as protector, 37,
45,52, 53,241, 242, 243, 281; psy-
chology of, 212; as punisher for
evil, 45; as pure, 73, 124, 277; as
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purnavatara (full descent of deity),
108; and Piitana, 228; and Radha,
15,47,49, 148, 149, 150, 151,
232-33; and Rama (Balarama), 41,
43,44,78, 83,224,227, 231, 350; as
Rama (Ramacandra), 91n, 227; and
Rama (Goddess), 35; and Rati
school, xv; and rebirth, 110; and
reciprocity, 63-65, 123, 250, 258,
260-61, 265; redemption by, 3; re-
flection of, 70, 275; regal form of,
150; resolve of, 193; and rivers, 81,
83; sages on, 54; as Saktimat, 149;
saktis of, 255; and sandalwood
balm, 59, 68; as sapphire, 270, 272;
as sarvariéitva, 281; and Satvatas,
53; as Sauri, 59n, 121n, 250, 352;
seat of, 62; self-delight of, 49; self-
disguise of, 135; self-forgetfulness
for, 202; and self-interest, xiv, 63;
self-multiplication of, 70, 150,
255-56, 26669, 271, 276; separa-
tion from, 28, 35, 65, 113—14, 130,
142, 144, 166, 201, 206-7, 221, 234,
235,254,257, 260; and sex, xiv, 32,
73,110, 122, 124; shoulder of, 49,
68; signs on feet of, 119; and sin,
xiv, 47, 54, 110, 119-20; singing of,
38, 80; single companion of, 47;
and Sisupala, 209, 348; smiles of,
36, 38, 40,41, 53, 55,57, 59, 70, 90,
118, 205; and snakes, 45, 52, 54,
230; as Soma, 198; song of, 57; as
son of Devaki, 67, 81, 147, 270; and
son of Maya, 52; as son of Nanda,
41, 46,47, 82, 113; as son of Va-
sudeva, 244; and soul, 3, 4; as soul
of all, 114; souls called by, 118; as
soul within all souls, 159; as source
of Brahman, 28, 142; as sovereign
deity, 3; spiritual form of, 220;
sportiveness of, 124; and Sri, 36, 57,
69, 93; subdued, 73, 277; submis-
sion of, 123, 180-81, 196; submis-
sion to, 136; submission to
Yogamaya, 132-33; as subversive,
124; suffering dispelled by, 36,
37,53, 56, 57; as supreme, 123, 245;
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Krishna (continued)
as supreme Beloved, 113; as
supreme Brahman, 281; as supreme
deity, 122; as supreme Lord, 37,
193, 232; as supreme Lord of yoga,
29,37, 62, 66, 122n, 220, 255, 266,
354; as supreme Person, 40, 61,
117-18, 122n, 224, 255; as supreme
soul, 28, 29, 34, 46, 122,217, 243;
surrender to, 54; as sweet, 54, 121,
135, 200-201; as teacher, 2, 3, 123,
217; tears of, 276; teeth of, 38, 128;
testing by, 211; as thief, 27, 35, 52,
113, 129,201, 238; threats to, 218;
as thunderstorm, 120; toes of, 48;
touch of, 38, 41, 65, 67,92, 119,
144, 146, 147, 226, 254, 265; and
transcendence, 122, 123, 160, 190;
and trees, 43, 118, 228; trickery of,
232; and Trnavarta, 44n, 52n, 229,
242; as true object, 34; as true
spouse, 160; and tulasi plant, 129,
225, 352; union with, 166; as
Urukrama, 42, 121n, 226, 352; as
Uttamasloka, 352; and Vaishnav-
ism, 105; as Varaha, 42, 121n, 226,
353; as Vasudeva, 121, 285; and
Vatsa, 44n, 229; and Vedas, 118; and
Vishnu, 77, 105, 108, 109; voice of,
54, 245; and Vraja, 75n, 80, 118,
129, 244; and Vrsnis, 53, 244, 353;
and Vyomasura, 52, 241, 242; warn-
ing of, 211; and water, 71-72; as
Witness, 53, 76, 159-60, 243, 264,
282; and women, 38, 41, 53, 57, 90,
110; words/speech of, 30-37, 38, 40,
54, 65, 89,92, 118, 190, 210,
211-12,213, 214, 215, 216,217,
245; world elated by, 37; and worldly
interaction, 124; worshiped, 36, 47,
56,62,72,82,90,119, 232; and Ya-
muna River, 2, 3, 38; and Yasoda,
46n, 134-35, 231, 242, 243; and Yo-
gamaya, 25, 76, 113, 122, 123,
132-33, 134, 135,193, 196, 244,
256, 266, 277, 278; as yogesvara,
134, 353; as yogesvare$vara, 266; as
youth, 111, 117. See also God

Krishna Caitanya. See Caitanya

Krishnadasa Kaviraja: Caitanya
Caritamrta, 4n, 98, 168-70, 172, 174,
188, 283; on deer, 227; on flute
music, 219; on Gopi Gita, 239; on
Gopis’ love, 249; on Gopis’ pride,
244; on Gopis’ sacrifice, 260; on
Krishna and dharma, 214; on
Krishna as emerald, 270; on Krishna
as God of god of love, 252; on
Krishna’s self-multiplication, 268;
on loss, 174; on love, 168-70, 172,
261, 262, 282; on love for God, 204;
on plants addressed by Gopis,
225-26; on Radha, 149, 233; on
satisfaction, 247; on trees bowing
to Krishna, 228

krs (verbal root), 120

krsna, 349

Krsna River, 61, 72, 349

krsna-vadhvo, 273

ksatriya class, 271

ku (earth), 200

kula-pati, 227

kumut, 200

kurnkuma powder, 26, 33,43, 62,71,
84, 89, 198, 201, 349

Kurabaka tree, 41

Kurus, leader of, 70

Laksmi (Goddess), 89n, 90, 129,
149-50, 240, 349; referred to as
Rama, 26, 35, 40, 70, 87, 120, 198,
200, 350

Lalita, 253

lamentation, 238

Layla and Majnun, story of, 7

liberation, 29, 34, 170, 171, 202, 208,
209, 210, 244, 258

lightning, 67, 273

lila, xiv, 8, 14, 15,98, 110, 118, 123,
140, 150, 166—67, 276, 277; defined,
349; of Krishna: Agha slain, 52,
242; Arista slain, 52n, 241, 242;
Baka slain, 44n, 229; Brahma steals
calves and children, 45, 229-30;
Brahma (Vikhanas) prays to Krishna
for protection, 53, 243; Kaliya slain,
45n, 52, 54n, 230, 242; Krishna
bound by Yasoda for stealing butter,



46n, 231; Krishna lifts Govardhana
hill, 45n, 52n, 242; Krishna’s de-
scent as Urukrama, 42, 121n, 226,
352; Krishna’s descent as Varaha,
42,121n, 226, 353; Krishna swal-
lows forest fire, 45n, 231; Patana
slain, 44, 228, 350; Sakata slain,
44n, 228; Sisupala slain, 29;
Trnavarta slain, 44n, 52n, 229, 242;
Vatsa slain, 44n, 229; Vyomasura
slain, 52n, 241, 242; of Siva: drink-
ing kalakiita poison, 74n, 279

lila-anubhava, 222,229, 231

lila-$akti, 276

lilies, 80

limbs, 63, 70, 71. See also arms

lips, 33, 35, 36, 48, 54, 56, 60, 79, 81,
89, 245, 246

lotus: blue, 68; Brahma’s birth from,
56, 246; on breeze, 38; dance of, 38;
epithets for, 200; fragrance of, 128;
and Gopis, 69, 128; and Krishna,
52,53, 55,58, 59, 60, 68, 80, 118,
128,129, 136, 238; Krishna holds,
43; and Krishna’s eyes, 34, 35, 54;
and Krishna’s feet, 36, 47, 54, 56,
58,59, 75, 84, 86, 89, 136, 155; and
Krishna’s flute song, 78, 81; and
Krishna’s hand, 37; Krishna’s sight
of, 26; and mandala, 175, 176; and
moon, 200; night-blooming, 128,
189, 200; offerings of, 83; scent of,
78; showers of, 72; as sign on
Krishna, 46, 231; symbolism of,
200; as thief, 129; and Uddhava, 86;
and Vishnu, 118; and Vraja, 126,
128; white, 38. See also flowers

love: adulterous, 32, 167, 204, 208,
215, 280-81; as aspect of God,
98-99; and attainment of God, 3; in
Bhagavad Gita, 103—4; in Bhagavata
Purana, 12; and Brahman, 107;
conditional, 250, 256, 257; conjugal,
101, 102, 103, 112-13; conquering,
180-81, 183; consummation of,
193; and death, 157, 208; devo-
tional, 1, 3, 97-101, 105-7; divine,
4,144-46, 194, 201-2; divine vs.
worldly, 166, 167, 169; erotic, 4,
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168; eternal play of, 4; eye of pure,
4-5; glow of, 276; for God, 1, 6, 12,
97, 105-7, 204, 214, 226, 246,
248-49, 277; of God, 4; of Gopis, 3,
8,32,59,60,77,92,112-13, 125,
137, 140, 143, 152, 161-62, 166-67,
168,172,173, 180-81, 219, 220,
236, 241, 245, 247, 249, 25254,
259-60; Gopis on, 63; hide and seek
of, 124; indifference in, 64, 250,
256; intimate and pure, 226; irre-
sponsible, 3; Jiva on, 192; as kama,
168-72, 248, 349; in kinds in rasa,
100-101; kinds of, 252—54; and
Krishna, 29, 192, 194-95, 282, 283;
for Krishna, 31, 32, 34, 64, 77,
112-13, 140, 143, 208, 248-49,
259-60, 281-82; of Krishna, 57, 64,
72,77,121, 122,123, 125, 259, 260,
261; Krishna as God of, 59; Krishna
as lord of, 52; Krishna as source of,
235; Krishna inspired to, 2, 127;
Krishna moved to, 277; Krishna on,
2,63—65, 144, 167, 258, 262; Krishna
overpowered by, 180-81, 235;
Krishna’s characteristics revealed
in, 283; and Krishna’s disappear-
ance, 234; Krishna’s submission to,
123, 180-81, 196; as madness,
201-2; mutual, 100; and mysticism,
6, 7; nurturing, 100; obsessive, 3; by
parents, 257-58; passionate, 3, 7,
97,101, 104, 276, 277; and peace,
246; phases of supreme, 173-74;
possessive, 253; as prema, 168,
169-71, 172,226, 234, 257; and
pride, 123, 142, 167, 236, 253; pure,
4-5,142,143,169-71,172, 181,
203, 208, 223, 226, 246, 248, 259,
260, 261; pure and selfless vs. erotic
and passionate, 168; pure vs. im-
pure, 167; and pirva-raga, 192, 203,
222,235, 240; of Radha, 233-34;
reciprocal, 63-65, 250, 256, 257,
258,260, 261-62, 265; reverential,
100; in Rg Veda, 101-2; romantic,
117; in Sanskrit drama, 117; San-
skrit words for, 167—72; and self-
forgetfulness, 202; selfish, 3, 167,
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195, 257; selfless, 131; and separa-
tion, 101, 234; service in, 100; in
Song of Solomon, 6, 7; subservient,
100; as supreme power, 235; and
term manmatha, 251; as theme,
193; transcendent realm of, 6;
transethical sphere of, 165; true,
257; unconditional, 250, 256, 257,
258; in Upanishads, 102-3; worldly,
192, 248; yoga as tool of, 156; and
Yogamaya, 192. See also affection;
amorousness; bhakti; eroticism;
lust; passion

lover: abandonment by, 88; in Bha-
gavad Gita, 104; face caressed by,
25, 198; God as, 6—7; Krishna as,
28,110, 142,208

lust: in Bhagavata Purana, xvi; as dis-
ease, 4, 77, 285; freedom from, 4;
and Gopis, 166; and kama-dar,
244; and Krishna, xiv, 49; prakrta-
kama as, 170; in Rasa Lila, 4. See
also love; passion; world/worldliness

mada, 275

Madhava, 41, 50, 121, 349

Madhu Dynasty, 89, 349

Madhupati, 78, 349

madhura, xiv

madhura-rasa, 204, 282

médhurya, 118, 121, 135, 201, 238,
243,274, 283

madhurya-bhava, 226

madhurya-lila, 192

madhurya-rasa, 136

madness, 40, 42, 43, 142—44, 201-2,
222-24,225,230,231

Mahabharata, 103, 110

mahabhava, 246

mahamantra, 179

maha-marakato, 270

maharas, 176

mahatma, 122n, 220. See also atma

Majumdar, A. K., 11

malati flower, 41, 350

mallika flower, 41, 350

mamata, 203, 236

mana, 221, 253

manas, 194

mandala, 174-75, 17879, 268. See
also Rasa mandala; Vraja Mandala

mandala-manditah, 265-66

mango, 42, 80

manmatha, 251

mantra, 179

marakatah, 270

margas, 106

marriage, 101, 102, 103, 112-13,
138-39, 2034, 214, 273, 280-82,
283-84

Mathura, xiii, 93, 150, 235, 350

Maya. See Yogamaya

maya, 135, 213-14, 350

Maya, son of, 52, 242, 350

meals, 27

meaning, external vs. internal, 208

medicine, 57

meditation, 106, 216; devotional, 154;
escape to, 152; of Gopis, 27, 32, 35,
55,56,60,114, 136, 141, 144, 145,
146, 147, 152-53, 154, 155, 205-6,
207, 222, 230, 254; on Gopis, Xiv;
joy through, 28; of Krishna wor-
shipers, xiv; madhura mood of, xiv;
and mandala, 174; in Patanjali, 206;
yogic, 205

memory, 55, 112, 144, 246. See also
forgetting

mendicant, 92

milk, 26, 125, 204, 243

milking, 141

Miller, Barbara Stoler, Love Song of the
Dark Lord, xii

mohita, 132, 135, 205

monism, 107

moon, 2, 25, 26, 31, 38, 50, 61, 70, 73,
111,124,126, 128,179, 189,
198-99, 200

morality. See ethics

mortar, 46

mothers, 31,101, 110

mountains, 119

Mukunda, 68, 83, 91, 121, 350

Murari, 83, 350

murder, 52, 239, 240

music, 178; of celestial beings, 269; as
filling universe, 67, 273; Gopis and,



69; Krishna as source of, 272-73;
origin of, 273; and Rasa dance, 268,
269. See also flute music; singing/
song
my-ness, 203, 236. See also self
mysticism, 5, 6, 7

Nanda, 41, 46, 47, 82, 113, 244, 350

na paraye, 260

Narada, 13; Bhakti Siuitra, 142, 164-65

Narayana, 240

nature, 28, 29, 125, 142, 152, 189, 278,
348. See also universe; world/world-
liness

Natya Sastra, 99

necks, 69

nectar, 35, 36, 48, 54, 56, 79, 81, 82,
89, 92,246

night, 2, 25, 61, 124; of Brahma, 77,
182, 284-85; flowers blooming in,
127, 128-29, 189, 200; as frighten-
ing, 30, 211, 212; and Gopis,
139-40, 193, 194; and jasmine,
193-94; and Krishna, 57, 73, 277;
and ratri, 139, 140; refuge of in
rasa, 73, 277; as source of poetry,
278; in Vraja, 127; and Yogamaya,
277,278

nilamani, 270

nirguna, 350

nirhetuka, 258

Nityananda, 214

nursing, 31, 44, 203—4, 280

om, 118

oritkara, 192

ontology, 191

ornament, 27,67,70, 111, 147
Otto, Rudolph, 107, 172

Padma (Goddess), 89

Padma (Gopi), 253, 275

padmaja, 246

para-brahman, 281

parakiya, 204,273, 280, 282

parakiya bhava, 204, 282

paramatman, 122n.14, 209, 350. See
also atma

paramesvara, 122n, 350

Index 383

paratit kantam, 208
parents, 63, 100, 117, 118, 257, 258
Pariksit, 16, 28, 70n, 73, 142, 190, 263,
279, 350
parodharma, 162, 163—64, 165, 211,
213
parrot, 13, 14
passion, 7, 97, 101, 104, 276; of celes-
tial ladies, 70; devotional, 164, 165,
181; of gods’ wives, 82; of Gopis, 3,
26,37,54,57,63,73,79, 124, 136,
166, 203, 220, 233; and humility,
164-65, 166, 180; increase of,
258-59; and Kamadeva, 203; for
Krishna, 26, 54, 57, 63, 136, 220,
238, 251, 256, 283; of Krishna, 48;
and pure love, 168, 277; as sense of
ananga, 203; vibhrama as term for,
223; worldly, 248. See also eroti-
cism; love; lust
Patanjali, Yoga Sitra, 154, 155, 206,
208
peacefulness, 77, 246, 286, 348
peacocks, 79, 80, 81, 118
Person: Krishna as original, 34, 108,
216, 347; Krishna as supreme, 40,
61,117-18, 122n, 224, 255
piety/impiety, 75, 280
plants: addressed by Gopis, 126, 128,
129-30, 225-26; bliss of, 43, 144;
bowing to Krishna, 228; Gopis’ in-
quiries of, 40-42, 43, 46; selflessness
of, 130; in Vraja, 125, 126. See also
specific plants
play: as divine activity, 124; in forest,
277; of Gopis, 71; lila as, 349;
transethical sphere of, 165; Yamuna
River as arena for, 130
playfulness, 5; of Gopis, 40, 63; of
Krishna, 30, 38, 40, 55, 70, 79, 90,
118,123, 124, 190, 205, 210, 211,
216;
pleasure: arranged by Krishna, 37,
220; and atmarama, 347; of Krishna,
37,70,72, 172, 276; nivrtim as
term for, 227; worldly, 169. See
also bliss
poetry, 54,73, 124, 278
poison, 52, 74, 241
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poor man, 64

Prahlada, 257-58

praise, 32, 188, 191

prakasa forms, 268

prakrta-kama, 170

pralapa, 235,238

pranaya-mana, 221, 234, 265

prasada, 220, 246

prasamaya, 221

Prataparudra, 245

pravasa, 235, 238

prema, 168, 169-71, 172, 226, 234, 257

prema-netra, 4-5

presence, of Krishna, 40, 57, 60, 205

presence-absence dialectic, 124, 166

pri-, 167,259

pride: and divine possessiveness, 181;
as enemy of love, 123; of Gopis, 39,
123, 142,182,190, 221, 233, 234,
244, 256, 278; and Krishna, 39,
123-24, 283; of Krishna’s devotees,
53; levels of, 234; and love, 142, 167,
236, 253; of Radha, 49; as self-
indulgence, 142; and solitary Gopi,
144; worldly vs. otherworldly, 123

Priyala tree, 42

prostitute, 88

pulaka, 144-46, 219, 274

Pulinda, 84

purity: of affection, 167; of devotion,
164; and erotic and passionate love,
168; of Gopis, 65, 137, 168, 194,
208, 245, 249, 260, 261; of heart,
106; of Krishna, 73, 124; of love,
4-5,142,143,167,168,169-71,
172, 181, 203, 208, 223, 226, 246,
248, 259, 260, 261; and pride, 142;
of Rasa dance, xiv; and term sadhu,
261

purusa, 224, 350

purusah Saktibhir yatha, 255

pirva-raga, 192,203, 222, 235, 240

Putana (demoness), 44, 228, 350

Radha, 147-51, 253; and aradhita,
232-33; and Bhramara Gita,
113-14; Caitanya school on, 232; in
center of Rasa mandala, 148,

150-51; character of, 253; control
of Krishna by, 232-33, 234, 235;
dishonor of, 50; emotions of, 150;
flowers gathered for, 48; footprints
of, 47,48, 49, 147, 222, 233; forms
of, 149-50; in Gita Govinda, 9; and
Gopis, 9, 47, 50, 149, 150, 227, 232,
274; hair of, 48; as highest queen,
235; humility of, 235; and Krishna,
15,47, 49, 50, 148, 149, 150, 151,
232, 232-33; love of, 233, 253; and
mandala, 175, 176; pride of, 49,
150; in Rasa dance, 175, 176, 274,
274; self-indulgence of, 50; as
supreme Goddess, 149

rain, 52, 83, 125, 242

ram-, 167, 168

Rama. See Laksmi (Goddess)

Rama (Balarama), 41, 43, 44, 78, 83,
85,110, 224-25,227, 231, 350

Rama (Ramacandra), 91n, 109-10,
227

Ramananda (Raya), 148-49, 183, 233,
252,262,272,286-87

ranturi manas-cakre, 194

rasa, 124; in Caitanya Vaishnavism,
99; defined, 73n, 98, 99, 351; devo-
tional love as, 97—101; divine de-
light of, 122; as inspired by nature,
278; kinds of love in, 100-101; and
meaning of husbands, 284; nights’
refuge in, 73, 277; as relationship
with God, 99; requirements of, 282;
and Rg Veda, 101, 102

Rasa dance: in Bhagavata Purana, 14;
as climactic event, 2-3; and
consummation of love, 193;
dancing of, 66-70, 147, 265-69;
divine possessiveness in, 181; dy-
namic circle of, 174-75; flute
music in, 268, 272-73; form of,
147, 351; Gopis dancing, 2-3,
66-70, 139, 147, 266-69, 273;
intimacy in, 165; Krishna dancing,
xiii, 2-3, 66-70, 147, 175, 176,
266—69; music of, 268, 269;
performance of, xv; pluralism in,
180; purity of, xiv; and sin, xiv; as



universal symbol, 180; and
Yogamaya, 268

rasa-gosthi, 351

rasa-krida, 351

Rasa Lila, 191; benediction from hear-
ing, 15, 77, 285, 286, 287; in
Bhagavata Purana context, 9—11,
13, 111, 191; characters of, 15; circle
dance of, 1, 66, 265—66; climax of,
272; death and, 16—17; devotional
love in, 1; as drama, 15, 114-17;
erotic tenor of, 3; as essence of all
lilas, 8, 14; as expression of Radha-
Krishna lila, 150; frame passages of,
15, 111-14; and Gita Govinda, 8-9;
hearing of, 183, 265, 285-86; lust
in, 4; narratives of, 17—18; other
lilas recounted in, 15; pan-Indian
presence of, 9; passionate devotion
in, 104; recitation of, 265, 286, 287;
romantic tone of, 192; sacred con-
text of, 16—19; as Song of Songs, 8,
9-11, 14; soul’s union with deity in,
1; as special act of grace, 283; sym-
bolism in, 172—83; as term, 351;
theology of, 15; voices in, 115-16

Rasa mandala, 148, 150-51, 174-77,
179, 351. See also mandala

Rasa-Pancahyayi, xi, xii—xiv

ras lila (pilgrimage drama), 176, 178,
179, 351

rasmandal, 176

rasotsavah, 351

rationality, 190

Rati school, xv

Ratri (Goddess), 139, 140, 193-94, 351

ratri (night), 193

reciprocity, 63-65, 106, 123, 167, 250,
256,257,258, 260, 261-62, 265

renunciation, 3, 57, 202-3, 277. See
also self-renunciation

reputation, 32

resolve, 193

Rg Veda, 101-2, 193

rivers, 78, 81, 83. See also Yamuna
River

rosary, 129

rta (celestial order), 193

Index 385

Rudra, 74, 279, 351. See also Siva
(god)

Rapa Gosvamin, 206, 232, 234; Bhakti
Rasamrta Sindhu, 98-99, 188;
Ujjvalanilamani, 188

sadhuna, 261

sage(s), 35, 54, 60, 75, 87, 119, 137,
206, 207

Sahajiya tradition, 4n

Saibya, 253, 275

saint, 5, 60, 205

Saivism, 105, 107

Sakata, 44n, 228

sakhya-rasa, 100

saksan manmatha-manmathah, 250

saksat, 251

Sakti (supreme feminine power or
Devi), 105

saktimat, 255

Saktis, 255,262

Saktism, 105, 107

salvation, xv, 106, 107

samadhi, 155, 206, 207, 208

sambhoga, 221, 234, 251, 265, 273,277

samprayogah, 245

sarnsara (birth-rebirth cycle), 75n,
122,258

Sanatana Gosvamin, 98, 231-32

sandalwood, 59, 68

Sanskrit drama, 114-15, 116, 192

Santa-rasa, 100

sapphire, 270, 271, 272

sattvika-anubhava, 274

Satvatas, dynasty of, 53, 242, 351

sauhrdam, 257

Saunaka, 18

Sauri, 59n, 121n, 250, 351

scent. See fragrance

scripture, 11-17, 62, 255, 352

sea, 74

seed, 46, 192, 231

seeing, 32. See also vision

self, 7, 75, 134, 175. See also atma

self-awareness, 230

self-centeredness, 203

self-forgetfulness, 51, 153, 201-2, 203,
231. See also forgetting
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self-indulgence, 50, 236

self-interest, xiv, 63, 106, 181, 182, 257

selfishness, 3, 75, 166, 167, 170, 195,
257

selflessness, 130, 131, 167, 168, 170,
239, 244-45, 258, 259

self-multiplication, of Krishna, 70,
150, 255-56, 266-69, 271, 276

self-renunciation, 3, 202-3. See also
renunciation

self-sacrifice, 106

self-satisfaction, 64, 248, 258

self-surrender, 104, 106

self-unawareness, 202

self-worship, 223

sensuousness, 5, 168

separation: caresses after, 25; kinds of
in devotional love, 234-35, 238;
from Krishna, 28, 35, 65, 11314,
130, 142, 144, 166, 201, 2067, 221,
234-35, 254,257, 260; and purva-
raga, 192,203, 222, 235, 240; sor-
row at, 60; and union, 173-74, 272

serpent. See Kaliya (demon)

service, 32, 36, 100, 104, 106, 113, 138,
156, 164-65,170,172,213-14

sex, Xiv, xv, 32,73, 110, 121, 122, 124,
263, 282, 284. See also ethics; lust

shawl, 62

shoulder, 49, 68

sin, xiv, 47, 54, 110, 119-20

singing/song: of bees, 71; as filling
universe, 67, 273; in frame passage,
111; of Gandharvas, 66; of Gopis,
38, 40,51-58, 67,68, 69,71, 113,
273, 274; of Krishna, 57, 80; in
Vraja, 125. See also flute music;
music

Sisupala, 29n, 209, 348

Sita, 91n, 110

Siva (god), 47, 74, 105, 108, 109, 120,
279, 349, 351

skirts, 70

sky, 66

slesa-alankara. See double entendre

§loka, 86n

smiles, 36, 38, 40, 41, 53, 55, 57, 59,
63,67,70,71, 87,90, 118, 205

snake, 45, 230

Sobha, 276

Soma, 198

son(s), 57, 104

Song of Songs (Song of Solomon), 6,
7,8,9,11,14,173

“Song of the Black Bee” (Bhramara
Gita), 86-93, 113-14

“Song of the Flute” (Venu Gita),
78-85, 119

sopadhi-priti, 256, 257

sorrow, 33, 39, 60, 61, 64, 65, 114. See
also suffering

soul(s): Brahman as supreme, 209; of
celestial denizens, 66; desire of to
please God, 170; in dynamic circle
of Rasa dance, 175; and eternal play
of love, 4; exalted, 74; and finitude
vs. infinite, 180; and God, 7; God
conquered by love of, 180-81; God
loved by, 97; God’s compassion for,
192; God’s dance with, 180; Gopis
as extraordinary, 137, 141; humility
and passion of, 180; intelligent, 103;
intimacy of with God, 132; kinds of
love by, 100-101; and Krishna, 3, 4,
114; Krishna as companion of, 62,
159; Krishna as dwelling with, 242,
243; Krishna as dwelling within,
264; Krishna as great, 39, 48, 122n,
220; Krishna as soul within all,
159; Krishna as supreme, 28, 29, 34,
46,122,217, 243; Krishna as teacher
of, 123; Krishna’s call to, 118; love
of, 99-100; and mahamantra, 179;
in Rg Veda, 102; salvation of, 106;
self-forgetfulness of, 202; selfish,
170; and supreme Soul, 103; union
of with Brahman, 106-7; in
Upanishads, 103; and world, 152;
worthy vs. unworthy, 131. See also
heart(s)

spirituality, 34, 125,217, 220

Srama, 276

$ri (Goddess), 36, 54, 57, 69, 93, 129,
192, 239, 240, 352

Sridhara Svami: on affection, 209; on
aksipta, 223; on atma, 217; on
avrta-mukham, 218; Bhavarthabod-
hini, 188; on citradha, 250; on



dhirah, 286; on family of Gopis,
204; on Gopis and marriage, 280;
on Gopis’ frenzied activity, 204; on
hrdi krtva, 254; on intimacy, 209;
on Kandarpa, 192; on Krishna as
yoge$vara, 266; on Krishna’s exclu-
sive attention, 266; on Krishna’s
speech, 210; on kusalah, 217; on
night of Brahma, 284-85; on
pratiriidha, 223; on purity, 261; on
purusah $aktibhir yatha, 255; and
Rama, 224; on sadhuna, 261; on
tad-atmika, 236; on universe, 273;
on vines, 228

$ri-$uka, 193

Srngara, 248, 259

Srngara-rasa, 101, 190, 251, 265, 273,
277,283

Srutis, 62,255, 352

stars, 25, 38, 70, 126, 198

sthayi-bhava, 248

stones, 55, 58

storm, 52

Suddha-priti, 248, 259

suffering: cycle of, 53, 244; dispelled
by Krishna, 36, 37, 53, 56, 57. See
also sorrow

Suka, 191; and Badarayana, 193, 347;
on dharma, 74; on ethics, 159; as
knower of Brahman, 73; on Krishna
as supreme God of love, 250; mes-
sages of, 208; name of, 13, 14; nar-
rates, 25, 29, 33, 37, 39, 47, 50, 58,
65,78, 85, 86, 88, 189; role of, 17,
352; as son of Vyasa, xii, 17, 193; as
strict, 279; teaching of, 263—-64; on
Yogamaya, 131

su-pesalah, 265

Supreme Self, 102-3. See also under
Krishna

Sura dynasty, 121n, 250

surata-natha, 241

Sarpanakd, 91n

Sata, 16, 18

sva-dharma, 217, 352. See also
dharma; parodharma

svakiya, 204, 273, 280

svakiya bhava, 204, 282

Svaraipa Damodara Gosvamin, 278

Index 387

Svariipa Damodara, 221
Syamala, 253, 274

tad-atmika, 222,223, 236, 352

tan-mayatam, 210, 352

Tantrism, xv, 4n, 174

ta ratrih, 193

teacher, 2, 3, 88, 102, 123, 217

teeth, 38, 128

theism, 107

theocentrism, 106, 203

thief, 27, 35, 52, 113, 129, 201, 238

thighs, 38

throats, 67

thunderbolt, 46, 52, 119, 231

time, 56, 77, 125

torment (tapana), 190. See also sor-
row; suffering

touch, of Krishna, 38, 41, 65, 67, 92,
119, 144, 146, 147, 226, 254, 265

transcendence, 122, 123, 152-58, 160,
163, 171, 190, 209

trees, 31, 37, 40, 41, 42, 43, 46, 61, 78,
83, 85, 88,118, 125, 126, 130, 144,
228

Trnavarta (demon), 44n, 52, 228-29,
242

tulasi plant, 36, 41, 43, 125, 129, 130,
225, 352. See also Vrindavana

udbhasvara-anubhava, 275

Uddhava, 86, 87, 88, 113, 114, 352

universe, 67, 273. See also nature;
worlds, three

unmada, 201-2, 222-24, 223, 230. See
also madness

Upanishads, 102-3, 352

upasritah, 133,196

Urukrama, 42, 121n, 226, 352

Uttamasloka, 86n, 352

Vaijayanti. See garland(s)

Vaikuntha, xv

Vaishnavism, xii, 4n, 8, 9, 14, 97, 105,
106, 107, 120, 129, 164-65, 174,
175-76

Vali, 91n

Vallabha Bhatta, 262

Valmiki, Ramayana, 109-10
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Vamana, 91n, 226

Varaha, 42, 121n, 226, 353

varnasrama, 164

Vasudeva, 121, 244, 348

Vasudeva, 77, 121, 285, 353

Vasuki, 279

Vatsa, 44n, 229

vatsalya-rasa, 100

Vedas, xii, 12, 13, 64, 105, 118, 174,
353

Vedic hymns, 101, 106

Vedic mantras, 243

Venu Gita (“Song of the Flute”),
78-85,119

versification, 190, 198, 203, 209, 237,
248, 249, 250, 260, 263, 264-65,
272,336-42

vibhoka, 253

vibhrama, 223

vibhuh, 255

viharanari, 245

Vikhanas, 53, 243, 353

viklavitarin, 220

vilasa-anubhava, 252

vilobhana, 193

vines, 43, 119, 14243, 228

vipralambha, 165, 235, 238, 251, 259

viraha-bhakti, 165

virtue, 75

Visakha, 253

Vishnu, 13, 243, 353; arms of, 118; as
Bhagavan, 121; divine play of, 77;
forms of, 108-10; as god of suste-
nance, 108; and Krishna, 77, 105,
108, 109; and Laksmi, 89n, 90n; and
lotus, 118; manifestations of, 46, 76;
names of, 120; as omnipotent cos-
mic deity, 109; and Radha, 254; and
Rama, 109-10; as source of Brah-
man, 108; as supreme personal
being, 108; and fulasi plant, 129;
and Vaishnavism, 105; and Va-
mana, 226; and Yogamaya, 133-34

vision, 4-5, 125. See also seeing

Visnu Purana, 14, 163, 195

Vié$vanatha Cakravartin, 99, 191; on
adultery, 215; on bewilderment of

god of love, 251; on cestitam, 220;
on citradha, 250; on conquering
love, 181, 183; on dharma, 213;
on dhirah, 286; on divine
madness, 143; on double
entendre, 213; on family of Gopis,
204; on foot-signs of Krishna, 46,
231-32; on Gopis, 254; on
Gopis as dying, 248; on Gopis as
Krishna’s wives, 273; on Gopis’
dancing, 273; on Gopis’ frenzied
activity, 204; on Gopis’ identifica-
tion with Krishna, 231; on Gopis’
madness, 222-24, 231; on Gopis’
perfection, 206; on Gopis’ self-
forgetting, 231; on Gopis’ singing,
273; on Govinda, 216; on hearing
Rasa Lila, 285-86; on hrdi krtva,
254; on Krishna and ethics, 279; on
Krishna as emerald, 270-71; on
Krishna as great Soul, 220; on
Krishna as supreme soul, 217; on
Krishna as yoge$vara, 266; on
Krishna’s human form, 282,
283; on Krishna’s names, 232;
on Krishna’s reflection, 275; on
Krishna’s self-multiplication, 255,
267; on Krishna’s speech, 210; on
Krishna’s touch, 265; on kula-pati,
227; on lotus, 200; on love, 199,
256, 257, 258, 259, 261; on moon,
199; on morality, 276; on night of
Brahma, 285; and praise for God,
191; on purusah Saktibhir yatha,
255; on Radha, 253, 254, 274; and
Rama, 225; on Rasa dance, 266; on
saksan manmatha-manmathah,
250-51; on samprayogah, 245;
Sarartha Darsini, 188; on
self-indulgence, 236; on service
to husbands, 214; on Siva, 279;
on sources of poetry, 278; on Suka,
208; on tears of Gopis, 216; on
vines’ ecstasy, 228; on yoga, 280

voice, of Krishna, 245

Vraja, 26, 30, 37, 51, 55, 57, 353;
beauty of, 2, 125; dance in, 125,



130; earthly, 1-2; and Gopis, 138;
heavenly, 125; Krishna in, 118, 244;
Krishna inspired by, 129; and
Krishna’s flute playing, 112, 113;
Krishna’s world of, 75n; lotus shape
of, 128; maidens of, 77; and man-
dala, 176; nature of, 1-2; as para-
dise, 125-30; praise for, 238, 239,
240; ruler of, 80

Vraja Mandala, 1-2. See also mandala

Vrindavana, 46, 79, 81, 98, 125, 353.
See also tulasi plant

vrndavana-vihara, 277

Vrsni dynasty, 53, 244, 353

Vyasa. See Suka

Vyomasura, 52n, 241, 242

waists, 30, 63, 66, 67,211, 273

water, 52, 71-72. See also Yamuna River

wind, 242. See also breeze; Trnavarta
(demon)

wisdom, 77, 286, 348

Witness, Krishna as, 53, 76, 15960,
243,264, 282

wives, 67, 73-74, 82,102, 119, 138,
204,273,280-81, 284

women: abandonment of, 88; at-
tracted by Krishna, 219; bad-
hearted, 234; devotion by, 164; and
dharma, 32, 34, 152,211, 213; and
eroticism in mystical traditions, 6;
in frame passage, 111; and Krishna,
38,41, 53,57, 90, 110; noble charac-
ter abandoned by, 37; of Pulinda, 84;
subordination of, 164. See also
Gopis

words/speech: vs. actions, 74;
despondent, 220. See also Gopis;
Krishna

worlds, three, 37, 62

world/worldliness: abandonment of,
64, 88; attachment to, 92; bondage
to, 28; and divine, 166, 167, 169;
and duty, 92; and Gopis, 64, 88; of
husband, 214, 215; and Krishna,
124; loss of, 28; and love, 192, 248;
morality of, 276; and passion, 248;
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perspective of, 281; and pleasure,
169; and pride, 123; renunciation
of, 277; and sexuality, 282; and soul,
152; Yogamaya’s construction of,
134

worship, 167; in Bhagavad Gita, 104;

of Krishna, 36, 47, 56, 62, 72, 82,
90, 119, 246, 256; in Rg Veda, 101;
self-absorption in, 244

Yadava dynasty, 53n
Yadus, 53n, 74, 87, 89, 244, 279,

353

Yamuna River, 2, 31, 38,42, 51n, 61,

126, 127, 130, 230, 238, 349

Ya$oda, 46n, 134-35, 231, 242, 243
yoga: and bhakti, xiv, 154-56, 205-6;

defined, 131n, 353; devotional,
152-58; and erotic, xiv; and Gopis,
155, 205-6, 207; humility and pas-
sion of, 180; and karma, 75;
Krishna as supreme Lord of, 29, 37,
62, 66, 122n, 220, 266, 354; and
meditation, 205; perfection of, 155,
206; power of, 75, 280; and service
to feet of deity, 155; as tool of love,
156; as transcending death, 152-58;
and Yogamaya, 255-56

Yogamaya: as allowing intimacy, 135;

and Beloved Lord, 132-33, 193,
196; and Bhagavad Gita, 133;
characteristics of, 130—-37, 354;
and consummation of love,

193; and dharma, 284; and

drama, 137; and family, 283; and
Gopis, 266; and Gopis’ doubles, 76,
136, 153; and Gopis’ perfection,
206; and husbands, 76, 132, 283;
illusions of, 25, 196, 277, 278;

and illusory body, 153, 163, 204,
208; and Krishna, 25, 76, 113,
122,123, 132-33, 134, 135, 193,
196, 244,277, 278; and Krishna’s
self-multiplication, 256, 266;

and love, 192; and nights, 277,
278; as power of God, 133-34; and
Rasa dance, 268; as revealing and
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Yogamaya (continued)
concealing, 131, 133, 134-36;
submission to, 196; as uniting, 137;
and yoga, 256

yogamayam upasrita, 196

yoga-prabhava, 280
yogesvara, 134, 354
yogesvare$varah, 220
yogi, 60, 145, 254, 354
yogini, 15,113
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