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This thesis contributes to the study of disguise in North Indian religious drama performance. The
core of the thesis involves the analysis of the theme of (dis)guise in devotional Classical Hindi
(Brajabhasa) drama called Rasa-Iila, from North India, foregrounding its textual, performative,
and theological dimensions. While Rasalila has been studied as a devotional dance-drama rooted
in the Vaisnava bhakti movement (devotional movement in the 15th-16th century CE), the
specific genre of chadma-lilas (plays of disguise) has not received sustained scholarly attention.
This study examines how disguise functions as a dramaturgical device in the Mudariya CorT Lila
(the Theft of the Ring play) to communicate complex theological concepts within the living

performance tradition of North India.



Note on Translation and Transliteration
All translations are mine unless otherwise stated in the footnotes. I have read several English
translations of books from South Asian languages that have helped me with my own translations.

Whenever this is the case, I have acknowledged the sources.

In this thesis, the transliteration of the Devanagari script has been primarily guided by the pattern
followed by Professor Rupert Snell, or “Rupert Snell’s transliteration system.” The transliteration
strategy employed seeks to balance the traditional accuracy of phonetic representation with

modern comprehension and international standards.

Distinguishing Vowel Lengths
I have utilized “a” and “@” to clearly differentiate between the short and long “a” sounds,
respectively. This distinction is crucial, as it significantly affects the meaning of words, as

exemplified by ‘W8 (rasa) and “UH” (rasa). [ have made a conscious decision not to omit the use
of vowels, like “a” (37), at the end of words to portray a clear distinction in pronunciation,
particularly where words do not end with a vowel. Eg. ‘0§ (ras). However, I have not used the

vowel “a” at the end of the word “Braj” as this is a growing practice among scholars today.

Use of Diacritics

Diacritical marks have not been used for modern authors' names and places that have a
recognised Anglicised spelling. However, for historical figures and locations from earlier
centuries, particularly those known only through Hindi, Brajabhasa, or Urdu sources, diacritical
marks have been employed. Classified art forms such as Dhrupad and Haveli Sangit have not
been transliterated with diacritical marks, as they are commonly recognized by their Anglicized
spellings within the scholarly community. In contrast, lesser-known art forms and musical
instruments, such as Sa#ijhi art, have been transliterated with diacritical marks. This is done to
preserve the phonetic nuances of their names, which might be unfamiliar to the readers and

require precise representation for accurate identification and study. Standard language names like



“Hindi”, “Urdu”, and “Sanskrit” are not transliterated with diacritical marks, as opposed to
literary languages like Brajabhasa (Brajbhasha). I have omitted diacritics for Indic-origin
concepts and terms that have been Anglicized for English speakers. However, terms that have not
been Anglicized to fit the linguistic and cultural context, such as GauriyaSampradaya and

Nimbarka Sampradaya, are transliterated with diacritics.

Italicization and Capitalization

Proper nouns, including names of people and locations, have not been italicized. This includes
Radha, Krsna, and Braj. The term Rasalila has not been italicized as it is used as a proper noun
and the main subject of research. On the other hand, various Indic terminologies and concepts,
such as “brajvasi”, “rasa-dhari”, “gopi”, “sakha”, “svaripa’, “svami”’, and “rasa-mandali”,
have been italicized. The term svami, when used as a prefix to a name, is capitalized (Svam1) and
not italicized, but when it is used to See a master of the troupe, then it is written in lowercase
with italicization. Italicizing these terms helps highlight them as technical or specialized
vocabulary in the text, thereby aiding comprehension and emphasizing their use within specific

cultural or religious contexts.

The decisions regarding the use of diacritical marks, vowel length distinction, and italicization
are designed to support clarity, scholarly communication, and the accurate dissemination of

information.

Note for Chapter 3: *I have merely transliterated the script of Baba Tulsidas and Harivallabh
Sarma Kirtaniya; I have not inserted the commas and full stops on my own. I have underlined the

variations of the words in transliterations.*

F k, @ kh, Tg, T gh, T,

¢, B ch, 9], T jh, T,

T4, 5th,sd,Edh, Tp,

dta, Tth,<d, ddh,Tn

T p, Fph, b, T bh, Am
Ty, Tr, AL, TV, qS,Tsh,Ts, 8 h,



gr,erh
Fm, i



Abbreviations

M. — masculine.

F. — feminine.

Sing. — singular.

Plu. — plural.

Adj. — adjective.

adv. — adverb.

Obl. — oblique (case).

H. — Hindi.

Brbh. — Brajbhasa (Braj).
S. — Sanskrit.
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Introduction

The Rasalila is one of India’s devotional theatrical traditions that focuses on the plays of the
cowherd-God (Gopala) Krsna during his childhood in Braj. The area around Krsna’s birthplace,
Mathura, roughly between Delhi and Agra, is today a flourishing center of pilgrimage for
Vaisnava bhakti or the devotional strand of Hinduism related to the God Vishnu. Rasalila is
named after Krsna’s dance of love with the local cowherdesses or gopis, also named Rasa-Iila,
which stands symbolically for the interaction of God with the human soul. This tradition
crystallized in the sixteenth century, as Krsna’s favorite Gopi, Radha, herself became deified and
worshiped especially at the pilgrimage center of Vrindavan in Braj. At this locale, performances
are particularly prevalent during the festival seasons, the monsoon season of Sravana (August-
September) and the spring season of Phalguna (February-March), when pilgrims throng the

streets of this up-and-coming site near Delhi.

The Rasalila is performed by a rasa-mandali (troupe), traditionally consisting of a svami, the
proprietor, master of the troupe, and narrator, rasa-dharis or svaripas, the performers, and the
samgita samdja or orchestra. More than a manager or ritual mediator, the svami occupies a
pedagogical and theological role. He trains and guides the performers, compiles and edits scripts,
directs the flow of the performance, and simultaneously acts as an interpreter of the Iila for the
audience. Throughout the enactment, he comments on scenes, fills in transitional gaps, prompts
communal singing, and encourages spectators to participate emotionally and devotionally in the
unfolding drama. In this sense, the svami functions as a teacher not only to the rasa-dharis within
the troupe but also to the assembled devotees, mediating the performance’s theological
significance. Sometimes a mandali has two svamis, the second one usually called chote svami to
assist the senior svami. The scholar Norvin Hein, who pioneered the study of Rasalila, aptly
characterizes Rasalila as an “old nonliterary form of Hindu education.” This description captures
the tradition’s role as a living vehicle for transmitting religious knowledge and devotional

sensibility.
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One important aspect of Rasalila is that the performers are not seen as actors; they are rather
considered embodiments of the deity and called svariapas (manifestations) or sacala
vigraha (mobile deities). Their performance is regarded to be a reenactment of the divine play
for mortal eyes by mortal beings. Recent work in performance theory by Harishta M. Kamath
and Pamela Lothspeich (2023) has challenged the assumption that impersonation functions
merely as a secondary imitation of an original, arguing instead that performance unsettles the
distinction between copy and presence. Such a framework proves especially useful for
understanding the status of the svariipa in Rasalila, where the performer is not perceived as

“acting” but as embodying the divine form itself.

Lothspeich (2023) similarly observes in her study of the Ramlila of Ramnagar that performers
identified as svariipas are understood as entities of divine embodiment rather than impersonators,
a conception she suggests may itself be indebted to the Rasalila tradition. While Ramlila often
changes its performers every year, Rasalila historically keeps its svaripas till puberty.
Contemporary economic and social conditions, however, have increasingly led to the
continuation of adult performers, who have grown into their roles (since childhood) through
sustained training, embodied discipline, and devotional practice. Read together, these
perspectives suggest that performance in these traditions does not hinge on imitation but on
enacted presence, where the distinction between actor and deity is continually negotiated through

repetition, discipline, and devotional intent.

The sacred and pedagogical dimensions of Rasalila are equally reflected in its spectatorship.
Audiences are expected to observe ritual decorum, including removing footwear and engaging in
attentive, disciplined participation, while the svami continually regulates and guides audience
behavior through instructions and devotional commentary. Rather than applauding performances,
spectators respond by collectively chanting/hailing the names of Radha and Krsna, transforming
aesthetic appreciation into devotional expression. The audience, like the performers, thus
becomes an active participant in the unfolding lila, sharing in the emotional and theological

world that the performance seeks to create.
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The Rasalila genre is generally divided into two broad categories: Kysna-carita, which
dramatizes episodes from Krsna’s divine life, and bhakta-carita, which recounts the stories of
exemplary devotees. Within this diverse repertoire, the chadma-lilas, or disguise plays, occupy a
distinctive place because they rely on layered identities, role reversals, and emotional enactment.
Rasalila has long employed disguise (chadma) within the play as a powerful theatrical and
theological device. While contemporary audiences often experience these episodes as comic or
aesthetically engaging, their literary and theological depth remains understudied. This thesis
argues that disguise in Rasalila is not merely theatrical ornamentation but a performative
enactment of bhakti itself, revealing the complex interplay of devotion, performance, and

embodied role-play.

To understand this dynamic of layered embodiment and double-dressing, this thesis presents a
case study of the audience-favorite Rasalila play Mudariya Cor1 Lila, in which both protagonists
—XKirsna himself and his beloved Radha—assume disguises (Krsna as a gopl and Radha as
Krsna) to delight one another and to experience the depth of the other’s emotional state. The play
thereby dramatizes the theological principle of mutuality between the divine and the devotee
while simultaneously foregrounding the supremacy of Radha’s devotional perspective, in which

access to Krsna is mediated through participation in her emotional world.

State of the Art

Rasalila scholarship has primarily focused either on the historical development of the tradition or
on broader questions of religion and performance. Yale scholar of religion Norvin Hein’s The
Miracle Plays of Mathura (1972) remains foundational for the academic study of Rasa-lila,
offering historical documentation, analysis of sampradayic narratives, and annotated translations
of performance texts. Hein briefly identifies disguise plays within the repertoire but does not

explore their theological implications.

The Hindi scholar Ram Narayan Agrawal’s Rasalila: Eka Paricaya (1959) and Braja ka Rasa
Rangmanca (1981) provide detailed discussions of the literary and performative traditions of

Rasalila while also reflecting anxieties regarding linguistic and performative innovation within
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the form. Prabhudayal Mittal (1983) and Vasant Yamdagni (1980) similarly document the
evolution of the repertoire and acknowledge the adaptive and fluid nature of Rasalila literature.
Yamdagni, in particular, emphasizes the folk dimensions of the tradition rather than viewing it
solely through a classical lens.Columbia University’s scholar Jack Hawley, in association with
Shrivatsa Goswami, expanded the discussion of Rasalila in A¢ Play with Krsna (1981) by
examining its social, artistic, and devotional dimensions. Of particular importance is his
discussion of the deification of performers as svaripas or sacala vigrahas (mobile deities), a
conception that complicates conventional distinctions between actor and character. Hawley’s
translations and documentation of plays such as Bamsi Cori Lila provide valuable insights into
the role of disguise and role-play within the repertoire. His work demonstrates that these
performances are not merely dramatic representations but devotional enactments in which
performers temporarily assume sacred identities. Nevertheless, the theological significance of
chadma (disguise) itself, and the ways in which chadma mediates devotional experience, remain

unexplored.

Indiana University (Bloomington)’s scholar of religion, David Haberman’s Acting as a Way of
Salvation (1988) examines raganuga bhakti and devotional role-play within Gauriya Vaisnava
practice, demonstrating how emotional identification and performative imitation become modes
of spiritual realization. Although Haberman does not focus directly on Rasa-lila, his work
provides an important framework for understanding devotional embodiment within performance
traditions. Similarly, Rhodes College Professor of Media Studies David Mason’s Theatre and
Religion on Krsna's Stage (2009) explores Rasalila through the combined lenses of theater and
religion, emphasizing bhava, remembrance (smarana), and the devotional transformation of
performers and audiences. Mason’s work particularly highlights the theological importance of
child performers as embodiments of “pure bhava.” However, the contemporary continuation of
performers into adulthood, due in part to the endangered status of the tradition, introduces new
forms of contemplative and interpretative depth that remain understudied, especially in

emotionally complex genres such as chadma-lila.
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German-born scholar Selina Thielemann’s Rasalila: A Musical Study of Religious Drama in
Vraja (1998) shifts the focus to the musical dimensions of performance. She argues that Rasalila
incorporates a remarkable range of North Indian musical styles, extending from classical and
semi-classical traditions to regional folk genres. Her documentation of performances at the Sri
Caitanya Prema Sarhsthana during the 1996 Sravana season, including interviews with Svami
Fatehkrishna Sharma, provides valuable ethnographic insight into the musical practices of
contemporary Rasalila. Thielemann characterizes the performers as “ambassadors of the Iila,”
whose enactments preserve and communicate the distinctive devotional and cultural heritage of

Braj.

In the study of the intersections between devotional and courtly performance traditions in North
India, UW PhD Genoveva Castro’s study, Wajid ‘Ali Shah Plays Krishnas Stolen Flute: The
Multiplicity of Voices in the King of Awadh’s Dramatic Work, situates the king’s theatrical
productions within a broader framework of Hindu—Muslim cultural exchange. It draws attention
to how Rasalila narratives, such as the Vamst nat lila attributed to Lalit Ki$or1, resonate within
courtly drama. By analyzing both textual and performative dimensions, Castro demonstrates how
devotional motifs circulate beyond explicitly religious contexts and become reconfigured within
Indo-Persian aesthetic worlds. The relevance of the Vamst nat 11la to the present study extends
beyond its role as a point of cultural transmission. As a narrative structured around theft,
disguise, and emotional play betweenKrsna and the gopis, it provides an important precedent for
understanding similar dramaturgical strategies in Mudariya Cort Lila. Both plays mobilize acts of
concealment and role inversion not merely for narrative progression, but to intensify affective

and devotional experience.
This Thesis’ Contribution

This thesis builds upon these studies while contributing to three emerging areas of inquiry within
the scholarship. First, it foregrounds disguise as a theological and performative category rather
than treating it merely as a comic or aesthetic motif. Second, it contributes a textual and

performative study of a contemporary Rasalila script that has not previously been translated or
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critically analyzed. Third, it examines how Rasalila performance becomes an embodied
enactment of devotional practices, particularly Gaudiya raganuga bhakti and the Radhavallabha
ideal of fatsukha-bhava, arguing that practices of remembrance (smarana), contemplation
(cintana), and sustained performance transform devotional role-play into a mode of sadhana,
while also foregrounding the theological centrality and supremacy of Radha within the
devotional universe of the play. To supplement the research, I have translated the entire
Srisyamavirahini Ifla by Narayana Svami in Appendix I, and a few selected verses from Prema

Samputa, a Sanskrit play on disguise by Visvanatha Cakravarti (17th century).

Methodologically, this study integrates textual criticism, performance analysis, and theological
inquiry. It draws upon theories of embodied devotion and religious performance, including David
Haberman’s notion of devotional re-socialization through role-play, UC Santa Barbara scholar
Barbara Holdrege’s work on embodied religious practice, and David Mason’s analysis of bhava
and performative remembrance in Rasa-lila. It also engages Brown University scholar Donna
Wulff’s discussion of disguise and “ingenious concealment” within devotional literature and
performance traditions. Building on these frameworks, the thesis argues that disguise in Rasalila
operates simultaneously at the literary, performative, and theological levels. The actors do not
merely represent divine figures; through practices of remembrance (smarana), contemplation
(cintana), and devotional discipline (sadhana), they participate in the emotional worlds of the
characters they embody. In contemporary performances, adult actors increasingly contribute
meditative and interpretative dimensions to these enactments, particularly in emotionally layered

performances such as chadma-Iilas.

This thesis is based on my transcription, edition, and translation of a three-hour-long live
performance of the play “Mudariya Cort L1la” (Theft of the Ring), which forms the basis of this
thesis. This is one of the plays offered annually as part of the devotional cycle celebrating
Krsna’s birth festival in the monsoon month, when the pilgrimage season reaches its peak. This
particular performance was carried out by Svami1 Fatehkrishna Sharma’s mandalt (troupe) at Jai

Singh Ghera, in Vrindavan, on August 8, 2024.
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Mudariya/mudari, meaning ring, in this play, becomes the catapult for the plot. In this lila,
Krsna, in his attempt to secure another meeting with Radha (Krsna’s beloved), steals Radha’s
ring. However, his plan backfires when he gets caught and is ultimately robbed by the gopis. To
retrieve his belongings, he disguises himself as a Syama-virahani (a maiden longing for
Krsna). Appearing as a Syama-virahani, Krsna-as-gopi publicly laments the absence of his
beloved (Krsna) in front of Radha’s palace to trick the gopis and Radha. Ultimately, this
compelled Radha to grant the divine sight to the Syama-virahani, dressed as Krsna. This
temporary inversion of identities dramatizes the devotional ideal in which the feminine mode

(gopt bhava) of longing becomes the pathway to divine union.

Interestingly, in this particular performance, there are not one but three disguises, which I
explore with their respective theological ideals. First, there is Krsna disguised as Syama-virhin.
Krsna’s embodiment of the longing gopit reflects the Guariya Vaisnava practice of raganuga
bhakti, particularly the cultivation of gopi-bhava through devotional identification with the
emotional world of the cowherd women of Braj. The second is Radha, who disguises herself as
Krsna or Yugalariipa (unified divine couple) to quench the suffering of the Syamavirhani.
However, her disguise is not a complete change of garb; she is adorned with Krsna’s ornaments
while wearing her skirt and orhani (a veil to cover the head and shoulders), symbolically
representing the divine couple. This unified disguise reflects the theological orientation of both
Guaritya (raganugda bhakti) and Radhavallabha Sampradaya (Vaisnava sects), particularly the
concept of tatsukha-bhava. And the third disguise, created by Svami Fatehkrishna Sharma’s
troupe, the Mansukha (jester), is dressed up oddly as a gopi, by wearing bangles on his ears and a
skirt on his chest. His disguise conveys theological ideas (by assuming the feminine bhava

participates in Krsna l1la) while adding humor to the rather emotionally intense drama.
Outline of the Thesis

The first chapter of this thesis examines the concept of chadma (disguise) within Vaisnava
literature and performance traditions, with particular attention to its place within the Rasalila

repertoire. It introduces the historical development of Rasalila, the genre of chadma-lild, and the
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fluid textual practices through which rasa-svamis compile, adapt, and transmit performance
scripts. It also examines the influence of different Vaisnava sampradayic ideologies and
devotional practices on both Rasalila literature and performance. Focusing specifically on
Mudariya Cor L1la, the chapter highlights the fluid and composite nature of Rasalila textuality,
tracing the literary evolution and divided authorship of the play through the contributions of
Caca Vrndavana Dasa (c. 1700— 1787) and Narayana Svami (c. 1828—-1900), together with their
respective Radhavallabht and (possibly) Nimbarki theological orientations. It also addresses the
role of the rdsa-svamis themselves as creative composers and editors of /ilas, whose authority
within the tradition enables them to incorporate, rearrange, and reinterpret inherited poetic

materials.

The second and third chapters are separated for the reader’s convenience, although both engage
with the same Mudariya Cori Lila performance staged by Svam1 Fatehkrishna Sharma’s mandali
at Jai Singh Ghera in 2024. They differ, however, in their modes of presentation and analytical

focus.

The second chapter offers a narrative account of the performance, attending closely to its
unfolding as a live event. It foregrounds the svamt's role not only as director but also as narrator,
teacher, and interpreter, demonstrating how he guides the audience through the performance,
ensures seamless scene transitions, and deploys the text dynamically during the enactment. The
chapter examines the improvisational practices of the rdsa-dharis and the process of
saralikarana or ‘simplification” whereby older Brajbhasa verses and poetic passages are made
accessible through a flexible combination of Braj and modern standard Hindi vocabulary.
Particular attention is paid to svami vacana—verses introduced by the svami during performance
that claim no fixed authorship and are absent from earlier printed scripts. These interpolated
passages often facilitate transitions between episodes or elaborate actions only implicitly
suggested by the poetry. The chapter also highlights the narrative and symbolic function of
Mansukha, whose comic interventions both sustain audience engagement and reinforce
theological ideas by repeatedly reorienting the performance toward Vaisnava devotional themes.

Through devotional practices such as kirtana, bhajana, and spontaneous commentary, the
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performers continually anchor the dramatic action within a devotional atmosphere,

demonstrating how enactment itself is guided by practices of remembrance (smarana).

The third chapter presents an annotated edition (in transcription as well as in Devanagari) and
English translation of the same performance. Here the text-critical aspect is foregrounded
through comparisons with earlier printed versions attributed to Baba Tulsidas (1950s) and
Harivallabha Sharma Kirtantya (1960s). Textual variations are supplied for comparison in the
notes. This chapter also offers a literary analysis of the play. Special attention is devoted to the
processes of saralikarana, the incorporation of Modern Standard Hindi (MSH) vocabulary, and
the role of svami vacana within the evolving performance text. The chapter identifies instances
in which the svami and rasa-dharis modify, simplify, or omit older poetic compositions to
accommodate the needs of a contemporary audience. At the same time, it argues that not all
improvisations serve merely explanatory purposes; many display considerable poetic creativity,
including devices such as alliteration and rhythmic embellishment, which enhance the

performance’s aesthetic and mnemonic appeal.

The fourth chapter examines the theological and performative dimensions of disguise in
Mudariya CorT Lila. It begins by tracing the figure of the Syama-virahant through the earlier
Syamavirahan play attributed to Narayana Svami before turning to the disguises enacted within
the contemporary performance. The chapter explores how the disguises of Krsna and Radha
articulate devotional and aesthetic frameworks associated with Guartya raganuga bhakti and the
Radhavallabhan tatsukha-bhava. 1t further investigates the role of remembrance (smarana),
contemplation (cintana), and emotional embodiment through devotional discipline (sadhand) in
the acting practices of contemporary rasa-dharis. As performers continue in these roles into
adulthood, the practice of smarana deepens through sustained cinfana and repeated participation
in the I1la, gradually transforming performance itself into a form of sadhanda. In this process, the
svarilpas do not simply represent the relationship between the divine and the devotee; they

actively embody and cultivate it. The chapter, then, argues that disguise functions not merely as
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dramatic representation but as a mode of devotional realization within the living tradition of

Rasalila.

In the study of North Indian devotional performance, this thesis contributes by showing how
theater traditions such as Rasalila operate as living sites of theological reflection rather than fixed
literary or ritual forms. Through the lens of disguise in Mudariya Cori Lila, the play
demonstrates how performance becomes a mode of embodied interpretation, in which bhakti is
enacted through gesture, role-play, and emotional identification. This approach invites a
reconsideration of vernacular drama in North India as an evolving field in which aesthetics,

devotion, and theology are continuously negotiated in performance.
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Chapter 1

Understanding chadma in Rasalila literature

The word chadma derives from the Sanskrit word chadman, a neutral noun, meaning external
covering, deceptive dress, or disguise. In the context of drama, it is considered deception.!
Although disguise as a narrative device appears across Sanskrit and Vaisnava literature, the
specific term chadma is rarely employed in classical Vaisnava dramas to describe such episodes.
In the Braj Rasalila tradition, however, chadma eventually emerged as a recognized category of

performance centered on Krsna’s disguises by Caca Vrindavana Dasa.

This chapter examines the emergence of chadma-Iila, the dramatic motif of divine disguise,
within the Vaisnava literary and performative traditions of Braj. It argues that, while the concept
of divine disguise has earlier roots in Sanskrit religious literature, chadma emerged as a distinct
theatrical category within the devotional and sectarian culture of Braj. At the same time, the
development of raganuga bhakti and the aesthetics of devotional participation, particularly as
articulated by Rapa Gosvami, blurred the boundaries between spectator, performer, and deity,

making dramatic role-play itself a mode of religious practice.

The chapter further demonstrates that the development of Rasalila cannot be understood within
the boundaries of a single sampradaya. Instead, literary motifs, devotional practices, and
performance traditions circulated across Gauriya, Radhavallabha, Nimbarka, and Pustimarga
communities. This inter-sectarian exchange remains visible in contemporary performance
traditions, including the present study of Svami Fatehkrishna Sharma’s mandali, which belongs
to the Pustimarga lineage while performing literary materials shaped by other Vaisnava sectarian

traditions.

The emergence of chadma reflects the convergence of divine embodiment, bhakti aesthetics, and
inter-sectarian literary production, laying the groundwork for the analysis of Mudariya Cort Lila

in the following chapter. There, I show how disguise functions not only as dramatic concealment

I Dhananjaya writes ‘mistatement’ is deception, adbhiitaharanam chadma. Dasarupaka, verse 38
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but as a means of negotiating intimacy, desire, and the fluid boundaries between human

performance and divine manifestation.
Chadma and Divine Embodiment in Vaisnava Literature

The philosophy underlying chadma is closely connected to the broader Vaisnava understanding
of divine embodiment. Vaisnava traditions frequently depict the deity assuming forms to benefit
devotees.2 As John Stratton Hawley observes, temple worship and Rasalila are not separate
domains but two expressions of a single dramatic reality. In the Vaisnava imagination, God is not
only the object of representation but the supreme actor who assumes multiple roles to experience
and reveal himself through lila. His descents (avataras) are not metaphorical interventions but
embodied performances of divinity in different relational modes. In this intimate form, divinity
experiences itself relationally, especially through the complementarity of masculine and

feminine, Krsna and Radha, within the dramatic structure of I1la.3

Tracing the idea of Krsna disguising himself by embodying forms could take us back to
Bhagavadgrta (second-first century BCE).# One of the earliest narrative expressions of divine
disguise appears in the episode of Mohini during the Samudra Manthana. Here Visnu assumes
the form of a celestial enchantress, Mohini, to deceive the asuras (demons) during the
distribution of nectar. Here, disguise functions not as mere deception but as divine strategy

within I1la.s

In Jayadeva’s (12th century) dasavatara (ten incarnations) song one, in the Gita-Govinda, Visnu
has been equated with Krsna, and thus Jayadeva describes each avatara as taken on by the
Absolute Self, Krsna. The refrain (dhruvapada), Kesava dhrta ....Sartra (KeSava/Krsna takes on
the body of ...name of the incarnation...), underscoring the deity’s capacity to assume multiple

forms while remaining ontologically singular.

2 “Whenever sacred duty decays and chaos prevails, then, I create myself, Arjuna. To protect men of virtue and destroy men who
do evil, to set the standard of sacred duty, I appear in age after age.” Bhagvadgita, Chapter 4 verse 7-8

3 Hawley (1981), p.16-17
4 Like Hrsikesa, Virata, Visvariipa form, etc. Wulff (1984), p. 22

5 Srimadbhdagavata Purana, canto 8, chap. 8, verse 41



Chapter 1 20

Furthermore, the idea of play within a play® or disguise within play is seen in the Bhagavata
Purana (c. tenth century CE), where the gopis imitate Krsna’s Govardhana Iila. It is an
impressive narrative of gopts as the first Rasalila performers. Krsna disappeared in the middle of
rasa (dance) because of the goprs’ arrogance, born out of loving desires. When the goprs could
not find him, they grieved in viraha (separation). They contemplated his /7las to overcome the
pangs of separation. This led them to reenact various /7las of Krsna, like the Govardhana Itla’.
They created the Govardhana (hill) by adjoining their orhants (scarves), and one gop7 stood in
the centre, forming the peak of the Govardhan to symbolise Krsna lifting the hill.8 This story

intertwines viraha (love born out of separation) with drama and embodiment.
Bhakti, Raganuga Devotion, and Dramatic Participation

The rise of Rasalila as a performative tradition is inseparable from the transformations brought

about by the bhakti movement (16th-17th century CE) in medieval Bra;.

Within Gauriya Vaisnavism (led by Caitanya Mahaprabhu® from Bengal), from a philosophical
standpoint, Krsna is understood as non-different (abheda) from his intimate companions, while
from an aesthetic standpoint, difference (bheda) is necessary for rasa (sentiment) to emerge. This
gives rise to the idea of acintya bhedabheda (inconceivable difference in nondifference). This

philosophy will play an integral role in understanding the disguise in Chapter 4.

One of Caitanya’s close associates was Ripa Gosvami (c. 1470-1583 C.E.), who theorized the
devotional transformation through raganuga bhakti, defined as following the spontaneous love of

the inhabitants of Vraja.

Under the influence of Gauriya Vaisnavism, Ripa Gosvami developed the idea of raganuga
bhakti. He devotes an entire book to defining the aesthetics of bhakti rasa in Vaisnavism called

Bhaktirasamrtasindhu (the ocean of the essence of the devotional rasa). According to him, bhava

¢ Ibid.

7When Kysna lifts the Govardhana hill on his finger to save the villagers from the dreadful rain and flood caused by Indra. See
Srimadbhagavata Purana, canto 10, chap. 25

8 Ibid., chap. 30, verses 2-3
9 De (1961), p. 67-103
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(here, love) is born in two ways: sadhana (spiritual discipline) or by the grace of God.!9 The
sadhana bhakti in itself has been categorized into vaidhi sadhana and raganuga sadhana. He
defines it as following (anusrta) the spontaneous love (ragatmika bhakti) of the inhabitants of

Vraja.!! (Further details of this practice are discussed in Chapter Three)

Scholars such as S. K. De and Edward Dimock interpret this as a form of imaginative
identification in which the devotee internalizes the roles of Krsna’s companions.'>? Donna Wulff
argues that Rupa’s theory places drama at the center of devotion. Regardless of whether the

devotee stays a spectator of ITlas while remaining in perpetual awareness of the divine drama.

This theatrical ontology is further deepened in temple practice. Barbara Holdrege’s analysis of
the Radharamana temple in Vrindavan demonstrates that murti/vigraha (image) worship operates
through a “double life of deity.”!3 On one level, the deity appears in its public form as sovereign
(aisvarya), through structured ritual sequences, offerings, and liturgical service. However, |
would regard these practices centered on the emotion of vatsalya prema (parental love) as
enacted as if Krsna were in the Nandabhavana (paternal home). On another level, the deity is
understood through the logic of madhurya, in which the temple becomes a mirror of the eternal
Vraja-lila unfolding in transcendence. Daily worship is organized into the astayama-lila,
eightfold temporal cycles that replicate Krsna’s activities in his divine abode, making the temple

not a site of representation but of temporal participation in eternal performance.

Rapa Gosvami’s dramas, such as Vidagdhamadhava, use role-play and dramatic concealment,
though Krsna himself does not appear in disguise. However, another Gauriya author, ViSvanatha
Cakravarti (c. 1626-1708 CE) wrote the play on disguise, Sripremasamputah. Where Krsna goes
to meet Radha dressed as a gopi, but the divinity of his disguise made him be perceived as a devi
(goddess) by the gopis and Radha.!4 This disguise is listed with the same plot in Hein’s list of

plays. This means that Premasamputa became a part of the Rasalila repertoire. Cakravarti, rather

10Bhaktirasamritasindhu, Eastern Quardrant, first wave, v. 6
11'Ibid., second wave, v. 69

12 S K. De says that the process is one of imaginative identification with one of the principal characters in the Braj Iila. See De
(1961), p. 176-177; bhakta ‘becomes, by a mental-training process..., one or another of the people in the Bhagavata stories in his
relation to the Lord.” Dimmock (1966), p. 22

13 Holdrege (2004), p. 5

14 This play has not been studied by modern authors, nor translated properly.
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than using the term chadma to indicate disguise, writes urarikrta’>, “sometime in the morning,
Krsna, accepted (urartkrta) the guise (vesa) of a beautiful woman (carurama).”’¢ Although he
does not use the term chadma, instead preferring vesa, the practice of disguise is clearly present.
However, it is not just Gauriya philosophy that shaped the Rasalila repertoire and performance;
multiple sects were also at play. Therefore, a brief overview of the history of Rasalila practice

and sectarian involvement is necessary to understand its corpus.
Sectarian Narratives and the Formation of Rasalila

Different Vaisnava sampradayas preserve competing narratives regarding the origins of Rasalfla.
Gauriya Vaisnavas attributes its development to Narayana Bhatta, who is described in Janaki
Prasada’s SrT Narayandcarya Caritamrta (c. 16th-17th CE) as organizing banajatra (pilgrimage
of the forest) pilgrimage circuits in Braj. He mentions that Bhatta staged enactments of Krsna’s
Iflas at sacred sites, including cattle-grazing episodes and Kaliya-damana performances, at
multiple spots. David Mason notes that such accounts present Bhatta as a pioneer of pilgrimage-

based dance-drama performances.!’

However, the connection between Bhatta and formalized Rasalila remains debated.!® Nabhaji’s
Bhaktamala (c.17th-18th century) praises him as a devotee of Krsna-Iila but does not explicitly
confirm a structured Rasalila performance. The text does mention a performer named Vallabha
who enacted rasa under Bhatta’s guidance, suggesting an early link between devotional

pilgrimage and theatrical enactment.!®

The Vallabha Sampradaya, a sect founded by a saint Vallabhacarya (1479 - 1531 CE), is also
known as Vallabha. Their main philosophy is rooted in the advaita or non-dualistic tradition.
While Vrindavan hosts Caitanya’s followers, it also hosts a center for Vallabha’s. The sect
Vallabha established upon his arrival in Vrindavan is called Pustimarga (path of grace). As

Richard Barz notes, anugraha, or divine ‘grace of Sr1 Krsna’, is closely associated with pusti,

IS urarikrta past passive participle, meaning Promised, agreed, accepted. (qv MW)

16 See Appendix I1

17 Mason (2009), p. 75

18 Hein writes that Prasada’s writing does not match up with other records. - Hein (1972), p. 226- 228
19 Tbid., p. 228-229
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meaning nourishment or sustenance. In this understanding, both terms see the same theological
principle: the grace of Krsna as the sole support of the jiva, the source of spiritual strength, and
the means by which one attains the ultimate goal of the Pustimarga, namely, eternal association
with Krsna in his I11as.20 Within this devotional framework, Rasalila performance became deeply

intertwined with Pustimarga communities.

Furthermore, the Nimbarka Sampradaya, traditionally associated with the Vedantic thinker
Nimbarka (1130-1200), is grounded in the doctrine of Dvaitadvaita, or “duality and non-duality,”
a formulation that closely resembles the idea of acintya-bhedabheda. 1t is also sometimes
described as bhedabheda or svabhavika-bhedabheda, meaning natural difference in non-
difference. The Nimbarka Sampradaya may have had the longest continuous presence in Braj,
although its historical visibility is often overshadowed by the Pustimarga and the Gauriya
Sampradaya. One of its most important early figures was Sribhatta (c. 1525-1575 CE), a Gaur
Brahmin from Mathura; his Yugal-Satak, known within the tradition as Adivani, is regarded as
the earliest Nimbarka text in the Braj dialect and as the first to foreground contemplation of the

love-play of Krsna and Radha as well as identification with the sakhts.?!

Both the Nimbarka and Vallabha traditions attribute the origins of Rasalila to Ghamandt Deva.
The Rasasarvasva, an eighteenth-century autobiographical text by the rasa-dhari Radhakrsna,
presents GhamandTt as central to early performance traditions. Nabhaji’s Bhaktamala similarly

describes him as immersed in rasa performance at Bansivata.22

Hein notes that Ghamandi Deva remains central to the cultural memory of Karhala, where rasa
performance developed as a hereditary occupation among Brahmin families. Frederick Growse
similarly describes Rasalila as the professional activity of performers based in Karhala and

Pisaya. Ghamandi thus emerges as a recurring figure in multiple origin narratives.23

20 Barz (1976), p. 86

21 Entwistle (1987), p. 157.
22 Hein (1972), p. 223

23 Mason (2009), p. 68
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These competing accounts demonstrate that Rasalila cannot be traced to a single sectarian origin.
Instead, it developed through overlapping devotional communities whose narratives reflect both

theological claims and performative genealogies.
Development of Chadma-Iila in Rasa-lila

In Brajbhasa, it is unclear who first used the term chadma as a label for the disguise genre.
However, it was in the poetic compositions by Caca Vrndavana Dasa, aka Cacaji ( c¢. 1700 c.
1787), that the term chadma or chadama has been explicitly used to identify Krsna’s disguise.?*
Caca Vrndavana Dasa has significantly contributed to the Brajbhasa literature.?> A devotional
poet from the Radhavallabha Sampradaya contributed to the Sampradaya’s literature with about

two hundred works (1738-87).26

The Radhavallabha Sampradaya, founded in sixteenth-century Vrindavan by ST Hita Harivamsa,
develops a distinctive theology in which Radha is not secondary to Krsna but the supreme reality
herself. As Guy L. Beck shows, this tradition shifts the center of Vaisnava devotion away from
Krsna as the ultimate deity and instead places him in a dependent position, where his identity and
bliss are fully realized only in relation to Radha.?’ In this framework, devotion is shaped by

tatsukha, the idea that divine joy arises in the sakhi by witnessing Radha and Krsna’s union.

Within this vision, Krsna’s nitya-vihara with Radha is understood not as a balanced romantic
union but as an asymmetrical relationship in which Radha is the origin of divine experience
itself.28 He describes her as “the very ground of being,” emphasizing her role as the supreme

source of bliss and devotion.

Cacajr’s text, Rasa chadma vinoda, has ‘radically innovating stories of Krsna’s disguises’.?

Another manuscript, Caubisa Chadmalila, is also ascribed to him; it has twenty-four plays of

24 Yamadagni (1980), p. 245

25 Busch, A. (2005); Williams (2016). For details on his contributions to Rasalila, See Yamadagni, p. 192-196 & Mitala, p.
153-155.

26 See Entwistle (1987), p. 213
27 Guy (2005), p. 68

28 Tbid. 79

29 Hein (1972), p. 156
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chadma. He used the term chadama?® to describe the disguises taken on by Krsna, to name a few,
SunarT (a goldsmith's wife), ManiharT (a female bangle-dealer), Nainartpa (a barber's wife),
Natani (actress or dancer), JoginT (a female ascetic), and so on. Interestingly, these disguises
seem to have something in common. They are all women from lower or working-class
backgrounds, who can easily go unnoticed when Krsna goes to meet Radha. Hein, while
discussing the plays of disguise, writes that Krsna’s disguises, created by Caca Vrndavana Dasa,
cannot be traced to the Puranic literature; they are his own innovative creations.3! He further
notes that, as these plays are not directly connected to the Bhagavata Purana, they are conceived

to have been penned down after Krsna revealed himself to the poet in these forms.

Yamadagni classified Rasalila plays into two categories: Purandasrita (based on the Puranas) and
Puranetara (other than the Puranas or outside the Puranic tradition). He suggests the latter were
composed after the Puranas and are mostly in Brajbhasa.3? He classifies chadma under the

Puranetara 33

Yamadagni, in his work, classifies chadma-ltla as those episodes in which Krsna appears in
disguise to test Radha’s love. In these narratives, after the arising and intensification of emotion
(bhavotpatti), the two are ultimately reunited as the divine couple. In some instances, Radha
herself assumes a disguise to test Krsna. He further notes that the idea of disguise (chadma) can
already be found imagined in the poetry of Stradasa (c. 1483-1583); however, it is in the works
of Caca Vrndavana Dasa that fully developed compositions of chadma-Iila become clearly

visible.

Interestingly, instead of borrowing from Cacaji’s chadma-Iila, the rasa-dharis connected the
Mudart corT incident mentioned in Cacaji’s Vana Vihara Candant (Kunja Baithaka), where Krsna
steals Radha’s ring, but then he is caught by the gopis. His chadma is rather fashioned based on

another author’s work, Narayana Svami’s play Srisyamavirahint (discussed in Chapter Three).

30 Simplified term in Brajbhasa.
31 Hein (1972), p. 156
32 Yamadagni (1980), p. 242-248

33 Puranetara (‘“non-Puranic” or “outside the Puranic tradition”) is further classified into Brajbhavasrita (“based on the
emotional world of Braj”) and Nikusijabhavasrita (“centered on the mood of the divine grove or intimate bower-pastimes”).
These are further subdivided according to the use of disguise (chadma): Chadmasahita (“with disguise”) and Chadmarahita
(“without disguise”). Ibid., p. 248
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Narayana Svami (a nineteenth-century poet) mentioned in Indra Brahmacari’s Srikrishnalila-
rahasya, as pointed out by Hein, together with Cacaji, who has contributed to the plays of
disguise. Mitala34 and Yamadagni3> , while specifying his contributions to Rasalila. He was an
enthusiastic follower of the Rasalila performances and their troupes; he wrote especially for the
troupes. His nights, however, were devoted to witnessing Rasalila performances, especially at

TikarT RanT Mandir3¢, which became a profound source of spiritual and artistic inspiration.

Though married, he lived apart from his family, gradually moving toward renunciation. Initially
composing ghazals, along with Rekhta and padas, his poetic voice evolved under the influence of
Bhakti literature. Eventually, he left his job and accepted sanyasa (renunciation). A pivotal
moment in his life was his vision of Radha-Krsna at Kusum Sarovar. His sampradaya affiliation
remains uncertain, although some associate him with the Nimbarka tradition or Mukundadev. He
authored works such as Brajavihdra, an anthology of poetry and plays. His works reflect the
influence of S17 Bhatta Devacarya (16th century) and SrT Harivyasa Devacarya (16th century).37
He passed away in VS 1957. In the Srisyamavirahint lila, Narayana Svami also includes a verse

in Punjabi, reflecting his Punjabi roots in Rawalpindi.38

Although SyamavirahinT I7la is independently listed neither in Hein’s catalog nor Yamadagni’s,
verses from it appear in Mudariya CorT, identified through Narayana Svami’s poetic signature
(chapa). This suggests that the text was absorbed into the performance tradition of Mudariya

Cort Lila through adaptation and circulation rather than fixed textual transmission.

The Syﬁmavirhini I1la is not mentioned in Hein’s list, but he does mention Mudariya cort Iila,

where the second half of the plot matches Sriyamavirhaini Iila. Additionally, the poetry of the

34 Mitala, p. 163-168
35 Yamadagni, p. 308-312

36 Tikariwala Mandir, a temple beside the river near Gyan Gudari, which was completed in 1871 and was founded by Rani
Indrajit Kunwari, widow of Het Kam, the zamindar of Tikari, near Gaya. Originally in the custody of members of the Nimbark
Sampraday, it was later given over to Ramanandis. Another notable figure in the Nimbark Sampraday was Ramda - Growse.p.
263

37 Harivyasa Devacarya was the successor of St Bhatta. “His main lasting contribution to the sect was an elaborate work entitled
Mahavani, in which he assimilated aspects of devotion that had been formulated in Sanskrit texts by the leading Bengali
Goswamis.” See more in Entwistle (1987), p. 171

38 This introduction is framed on the basis of the introductory account given in Braja Vihar Arthat Sri Nardyana Svamini ki Vanr.
p. 6-12
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second half of the play mentions songs and verses from Sriyamavirhaini, under the pen name
(chapa) Narayana Svami. Therefore, there is a possibility that Sriyamavirhaini could have been
usurped into the Rasalila repertoire under Mudariya corT l1la. Meanwhile, the chadma by Radha
at the end of Mudariya cor1 I1la has been inspired by the Yugalchadma lila, also written by
Narayana Svami. Hein mentions this 1112 in his 1ist3; however, the plot differs from that of the

Yugalchadma lilad Narayana Svami.

Hein mentions that “average svami is at most an editor of his scripts”.40 There are also several
rasa-dhart’s who were remembered as playwrights from the 19th-20th centuries, such as
Kesavadeva Rasadhari, Radhakrsna Rasadhari, and Brajlala Bohre, to name a few.4! Mudariya
cort I1la concludes with a kavitta ascribed to someone with the pen name (chapa) ‘Kesava’. It
could be speculated that this entire 1112 was compiled by Ke$avadeva Rasadhart (a contemporary
of Narayana Svami). However, there is no clear evidence for it. Besides Hein, other scholars

have not mentioned him.

Conclusion

The foregoing discussion demonstrates that the logic underlying chadma-Iila is deeply rooted in
older Vaisnava conceptions of divine embodiment rather than being an isolated innovation of
early modern Braj. Long before chadma emerged as a named dramatic category, Sanskrit
religious and literary traditions had already imagined the deity assuming alternate forms and
identities. Visnu’s manifestation as Mohini, the Bhagavadgita’s conception of recurring divine
descents, Jayadeva’s portrayal of Kesava as the single absolute assuming multiple bodies through
the dasavatara, and the Bhdgavata Purana’s depiction of the gopis reenacting Krsna’s lilas all
point toward a theological world in which transformation, role-play, and embodiment are
intrinsic aspects of divine action. In these earlier sources, disguise is never merely an act of
deception; rather, it is a mode through which the divine enters into new relational and affective

possibilities.

39 Hein (1972), p. 176
40 Tbid., p. 154
41 Thid.
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The growth of bhakti traditions in medieval Braj further expanded these possibilities by framing
participation in divine play as a devotional practice. Theories of raganuga bhakti and dramatic
identification encouraged devotees to imaginatively inhabit the emotional worlds of Vraja, while
the temple’s ritual life transformed performance from symbolic representation into an experience
of living presence. Within this broader theological environment, the fluid movement between

identity and alterity, concealment and revelation, became central to the devotional imagination.

The emergence of chadma-lild was equally shaped by the diverse philosophical orientations of
the Vaisnava sampradayas that contributed to the formation of the Rasalila tradition. Gauriya
theology, through the doctrine of acintya-bhedabheda, articulated a paradoxical relationship in
which difference and non-difference coexist, allowing the divine and the devotee, actor and role,
to remain simultaneously distinct and united. Similarly, the Nimbarka doctrine of dvaitddvaita or
svabhavika-bhedabheda understood reality through the complementary interplay of duality and
non-duality, offering another conceptual framework for thinking about embodied multiplicity. In
contrast, the Pustimarga emphasizes divine grace (pusti and anugraha), situating participation in
Krsna’s 1ila as the highest expression of devotional fulfillment. Although these traditions differ in
their metaphysical formulations, they share a common understanding that divine reality can be

experienced through relational and performative modes of being.

The contribution of the Radhavallabha Sampradaya marks a particularly significant moment in
the development of chadma. By elevating Radha as the supreme principle and the ultimate
source of divine bliss, the tradition reorients the dramatic world of Vraja around her subjectivity
and experience. In the theology of Hita Harivam$a and later Radhavallabha authors, Krsna’s
fulfillment is inseparable from his relation to Radha, and the sakhi derives joy through
witnessing and facilitating their union. It is within this theological landscape that Caca
Vrndavana Dasa’s compositions acquire their significance. His chadma narratives do not merely
introduce novel episodes of disguise; they transform disguise into a devotional strategy through

which Krsna negotiates access to Radha’s world. The repeated assumption of female disguise,
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especially from the lower social classes, underscores that chadma functions not simply as

concealment but as a means of crossing social, emotional, and even ontological boundaries.

Finally, the evidence examined here suggests that chadma-Iila itself should be understood as the
product of inter-sectarian exchange rather than the exclusive creation of any single lineage. The
transmission of texts, the adaptation of scripts by rasa-dharis, and the incorporation of
compositions by figures such as Narayana Svami into the Mudariya Cori repertoire reveal a
performative tradition that remained fluid and cumulative. The history of chadma is therefore
also the history of Braj Rasalila itself: a tradition continually reshaped through dialogue between
Sanskritic inheritance, sectarian theology, vernacular literary innovation, and embodied
performance. This conceptual and historical framework provides the basis for the next chapter's
examination of Mudariya Cori Lild, where disguise moves from theological possibility to

enacted dramatic practice.
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Chapter 2
Mudariya Cor1 Play: Narration & Description

This chapter provides a narrative and performance-based description of the Mudariya Cor Lila
as observed at Jai Singh Ghera, also known as Sri Caitanya Prema Samsthana, in Vrindavan. The
present chapter traces this performance sequentially, paying particular attention to the role of the
svami and the rasadharis in shaping narrative coherence, facilitating scene transitions, and
mediating between textual tradition and audience reception. The discussion, therefore, moves
beyond the written script to consider the interaction of poetry, narration, music, gesture, dance,

and audience participation that together constitute the lived experience of Rasalila.

The performance analyzed here took place at Jai Singh Ghera, also known as Sri Caitanya Prema
Samsthana. The Rasalila platform was first established by Savai Jayasimha in 1699. Rasalila
connoseuir Sri Purushottam Goswami has been hosting Rasalila in the compound since the
1950s.42 Over the years, the Samsthana has built a proscenium stage for performances. This
represents a significant shift from the traditional circular stone or concrete platform used as the
dancing platform (rasa-mandala) to a theatre-like stage.*3> The proscenium format introduces a
more theatrical mode of presentation, reconfiguring audience-performer relations while
preserving the tradition’s devotional ethos. Several authors, including Margaret Case, John S.
Hawley, Selina Thielemann, David Haberman, and David Mason, have documented Rasalila at

the Sri Caitanya Prema Samsthana.

The Rasalila repertoire itself consists of two interconnected components: rasa and lila—Iliterally,
“dance” and “play.” Its narrative material is drawn primarily from the Purdnas, especially the
Bhagavata Purana, and elaborated through the literary and performative traditions that emerged
during the Bhakti movement. Yet the significance of Rasalila does not lie merely in the dramatic

representation of these stories. The performance serves as a devotional act of recollection,

42 See Case (2000), p. 15
43 See more on traditional stages of Rasalila in Hein (1972), p. 137; Yamadagni (1980), p.232
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enabling participants and spectators alike to enter the sacred world of Krsna’s eternal Braj

pastimes.

This devotional mode of engagement can be understood through the concept of smarana
(remembrance), which Mason identifies as fundamental to the experience of Raslila. Drawing on
Vaisnava theology and expanding upon Haberman’s work on raganuga bhakti, Mason argues
that smarana is not simply the recollection of a distant sacred past but an active process of
making that past present.# It is a mode of remembrance through which scriptural narratives,
ritual practices, and the sensory environment of Braj converge to produce an experience of
Krsna’s ongoing presence. The sacred landscape of Vrindavan—with its temples, pilgrimage
routes, songs, festivals, and everyday invocations of “Radhe-Radhe”—cultivates this discipline
of remembrance, training devotees to perceive the ordinary world as permeated by Krsna’s 111a.45
In this framework, Raslila becomes less an isolated theatrical event than an extension of a
broader culture of smarana, one in which audiences are already prepared to recognize and

participate in the divine drama unfolding before them.

It is through this devotional practice of remembrance that the performers attain their sacred status
as svariipas. The child actors do not merely represent divine figures; they become ritually
authorized embodiments through whom the divine manifests itself. The ritual sanctification of
the mukuta (crown) is central to this transformation.46 Before each performance, the crowns of
Radha and Krsna are ritually purified through the recitation of mantras and then ceremonially
placed upon the foreheads of the child actors. It is this act that marks the transition from ordinary

performer to svariipa.

Keeping these ritual and devotional dimensions in view, the following discussion approaches the
Mudariya Cori Lila not simply as a dramatic narrative but as a performative act of sacred
remembrance. The sequential analysis that follows explores how the svami, the svaripas, the

musicians, and the audience collaboratively create a devotional environment in which poetry,

44 Mason (2003), p. 114
45 Ibid., p.115
46 Hawley (1980), p. 14
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narration, music, gesture, and ritual converge to make Krsna’s eternal 1ila present in the here and

now.
Mangalacarana

Like other contemporary Rasalila performances in Braj, the enactment is preceded by harinama
sankirtana, sung by the chote svami as the audience settles down. The chanting extends beyond
the repetition of Krsna’s name to include popular devotional compositions glorifying Radha,
Krsna, and Vrndavana. This preparatory segment establishes a devotional atmosphere and

gradually draws the spectators into the sacred atmosphere of the performance.

The mangalacarana is an auspicious invocation that seeks divine blessings and ritually sanctifies
the theatrical space. Through the recitation of hymns, svami establishes the theological
framework within which the ensuing performance is to be understood. Yamadagni specifies that
these hymns are dedicated to the teachers (guru ki vandana), Krsna (Rasabihart ki vandana),
Braj (braj ki vandana), and the form of the god (prabhusvariipa).#” The Svami recites
Brajabhasa verses describing the beauty of the divine couple. As he recites, ...Hasana lasana
pita vasana caru hara singara*$ (The smiling radiant one, clad in yellow garments, adorned with
a lovely necklace and adornment...), he closes his eyes and smiles, enjoying the beauty of the

poetic verse. He recites a few invocations in Brajabhasa (inevitably performed)+°,

Sri brajakumara-vara gaiyai

Ananda ki nidha-vara gaiyai||
Braja-bhaktana kau mana-bhamatau gaiyail|
Sri larililalana-vara gaiyail|

Sri braja ki jivana-dhana gaiyail|

47 Yamadagni (1980), p. 189

48 Lasa m. to be radiant or beautiful. (qv McG) hasana, lasana, and vasana are acting as verbal agents; Singara [S. Syngara] m.
dress or adornment. (qv McG)

49 Yamadagni (1980), p. 189; Recorded by Hein in October 1949. See Hein (1972), p.143; Recorded by Thielemann in 1995. See
Thielemann (1998), p. 37
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Sing of the glorious Prince of Braj (Krishna).

Sing of the supreme treasure-house of bliss.

Sing of the one who delights the hearts of the devotees of Braj.
Sing of the cherished darling of Vraja (Radha).

Sing of the precious wealth and very life of Braj.

For this performance, the hymn recitation incorporates verses from diverse devotional traditions,
including the Bhagavata Purana and the Mahavani of Harivyasa Devacarya. This demonstrates
the eclectic literary sources that inform contemporary Rasalila practice. For instance, chote
svami recites verse 10. 21. 5 from the Bhdgavata Purana, followed by salutations to the Gurus.

Then he recites verse 4 from the Mahavani>0.

One should be mindful that mangaldcarana hymns are a culmination of works by different poets
from various Sampradayas; they are selected by troupes for their beauty and impact in creating

an atmosphere appropriate for the beginning of the Rasalila.>!

Meanwhile, the curtain rises, and the audience's gaze shifts to the divine couple sitting on the
throne (simhasana) amidst astasakhis (eight sakhis).52 Krsna and Radha are wearing light pink
clothes; the sakhis, on the other hand, are wearing red skirts and scarves. The color of the sakhis’
clothes is selected based on ‘momentary feeling’ or modd, but Radha and Krsna’s light colored
clothes are apt for the season.53 What follows is a carefully structured sequence consisting of the
Dhrupad pada (by Nandadasa)>* recital, arati (offering of the lamp), gopi-prarthana (request of

the gopis to the divine couple), and rasa dance.

50 Radhakysna-svaripam vai kysna-radhasvaripinam
kalatmanam nikuiijastham gururipam sadasraye| - verse 4

51 Yamadagni (1980), p. 191-192

52 Yamadagni describes, ‘Seated on a throne, S17 Radha and Krsna are accompanied by their sakhTs, who sit slightly below on
either side, or are depicted serving them by fanning them with a chauri and holding a chhatra (royal umbrella) and other forms of
service.’

53 Thielemann (1998), p. 152

54 Hakai hataka-hataka, gaya thathaka-thathakal|

Gokula ki gali sava sakari]|...

Nandadasa prabhu jahim-jahi thare hota tahi-tahir, lataka-lataka kaht so ha karT au na kari|| This pada is ascribed to the poet
Nandadasa. See Das (1959), p. 296
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The svami then explains the Dhrupad style of singing and the verses recited, helping the
audience understand their significance. He also highlights that the pada is attributed to the poet
Nandadasa (16th century). Such explanatory interludes occur at several points throughout the
performance, familiarizing the audience with Braj poetry and its literary traditions. During these
explanations, the orchestra continues to play softly, keeping the musical flow of the performance

uninterrupted.

Post the Dhrupad recital, Sakhi does arati of the divine couple, svami sings,

Gavo sakhi arati priyd aur pyare ki,

Bhanudulart ki giravaradhari ki rasabihari ki

Sing, O friend, the arati of the Beloved Lady (Radha) and the Beloved Lord (Krsna).
Of Vrsabhanu's darling daughter (Radha), of the Lifter of Govardhana (Krsna), of the Enjoyer of

the Rasa dance (Krsna).

The svami also used to sing the Sanskrit poem from Gita-Govinda (12th century) for arati.5>
However, he has now switched to arati kurijabihari ki and gavo sakhi arati priya aur pyare ki, as
they also mention /ilas performed outside of Braj, making them more relatable to the public.56

The rasa performance has been extensively documented.>’

Rasa

55 Thielemann (1998), p. 49

56 Ibid, p. 165
57
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After the arati comes gopi-prarthand, where the gopis request Radha and Krsna to begin rasa,
by saying, aja rasa (mandala) mem padhariye (Please enter the rasa circle).’ The invitation to
enter the rasa-mandala does not merely mark the beginning of rdsa dance itself. Rather, it
reaftfirms the theological understanding that r@sa is an eternal and unmanifest (aprakata) divine
play. Through this invocation, the Divine Couple is requested to become manifest (prakata),
specifically within the rasa-mandala through the svariipas, so that their 1112 may be witnessed by
human eyes. Responding to this invitation, Radha and Krsna descend from their throne and enter

the performance arena.

As the rasa commences, Krsna poses in a graceful ¢ribhangi (three-bend) posture and clasps his
hands in anijali mudra (joining the palms), respectfully requesting Radha to initiate the dance.
The performance begins with Radha’s solo dance, after which the gopis form a series of circular
mandalas. At different moments, Radha and Krsna dance together at the center of these circles
and, at other times, join the gopis within them. The choreography subsequently shifts as the
gopis sit in a circle, with Radha and Krsna at the center, performing Kathak sequences to a

variety of rthythmic bols.>*

The climax of the rasa is particularly striking. Radha and Krsna clasp each other’s hands and
spin rapidly, while the gopis pair off and whirl in unison around them. Their lehengas and
orhanis billow and swirl through the air, creating a visually mesmerizing spectacle. This moment
is regarded as an adbhuta (wondrous) scene, and the svami often responds with an exclamation
of “Jai Ho!” Usually, the Krsna performs the ‘Krishna gat’(virtuosic spin on the knees), which
holds the audience in awe. Apparently, according to Walker, rasa-dharis have preserved this

feature of Kathak.60

58 ‘He priyapritamajii. Apake nitta rasa ko samaya hai gayau ai. So apa kirapa karikairh rasa-mandala merh padharau.” Yamadagni
notes the same request in the performance; however, he does not mention which lila this was. See Yamadagni (1980), p.196

59 Yamadagni mentions the use of various movements and positions specified in the Natyasastra. See Yamadagni (1980), p.
204-207. However, nowadays, the rasa-dharis do not perform such sophisticated moves.

60 Walker (2014), p. 72
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Within the devotional framework of Rasalila, applause would imply appreciation of theatrical
skill alone, whereas devotees perceive the event as a manifestation of divine presence.
Consequently, expressions of appreciation take the form of devotional acclamations, such as the
names of Radha and Krsna, uttered in moments of aesthetic and spiritual exhilaration. Indeed, a
notable characteristic of Rasalila audiences is their complete absence of clapping; devotional

exclamation serves instead as the appropriate response to scenes that evoke profound bliss.

Although rasa is understood as an eternal play that never truly concludes, the staged performance
concludes with Radha and Krsna embracing one another, symbolically taking leave, and then
standing together for darsana before the devotees. The audience, as devotees, raise their hands in

the air or join them in a7ijali mudra as if they are in a temple.

As the curtain falls, the svam1 announces, “This is rasa; now there will be /ila.” He proceeds to
explain that the Rasalila tradition originated with poet-saints who, through divine grace,
experienced visions of the rasa dance. These visionary experiences inspired the devotional
poetry that later became the foundation of the performance tradition. Through witnessing the
enactment, the audience is granted an opportunity to experience rasa-rasa, the devotional mood
associated with the divine dance. The svami further advises devotees to engage in cintana
(contemplation) upon rasa before retiring for the night, adopting whichever devotional
disposition most nourishes their spiritual life, like sakhi-bhava (the emotion of an intimate
female companion of Radha), sakhya-bhdava (the emotion of friendship toward Krsna), gopi-
bhava (the devotional mood of the cowherd maidens of Braj), or vatsalya-bhava (the emotion of
parental affection toward the divine child Krsna). In doing so, he reiterates the Pustimarga's
emphasis on cultivating a personal, emotionally sustaining relationship with the divine, a theme
discussed in Chapter One. This teaching also applies to the rasa-dharis who practice this

throughout their performing careers, even beyond that.

A bhajan recital or kirtana follows, after which the patron, Acarya Shrivatsa Goswami, offers a

brief introduction to the forthcoming Iila and provides a concise explanation of its underlying
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philosophy. This part is called pravacana, and was usually performed by the Krsna svariipa of
the mandali. The pravacana was scripted for the svaripa; as a child, it would be difficult to

explain complex philosophical ideas. ¢/

The mangalacarana and opening rasa sequence reveal Rasalila as a carefully structured
devotional experience. The eclectic use of hymns and poetry from multiple literary traditions,
combined with the svam’s interpretive commentary, demonstrates how performance serves as a
medium for simultaneously transmitting theological ideas, literary heritage, and devotional
practice. Finally, the Mudariya Cor1 Lila begins. The narrative unfolds through a dynamic

interplay of sung poetry, spoken dialogue, improvisation, comic interludes, and svami narration.

Lila

Act 1

Svamt is both a narrator and a mediator for the audience and the divine. Therefore, he keeps
telling the philosophical ideas. He orates, “Those who sing of Krsna win Radha’s grace, but
those who chant ‘Radha, Radha’ with true devotion, on them, Krsna becomes spellbound.” This
reiterates the idea of non-duality and duality of Radha and Krsna. Saying that, he takes a deep
alapa and adjusts his notes. He narrates that Krsna is meditating under a tree, and from here the
Ifla begins. Meanwhile, the patron (Acarya Shrivatsa Goswami) quietly enters the stage, standing
close to the exit and gently fans (pankhda karnd) the svaripa. In Rasalila, the patrons do not
merely observe the 1112 as viewers, but also as devotees (bhakta), offering service to the divine.
While some consider sponsoring the I1la in itself a service to the divine, making the experience

accessible to the public. They often chose to participate by performing some service on the stage.

Svami narrates that Syamasundara (Krsna) is receiving darshan of Radha in his meditation. He is

sitting under a tree; the background is a hand-painted backdrop. With closed eyes and seated in

61 Hein (1972), p. 135
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sukhdasana (cross-legged) position, contemplating on Radha, Krsna adores her syrigara (dress-up)

in his meditation.62 Svamt narrates Krsna’s desire:

SrT thakura ji ne mana mem bicara karyo priya jT ke darsana naya bhae. Kaise hoya?

Lord Thakura (Krsna) contemplated in His mind, “It has been a while since I beheld (or met)

Priya j1 (beloved Radha). How will this happen?”

This expression of Krsna’s desire to see Radha highlights motivation in devising multiple
attempts to see her. During his meditation, he stumbles upon something missing in Radha’s
syngara. He lowly opens his eyes and leaves his sadhand sthala (meditation place) to complete

Radha’s syrgara as the curtain falls.

The scene now changes to Radha’s court, where her sakhis (female friends) hail her name
“vrsbhanu nandant ki sada hi jaya ho” (Eternal glory to the daughter of Vr$bhanu!) and ask what
is on Radha’s mind. Radha
expresses her desire to learn
nrtya (dance) from Krsna.
Sakhis are surprised; they tell
her that they can teach her
better dance than Krsna. But
Radha remains persistent.
The sakhis warn Radha to be
careful with Krsna because he

might steal something of

hers. Not paying attention to

Screenshot of audio-video documentation of the Mudari Corf lila performance by Svami Fatehkrishna’s mandali at Jai Singh
Ghera, courtesy of RasRaj Swami Shri Fatehkrishna Sharma YouTube Channel. August 8, 2024. Radha observing Krsna’s
footwork.

the warning, Radha departs

62 Or maybe he is watching her in his meditation because he is a divine being who can see everything.
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from her palace to meet Krsna. However, as svami narrates, sakhis know Krsna’s trickster nature,

which is why two of them follow Radha secretly.

Act 2

Radha sets out to walk to Nandagava (Krsna’s village); the backdrop has now changed to a
forest. With a playful grace, the charming Krsna approaches Radha; they greet each other by
hugging (gale milna), and the svami hails, “Bolo Radharani ki jai ho!” (Say glory to Queen

Radha) at the meeting of the divine couple.

Krsna clasps his hands together, showing reverence towards Radha. He exclaims, “The srrngara
looks perfect, only the veni®? is missing. I can braid your hair!” Radha expresses her desire to

learn dance from Krsna.

Radha: Pyare syama-sundara®®, dja maim apke samipa nytya sikhave ai hiim.

Dear Beautiful dark-lord (Krsna), today I have come to you to learn dance.

Krsna: Apa mosom nytya sikhogi? Kisori ju, kyiim hasi kara rahi ho? Are mote sundara nrtya to
apki vai lalita visakhda sakhi sikhaye deti apkiim.
You will learn dance from me? Kisori ju (Radha), why are you joking with me? Your friends

Lalita and Visakha can teach you better dance.

Radha: Ndae nae pyare syama sundara, meri sakhin pe apsom sundara nytya nahim ave hai. Ya
hi lie to maim apke samipa ai hiim. Sikhae deo kachu.
No, no, dear Syamasundara. My friends can not dance like you. For this reason only, I have come

to you. (Please) Teach me something.

63 Here, veni = beni f. braided hair. (qv McG)

64 Pyare (Vocative/l:l"@ﬁ'a:f) m. masc. O beloved, O dear. Syama itself is an epithet of Krsna. Syama-sundar (vocative), m.
beautiful dark (lord), also means Lord Krsna. (qv Caturvedi)
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Krsna: Avasya sikhaungo Kisori jii!

Of course, I will teach!

Krsna then goes on explaining that there are four primary characteristics to learn dance: calana,
citavana, griva ki latakana, and musakana. For calana, he shows a graceful walk with one hand
on his waist and the other swaying with his movement. While showing citavana, he looks at
Radha, one hand on his chin and his eyebrow raised.®> While performing griva ki latakana, he
subtly moves his neck from side to side like a bobble-head. In traditional dance aesthetics, this
movement is referred to as sundari.®® Radha watches Krsna beautifully performing these
movements with a smile. And then she asks about muskana. Krsna replies, “Just like you smile

as you behold me, that is muskana.”

Svami then sings a kavitta, mathe pe mukuta in thumari style. This kavitta beautifully captures
Krsna’s expression and movement, and glorifies his syrnigara, which sways in sync with his dance
movements. The svami sings this poetic piece by interpolating Kathak notations, beginning with
simple tatkara (ta thei thei tat) and progressing to tora®” to parana%s, demonstrating different

kinds of footwork.

However, their movements are relatively raw when it comes to displaying professional
sophistication. After reciting one cycle of notations (@vartana), he sings mathe pe mukuta again
(as a refrain or dhruvapada). After the dance session, the divine couple takes a walk (vana-
vihara) in front of a painted forest backdrop. They circumambulate the stage multiple times,

while the svami sings the rest of the verses of the kavitta.

65 This eyebrow movement in Abhinaya Darpana (13th century) is called Utkshipta, to express love.
66 Abhinaya Darpana, verse 80
67 It typically begins on the first beat of the rhythmic cycle (Sam) and, after one or more cycles, returns to the first beat.

68 It is a heavy rhythmic composition that uses the exact syllables (bols) and sounds traditionally played on the Pakhawaj (a
classical Indian drum).
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Krsna and Radha stand together at the center of the stage after their walk, leaning on each other.
Seizing the moment, Krsna distracts Radha with a sight of a peacock, and as Radha’s gaze
follows his hand, he gently, with a smile, slides the ring from her finger without her noticing. The
svami, towards the end of Mathe pe mukuta, skillfully adds a line narrating this scene (see
Chapter 3). His skillful tailoring of a doha narration, nrtya sikhavata (see Chapter 3) to the
poem's end creates an impression as if the poet (pen name Jayadayala Prabhu) himself has
composed a cohesive story. This ensures a smooth transition from one scene to another. This is

an example of the svami vacana s creative use.

This marks the beginning of the Mudariya-cori l1la. Radha and Krsna share a warm hug, while
the svami quips that Krsna already took care of his guru daksina (teacher’s fee). With a final
glance, they take each other’s leave
and depart for their respective
villages. As Radha exits, Krsna lingers
on stage, with a mischievous glint in
his eyes. He holds up the stolen ring
for the audience to see, warns them

not to say a word, and exits the stage.

The audience smiles and listens

Screenshot of audio-video documentation of the Mudari Corf [ila performance by Svami Fatehkrishna’s

attenthely tO Krsna The Curtain falls mandalf at Jai Singh Ghera, courtesy of RasRaj Swami Shri Fatehkrishna Sharma YouTube Channel. August
ol ° 8,2024. Krsna takes the ring (mudari) off Radha’s finger.

Act3

As soon as Radha arrives at her palace, sakhis eagerly surround her. With playful suspicion, they
tease her, “Certainly Krsna must have taken something as his guru daksina.” Their eyes scan her
srngara, from the anklets on her feet to the crown on her head, until they gasp, noticing the
missing ring. They enquire about the missing ring, kahda kara tem mumdariya dari (see Chapter
3). This pada has been diffused over different scenes. First, the dhruvapada (refrain) is recited in
Radha’s court. Radha has absolutely no idea about her ring; meanwhile, a sakhi recalls seeing

Radha and Krsna taking a stroll together in the forest. They realize that Krsna must have cleverly
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slipped off her ring. Here, the svami recites the second verse. The audience is also eager for them

to find the ring.

The sakhis, determined to catch Krsna for his mischievous antics, finally confront him. One of
them accuses him of stealing the mudariya. In his defense, Krsna protests, “What evidence do
you have?... You complain to my mother about me stealing butter from your houses,... and now
I have come to this forest for some peace, and now you're accusing me of stealing your jewels

too!”

Unmoved by Krsna's attempt to play the victim, the sakhi drags him to Radha's court. There,
Krsna turns to Radha and complains about her sakhis. Radha politely asks Krsnaif he has found
her ring somewhere. Krsna, with clasped hands, says, “If I had found it, I would directly bring it
to you.” Radha empathetically says, “These sakhis must have dragged you from afar, please take
a seat; you must be tired.” Krsna replies, “No need, my tiredness went away once I saw your

lotus face.”

Krishna, with a smirk, said to the sakhi who brought him, “I told you that I did not have the
mudart, but you did not believe me. Now I am going home”. To this, the sakhi replies, “With
whose permission?” Krsna replies, “Radha’s permission”. The sakhis say he also needs their

permission (ajiya).

The gopis do not buy Krsna’s innocent plea and ask him to open his waistband (phemita). Krsna
makes excuses by saying that he has tied his sash to please his devotees (bhaktan ke sukha). A
sakhi snatches his waistband from him, and the mudari falls from it on the floor. Everyone claps
after finding the stolen mudart and laughs at Kysna. And the svami sings the last verse of kahd

kara tem mumdariya dari.

The svami explicitly acknowledges with the pen name (chapa) of the poet, Vrndavana hita, in the

last verse that this poem is composed by Caca Vrndavana Dasa (aka Caca ji). He states that Caca
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ji’s work has inspired the composition of this
I1la. This is another moment where the svami
is imparting literary knowledge to the public
who are not well-versed with Brajabhasa

poetry.

However, his poetry does not state the entire

Screenshot of audio-video documentation of the Mudari CorT Iila performance by Svami

plot for the Mudariya corT [Tla. The poem only gt sl i Sowh G <oy of it Sy o o
describes that Krsna stole Radha’s ring during

vana-vihara, and the sakhis found that ring in Krsna’s waistband (/a@la yaha nikst phaimta tem
cort, see Chapter 3). The second part of the plot is actually inspired by Narayana Svami’s

writings (mentioned later).

Sakhis make fun of Krsna with playful
insults, embarrassing him. Nothing left to
say, Krsna exits the stage with a sulking
face. Gopis, then, encourage Radha to
take revenge and give Krsna a taste of his

own medicine. Radha, reluctant at first,

agrees after the sakhis’ compulsion. They

Screenshot of audio-video documentation of the Mudari Corf Iila performance by Svamt
1 a a Fatehkrishna’s mandalt at Jai Singh Ghera, courtesy of RasRaj Swami Shri Fatehkrishna Sharma
lnform Radha that Klsna Sleeps under a YouTube Channel. August 8, 2024. Krsna, resting under the tree, and Mansukha (on the right
bottom) ties his ankle with Krsna’s and lies down.

tree after cowherding, which would be a

perfect opportunity to rob him. Like a bevy of swans, the Gopis, along with Radha, gracefully circle
the stage, making their way toward Krsna’s resting place. The svami begins to/ sing, Achi niki lage pyari

ju ki ranga bhart avana (see Chapter 3).

Act 4
Meanwhile, Mansukha enters with a playful demeanor, cracking jokes and recounting the story

of Vasudeva (Krsna’s biological father) carrying Krsna from Mathura to Vrindavan. He then
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performs a rasiya titled acaka
carhi ayr rasiya (suddenly this
rasiya came up), in which
Mansukha joyfully narrates
Krsna’s beloved childhood
tales. Uniquely, in this rasiya,

the term rasiya (a masculine

noun typically used for Krsna)
is instead attributed to the river §k§hcii,tlng‘jnydfnlfdmR’J:lsW‘Llsnﬁ“ﬁfﬁk‘iﬁ’fsﬂn"y‘r“{lbcﬁysﬂFg‘?lé'zglz%ﬁ“dﬂnﬂh
Yamuna, portraying her as a

devoted companion. This rasiya is widely popular and often sung as a bhajana by devotees.

Mansukha enters like a devotee, and his recitation echoes that emotion.

He, upon seeing Krsna resting beneath the tree, recites a doha, which has been recited by sakhis
in previous scripts, indicating Krsna’s whereabouts. The performer remembers this doha because
he himself graduated from playing sakhi as a kid. While seeing Krsna sleeping under the tree,

with his smarana, he recalled the doha and recited.

He ties his own foot to Krsna’s and lies down on the opposite side. He explains to the audience
that if Krsna were to leave, he would be pulled along. Here, he displays sakhya bhava (friendship
emotion). As the svami continues singing the khayal, the sakhis enter playfully, stealing all of
Krsna’s ornaments and Mansukha’s clothes, and even going so far as to shave off Mansukha’s

mustache! The audience enjoys Mansukha's random jokes.

When Krsna awakens, he is startled to find all his adornments missing. The look of
bewilderment on his face delights the audience. Perhaps it wasn’t just the gopis, but even the
devotee-spectators who wished for Krsna to be taught a playful lesson about the consequences of
stealing. Then, the svami subtly merges ko le gayo curai humaro gehno (rasiya) and achi niki

ldge pyari jii ki ramga bhari avana (khyala) to, again, ensure a smooth transition of the scene.
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Svamt and Krsna sing a rasiyd, ko le gayo hai curai humaro gehna (Who has stolen my jewels?).
As Krsna steps forward, he trips and finds himself caught by the knot Mansukha had tied to his
ankle. Spotting Mansukha fast asleep nearby, Krsna wakes him and accuses him of the theft.
Mansukha, taken aback, firmly denies the
accusation, saying, “I don’t have them—
and I don’t lie. In fact, I'm so busy telling
the truth all the time, I hardly have any

time left for anything else!”

Mansukha also looks around for his
clothes. Suddenly, Krsna bursts into

laughter as he points out that Mansukha’s

mustache has disappeared. Even the svami

Screenshot of audio-video documentation of the Mudari Corf [ila performance by Svami
Fatehkrishna’s mandal at Jai Singh Ghera, courtesy of RasRaj Swami Shri Fatehkrishna Sharma

and audience erupt into laughter While YouTube Channel. August 8, 2024. Mansukha, crying over his stolen mustache, covers his face.
s

Mansukha conceals his face in

embarrassment. Out of humiliation, Mansukha exclaims, ‘You may have lost your ornaments, but
I lost my honor (izzat)!” He urges Krsna to recall his latest theft, and then everything becomes
clear to Krsna. While singing the last verse “braja ki chatura lugai,” Krsna claps his hands in
the air, giving regards to the lady who has outsmarted him. Acknowledging gopis’ intelligence

and shrewdness, he salutes them by claping raised up.

Act 5
Once they realize who the real thief is, Krsna and Mansukha together decide to go to Barsana,
determined to reclaim their stolen belongings. But as they approach the palace, the gopis block

their entry and taunt them with biting sarcasm, asking, “What are you going to steal now?”

Krsna playing the victim card shares their plight. To this news, the gopis respond with surprise.

Krsna then invents a sub-plot, claiming that an astrologer, on their way, told them “the thief is
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from Barasana and Radha herself,
along with her sakhis, have stolen

your jewels.”

Following this comment, Krsna,
Mansukha, and the gopis have an

intensive quarrel of gari (insults),

where the gopis accuse him of being

< 7 1 Screenshot of audio-video documentation of the MudarT Corf I11a performance by Svami Fatehkrishna’s mandalt
coran ke guru (the thlef Of at Jai Singh Ghera, courtesy of RasRaj Swami Shri Fatehkrishna Sharma YouTube Channel. August 8, 2024.
Krsna and Mansukha arguing with the gopis.

thieves).

Mansukha explodes with these remarks, “cor keha rahim hai!” (They are calling us thieves!).
The gopt asks Mansukha the reason for his frustration. He pulls down his scarf, seeing his clean-
shaven face. The gopi covers her face while bursting into laughter and exclaims, “You don’t look

good at all!” The audience laughs at gopi’s reaction to Mansukha's face.

After a spirited exchange, Krsna storms off, declaring that he will return—not just to reclaim his
jewels, but to turn the gopis themselves into thieves. This means he will fool them and retrieve
his jewels, proving they stole them, thus proving they are thieves. The playful confrontation

keeps the audience thoroughly entertained, their laughter echoing throughout the scene.

Act 6

As Krsna and Mansukha depart from the stage, the curtain opens with Radha’s court emerging
from the background. After offering their salutations to the divine goddess, sakhis inform Radha
about Krsna’s ultimatum. Radha, knowing the trickster, warns not just the gopis but also the

audience, Sakhi nanda ko lala barau chaliya, bariu ki bhita uthavata hai. (See Chapter 3)

As Radha sings these verses, she also beautifully enacts them with hand and facial gestures. She
enacts the ways Krsna can trick someone. This pada paints Krsna as a charmingly mischievous

figure, whose playful cleverness defies logic and ordinary limits. Lifting walls made of sand
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(something impossible to grasp or hold) becomes a metaphor for his magical abilities and
effortless charm. It hints at his divine nature hidden beneath everyday antics, making even his
tricks feel wondrous. She even imitates how he pretends to be nobel’s daughter (sa@ha lali bani

avata hai). The sakhis assure Radha not to worry and rest peacefully.

Act7

The curtain falls again, and as there is a bit of lingering silence, the Svami starts playing his
harmonium and sings Bhesa dharyo hai aaj nari kit bihari jii ne (see Chapter 3). Krsna makes his
entrance disguised as a gopi (Syamavirahani). As the svami sings, he steps onto the stage with
graceful poise, his movements refined and feminine. The audience adores this guise of Krsna;
they are also aware that he assumed this guise to trick Radha and her sakhis. Krsna as a gopi;
they adore him with devotion in his different forms. Meanwhile, the svami (along with samaji)

describes Krsna in a braja gopi/Syamavirahani’s garb.

Following Krsna, Mansukha makes his entrance, and the audience bursts into laughter. He is
cloaked in absurdity, transformed into a comic vision of confused genders and theatrical flair. A
bangle dangles absurdly from his nose like a makeshift nose ring; his skirt is tied high at his
chest, defying conventional fashion; thick strokes of kajal (eyeliner), and a bold tilak blaze

across his forehead like a flame.

Krsna is amused by Mansukha’s attire, laughs, and then gently veils his janeyu%®, the sacred
thread of masculinity, and shields his eyes with ghiighata (veil), a symbolic gesture.? Krsna
shares his plan with Mansukha, discussing each step in detail. First, they will go to Barasana, and
Krsna will cry and yearn for his name at the palace gate. The second step, as Radha loves the
people who love Krsna, she will definitely invite them in. Third, once they are inside the palace,

they will steal back their belongings and run away. Krsna tells Mansukha to say,

6 The sacred thread, worn by upper caste males.

70 This act is layered; Krsna conceals Mansukha’s masculine marks. While covering his eyes, he bestows upon him the veil of the
feminine gopi bhava.



Chapter 2 48

Krsna:
Cupa hai jao jiji, dhairya dharana karo

Calm down, sister, have patience.

Confused, Mansukha asks,

Jiji kauna te? To te?

Who do I call ‘sister’? You?

Krsna:
Mote.

To me.

Mansukha:
Ee tii besaura hai? Tii hamaro sakha, jiji kaise kah diingo maim?

Hey, are you out of your mind? You’re my male friend (sakha), how can I call you sister?

Krsna reminds him,
Hama braja-gopt haim! Taine agar kanhaiya kaha diya to bahut mara paregi|

We are now Braja-gopis! If you call me Kanhiya (Krishna’s name), we will get a good beating.

As soon as they reach, Mansukha quickly veils his face and quietly tells Krsna, “bhava mem

ajao” (get in the mood). Krsna begins to yearn for his name,

He syama sundar! He manamohana! Mokii apne darsan deyo pyare.

O Dark, beautiful one! O Enchanter of hearts! Please grant me your divine vision, my beloved.
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As both Krsna and Mansukha are men, according to social norms, they cannot enter the close
quarters of Radha and her sakhis. That is why, if they get caught, gopis will beat them. Now
Manasukha hesitatingly says, “cupa hai jao...jijT°, and the audience laughs at his comedic
delivery. The sakhis, with inquisitiveness, whisper about this Syamavirahani; they ask, “Where

have you come from? What is your name? Why are you crying? What is your pain about?”

Meanwhile, Mansukha quickly sides next to Krsna and asks him to speabesidek to these gopis.
Krsna tries to push Mansukha, urging him to reply to them. Mansukha, scared and confused, asks
Krsna, “What am I supposed to say? You did not tell me!” Krsna, biting his lips, pushes him to

say anything.

Mansukha
Jako nama hai Lapdako, mero nama hai Jhapdako. Hama jurava haim.
Her name is Lapako, my name is Jhapako. We are twin sisters.

Sakhi
Ye ro kyii rahi, yako kya kasta hai?

Why is she crying? What is her pain?

Mansukha

Yae koi kasta na hai. Moe kasta dai
rahi hai ye to!

Ye roti paidd bhai hai aur roti rahe,
aur maim yae cupa karati rahii. Ja ke

cakkar mem maimne apano khasama

chora diyo. Jdae na chorungi, jurava

Screenshot of audio-video documentation of the Mudari CorT [ila performance by Svami Fatehkrishna’s
mandalf at Jai Singh Ghera, courtesy of RasRaj Swami Shri Fatehkrishna Sharma YouTube Channel. August
8, 2024. Mansukha is talking to the gopis; meanwhile, Kysna, as Syamavirahant, is yearning on the right.

hai na!
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She is not in trouble; she is the one giving me trouble! She was born crying and keeps on crying.
I keep trying to console her. Because of her, I left my own husband. I won’t leave her, after all,

she is my twin.

Mansukha creates random rhyming names on the spot, and he also humorously calls
Syamavirahani a crybaby. This is not a mere joke; it reflects the social sensibilities that disregard
mystic lovers. The audience breaks into laughter with each dialogue. They clap and applaud the

performer's impromptu improvisation.

Sakhi talk amongst each other, saying that “this girl, who looks like a lover-devotee of a Syama-
sundara, is crying while calling out his name. I will call Radha; only she would be able to guide
her.” Hearing that, Mansukha quickly goes to Krsna’s corner. He whispers, “I will not speak

from now on. Radha is coming; she would recognize me.” He quietly sits behind Krsna.

Now, Krsna embodies Syamavirahani by enacting her emotions. He becomes a teacher to the
audience. Syamavirahani beings to sing, mair to dhiiidha phirt jaga sara (see Chapter Three),
raises one hand in the air and closes her eyes, as if she is meditating on Krsna. As it is a bhajan,
the audience also sways and claps (on the beats) with Syamavirahani and the svami. Not just the
svartipa, the audience also joins in the recitation, making it a collective singing. This way, the

audience could also connect with Syamavirahani’s emotions.

Meanwhile, Krsna also completely lets go of himself, surrendering to the divine in gopi bhava,
his voice cracking while he sings mohe roye roye ave hilki. He feels the viraha of the gopis and
is shaken by this strong emotion of bhakti with his sudden utterance of “he syama!” in the

middle of reciting the verses. (Analyzed in Chapter 4)

Svami narrates the background, where the gopi informs Radha about this Syamavirahani. Svami

narrates, syama Syama Syama ratata, syama apa hi Ssyama bhai. Svami elaborates, “by hearing
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the name Syama Syama, Syama (Radha) herself becomes Syama.” He mentions how the emotions

are heightened, which sets the mood for an upcoming scene.

Radha comes out of the palace and finds the pining Syamavirahani. She takes Syamavirahani’s
hand and asks, “You can tell me what is troubling you. Why are you taking Syamasundara’s
name?” Radha tells her not to take Krsna’s name; he is clever and deceiving, sakhi mata lai vako
nama, and otherwise she will regret it. But Syamavirahani does not stop crying. Radha’s act of
comforting the devotee is also a symbolic representation of her sympathizing with the suffering
of a devotee. She understands the pain. Here, the svami vacana is at the beginning of the I1la, that

Krsna loves those who recite Radha’s name and vice versa.

Radha is worried that nothing is comforting Syamavirahini. Sakhis then pull Radha aside and
advise her to dress up as Krsna (in his stolen jewels) and give darsana (in syama bhesa) to this
gopl so that she can be at
peace. Radha leaves to
change her guise;
meanwhile, Syémavirahal_ﬁ
sings another bhajan while
yearning: Bata de re sakhi,
samvariya ko dero hai

kitne duira.

Towards the end of the

s . . Screenshot of audio-video documentation of the Mudart Cor lila performance by Svami Fatehkrishna’s mandali at Jai Singh
p a d a S y 5 mavira h 1n T Ghera, courtesy of RasRaj Swami Shri Fatehkrishna Sharma YouTube Channel. August 8, 2024. Radha is trying to console
> Syamavirahant.

exclaims, “He

Syamasundara!” Just then, the curtain rises, everyone raises their hands in the air with the svami
hailing “bolo sri radharant ki jaya.” (Glory to queen Radha). Radha, dressed up in Krsna’s
ornaments, gives darsana to everyone of the unified couple (Yugala rijpa). The Sakhis redirects

Syamavirahani’s sight to the Radha-as-Krsna deity. The beautiful disguise of Radha blows away
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Syamavirahani (Krsna). She requests the sakhi, “Can I go closer to get better darsana?” Sakhi
replies, “Of course, this is our in-house temple (ghara ka mandira).” To this, Syamavirahini
sarcastically comments, “Sure, temple is in-house, deity is in-house, and the syrigara must also
be in-house.” But no one paid heed to that remark. He approaches the Radha-as-Krsna deity;
meanwhile, Mansukha says, “I want to offer some offering (bhenita) to the ‘in-house’ temple.”
Everyone laughs at this sarcastic comment. For the audience, although they are aware, through
the narration, that it is a play,
they revere this guise of
Radha.

Syamavirahini, having entered
the ‘sanctum-sanctorum’
(garbhagrha), recites
compliments to the amazing

srngara, he says, Niki bani

(see Chapter 3).

Screenshot of audio-video documentation of the MudarT cori [ila performance by Svami Fatehkrishna’s mandali at Jai Singh
Ghera, courtesy of RasRaj Swami Shri Fatehkrishna Sharma YouTube Channel. 27 August 2024. Radha, dressed in Krsna’s
ornaments, and Syamavirahini recite a poem for Radha-as-Krsna.

Just as Radha was avoiding
making eye contact with Krsna, Syamavirahani snatched the flute from Radha-as-Krsna’s hand,

'79

saying, yaha bamsi tau méri hai, “this is my flute!” All the gopis are surprised at this elaborate
trickery of Krsna. Svami exclaims, “Hail Lord Krsna, the beloved child!” Again, establishing

Krsna’s primacy in the Pustimarga tradition.

Krsna, with a smirk, says, “Le liyo apno gehno! (See, I took back my jewels!) Now, ending on a
comedic note, the svami, pointing at Mansukha, asks, “Who is the other sakhi?” Mansukha

quickly lifts his veil, sobbing, and asks who stole his mustache.
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Mansukha: Mauchana ne
ukhara’l ke lar ti? Kauna
layo? Mere se aise hamsi
kyim karo? Kyom lai? Tere
khasam ke ndahai maucha’?!

Kahd hai khajane men dhari

haim kya?

Did you uproot and bring the
mustache? Who brought it?

Why do you joke with me?

\ .\

Why did you take it? Does

Screenshot of audio-video documentation of the Mudarf corf Iila performance by Svamt Fatehkrishna’s mandali at Jai Singh
Ghera, courtesy of RasRaj Swami Shri Fatehkrishna Sharma YouTube Channel, 27 August 2024. Syamavirahini and Radha-
y our husb al’ld I‘lOt haV € a as-Krsna sitting together on the throne to give blessings.

mustache? Where is it? Is it in

the treasury?

One sakhi tells him it is in the treasury and leads the way; Mansukha follows and exits the stage.

Everyone laughs at Mansukha’s simplicity.

The performance concludes with an arati of the divine couple. The audience, then, receives
darsana (holy sight) by coming up to the stage one by one in an organized line to receive the
blessings of the svaripas. All the sakhis depart from the scene simultaneously after taking
blessings of the divine couple. Meanwhile, one or two sakhis stay back to perform the arati of
the divine couple. Svami generally recites two verses expressing trust (asraya) and humility

(binati).> However, today he only recites the one based on asraya (a poem by Stradasa),

"l ukhara ke (m. having torn off) is the gerund of (MSH) ukharna/3@TEAT, v.t., m. to root up, to tear up or off; to take out

72 Here, maucha = miicha, m. mustache. (qv McG)
73 Thielemann (1998), p 112-113
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drrha ina caranana kerau, bharosau..
sri ballabha nakha candra chata binu

saba jaga mahi andherau

Unwaveringly, I rely upon these Feet.
Without the moonlight emanating from His toes,

My world is all dark.

During the recitation of this poem, the audience is invited onto the stage to take blessings from
the divine couple. The audience feels overjoyed when they come on stage, touching the feet of
the svaripas regarding them as deities. It feels like a privileged experience for many, where,
while in a temple, the general public is not allowed to touch the acala vigraha, Rasalila provides

them with intimate access to the divine.

Conclusion

The performance of Mudariya Cor1 Lila demonstrates the dynamic relationship between text,
performance, and audience that characterizes contemporary Rasalila in Braj. Although the
narrative draws from the poetic traditions associated with figures such as Caca Vrndavana Dasa
and Narayana Svami, the performance reveals that the dramatic text functions only as a
framework rather than a complete script. Meaning emerges through the continuous interplay of
poetry, music, dance, dialogue, improvisation, and devotional participation, transforming literary

material into a living theatrical and religious experience.

The intertextual character of the performance is itself indicative of the fluid sectarian landscape
of contemporary Rasalila. As Mudariya Cor1 Lila is primarily shaped by the poetic traditions of
Radhavallabha and Nimbarki, the performers and the svami frequently invoke Radha's praise,
such as “Radharant ki1 jai” (Glory to queen Radha), foregrounding Radha’s centrality within the
performative world of Braj. Similarly, the mangalacarana incorporates compositions by

Nimbarki authors such as Harivyasa Devacarya, whose verses continue to occupy an important
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place in Rasalila repertoires, while padas from the performers’ own Pustimarga heritage,
including those of Nandadasa, are also woven into the performance. Even the choice of the
opening arti reflects this adaptive logic: instead of employing a more formal Sanskrit hymn, the
troupe opts for a vernacular composition (gavo sakhi arati) that is familiar, accessible, and
emotionally resonant for the assembled audience. The performance thus does not preserve
sectarian boundaries in a rigid fashion, but selectively draws from multiple devotional archives

to create a shared Braj aesthetic.

Central to this performative coherence is the svami, whose role extends far beyond that of a
narrator or ritual officiant to that of a dramaturgical mediator and theological interpreter.
Through strategic interpolation, explanation, and adaptation of Brajbhasa verses, the svami
continually bridges textual tradition and embodied performance, integrating disparate poetic
sources, theological ideas, and comic episodes into a unified experiential flow. The svami
vacanas not only provide narrative description but also reveal the inner motivations and
emotional states of the characters, often articulating what Krsna himself is thinking as he plans
his I1la. For example, at the beginning of the performance, the svami narrates Krsna’s silent
contemplation before the action unfolds, giving the audience access to an interiority absent from
the written text and dialogue. He also tactfully diffuses padas throughout the performance,
stringing together individual scenes through poetic insertions (reciting lines from different

scenes) that create continuity and a smooth transition from one scene to another.

The svam1’s interpretive interventions also shape the devotional pedagogy of the performance.
His teachings to the audience find resonances with the enacted narrative, creating a dialogic
relationship between oral exposition and dramatic embodiment. In this I1la, during the
introductory discourse, he emphasizes the reciprocal theology that one who utters Radha’s name
becomes dear to Krsna, and one devoted to Krsna is equally beloved to Radha. This theological
principle is subsequently embodied in the performance of Syamavirahani, where the longing for
Krsna drove Radha to Syamavirahani. The svami thus does not merely explain the Iila; he

provides the hermeneutic framework for experiencing it.
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Equally significant is the role of the rasa-dharis, whose improvisational capacities generate the
affective texture of the 11la. The oscillation between devotion and humor, reverence and play, and
divine intimacy and everyday comic inversion produces a distinct Braj aesthetic in which
theological meaning is not merely represented but actively engaged with the audience. Radha,
for instance, warns not only the sakhis but also the audience about Krsna’s trickster nature,
enacting that he may even disguise himself as a woman. The performers regularly simplify the
Braj poetry they recite into a blend of contemporary Hindi and Brajbhasa, ensuring that the
emotional and theological content remains intelligible to a wider audience. Similarly, Krsna
svariipa’s performance of the Syamavirahani becomes not simply a dramatic moment but an

exemplary enactment of bhakti, as discussed in Chapter Four.

The creative flexibility of the performers is particularly evident in their reliance on memory
(smarana) rather than on a fixed notion of acting. As David Mason observes, Rasalila performers
are not conventionally trained as actors but cultivate embodied recollection of the tradition. The
performance offers several examples of this process. When Mansukha discovers Krsna resting
beneath a tree, he spontaneously recites the line “Latabara kuiija maim paurhe nanda kumara.”
In earlier scripts, this verse was spoken by the sakhis, yet in this performance, it is recited by the
Mansukha svariipa. The improvisation is likely enabled by the performer’s own literary memory,
since he had performed the role of a sakhi early in his career and had retained the verse through
smarana; he recalled it when he saw Krsna sleeping. Such moments reveal that the continuity of
the tradition depends not on textual fidelity alone but on the performers’ accumulated embodied

knowledge, allowing verses to migrate across characters and scenes while remaining meaningful

within the unfolding Iila.

Mansukha’s role itself exemplifies the creative expansion of the dramatic tradition. Although his
addition to this chadma-Iila by the svami remains a matter of scholarly debate. He has become
one of the most beloved figures among contemporary audiences. His appearance does not merely

provide comic relief; he enters as a devotee, singing Krsna’s praises and recounting the deity’s
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childhood miracles through a well-known rasiya. The audience responds enthusiastically,
clapping along with the song while delighting in his dance and comic performance. Devotional
participation and entertainment are therefore not opposed categories but mutually reinforcing

dimensions of the same aesthetic experience.

The relationship between performance and audience extends beyond these moments of
interaction. Whenever the svariipas pause—whether at the conclusion of the rasa sequence or at
the end of the /lila itself—to offer darsana in the manner of temple deities, the audience
simultaneously folds their hands in reverence. The theatrical action momentarily gives way to
ritual encounter, collapsing the distinction between stage and shrine. The svami further cultivates
this devotional engagement by directly addressing the spectators and instructing them in
appropriate modes of reception. He advises devotees to continue engaging with the lila after
leaving the performance through the practice of cintana, contemplating the episodes they have
witnessed and entering into them through whichever devotional disposition (bhava) feels natural
—whether as a friend (sakhya), a gopi, or through madhurya-bhava. The performance, therefore,

does not conclude with the final scene but extends into the inner devotional life of the spectator.

The role of the patron further illustrates the porous boundaries between ritual authority,
performance, and spectatorship. The I1la examined in this chapter was staged at Jaisingh Ghera
under the auspices of the Sri Caitanya Prema Samsthana, where the tradition of Rasalila
performance was reinstated in the 1940s by Acarya Sii Purusottama Gosvami. The current
patron, Srivatsa Gosvami, himself both a respected religious leader and an academic, participates
in the event not simply as an organizer but as a devotee within the performance ecology. Before
the 11la begins, he delivers a pravacana in Brajbhasa, explaining its theological significance to
the audience. During the performance itself, he enters the stage and quietly remains in one
corner, fanning the svariipas in an act of devotional service. The patron thus occupies a liminal
position, simultaneously an interpreter, an organizer, and a participant, embodying the devotional

ethos that the performance seeks to cultivate.
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The spatial transformation of the performance, from the traditional circular rasa-mandala to a
proscenium stage, further highlights the adaptive nature of the tradition. Divine presence is not
confined by stage design; instead, it is continually reactivated through invocation, darsana, oral
interpretation, and participatory modes of reception that dissolve the boundary between spectator

and devotee.

Ultimately, Mudariya Cori Lild underscores a central theological and aesthetic principle of the
Rasalila tradition: Krsna’s play is eternally ongoing (aprakata) and is only momentarily made
manifest through performance. The dramatic text provides the skeletal structure, but it is the
combined work of the svami’s interpretation, the rasa-dharis’ improvisation and embodied
memory, the patron’s devotional participation, and the audience’s active engagement that
animates the 1112 as a living tradition. The conclusion of the staged narrative, therefore, does not
signify closure but a return to contemplation, where the rasa generated through poetry, music,
memory, and collective devotion is internalized through cintana and carried into everyday life. In
this sense, the performance is not simply the representation of a sacred story but one fleeting
manifestation of an eternal divine play that continues beyond the stage, sustained through

remembrance, participation, and devotion.
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Chapter 3

Mudariya Cori Play: Text edition and translation

This chapter presents a transcription, transliteration, and translation of the poetic compositions
performed in the Mudariya Cori Lila. Alongside the contemporary performance by Svami
Fatehkrishna Sharma’s troupe, the chapter compares two earlier transcriptions of the I1la by Baba
Tulsidasa and Harivallabha Sarma Kirtaniya. These sources provide an opportunity to examine
both continuity and change within the Rasalila tradition. Throughout this chapter, Baba
Tulsidasa’s version is abbreviated as BT, Harivallabha Sarma Kirtaniya’s version as HS, and the
performance of Svami1 Fatehkrishna Sharma’s troupe as FKS. The comparison of these sources
reveals how poetic compositions have been preserved, modified, and reinterpreted across

versions.

Sources

In the Mudariya CorT Lila, the first part, about Krsna’s theft of Radha’s ring, is inspired by the
poetry of Caca Vrndavana Dasa. His padas were found in the manuscript titled Vana Vihara
Candani (Moonlit Forest Pastime) written by his scribe Keli Dasa. The date mentioned in the
manuscript is 1802—1803 CE (Vikram Samvat 1859). This is a nikusija lila from the Astayama
seva samaya prabandha (Schedule of the Eightfold Daily Service). In this telling, Krsna and
Radha are wandering in the forest, while the sakhis request Krsna not to take Radha too far.
Meanwhile, Radha loses her ring. The sakhis accuse Krsna of stealing the ring, and once they
find it in his fist, they make fun of him. The plot ends here and does not continue into Krsna

taking on a guise.

That second part of the plot of the Mudariya CorT Lila is inspired by the Srisyamavirahini lila
composed by Narayana Svami.7 This li1la, on the other hand, does not provide any context for
Krsna taking the guise of a virahini. So the ra@sadharis combined the Mudart cori (the theft of the

ring) incident with Radha and Sakhis stealing Krsna’s jewelry. They used the pada dchi niki lage

74 The entire translation of this 1112 is attached to the appendix.
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pyvari ju ki ranga bhari avana ascribed to the poet with the pen name sarasa madhuri in previous
scripts.”s This pada adds the plot twist that motivates Krsna to disguise himself as Syamavirahin.
Another I1la composed by Narayana Svami provides the basis for the plot's conclusion, in which
Radha appears in disguise as the Yugala-ripa (the unified couple), known as the Yugalachadma

lila.

Baba Tulsidasa’s transcribed script of the lila is titled as Mundari cori-lila tatha syama virahini
chadma (The theft of the ring play and the disguise of Syama Virahini). While the publication
date is not indicated, it likely dates from the 1960s. Information such as when this performance
was documented and which troupe performed this [ila is also missing. He specifies on the front
page that this [1la is performed in the Rasa (short for Rasalila), published under the series Braja
Sahitya. Two padas, one by Lalita KisorT and the other by Narayana Svami, have been printed
on the front page. Baba Tulsidasa specifies that he has documented the padas of the lila. He
provides an index (pada siici) of all the poetic compositions performed in the Iila. His
documentation begins with Radha and Krsnataking a stroll in the forest, followed by the thumart,
Mathe pe mukuta. He writes the changes in the scenes in parentheses and specifies the type of

poems recited during the performance.

Harivallabha Sarma Kirtaniya’s transcribed script of the 1ila, titled Mudariya-cori-lila athva
syama-birahini-lila (The theft of the ring play and the play of Syama Virahin). (Details of the
publication not yet confirmed). He transcribes a Sanskrit §loka from Radhasudhdanidhi’¢ recited
by the svami in Marngldacarana. He annotates the dialogues under varta (dialogue), and the
poems are also classified by meter and recitation. He has also specified the details of the raga
(melody) and tala (rhythm). His documentation also begins with Radha and Krsnaentering the

stage together, followed by the thumari, Mathe pe mukuta.

75 Sarasa Madhuri is the chapa.

76 Ascribed to Hita Harivamsa by Radhavallabha Sampradaya, and to Prabodhananda Sarasvati by Gauriya Sampradaya.
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The contemporary performance analyzed here is based on the audio-visual documentation of
Svamt Fateh KrsnaSharma’s mandalt at Jai Singh Ghera on 8 August 2024, available through the
Svami Fateh KrsnaSharma YouTube channel. The Marngalacarana and rasa portions of the
performance have not been included in this chapter (discussed in Chapter 2). The present chapter
focuses instead on the troupe’s poetic compositions and compares them with their counterparts in

the BT and HS scripts.

In the present transcription, narrative verses, dohdas, and poetic passages that are not explicitly
attributed to an earlier author or are primarily employed as narrative commentary have been
classified as Svami Vacana. These interventions play a crucial role in shaping the audience’s
understanding of the I1la and demonstrate how performance mediates between inherited poetic
traditions and contemporary devotional experience. This gives a sense of the poetic and narrative

development of the Mudariya Cori-Syamavirahini episode.

Dictionaries used for translation:

Hind1 Sabdasagara by Syamasundara Dasa. (Dasa)

The Oxford Hindi-English Dictionary by R. S. McGregor. (McG)

A Practical Hindi-English Dictionary by Mahendra Caturvedi. (Caturvedi)

Lila script (poetry only)

Characters:

* Krsna

» Radha

* Astasakhis (eight girlfriends of Radha), primarily Lalita and Visakha

* Mansukha/Madhumangala {vidisaka (jester) of the Rasalila, plays the role of Krsna's
accomplice in some of his mischievous escapades}

Svami vacana
Doha
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sri vrndavana dhanya hai, vicarata’” Syama Syama| rasa khelem rasa rahem magana, nisidina’s
athom yama’||

vrndavana so$0 vana nahim, nandagava so gava| barsibata so batas! nahir, ($ri) kysna nama so
namal|$?

et
o g1 U= 2, TR ST S| T Wl W T AT, e smet am
T T I T8, A T | SEe @Y 9 T, (3fh) ST A @ A

Sri Vrndavana is truly blessed, where Syama (Radha) and Syama (Krsna) wander,

And perform rasa (dance), immersed in bliss every day in the eight watches of the night and day.
There is no forest like Vrndavana, no village like Nandagava,

There is no tree like Barhsibata, and no name like St Krsna’s name.

[Radha sets out to meet Krsna; Krsna enters]
Svami vacana8s3
(Aved4) lataka-calata-chabilau-mohana$s ave|%6 Ghiigharari-alaka-mukutas’-bhuva-bhatake/
matake-catakata,ss lataka calata chabilo mohana ave|

T a9

77 vicarata/bicarata is an imperfect participle (TdHT $a) of vicarana [S.], m. masc. wandering, roaming.
78 pisidina = nisi-dina, adverb (f51-fI8I99T) m. by night and day. (qv McG)

79 athor yama = astayama (eight watches of the day), m. a watch of the day or night, period of three hours.
80 squ (m. equal to or like) is used here in establishing the supremacy of each noun in its category.

81 pata = vata means [S.], f. a banyan tree. (qv McQG)

82 These two verses are composed in the dohd meter; the second doha is popularly ascribed to Sr1 Rama Lala, but a proper source
is not available. However, they do not completely fulfill the matra requirement. In doha, there are 24 matras in each line (13+11
matras). The first line follows this pattern and has 24 matras. However, in the second line, the first pada (part) has 15 matrds, but
the second pada has 11 matras. With the loose matra structure, this doha has been adapted for singing (kirtan style). The second
doha fulfills the 24 matra requirement, but the svami adds sr7 in the second line, which disrupts the matra arrangement. However,
during recitation, it is common to add sr7 as a sign of respect.

83 Similar to lataka calata juvati-sukha-dant by Caturbhujadasa (15th century). Classified as a pada by Yamadagni (1980), p. 277
84 Ave = (MSH) de/3TTT (m. comes, arrives, approaches) is the present subjunctive of and (v.i.), m. to come; to approach; to arrive.
In this verse, Ave is the main finite verb. The entire verse encapsulates how Krsna arrives (ave).

85 Here mohana [S.] means m. enchanter, an epithet of Krsna. (qv McG)

86 Jataka [H. latakna] hanging, dangling; chabilo = (MSH) adj. chabild m. graceful or handsome (in a feminine way). (qv McG)
lataka modifies calata (imperfect participle) as an adverb, and chabilau as an adjective modifies mohana.

87 Ghungarari = (MSH) f. adj. Ghungaralr curly (of hair). It modifies alaka, m. [S.] f. a lock of hair. (qv McG) It could also
mean that the curly locks crown (mukuta) his head.

88 bhuva = (MSH) f. Bhoritha/Tg [S. bhril] (qv Dasa); bhatake (same as in MSH) m. to stray, modifies bhuva. catakdta, m. in a

quick or snapping manner) is used as an adverb for bhatake, alternatively, bhatake could also be matake, f. flirtatious glances or
manner, because mataka-cataka are often paired together. The svami replaced ma with bha for alliteration (anuprasa alankara/
ITUTE 3BN), which is a common practice in Rasalila recitation. Here, bhatake-catakata could mean cleverly. (qv McG)
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AT TH-TAd-BaTA-AET 3T | HER-3TeTep- G2 d-Hedh/Aeh-aePd, @b doid Balal Hied
|

He comes, swaying as he walks, the graceful enchanter (Krsna) arrives.
His crown adorns curly locks, while his eyebrows dance with clever mischief,
swaying as he walks, the graceful enchanter (Krsna) arrives.

[As Krsna begins Kathak footwork, the svami, along with the samaji, sings a Thumari]

Svami
Thumaris®
Mathe pai mukuta sruti® kundala visala bhala®!, alaka kutila sohaim alina mada garjani||

92dhruvapad)||
Kdchani kalita kati kinkini vicitra citra, 3 pitambara anga saum biraja dyuti bainjant||%¢

89 According to the meter, it is a Kavitta; however, it has been recited as a Thumari in Raga Khamaja. In BT’s script, this
composition is labelled as a ThumarT; in HS’s script, it is labelled as a pada.

Variations
In HS’s script:
Pada (in Raga - Kosiya, Tala - Tritala)
Mathe pai mukuta, sruti kundala, bisala bhala, alaka kutila sohaim alina mada garijani|
Kachini lalita, kati kinkini bicitra, citra pitambara anga saum birdjai duti baifijant|
Diye galabahim priya-pritama bihara karaim, ati anuraga bhari ai nai dvai jani)|
Kahata “Dayala’ prabhu merau mana mohi liyau, manda-manda bajata gobinda-paga paifijani)|

In BT’s script:

Thumart

Mathe pai mukuta sruti kumdala bisala bhala, alaka kutila sohai alina mada gafijani|

Kachant kalita kati kinkint bicitra citra pitapata anga som birdja dyuti baifijani]|

Diye galabahim priya-pritama bihara karaim ati anuraga bhart aim nar dvai jani|

Kahair Janadayala prabhu merau mana mohinm liyo manda manda bdjata govinda pdya paifijani]|

In all three versions, the chapa is different. In FKS, it is Jayadayala, in HS, it is Dayala, and in BT, it is Janadayala. The
authorship of this kavitta is not known. The kavitta itself has extensive use of alliteration, for instance, priya-pritama, mero mana
mohim, and vicitra citra, as well as punarukti prakasa alankara in manda-manda. The svami has also added his alliterative
modification, for instance, /alita (in HS) to kalita (IN BT & FKS). Furthermore, pitambara (in FKS & HS) and pitapata (in BT),
this change could also be for alliteration of nazalization with anga following pitambara. A noticeable difference between the
scripts: in the HS versions, hyphens are used to indicate compounds in the poetry, like gobinda-paga and manda-manda. He has
also used commas to highlight different features of Krsna: sruti kundala, bisala bhala, kati kinkint bicitra. In FKS & BT, it is
dyuti; meanwhile, in HS, it is duti. Both words have the same meaning; however, dyuti is Brbh, and duti is a S. word.

90 sruti [S.] f. the ear. (qv McG)
91 bhala, masc. forehead.

92 alaka means a curl or a lock of hair (qv McG), and kutila, adj. crooked or curved (qv Caturvedi); alina, masc. plu. of ali m. a
large black bee (or ‘ﬂﬂ/bhaumré); (qv McG; Caturvedi) mada, masc. pride (qv McQG); gafijani (f. of gafijana) m. one who
destroys, and is used figuratively for alaka. (qv McG)

93 Kachani f. cloth worn over a kdacha (shorts or dhotl); kalita [S.], adj. made with art or skill; kati . belt or waist ornament;
kinkint [S.], f. bells or any tinkling ornaments; vicitra adj. wonderful; citra masc. a picture or painting. (qv McG)

94 pitambara masc. yellow silk cloth; biraja = (MSH) birajana (v.i.) m. to grace (by sitting on the body); dyuti f. beauty or
radiance; baifijani could mean baingani (purple). (qv McG)
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Diyem garabayim?’ priya pritama?® vihara karaim, ati anurdaga bhart aim nait dvai jani|97
Kahaim jayadayala prabhu® mero mana mohim liyo, manda manda bajata govinda paga
painjan®’||

e

A1 O e Sffd FUSH oI HTe, 3TcTeh Pieet Gle SATet S Tet] |
HTET Bicid B oot fafest o, diamer st & forret gfa S
T3 TRaT o iaw foeR @2, 31f SR Wil 31Te 7 & ST

e SIS W R 7 Hife foraiy, He He sreta mMifams o gatf 1|

Upon his head rests a crown, earrings adorn the ears, and the broad forehead shines. Curly locks
fall gracefully, humbling the pride of a swarm of bees.

At the waist, a waistbelt is artistically tied over the kdchani, set with tinkling ornaments, painting
a wonderful picture. The yellow garment drapes the body, its radiance glowing with a purplish
hue.

The dear one (Radha) and dearest (Radha and Krsna) gracefully take a stroll together,

a pair of maidens approach, overflowing with deep affection.

Jayadayal Prabhu says, “My heart has been completely captivated, as the anklets on Govinda’s
feet softly chime in a gentle rthythm.”

Krsnadistracts Radha and steals her ring]

Svami vacana
Doha
Nrtya sikhavata savaro!%, sikhata bhanu kumari| Sri Radha ke hatha te, mudari lei utari)|

EEl
T ToRgTad TRy, TRga T FET | < T & 21 o, e g S|

The dark-skinned one (Krsna) teaches dance, and the daughter of the Brsabhanu (i.e., Radha)
learns. From the hands of SrT Radha, he took off the ring.

[Sakhis notice that Radha’s ring is missing]

95 garabayim = galabdhi [H. gala + baha] £. to put one’s arm around someone’s neck. (qv Dasa)
9 pritama = priyatama masc. dearest or lover
97 Here, anurdga m. affection; dvai (Brbh) m. a pair, the two; (qv McQ); jani f. woman (qv Caturvedi)

98 This is the chapa (m. the pen name of the author). Not much information could be found out about Jayadayala Prabhu. In BT’s
text, his chapa is “jana dayala”, in HS’s it is “dayala.”

9 Here, paifijanim (f.) means an anklet with small bells. (qv McG)

100 sgmvaro = [S. Syamalaka-] dark-complexioned, title of Krsna.
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Sakhis

Padalo!

Kahd kara teri!02 muridariya dari!%3|| dhruvapadal)|

Main balijaii!" bataya Kishori, taim kaba te na nihari!0||
Avat hair bhuja amsana dinher!6 tuma sanga chaila bihari!?’|
Hai una hi ki timam-palati!®8 yaha bhori bhari||

I°[<}

el B HeiET Sl il yaugil

# gfcTrss gar feond, & e 3 7 Fer
3Ted 2 YT 3199 1% gH 97 Bl faerd|
23T € BT AU T8 TR I

101

Variations
In Astayama, Vana Vihara Candant (Kunja Baithaka),
Caca Vrndavan Dasa’s pada to be sung in Raga Devagiri and tala Asavart:

Kahd kara ratana midariya dari| Hawm bali gai batdi kisori, taim kaba te na nihari)|

Avat hai bhuja amsani diye eho catura bihdri| Jo dekhi to kahive mosor mudita hota kaha bhari

CorT capala lagavati mokorh nyava karau tuma pyari| Vyndavana hita ripa darasi part lala pherta jaba jhari||29||

In BT’s script:
Kahd kara tem mumdariya dari| Maim bali jaii bataya kisori, tair kaba te na nihdri)|

Avat hai bhuja amsana dine tuma sanga chaila bihari| Jo dekhi to kahive mohana mudita hota kaha bhari|

Cori capala lagavata mokom nyava karo tuma pyari| Vyndavana hita ripa lakhi part lala phemta jaba jhari||

In HS’s script:

Pada (in Raga -Sahanaurh Kanharau, Tala - Dhima Tritala)

Kahd kara saurit mudariya dari| Main bali jaii bataya kisori, taim kaba te na nihari||
Avat hai bhuja arisani diyaim tuma sdga chaila bihari| (The rest of the pages are missing)

The svam has dispersed the pada across different scenes, added dialogues between the verses (see Chapter 2), and run the entire
pada as a narrative strand. The word ratana (in Caca ji’s version) has been replaced with ter: (in BT & FKS) and saum (in HS).
As part of simplification, Haur (the first-person pronoun in Brbh) has been replaced with Maim (commonly used in MSH). The
verse Jo dekhi to kahiye mohana mudita hota kaha bhari is different in each script. While the BT version and Cacaji’s version are
similar, in FKS that verse has been completely changed. The verse, Cori capala lagate radhe, mokii nyava karo tuma pyari, is
recited as a dialogue instead of being sung as a part of the pada. Eho catura bihart in Caca ji’s version has been changed to tuma
sdga chaila bihart in all three versions. Chaila highlights the charming aspect of Krsna, and Catura highlights the clever side;
both are relevant to the context. The last line containing the chapa in Caca ji’s version says darasi, whereas in FKS and BT it
says lakhi; again, both have the same meaning.

102 karq tern = (MSH) hatha se/8TI ¥ , m. from the hand.

103 dgri = (MSH) dali/giett (£, sing. perfective participle)

104 Here, balijau = (MSH) bali jand/dTe STHT to offer oneself as a sacrifice. (qv McG)

105 nihart is the perfective participle of niharana, m. to look at intently or expectantly; to gaze at. (qv McG)

106 Here, ansana (obl. plu. of arhsa) means shoulders; (qv McG) dinherii is m. Perfective participle, m. gave.

107 Here, chaila = chaild, m. fine-looking or handsome; bihari = vihari (adj.) means sportive (as Krsna with the herdgirls). (qv
McG)

108 No meaning for tiimam could be found; instead, it could be tiimara or timala, which means fuss. (qv Caturvedi) This would
go with ulatd palti, which means to do here and there.
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Where did you lose your ring from your hand?

I am devoted to you, O Kishori (Radha); tell me—haven’t you noticed it till now?
The handsome, playful one (Krsna) comes, placing his arm around your shoulders.
It is all his mischief; you are the innocent one.

[Krsna’s presented in Radha’s court]
Krsna: Cori capala lagate!?” radhe, mokii nyava'!? karo tuma pyari'!l.

Pada .
TRT <IA TTd TE, Hicp =T B JH AR

They accuse me of theft, O Radha. Please bring justice to me, my beloved!

Svami vacana (& Krsna)liz
Pada
Mair nahin cora cora ko sathi, natakhat!'3 sakhi haim tihari| Kahd kara teri mudariya dari||

78 IR, IR B Ay, Fewe Tl € faend| et o & geiar sw

Neither am I the thief nor his accomplice. Your friend is mischievous. Where did you lose your
ring?

[After the ring falls from Krsna’s waistband]
Svami
Pada

Vindavana hita riipal'# lakhi pari lala'l> phemta'ls jaba jhari!l’| Kahd kara ter mudariya dari||

o[
I197 & B @G ol @It e ST9 S| T R g el

109 Here, the transition from ‘lagavati’ to 'lagate’ is an example of saralikarana.

110 nyava = nydya (justice)

111 Here, pyari (f. of pyara) means beloved or dear. (qv McG)

112 The svami integrated this verse into the pada recitation, elaborating Krsna’s defense.
13 natakhat means mischievous. (qv Caturvedi)

114 This chapa can be understood as “may be read both as the dedicatory shorthand for three significant names (Vrindavandas—
Hita Harivamsa—Ruplal Gosvami), as well as a divine epithet.” See Williams, p. 1415

115 Lala is used as a designation of Krsna. (qv McG)
116 phemita f. waistband (made with cloth). (qv McG)

17 jhari = jhayt is perfective of jharand, m. causing to drop or to fall, shaking down.
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For the sake of Vrndavana, witnessing the form, when Krsna’s waistband was shaken off. Where
did you lose your ring?

Sakhi
Doha
Jinakiim apa batamti, sace sahitkarall$| Vo prataksa nainan lakhe!!9, corana ke saradara|!20

EEl
R 31T FATRAT, HT ATEHR| AT T A7 7, TRA b TR

The one whom you yourself declare to be a true money-lender, He is the very one we caught red-
handed, the leader of thieves!

118 Here, sahiikara means a money-lender, private banker, or rich man.

19 prataksa = pratyaksa, m. real or actual. (qv McG) Vo prataksa nainan lakhe—His reality is visible to the eyes.
120

Variation
In BT’s script:
Jakau apa batavati séce sahiikaral
So pratyaksa nainan lakhe, corana ke saradaral

Compared with BT, the FKS has replaced a few Brbh words with MSH for saralikarana, without altering the meaning. For
instance, jakau became jinakum, so became vo. There is also nasalization in the batavati, which became batamati. But even with
these alterations, the dohd meter remains unchanged.
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Padal?1

Lala tert niksi!?2 phemta mem te cori|| dhruvapadal|

Maim pahacane nain tumhare, priyd na janata bhori!?3||
Anakani’?* diye jata haim, maim kahi yaha ju bahori’?’|
Vrndavana hita ripa lakhi pari, ldala kapata phemta takatori!?6||

e

ST A (HepET e | d IRTNIaug 1|
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O Lala! Theft slipped out from your waistband!

I recognized it through your eyes, yet (your) beloved remains naive.

He goes on making excuses, and I say, “Well then, what about this again?”

For the sake of Vrindavan, witnessing the form when Lala’s trickery appeared as his waistband
was searched.

[Radha, accompanied by her sakhis, sets out to steal Krsna’s ornaments]

121 Sung in Raga Misra pilu in FKS.

Variations
In Astayama, Vana Vihara Candant (Kunja Baithaka):
Caca Vrndavan Dasa’s pada to be sung in Raga Devagirt:
Lala yaha nikst phaimta tem cori|
Hama pahicanaim naimna tihdre priya na janati bhori|
Anakani diyaim jata he main kahi yaha ju vahori|
Vrndavana hita ripa aju maim kapata buddhi takatori||30||

In BT’s script:

Lala teri niksi phaimta te cori)|

Hama pahacanem nain tihdre, pritd na janata bhori||
Ana kant diye jata haim, main kahi yaha ju vahori|
Vrndavana hita ripa aju mem kapati buddhi taka tori||

In the first line, there are minor changes. First, yaha (this) has been replaced with ter7, making it explicit that it was Krsna’s
waistband. Second, mem has been added after phaimta to supplement the division of the verse, while singing also adds
alliteration with mem te. Shift from hama to maim, tihare to tumhare in FKS performance reflects saralikarana to MSH. In the
last line, Sakhi says, @ju maim kapati buddhi taka tort (today I uncovered the tricking mind) in BT and Cacaji, has been changed
to ala kapata phemta takatori. Bringing the audience back to the waistband, which hides the trickery. The entire composition in
Cacaji mentions that it should be sung in Raga Devagiri, however, in FKS it is sung in Raga Misra Pilu, which is a common raga
used in Rasalila.

122 piksi m. slipped out (f. sing. perfective participle); [*niskasati: Pk. nikkasijjai] = (MSH) eeTT to get out, to escape, to slip
out. (qv McG)

123 bhor = (MSH) bholi, f. of bhola, m. innocent. (qv McG)
124 Andkani here means to make excuses. (qv McG)
125 bahori = vahori [cf. *vyaghutati: Pk. vahudia-], adv. Brbh. Av. 1. again, anew. 2. then, next, further.

126 takatort = taktoh(r)na, m. to make a preliminary survey or to reconnoitre. (qv Caturvedi)
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Svami

Khayalal?7

Achi niki128 lage pyari jii ki ranga bhari avana'?||dhruvapadal|

Eka kara dhari lalita jii ke amsana, dije!30 kara kamala phiravanal3!||

I
ATST HTeh! T R S bl I W AT || Haug ||
Teh L IR Al 5] b 378, ol B BHA ThIa |

The beloved’s colorful arrival feels befittingly pleasing.
With one hand resting on Lalita's shoulder and the other hand twirling a lotus,

[Sakhis exit the stage; Mansukha enters]

Mansukha

127

69

Variations
In BT’s script:
Achi niki lage pyari jii ki rariga bhari avanal|
Eka kara dhari lalitd jii ke amsana, dije kara kamala phiravanal|
Pahiict jaya jahd hari paurhe, mana ati harsa barhabanal
Lakuti muraliya sabai curat, aru sirapeca utaranal|
Jage jabahi manamohana, ita uta dysti pasaranal
Sarasa madhwrt ta avasara hi syama ke ghara avanal|

In HS’s script:

Pada (Raga Khamaja, Tala- Tritala)

Achi niki lagai pyari ki rdga bhari avanal|

lka kara dhari lalita ke amsani, dijje kamala phiravanal|
Pahiict jai jahd hari paurhe, mana ati harsa barhavanal
Lakuti, muraliya, sabahi curat, aru sirapeca utaranal|

Tuka
Jage syama ihd tihim ausaru, mana ati soca barhavanal|

Ko lai gayau basana-abhiisana, ita uta drsti pasaranal

In FKS, Khyala has also been similarly dispersed, as in Kahd kara terr. In BT and HS, Lakuti muraliyd sabai curdi, aur sirpeca

utarana (they stole staff, flute, etc., and took off the head ornament). Meanwhile, in FKS, Lakuti muraliya vanamala curat...

includes vanamala (garland) in the Syigara. The last two lines have been adjusted differently across the three versions. In BT, it is
recited as part of the Khyala; meanwhile, in HS, it has been altered into a fuka (a line of thyming verse), with the majority of the
words changed. The last line with the chapa (in BT) ascribing the pada to Sarasa Madhurt has been omitted in both HS and FKS.

128 gehi = acchi, m. fitting or suitable. Both dchr and niki are used as adjectives for avana.

129 gvana =(MSH) ana means coming, or approach. (qv McG) In each verse ending, avana, phiravana, barhavana, utarana are

all infinitives.
130 dizje (obl.) m. in the second or other. (qv McG)

131 m. to cause to turn (qv McG)
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Rasiya

Acakal3? carhi ai rasiyal33, avata dekhyo to acaka carhi ai rasiyal|
Piche sesal34 agare!35 yamuna, prana bace lala ke ab na|

Are lalde leke cala diye, aura marga pe vasudeval3f||

Are maraga yamund ae gai, aura mana mem hai gayo khedal|

Are chiite hi carana utara!3’ gai yamuna, hdsa gayo rasiyal

I
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Suddenly she came up, O rasiya (playful lover); seeing him coming, she suddenly became
startled, O rasiya.

Behind was Sesa (the serpent canopy), and ahead was the Yamuna; now there seemed no hope of
saving little Krsna’s life.

Then Vasudeva took the child and set out; and as he proceeded along the path,

The Yamuna came before him, and sorrow arose in his mind.

But the moment the Yamuna touched the baby Krsna’s feet, she subsided (or parted), and the
rasiya smiled.

[Mansukha finds Krsna sleeping under a tree]

132 gcaka, adv., m. suddenly. (qv McG)

133 Rasiya is a man of feeling or passion (qv McG). However, in this song, it is used as a f. sing., calling the river Yamuna a
devotee of Krsna, who came up to touch baby Krsna’s feet while Vasudeva was crossing the waters. Carhi ayi f. (Perfective
participle) further implies that the rasiya here is for a female.

134 sesa = $ésa, m. name of a thousand-headed snake, regarded as the symbol of eternity, on which Visnu sleeps throughout
periods of dissolution of the world.

135 agare = agart, f. front (qv McG)
136 Krsna’s biological father.

137 utara is the perfective of utarna, v.i., m. to subside (as flood, fever, a fit of anger). (qv McG)
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Dohal3$
Saghanal3? latd bara kunija mem, paurhe!#’ nanda kumaral

A @dT SR FI H, Ul 7 FAR
In a dense, vine-covered grove, the son of Nanda (Krishna) lies resting.
[Mansukha sleeps; Sakhis and Radha enter the stage to rob Krsna and Mansukha]
Svami
Khayala (in continuation)

Pabhiici jaya jaham hari paurhe!#!, mana ati harsa!#? barhavanal
Lakuti'®3 muraliya vanamalal## curai, aru sirapeca!# utaranal|

Ugl ST et g o, B 31 B srere il
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She reaches the place where Hari is resting, her heart brimming with immense joy.
She stole the lakuti, the flute, the garland, and took off the sirapeca.

[Krsna wakes up from his sleep and realizes that he has been robbed]

138

71

Variations
In BT’s script:
Saghana latd vara kuiija mem paurhe nanda kumaral
He pyari! unkom nahi tana ki tanika smbharal|

In HS’s script:
Saghana lata bara kuiija mem paurhe madana murdra|
He pyari! tinakaum nahi tana ki tanika sabharal|

In BT and HS, a sakhi recites this dohd when she gives the whereabouts of Krsna’s resting place to Radha. However, in FKS,
Mansukha recites this dohda, but incomplete. He cannot recite the second part of the dohd, as it is clearly addressed to Radha
(absent in the scene). In BT & FKS, Krsnais addressed as nanda kumara, in HS, as madana murara (conqueror of the god of
love).

139 saghana [S.], adj., m. thick, dense. (qv McG)

140 paurhana [H. paurhna], v.t. to cause to lie down; to put to sleep. (qv McG)

141 paurhe is the present subjunctive of paurhna [pravardhate], m. to lie down, to rest, to sleep. (qv McG)
142 harsa means joy or delight. (qv McQG)

143 Lakuti = lakutiya [cf. H. lakut], f. a small club (esp. that held by Krsna).

144 yanamala = vanamala, m. a garland made from forest flowers. (qv Dasa)

145 Sirapeca is a headgear. Also defined as an ornament tied on a turban. (qv Dasa)
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Jage aba apa manamohana, dekhata dysti pasarana
ST STl 319 AT, <@d Y UHRA|

Krsna

Dohal46

Aja hama soya aceta pachitae|

Nidharaka!#7 ninda lai na rahi sudha bhiisana-bhasana gamadael|
Thagi’*8 aja laum!#® braja ki nari, dja hama apa thagae!9|

Bare catura caumkasa!5! mana mahim sudha budha sabahi bhuldel||

et
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Today, having slept in such heedlessness, I have come to regret it.
Lost in a profound slumber, I lost everything—my ornaments, my clothes, and (even) my
awareness.

146

Variations
In HS’s script:
Doha
Soye aju aceta hama, rahi ju tana sudhi nayd|
Pachitabau mana yahi saum bhiisana-basana gavayal|
Thagi aba laum braja-sundari, Gja hama gaye thagayal|
r ahis -budhi gal hirdval|

In BT’s script:

Pada

Aja hama soya aceta pachitaye|

Nidharaka ninda lat na raht sudhi bhiisana vasana gamayel||
Bare catura comkasa mana mahinm saba vidhi jivana bhulaye|

Thagt aja laum braja ki gopt, aja hama apa thagayel||

According to BT, this was recited as a pada. However, in FKS, it is recited in a prose-like manner. There is also alliteration by the
rasa-dharis, for instance, bhiisana bhasana, instead of bhiisana (ornaments) vasana (cloth). Here is an example of poetic
alliteration, as the word bhasana has no meaning. Vasana—basana—bhasana (aspirated bh and s). They also replaced saba vidhi
Jjiivana bhuldye (all the ways and knowledge have caused to forget) with sudha budha sabahi bhulaye. In BT & HS, hama (m.
we) is understood as sing. m. I/maim. (qv McG) In FKS, Krsnais referring to both himself and Mansukha.

147 Nidharaka = nidharaka, m. adj. bold or fearless, modifies ninda (sleep). (qv McG)
148 thagt [H. thag], f. means cheating or robbing. (qv McG)

149 Jqum = [H.] laga means until or up to. (qv Dasa)

150 All four are past continuous verbs: pachitaye, gamaye, thagaye, and bhuldye.

151 caukasa, adj. m. watchful, alert, or careful. (qv McG)
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Until today, I was the one deceiving Braja’s gopis; today, I have been deceived myself.
Though I am very clever and alert in mind, (but today) I have been made to forget all sense and
awareness.

Rasiyals?

Ko lai gayo hai curai, hamaro gahanaum!3|

Aja taka gopi thagim, saba siddha muni naga nara kinnara'>* asura baladhari'ss hain||

Aja to kumara hii thagaya gaye niki bhati!ss, jane humen thaga liyo vaki balihari hail|

Japai kahit's” milai mangi laver gahanom batem saba, rakhau guru banai|| Jane ko...

Va dina maine radhe jii ki mudrika!ss curaya Iini's%, vohi mere gahane kit utara cora dhair!60
hail|

Vohi mert guru braja gopijina bolt bolt, makhan khavaya teval6! cort ki sikhat hail|

Cullii bhara chdchil®? pai nacdayo mohi bara bara, braja ki catura lugai63|| Jane ko |11

LRI

152 This rasiyad has four stanzas; I have transcribed only the last one, where Krsnarealizes that it was Radha who must have stolen
his jewels.

Variations
In BT’s script:
Rasiya
Ko lai gayo hai curdi, hamaro gahanaun|
Aja taka gopf thagim, saba siddha muni naga nara kinnara asura bala-dhart hain||
Aja to "kumara" hii thagaya gaye niki bhati, jane humen thaga liyo vaki balihart hail|
Japai kahii milai mangi lavem gahanor bater saba, rakhau guru banai|| Jane ko...
Va dina maine radhe jii ki mudrika cur@ya lini, vohi mere gahane kil utdra cora dhamm hai||
Voht mert guru braja gopr jina bolt bolt, makhan khavaya teva cort ki sikhar hail|
Cullii bhara chachi pai nacdayo mohi bara bara, byja ki catura lugai|

(This Rasiya is not in HS)

There are no differences in BT and FKS versions.

153 gahanaur means jewellery. (qv McG)

154 Kinnar, m. a being with a human body and a horse's head, reckoned among the gandharvas (as divine musicians or singers).
(qv McQ)

155 baladhart = balasali [S. balavan], m. the one who possesses strength. (qv Dasa)
156 bhati, m. way, manner. With words like bhali, or, here niki, it means thoroughly. (qv McG)
157 kahii here means somewhere or anywhere at all.

158 Mudrika [S. Mudra] in Brbh. a ring of kusa grass (worn on the fourth finger while sacrificing to ancestors). (qv McG)
However, here it indicates a simple finger ring. (qv Caturvedi)

159 [int = linhi f. sing. (Perfective participle) m. taken.

160 ytara is an absolutive ("having removed"). Cora is likewise verbal rather than nominal, representing a contracted form of cori
kari ("having stolen"), with the final -/ omitted (in cor). The line, therefore, contains a sequence of absolutives—utara and cori
kari. dhaim (m. she ran away) is the f. perfective of dha- [dhavati], v.i. Brbh. Av. m. to run.

161 tey, m. a habit, a way. (qv McQG)
162 cyllii bhara, m. as much water as can be held in the hollowed hand. Chachi = chdcha [*chacchi-], . buttermilk. (qv McG)

163 Jugar, m. a woman, wife. (qv McG)
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Who has stolen my jewels?

Until now, the Gopis were the ones deceived, and (so were) all the sages, serpents, humans,
divine musicians, celestial beings, demons, and warriors.

But today, even the prince has been thoroughly deceived. I do not know who tricked me, but I
am awestruck by that one.

If I meet them somewhere, I will ask them to return my jewels, and I will distribute those
amongst them, keeping them as my teacher. Who knows...

That day, I stole the ring of Radha; she, having taken off and stolen my jewels, ran away.

The gopis of Braj have been calling her my guru; she fed me butter and taught me the skill of
stealing.

For just a cup of buttermilk, they made me dance again and again, those clever ladies of Braj.
Who has stolen my jewels?...

[Krsna confronts sakhis about his ornaments, followed by garis]
Samvadal®4

Krsna: Gama barasanaum kahiyai'ss srisukhadaya kau| Merau batayau sasurau, radhejii kau
mayakau|

T SRAM! Bied STHEER Bl | T AT ARG, TES] BT AT ||

The village Barasana is said to be of St Sukhadaya (an abode of bliss). I have been told that it is
the home of my in-laws, the maternal home of Radha.

Krsna

164 This is a verse from a pada ascribed to poet Stiradasa Madanamohana (16th century) in BT’s script. See more on Suradasa
Madanamohana in Entwistle (1987), p. 167 & 402; Yamadagni (1980), p. 271-272

165 kahiyai (m. ‘is said’, or ‘is called’) is the subjunctive-present tense in the passive of kahanda [kathayati], v.t. & m. 1. v.t. to
speak, to say. (qv McG)
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Kavittal66

Tuma karata ho cort banata ho bhort gori, naimnana nacdaye mukha morals’ musakata ho|
Darata nahi ek balal6$ bhaumha karabalal®® kara, prema te nahi bolo aundhi siidhi!?0 st kahata
hol|

Syama duja dvaral’! roka rakhi, itarata batardta sataratal’?, jhiithi saci st kahata ho)

Are dhanya panihart ya brija ki basanahari!’3, indhana!’# bind aga pani mem lagata ho|

Bl
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You steal and act all innocent, O beautiful woman, your look here and there, turning your face
with a (sly) smile.

166

Variations
In BT’s script:
Karata ho cori banata ho bhori, gori naimnana bacdye mukha musakyayo ho|
Darata na bala hokara lala lala, prema so na bolo idhi sudhi si sundyo hol|
Aite hii pai thari itarata batardata satarata, jhiithi saci st kahdo ho|
Dhanya panahari barasane ki panahdri, indhana bina aga pant mem lagao hol|

In HS’s script:

Karata hau cori, aru banata ho bhori, gori! Nainani nacave, mukha mori musakdaau hau|

Darata na bala! Nainka bhaumha karabala kari, prema saum nd bolau, aundhi-siudhi-st sundau haul|
Aite hil pai thari itarata batardta satarata, hau hamasaum jhiitht-saci-st kahdau hau|

Dhanya ye panihari, barasane-basanahari, indhana bina daga pani mem lagdaau haul|

For alliteration, the version with nainani nacaye has been preserved in FKS & HS, while nairinana bacaye in BT. In FKS & HS,
bhaumha karabala kari is recited, complementing the eye movement, nairinana nacaye. Meanwhile, in BT, Darata na bala
hokara lala lala (You do not fear, instead you are blushing). Both gestures symbolize that sakhis are not afraid, rather, they are
enjoying it. In HS & BT, it is aite hii pai thari (standing right here only), in FKS, they changed it to syama duja dvara roka rakhr.
Both phrases have the same connotation: they blocked Krsnaby standing or blocking the entrance. In there are variations, in HS,
barasane-basanahart, in BT, barasane ki panahari (panahari repeated twice); in FKS, brija ki basanahari. While in both HS &
BT the sakhis are addressed as the dwellers of Barasana, in FKS they are called the dwellers of Braj.

167 mora = mora (MSH), m. turn, is used as an absolute (having turned). (qv McG)
168 eka bala = eka bara, m. once. (qv McG)

189 karabala = karavala Brbh. Av. 1. a sword. (qv McG)

170 qundhi sudhi = (MSH) ulati sidhi f. of ulata-sidha, m. absurd. (qv Bahri)

171 duja = diija, m. Second; duja dvara, m. Another door

172 There is thyme: itarata batardata satarata, with rata ending. itarata is the imperfect participle of itarana, v.i. 1. to behave with
pride, or conceit, or arrogance, or affectation; batarata is the imperfect participle of batalana = batana [H. bat], v.t., m. to inform,
to state, to tell; satarata is the imperfect participle of satana, v.t., m. to tease. (qv McG)

173 panihari, f. of panahara, the one who fills/fetches water. (qv Dasa) basanahari (m. Dweller, inhabitor) has been created to
rhyme with panihari, with basana v.i., m. to reside, dwell.

174 indhana = indhana [S.], m. 1. firewood. 2. fuel. (qv McG)
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You are not afraid at all, eyebrows shaped like a sword, you do not speak with love, but rather
talk absurdly (or upside-down, or twisted ways).

Krishna at another door, acting proud, talking and teasing, speaking lies as truth.

Ah, blessed are you, carrier of water, dweller of Braj. You know how to set fire in water even
without fuel!

Sakhi

Kavitta!7>

Yahil’6 sri vyndavana mem ina gvalana ke sanga jii, hamhi som manga piyo chacha ke curit!’’
ho|

In bhori braja-bhutina!’8 ke hiye mein cohabe kiim, kate ho karila!?® ke kaidhaum!$0 gokharii
181 |

Udhama macaye rahe cori lagaye rahe, nahim karem to bhai larive ko Surii hol

Kana phukavaye kidhaum!$? kanthi bandhavat syama, kahibe ko cela para corana ke guru hol|

e
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175

Variations
In BT’s script:
Yahi vindavana mem gvalana ke sang aju, hamhi som mangi piya chacha ke curi ho|
Braja-bhutina ke hiye mein cubane ko, karmte ho karila ke kidhaum gokharii ho||
Udhama macaye rahe corf lagdye rahe, néahir karain to bhaye larive ko surii hol
Kana phukavaye kidhaum kanthi bandhavai, kahibe ko cela para corana ke guru hol|

In HS’s script:

Yaht byndabana mernit gvalana ke sanga ju, hamhii saum magi piye chiacha ke curii hau|
Braja-jubatina hiye mein cubhibe kit syama, tuma kate hau karila ke, kaidhor gokharii ho|
Udhama macaya rahe, cori lagdya rahe, nahin karaur tau bhaye laribe kii surii hau|

(The last verse is missing)

In FKS & BT, the gopis are referred to as braja-bhutina, and in HS, as braja-jubatina (young girls of Braj). While both terms
have the same connotation, braja-bhutina refers to all women of Braj (irrespective of age) who have both vatsalya and madhurya
bhava for Krsna; meanwhile, as braja-jubatina, it refers only to young girls (madhurya bhava). There are no other major
variations in these versions.

176 In this verse, both yahi are the obj. of yaha (this).

177 The word curit may be related to cullii (qv Dasa), meaning the hollow of the palm used to hold liquid; here it could also
metaphorically suggest that Krsnaserves as a vessel for the buttermilk (chdcha).

178 bhutin is f. plu. of bhiita [S.], m. creation; a great devotee or ascetic. (qv McG) Braja-bhutina would mean created/born in
Braj. It is used as a bahuvrihi compound for the gopis.

179 karila = karira, masc. a thorny leafless shrub. (qv McG)
180 kaidhaum, m. Or, and. (qv Dasa)
181 gokhari, m. a medicinal plant and its thorny fruit (qv Caturvedi)

182 kidhau could also be translated as who knows what/why (T 5TH) (qv Dasa)



Chapter 3 77

HHH HR T8 IR T T8, ATE] B dl WE «isd Bl Jo 2l
B FHAT Tohell HUST TLATE AT, Hieel Bl TAT IR TR 6 6 & |

In this divine Vrndavana, you ask from us and drink palmfuls of buttermilk with your cowherd
friends.

In the hearts of these innocent gopis (‘“born in Braja™), you pierce like a thorny shrub or a spikey
fruit.

You keep creating mischief and stealing. If we say no, you pick fights instead.

O Syama, who knows where you got the initiation mantra (whispered in your ear) and the
neckpiece tied?

You pretend to be a student, but in truth, you are the master of thieves!

Krsna

Kavittal83

“Are cora coral!” khayo dadhi makhan malai diidha, dosa nahi hamaro phala payo tuma japa
kaul|

Mairi to yahd ayo braja mandala mer janma le, bhaktan ko sukh dii metii!8* santapa!ss kol
Mudari jo curai tere sasura ki kamat nahi, hama syama syama eka jhagaro nahi apako|

Rahi ti gamari dyori rokata hai hamart, jaba sri radhe hai hamari to yaha mahala tere bapa
ko186]|

e
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183

Variations
In BT’s script:
Cora cora khayau dadhi makhan malat didha, _ phala jo payo tuma japa ko|
_Braja mandala mem dye janama liyau, bhaktom ko sukh deii metii santapa ko)
Muridari jo curat tere sasura ki kamai na, hama syama syama eka jhagro na apako|
Raht tii gamart dyori rokata hai hamart, jaba pyari hai hamari phira mahala tere bapa ko||

In HS’s script:

Cori cort khayau dadhi-makhan, malai didha, dosa na hamarau, phala payo tuma japa kau|

Main tau yahd ayo braja mandala mem janama laike, bhaktana kii sukh daii metaum santdpa kau||
Mudari jo curat tere sasura ki kamart nahim, (hama) Syama-syama eka, kachii jhagarau na apa kau|
Rahi tii gamart, dyorhi rokata kaha ri, jaba pyart haim hamari, kaha mahala tere bapa kaul|

In the first line, Krsnadefends himself by saying, dosa nahi hamaro (in FKS & HS), missing in BT. Saralikarana visible in BT,
shift from Brbh plu ending to MSH, bhaktana (in HS & FKS) to bhaktom. This indicates that the saralikarana is not always a
linear progression.

184 métana [H. mitna), v.t. to erase, to efface. (qv McG)
185 santapa [S.], m. suffering, anguish; grief. (qv McQG)

186 hapa ka, regarded as inherited from (one's, %) father (qv McG), loosely translated as entitled.
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You call me a thief, saying I ate the curd, butter, cream, and milk—But it’s not my fault; it’s the
fruit of your own chanting of my name!

I came here, having taken birth here in the land of Braj, to give joy to my devotees and to remove
their sorrows.

The ring you claim I stole is not your father-in-law's earnings! We, Shyama and Shyam (Radha
and Krsna), are one, and it is not your fight.

You remain a simpleton, blocking my way at the doorstep; If Radha is mine, then is this your
father's palace?187

Sakhi
Doha'$8

Calo hato basa cupa raho, javo apne dhama| Aise cora calaka ko, yaham nahim kachu kamal|
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Get away now, be quiet, and return to your home. For such a cunning thief, there is no need here
at all.

Krsna
Dohal?

Tumtem lau bhiisana basana, to maim nandakisora| Yada rakhiyo nagari, tumhem banaii coral|

EE
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If I take back my jewels and clothes, then I am Nanda’s son.
Remember this, dear townswoman, I’1l turn you into a thief instead!

Krsnaand Mansukha leave; Sakhis inform Radha about Krsna’s ultimatum]

187 It can also be translated as " How are you entitled to stop me?”.
188 Same as in BT. This doha is not mentioned in HS’s script.
189 Same as in BT and HS.
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Radha

Pada'9

Sakht nanda ko lala barau chaliya, bari ki bhita!®! uthavata hai|

Kara torata hai nabha ki tariya'®?, cata canda'%3 mem phanda'¥? lagavata hai|
Jahd pavana na jai sakai, sajani, vaha murali-dhvani diiti'9 pathavatal% hai|
Kahii cora banaim dadhi-dani banaim, kahii saha lalt bani avata hail|

Friend, Nanda’s son (Krsna) is such a clever trickster! He can even lift walls made of sand!

He plucks stars from the sky with his hands, and in an instant sets a snare on the moon.

Where even the wind cannot go, there he sends the sound of his flute as his messenger.
Sometimes he becomes a thief, (sometimes) a curd-seller, sometimes comes disguised as a noble
girl.

[Radha warns the sakhis about Krsna’s trickster nature. Meanwhile, Krsna and Mansukha enter
the stage in the disguises]

190

Variations
In BT’s script:
Mana mohana lala barau chaliya sakhi bari ki bhimta uthavata hai|
Kara torata hai nabha ki tariyam, cata canda mem phanda lagavata hai||
Jahd pavana na jai saka murali dhuni ki tahd diiti pathavata hai|
Kahii cora banen kahii dadhi-dani baneri kahit $aha lali bani avata hail|

In HS’s script:

Manamohanalala barau chaliya! Bari ki bhimta uthavata hai|

Kara torata hai, nabha ki tariyd, canta canda mer phanda lagavata hail|
Jahd pauna na jdi sakai, vahd murali-dhuni ki tahd ditt pathavata hail
Kahii cora, kahii dadhi-dant banaim, kahii saha, lalt bani avata hail|

Krsnais addressed in FKS as nanda ko lala; meanwhile, in BT & HS, he is referred to as manamohana lala, which serves right
to the premise of the song, where the “enchanter of hearts” can trick anyone.

191 paliz ki bhita, f. wall of sand: ill-conceived basis (as for plans). However, in this case, Radha is commenting on the trickster
nature of Krsnathat he can even trick you into believing that he can lift a wall of sand.

192 tqriyd m. Floating one. (Qv Dasa) Nabha ki tariyd would mean the ones floating in the sky, i.e., stars.
193 Cata, m. adv. quickly; instantly. (qv McG)

194 phanda = phanda, m. noose; snare, net; trap. (qQv McG)

195 digtr [S.], f. a female envoy (qv McG)

196 pathd(va)- [prasthapayati], v.t. Brbh. Av. to send. (qv McG)
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Svami vacana

Padal97

Bhesa dharyo!?8 hai aja nari kit bihari jii ne|

Sari sarasa kusumi lahdga!®®, angiya pe jarada kinari?90 ko bihari jii ne bhesa dharyo hail|
Hara hamela?! dygana mein arijana??, nath sau hai alkari ko bihari jii ne|

Bhesa dharyo hai aaj nart kit bihari ji ne||
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Today, Bihart has put on the disguise of a woman.

The sari is elegant, the lehenga is reddish-yellow, with a golden border on the blouse; Bihar1 has
taken on the disguise of it.

Hamela necklace and kajal in the eyes, the nose ring adorns the face of Bihari.

197 This pada is classified under svami vacana because this poem is not mentioned in any of the previous scripts, and does not
have chapa. This makes it difficult to classify it under a particular poetic tradition.

Variations
In BT’s script:

Mohint riipa banayo hari ne banoml!

Vahabara bajabanda sohe challa chapa gustanoml/

Mukha bhara pana stka bhara surama lai darpana kanha musikyanorl!
Maya yasoda yom uthi bolt tii kyom banom jananoml!

Barasane kt kufija galina mem kanha phirai dimanoml|

Bhaya raya kt pauri biijhi ke vaht larilt som kanha jaya bataranoml|

Hari (Krsna) assumed the guise of a captivating woman.

He adorned himself with bracelets, armlets, rings, and other feminine ornaments that shone beautifully.

With his mouth reddened by betel, his eyes lined with kohl, Krsna took up a mirror and smiled at his reflection.

Mother Yasoda rose and said, “Why have you dressed yourself as a woman?”

Krsna proudly roams through the bowers and lanes of Barsana.

Having inquired about the doorway (or residence) of Vrsabhanu Raya, Krsna goes there to converse with his beloved (Radha).

Meanwhile, HS transcription does not provide any poetic composition describing the guise of Krsna. While the padas in FKS &
BT differ widely, they also address Krsna’s guise in different ways. In FKS, it is bhesa, meanwhile in BT, it is ripa (discussed in
Chapter 4).

198 Bhesa means disguise; dharyo is perfective of dharana, m. to put on, to wear, or to assume. Bhesa dharyo is translated as to
assume the guise of, to look like.

199 sarasa adj., m. elegant, modifies sari [S. sati-], f. a sari; kusumi, [cf. kusumbha-], adj. reddish-yellow, modifies lahdga, m. a
voluminous skirt. (qv McG)

200 jarada [P. jarda] means yellow (qv Dasa); anigiya means bodice (qv Caturvedi); kinari means edging, trimming (of gold or
silver). (qv McG)

201 hamela [A. hama’il], f. a necklace (usu. made of gold or silver coins, and having a pendant). (qv McG)

202 g7ijana means lampblack (as applied to the eyes and eyelashes as a cosmetic, or an ointment). (qv McG)
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Today, BiharT has taken on the disguise of a woman.
Svami resumes singing ‘Bhesa dharyo hai’as they walk to Barsana:

Svami Vacana

Pada

Banathana ke barsane mem aye, chalana radhika pyari ji kol
Bhesa dharyo hai aja nari kit Bihari ji nel|
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Dressed up, he came to Barsana to deceive the beloved Radhika.
Today, Bihari (Krsna) has taken on the guise of a woman.

Krsnabegins to yearn as a Syamavirahani]

Syamavirahini

Bhajana?%3

Maim to dhitmdha phiri jaga sard, mohe mila nd pritama pyara|

Maim kunijana kuiijana bhataki, Vyndavana ayike ataki, kahim chipa gaya nandadulara)| mohe
mild...||1||

Maim kasaum kahum ya vinati, mohe roye roye ave hilaki?%4, nainom se bahe jaladhara|| mohe
mild...||2||
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I searched the whole world, but my beloved was nowhere to be found.

I wandered through every grove. Finally, I reached Vrindavan, but Nanda’s dear child (Krisha) is
hiding somewhere.

To whom can I make this plea? Hiccups come to me as I cry and cry, from my eyes flow streams
of sorrow.

203 This pada is not mentioned in both BT & HS. It does not have a chapa; it is usually recited as a bhajan in the devotional
circles. In BT & HS, there are various padas which records similar emotional suffering of the virahant.

204 hilaki = (MSH)_hicki/f&=%T m. Hiccups (Qv Dasa)
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Syamavirahini

Pada?05

Sakhi kaisi karii maim haya, na kachu vasa?06 mero| bina dekhe savaro canda, drgana mem
adherol|

Sakhi aiso sundara nahim kot, maim saba jaga hero| vako jo likhai tasavira?’, so kauna citerol|
Sakhi kathina chaila ko viraha, ani mohi ghero| sagari nisi tare ginata hi, hota saberol|

Sakhi jo tii milabai dja, vaha riipa ujero | jabalom jivongi, guna na bhiiligi tero ||

E
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Friend, what can I do. Alas, I have no control over myself. Without seeing the dark-beautiful
moonlike Syama, darkness fills my eyes.

Friend, there is no one as beautiful as he, I have searched the whole world. His written
description, what painter could capture such beauty?

Friend, the painful separation from that tricking lover surrounds me. The whole night passes as I
count the stars until dawn.

Friend, if you unite me with that radiant beauty today, I will never forget your kindness as long
as I live.

205

Variations
In BT’s script:
Sakhi, kaist karii mem haya na kachu basa mero| bina dekhe sdvaro candra drgana men adherol|
Sakhi, aiso sundara nahir kahii maim saba jaga hero| vako jo likhe tasavira so kauna citerol|
Sakhi, kathina chaila ko viraha ana mohi ghero| sagart nisi tare ginatahi hota saverol|
Sakhi, jo tii milave dja vo ripa ujero| jaba laum jivongi, guna na bhitlongi tero ||
Sakhi, Nardayana jo nahim milaigo vaha mana ko lutero| to nanda dvara pai jaya karugi men dero

In HS’s script:

(Sakhi) kaist karii mem hdya! na kachu basa merau, binu dekhair sévaro canda dygana mem ddheraul|
(Sakhi) aiso sundara nahinm kahit main saba jaga heryau, vaki jau likhai tasabira, so kauna citerau|)|
(Sakhi) kathina chaila kau biraha ani mohi gherau| sagart nisi tare ginatahi hota saberaul|

(Sakhi) jo tii milavai dja vo riipa-ujerau| jaba lagi jivaungt, guna nahim bhiilil teraul|

‘Naravana’jo na milai mo mana kau luterau| tau nandadvara pai jai kariigi derau|

This pada is from the Srisyamavirahini Iila, verse 13 (See Appendix I). The last line of the pada, sakhi nardyana jo na milai, vaha
mana ko lutero | taba nanda dvara pai, jaya karugt dero (Friend, if I do not meet that thief of my heart, then I will go and make
my dwelling at Nanda’s doorway), is missing in FKS. This entire pada is recorded in both HS and BT’S text. No other major
differences.

206 ygs [S.], m. Power. (qv McG)

207 tasavira = tasvira [A. tasvir], f.a picture, drawing; painting; portrait.



Chapter 3 83

Friend, if I do not meet that thief of my heart, then I will go and make my dwelling at Nanda’s
doorway.

Radha

Pada?0s

Sakhi tii mati le vako nama, nahim pachitavaigi||dhruvapadal|
Mana kapati, mukha mithau bole, kali-kali rasa cakhata dole|
Aisin saum kari priti?%° kahd phala pavegi||

Mert kahi tii cita na dharata hai, yahi saum mohi jani parata hai|
Tii apane sundara tana roga lagavegi|

Neha kiye kachu hatha na avai, loka-laja kula-dharma nasavai|
'Nardyana' tii nahaka jagata hasavaigi|
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208

Variations
In BT’s script:
Sakht tii mati lai bako nama, nahim pachitavaigi|
Mana kapati, mukha mithau bole, kalt kali rasa cakhata dole,
Aise saur kari priti kahd phala pavegi||
Meri kaht ti cita na dharata hai, jasaum mohim jani parata hai,
Ti apane sundara tana roga lagavegil|
Neha kiye kachu hatha na avai, loka laja kula dharma nasavai,
Narayana tii nahaka jagata hdsavaigi|

In HS’s script:

Pada (Raga- Desa; tala - Addha)

Sakht! tii mati lai bakau nama, nahim pachitavaigi|

Mana kapati, mukha mithau bolai, kalt kali rasa cakhata dolai,
Aise saum kari priti kahd phala pavegi||

Mert kahau tii cita na dharata hai, yahi saum mohi jani parata hai,
Tii apane sundara tana roga lagavegi|

Neha kiye kachu hatha na avai, loka-laja, kula-dharma nasavai,
‘Narayana’ tii nahaka jagata hdasavaigi||

This pada is from the Srisyamavirahini lila, verse 20 (See Appendix I). Just as in HS, this pada is also recited in rdga Desa in
FKS. No major differences in the padas.

209 Priti, m. Love, affection; regard.



Chapter 3 84

Friend, do not even take his name, or else you will only regret it.

He is cunning at heart, though sweet in speech; he wanders, tasting the nectar of every flower.
What good will come from loving someone like that? You do not pay attention to what I say—
now I see it clearly.

You will only give your beautiful body a disease (the sickness of love).

Love like this brings nothing in return; it destroys reputation, family honor, and social duty.

O Narayana, you will only for no good reason make others laugh (at you).

[Sakhi advises Radha]

Sakhi210

Tanaka diira pai jaykai?!!, mohana bhesa banayal
Lakuta mukuta aura kévari, avau vega sajayal|
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Having gone a little distance away, assume the guise of Mohana (Krsna).
Taking the staff, crown, and carrying pole, come back quickly, fully adorned.

Krsnacontinues his yearning]

Syamavirahini

Pada?12

Bata de re sakhi, samvariya ko dero hai kitne diiral

Ita mathura uta gokula nagari?!3, bica bahe yamund bharapiira®!4||

210

Variations
In Yugalachadma lila by Narayana Svami,

Apa $yama ko bhesa dhari, tanaka diri pai jayal
Hatha lakuta kati pitapata, avau dhenu livayal|21||

You take on Shyam’s disguise, go a little distance away, and then—holding a herding stick, wearing the yellow cloth—return
leading the cows.

This verse is neither mentioned in BT nor in HS. In HS, there is a varta (dialogue) of a sakhi, which conveys the same meaning.

211 jaykai (having gone) is an absolutive, however, here it has been employed as an imperative.

212 Similar padas have been ascribed to both Candrasakhi and Mirabai. See to Padmavati (1954), p. 39-40
This pada is not mentioned in either BT or HS.

213 paggart, f. Small town, village. (qv McG)
214 pharapira (adj.) m. Abundant. (qv Bahri)
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Tere karana joga liya hai, aba na raho piya diral|
Vindavana ki masta?!’ joganiyam?!%, mukha pai barasata niira?1’||
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Tell me, O friend, how far away is the dwelling of the Dark One (Krsna)?

Here lies Mathura, there stands the town of Gokul, and between them flows the abundant
Yamuna.

For your sake, I have taken up the path of joga (renunciation/devotional discipline). Now,
beloved, do not remain distant.

The ecstatic yoginis of Vrindavan, their faces shining forth with radiance.

[Radha dressed as the Yugalariipa, unified divine couple, appears on stage]

Syamavirahini:
Kavitta?!$

215 masta [P. mast], adj. intoxicated, carefree, engrossed, delightful. (qv McG)
216 jogina= (MSH) yogini/AHT, f. a female ascetic. (qv McG)

217 parasata is the imperfect participle of (v.i.) barasand, m. to rain, or fig. to be strikingly evident, to be radiant; & nura, masc.
light; brilliance, radiance. (qv McG)

218

Variations
In BT’s script:
Niki bant hii bani vyja diilha si, mydu musikana cala nikt chabi teri hail
Turra, kalangi, morapaksa hii, banvau pitambara baswri lakuti kara hert hail|
Jani ju jani saha cori hit karana lage, karai kauna nyava aba yako niravert hail
Kesava_kypa kari dijiyai utari, dysti kitai pherai vamsi to mért hail|

In HS’s script:

Nikt bani so banit braja-dilhai-si, mydu musikana, cala, niki chabi teri hai|

Turrd, kalangt, morapaccha hii jo niko banyau hai sira, pitambara, basurt au lakuti kara heri hai||
Jani ju jani saha cori hit karana lage, karai kauna nyava aba yakau nirabert hail

‘Kesava’ krpa kari dijiyai utari sabai, drsti kitai phert, yaha murali tau mérr hail|

In FKS & BT, morapankha (peacock feather) is recorded as morapaksa (nasalization has been compensated for with a semi-
vowel), meanwhile in HS, it is morapaccha (nasalization has been compensated with reduplication of the consonant). In HS,
Turra, kalangi, morapaccha hii jo niko banyau hai sira explicitly portrays that these ornaments adorn the head. In the last line,
while HS records muralt, vamst in BT and its variant, barist in FKS, could reflect a deliberate choice of words that connects the
idea to the Barhsi corf 1113, where gopi stole the flute as well. In all three versions, the chdpa could be of Ke$avadeva Rasadhari.
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Niki bani?!? sau bani braja-diilhai?20-si| Mydu muskana cala niki chabi??! teri hail|

Turra kalangi morapaksa??? hii??3 jo niko banyau| Banyau sirapeca tape lapatt hii heri hai||??4
Jani ju??’ jani saha??¢ cort hii karana lage| Kare kauna nyava aba yako??” niraberi??8 hail|
‘Kesava’ kypa kara dijiyai utara saba| Drsti kita pheri, yaha bamst tau meért hail|
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You have dressed up pleasingly, just like a groom of Braja; gentle is your smile and gait, your
graceful form is appeasing.

Plume, crest, and peacock feather are fashioned beautifully; that splendid head-ornament tied to
it (headgear), I see that too.

I know, I know that even the noble one has started to steal; now who is going to judge this case
and bring it to justice?

O ‘Kesava’ (Krsna), bestow your grace and take off all of it (disguise/ornaments). Where are you
turning your gaze?—That flute is mine!

Conclusion

The Mudariya Cort Lila reveals the dynamic interplay between poetic tradition, linguistic
adaptation, and performative creativity that characterizes the living tradition of Rasalila. Through
its rich combination of padas, dialogues, rasiyas, dohas, and kavittas, the Iila preserves the
literary heritage of Brajabhasa while continually adapting itself to the expectations of

contemporary audiences. Through the examination of the performance of Svami Fatehkrishna

219 piki, £ of nikd. Niki bant menaing dressed up pleasingly. (qv McG) Interestingly, Syamavirhini is complementing Radha-as-
Krsna with feminine endings.

220 dulhai, obl. sg. for diilaha = (MSH) dulha/Scgl, masc. groom.
221 chabi = chavi, m. graceful form. (qv McG)

222 morapaksa = morapankha

223 hii = (MSH) bhi, used emphatically, m. even.

224 hert is the perfective of herana [*herati («— Drav.): Pk. herai] v.t. Brbh. to detect (a fault). lapati is the perfective of lipatana
v.t. 1. to cause to adhere (to, ¥), to stick (to); to wind or to tie (round).

225 jy = (MSH) jo, m. that or which.

226 sd@ha, n. masc. a good man or gentleman (as opposed to a thief). (qv Caturvedi)
227 yako = (MSH) isko/SG®T obl. of isa, m. that.

228 pirabert f. could mean nibéra [cf. H. niber-], m. (Brbh. Av.) settlement, decision.
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Sharma (FKS) alongside the script traditions preserved by Harivallabha Sharma (HS), Baba
Tulsidasa (BT), and, where available, the earlier manuscript tradition of Caca Vrndavan Dasa,

this chapter has shown how the lila evolves while preserving its devotional and literary core.

One of the principal features emerging from this comparison is the process of saraltkarana
(simplification). In FKS’s performance, older Brajbhasa forms are frequently replaced by forms
closer to Modern Standard Hindi, such as haum becoming maim and jakau becoming jinkau.
Such changes make the text more immediately intelligible to contemporary audiences without

significantly altering the dramatic meaning.

Other substitutions retain the original meaning while rephrasing it in a form that is more
accessible to contemporary audiences. For instance, the expression aite hii pai thari (“standing
right here, blocking the way”), found in HS and BT, is reformulated in FKS as §yama duja dvara
roka rakht (“you have blocked Syama at the second doorway”); although the wording changes,
the dramatic implication remains identical. Similarly, eho catura bihart in Caca Vindavan Dasa’s
manuscript becomes tuma sanga chaila bihart in all three later versions, shifting the emphasis
from Krsna’s cleverness (catura) to his charming nature (chaila) while preserving the poetic
context. In another instance, aju maim kapati buddhi taka tort (“today I uncovered the deceitful
mind”) is replaced in FKS with [ala kapata phemta takatort, redirecting attention from Krsna’s
trickery to the symbolic waistband that conceals it. These examples suggest that many textual
variants are not substantial modifications but alternative formulations that preserve narrative and

emotional continuity while adapting expression to the needs of performance.

The comparison of the three versions also demonstrates that saraltkarana is not only a linear
progression from older Brajabhasa to MSH in Rasalila. While in FKS, there are frequent lexical
substitutions with MSH or KharT boli, it also preserves tatsama and older Brajbhasa vocabulary
in places where BT or HS employs MSH variants. The coexistence of archaisms and innovations
across the scripts suggests that each svami selectively reshaped the language of the I1la according
to the needs of performance and audience reception, rather than following a uniform process of

linguistic modernization.
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The analysis further reveals that adaptation takes place not only through language but also
through poetic and musical practice. Although the poetic meters of the original compositions are
often preserved, their performative realization is flexible and occasionally disrupts strict metrical
conventions. A striking example is the composition beginning Mathe pai mukuta Sruti kundala,
which is structurally a kavitta but is performed by FKS as a thumar? in Raga Khamaja. Likewise,
textual labels differ across the scripts: BT identifies it as a thumart, HS records it as a pada, and
FKS also presents it as a thumart but interpolates Kathak notations. Such examples illustrate that
in Rasalila, poetic genre and musical rendition are not rigidly bound to one another; rather, they

remain fluid categories shaped by living performance.

Changes in musical practice similarly point to a tradition that balances continuity with
innovation. Comparison of the ragas specified in HS and Caca ji’s manuscript with FKS
indicates that several original melodic settings have been replaced, while others have been
retained. On the one hand, Caca ji prescribes Lala yaha nikst phaimta tem corT to be sung in
Raga Devagiri; in FKS, it is sung in MiSra Pilu (common in Rasalila). On the other hand, certain
ragas are preserved in FKS, such as the use of Raga DeSa (specified in HS) for sakht ti mati le

vako nama, which reveals a conscious continuity with earlier performative practice.

The textual comparisons also reveal a more subtle process of poetic reworking. Variants often
arise through alliteration, sound patterning, and performative embellishment rather than through
substantial semantic alteration. The shift from kachant lalita (in HS) to kachant kalita (in BT &
FKS), furthermore, in svami vacans, too, alliterative pairings such as lataka-calata and bhuva
bhataka, demonstrate a sensitivity to oral recitation and musical delivery. Similarly, alterations
such as bhiisana-vasana becoming bhiisana-bhasana privilege phonetic effect over lexical
precision. In other cases, the changes merely expand the interpretive possibilities of the text. For
example, the contrast between braja-jubatina and braja-bhutina does not alter the narrative but
broadens the imagined community participating in the lila, extending it from youthful lovers
embodying madhurya-bhava to all the women of Braj, including those associated with vatsalya-

bhava as well.

Equally significant are the places where no substantial variation exists. Many padas, including

those associated with the SriSyamavirahini episode, remain remarkably stable across the three
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versions. These continuities underscore the resilience of the Rasalila literary tradition and caution
against viewing adaptation solely as a process of change. The coexistence of preservation and
innovation is, in fact, one of the defining characteristics of the tradition. The comparison of the
manuscripts also suggests networks of textual borrowing and compilation. The use of inverted
commas around chapas in the ‘Kesava’ krpa kara dijiyai utara saba in both BT & HS points to
the possible role of KeSavadeva Rasadhart as a compiler of this 1ila. While there are elements
preserved by FKS, absent from both HS and BT, such as the doha from the Yugalchadma Lila ,
Tanaka diira pai jayakai, indicates that the last portion of the Mudariya Corf I1la performance

tradition has also been inspired by the works of Narayana Svami.

The distinctions between the scripts of Harivallabha Sharma and Baba Tulsidasa further
illuminate different approaches to preserving the Iila tradition. HS generally records a more
expansive, performance-oriented text, often specifying raga and tala, using punctuation to clarify
meaning, and retaining detailed stage directions. BT, by contrast, frequently presents a more
condensed and devotional version while simultaneously preserving a wider range of independent
poetic compositions, including padas attributed to Mirabai, Brajanidhi (Maharaja Sawai Pratap
Singha of Jaipur), and Narayana Svami. Neither manuscript, however, functions as a singular or
immutable authority. Rather, both operate as repositories of an ongoing performative tradition,

recording particular moments within a much larger and evolving repertoire.

Most importantly, this chapter has shown that meaning in Rasalila emerges not from the dramatic
text alone but through the act of performance itself. Central to this process is the role of the
svami, whose svami-vacana, theological commentary, narrative transitions, and interpretive
interventions weave together individual songs, dialogues, and episodes into a coherent
devotional experience. His narration mediates between inherited textual material and the
contemporary audience, ensuring that the emotional, aesthetic, and theological dimensions of the

I1la remain accessible and relevant.

The textual and performative variations examined in this chapter, therefore, highlight the creative
agency of the rasadharis, who function not merely as custodians of tradition but as active
interpreters of it. While language, staging, and performance strategies continue to evolve, the

devotional and emotional core of the Mudariya Cort Lila remains intact. Its continued vitality
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lies precisely in this balance between preservation and innovation, allowing the tradition to

sustain its cultural and theological significance while evolving with new audiences and

performance contexts.
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Chapter 4
Decoding Chadma in the Mudariya Cor1 lila

This chapter examines chadma (disguise) in the Mudariya CorT Lila not merely as a theatrical
device but as a theological mode of revelation within Rasalila tradition. While modern theories
of performance have argued that impersonation unsettles the binary between “real” vs “copy,’229
this 11la suggests a more radical possibility: that such instability is intrinsic to devotional
experience itself. When Krsna assumes the guise of the Syamavirahani, a woman longing for
Krsna’s darSan, the act does not merely function as imitation or deception, but as a layered
unfolding of bhakti. Here, the distinction between devotee and deity is erased, as the divine
becomes both the experiencer and the object of longing. Disguise thus emerges as a medium
through which the relational ontology of bhakti is made visible, revealing that devotional identity

is not fixed but constituted through affective participation in divine love.

The analysis proceeds by engaging both textual and performative dimensions of the Mudariya
Cori Lila episode. First, a brief analysis of the Srisyamavirahint Ifla by Narayana Svami, tracing

its resonances in the Mudariya corT l1la and the Gopi-gita in the Bhagavata Purana.

Drawing on NatyasSastric theories of abhinaya and rasa, alongside Vaisnava aesthetic theology as
articulated by Ripa Gosvami, the chapter demonstrates how devotional sentiment (bhakti-rasa)
is generated through the interplay of gesture, bodily reactions, voice, costume, and emotional
enactment. Particular attention is given to the ways in which viraha (separation) is embodied on
stage, transforming literary motifs inherited from sources such as the Bhagavata Purana and
vernacular bhakti poetry into lived, affective performance. The objective of this analysis is to
convey that the performer (Krsna svartipa) is not merely comically acting as a Syamavirahant; he

dwells on that bhava that one experiences through the practice of Raganuga bhakti.

At the same time, the chapter further considers how contemporary Rasalila performers negotiate
these inherited traditions through improvisation, humor, and embodied practice. By analyzing the
layered disguises of Krsna, Radha, and Mansukha, the chapter ultimately argues that chadma in

this 17la destabilizes boundaries between devotee and deity, gendered identities, and performance

229 Kamath and Lotspeich (2023), p. 2
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and devotion. In doing so, it reveals disguise as a critical medium through which the emotional

and theological depths of Braj bhakti are both enacted and made experientially accessible.
Syamavirahini in SriSyamavirahini 1ila230

In Narayana Svami’s Srisyamavirahint Iila, Krsna (Syama) has taken on the garb of a woman
(tiva bhesa), and he is pretending to be a virahini (love-lorn heroine) wandering through the
streets, calling out his own name in longing, pritama to dekhe bina, china china kalpa bihaya (O
dearest, without seeing you, every moment passes like an age).23! In the opening couplet, he
describes Krsna as parama kautuki syama (the very curious Syama). The poet narrates that it is
Syama himself who is taking his own name on the streets (lai lai apno nama). Conveying the

devotee’s plea, Syamavirahini pleads with Syama to give his dar$ana.232

A sakhi notices this virahini and describes her appearance to Radha (Sriji). Sakhi’s description,
nardayana aisi mohi dikhati, hai bara gopakumara (O Narayana, it seems to me that this must be
the high cowherd family)233, can be interpreted in two ways. First, it could be that the wise sakhi
understood Krsna’s trick, or the poet himself is narrating to the audience that it is indeed Krsna
as Syamavirahini. Radha becomes curious and goes to meet her. Upon encountering the virahini,
Radha is struck by her intense emotional state; she appears disoriented, intoxicated, and deeply
afflicted by separation. Radha gently questions her, asking about the cause of her suffering and

offering help.

Usually, in the case of a jealous heroine (manini), the heroine (Radha) is jealous when Krsna
wanders around with other gopis. However, through this Iila, the idea of madhurya bhakti is

conveyed in the performance. Here, Radha is not jealous of the beautiful Syama-virahin; rather,

230 T have deliberately preserved the spelling Syamavirahini while referring to the character in the Srisyamavirahini lila.
231 See Appendix I, verse 2.

232 In the Srisyamavirahin play, the poet does not make it explicit why Krsna is taking his own name. However, in the FKS
performance, Krsna explains that Radha loves anyone who takes Krsna’s name. Svami Fatehkrishna Sharma’s mandali. (2024,
August 8). Rasalila performance at Jai Singh Ghera, Vrindavan [Video recording].

233 See Appendix I, verse 4.
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she understands her devotion and tries to ease her pain. In the Mudariya cort Iila, she even goes

to the lengths of dressing up as Krsna to give Syama-virahani Krsna’s daréana.

The Syama-virahini recounts her experience of meeting Krsna at the bank of the river Yamuna
(jamuna ke tata mosom bhemta bhai ri)?34, describing his extraordinary beauty and charm, which
has completely captivated her heart. Since that moment, she has lost all sense of self and cannot
bear separation from him. Radha then warns her: “Why have you gone mad, in the separation of
that trickster? Do not take Syama’s name, even by mistake, (or else) people will talk.”235 Here,
the poet, through Radha, displays the societal perception towards a devotee who loses self in the

pursuit of the divine.

Despite Radha’s warnings about the kathina marga (the difficult path) of sneha (love) and
Krsna’s chaliya (trickster) nature, the virahini remains steadfast in her devotion and longing.
Virahini asks, kasorh kahil (with whom should I share), Syéma-virahar_ﬁ in Mudariya cor1 lila
also asks the same things to Radha, mairm kasaurh kahtim ya vinati.23¢ When the entire world
thinks the devotee goes mad, to whom should they go? Who can relate to this yearning?
Ironically, Syama-virahini asks this question amidst Radha and the gopis, who themselves live in
the viraha of Krsna, notably in the gopi-gita of the Bhdgavata Purana, and Radha’s viraha in

Jayadeva’s Gita-Govinda.

Eventually, Radha agrees to guide her toward Nanda’s house, where Krsna resides. The Syama-
virahini, having reached Krsna’s door, cries out Syama’s name and expresses her dard (pain) and
prema (love).237 She addresses herself as hom vrsabhanukumara ko cero, “I am a servant of the
daughter of Vrsabhanu.” Radha is confused. Why would Syama-virahini call herself a male

servant (cero) instead of a maid (cer?)??38 Lalita recognizes Krsna in the Syama-virahini

234 Here, Krsna himself draws inspiration from the memory/experience of the gopis. Meeting Krsna on the riverbank has been
romanticized in poetry over the ages, for instance, in the Gita-Govinda, song 11 (dhira samire yamuna tire). Miller (1977), 145

235 In FKS also, Radha tells the §yama-virahani, sakhi tii mati le vako nama, nahim pachitavaigi, See p. 65

236 This pada is skipped in FKS; however, another bhajan conveys similar emotion, mair kasaum kahiir yd vinati. See p. 63
237 See Appendix I, verse 16-21

238 Ibid. verse 22
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disguise. Krsna asks Radha, “O beloved! You had said that you would never again fall for my
tricks, so how have you come here now?” Radha replied, tihdare prasanna karibe kii (only to
make you happy). The /ild concludes with the union of the divine couple. The poet concludes by
highlighting that listening to this Iila “grants the four spiritual goals of life...whoever sings or

listens to it does so for the love of the divine couple.”239

The idea of Syamavirahini could be modeled on the viraha of the Gopis from the Bhagavata
Purana. In the Gopi Gita, separation stretches time unbearably, “a fraction of a second becomes
like a millennium.”240 The Syamavirahini echoes this almost verbatim: china china kalpa bahaye
(every moment passes like an age).24! In both, time is no longer objective; it is measured through
the intensity of longing. Viraha becomes a temporal disorder—devotional time replaces worldly
time. The gopis accuse Krsna of cruelty, “neha kim vadha” (Isn’t this murder?)?42, even as they
surrender to him. They also call him a cheater (kuhaka).243 The Syamavirahini similarly calls him

“bedardi” (heartless) and “chaliya” (deceiver).

In the Gop1 Gita, the gopis openly acknowledge abandoning husbands, families, and societal
relations.24 The Syamavirahini similarly relinquishes /d@ja (modesty) upon seeing Krsna: tdhi
samaya laja ko tilamjalt dat ri (in that very moment I abandoned all my shyness). She is warned

by Radha about reputation, family honor, and social duty.245

Both texts are saturated with recollection of Krsna’s form—his smile, lips, glances. The gopis of

2 (13

Bhagavata Purana dwell on “nectar of Your lips,” “lotus eyes,” “sweet voice.”?4¢ The

239 Verse

240 Verse 15, Ibid.

241 See Appendix I, verse 2
242 Verse 2, Ibid.

243 Verse 10, Ibid.

244 Verse 16, Ibid.

245 See Appendix I, verse 20.
246 Verses 8, 10, 12, 14 Ibid.
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Syamavirahini mirrors this in vivid detail, Adharana pai adbhuta arundi, mutivana ki lara pati

dasana—-his lips (Reddish glow on his lips, and his teeth looked like a row of pearl strings).

The Syamavirahini is not a new character in the Vaisnava literature; she represents the gopis’s
viraha lament transcending over the generations. Krsna’s choice of the Syamavirahini disguise is
not out of the blue. He knows how sakhis connect with each other through shared viraha, and all
the padas he recites parallel their emotions. Thus, the Syamavirahini would be the most apt
disguise to become a part of the intimate group of Radha and the sakhis. In the following section,
through the abhinaya of the Krsna svaripa in the Mudariya cori 1ila, the Syamavirahini is

enacted on stage.

Fashioning the guise of Krsna

Krsna’s chadma-vesa or disguise in this I1la operates on multiple performative levels. I will rely
on the Natyasastric framework of acting (abhinaya) to understand the performance of
Syamavirahani. Natyasastra lays down four types of abhinaya to convey meaning to the
audience: angika (body), vacika (speech/voice), daharya (costume/makeup), and sattvika

(emotional state).

At the level of aharya abhinaya, we rely on both textual and AV documentation to determine
what the svariipa is wearing. The svami shifts from the earlier pada, mohini riipa banayo hari ne
banom (Hari assumed the guise of a captivating woman) to bhesa dharyo hai aja brajanart kii
bihart jii ne (Today, Biharl has put on the disguise of a woman). While this shift might raise
questions, in BT’s script, svami describes Krsna’s disguise as ripa bandyo (making the
appearance), whereas in the FKS performance, he says bhesa dharyo (putting on the
appearance). The earlier pada is currently sung in the Candravali [ila, where Krsna is pretending

to be Candravali’s sister to trick her into giving him makhana (butter).247 A stark contrast in these

247 See Rasalila performance by Svami Fatehkrishna Sharma’s troupe on YouTube, https://www.youtube.com/watch?

v=X0OXQHIIXI8&t=7474s


https://www.youtube.com/watch?v=XoOXQHJJXI8&t=7474s
https://www.youtube.com/watch?v=XoOXQHJJXI8&t=7474s
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two padas also indicates the plot lines; in riipa bandyo, it signifies that Krsna has merely put on
the garb of a lovely lady. Meanwhile, in bhesa dharyo, he is not merely putting on the garb; he is

embodying the brajanari.

The pada (bhesa dharyo) describes Krsna wearing feminine attire, including the reddish (kusumi)
lehnga (long skirt), orhani (head and shoulder scarf), sari, a blouse (angiyad) with a golden
border, a hamela necklace (hara), and kohl in the eyes. This is just the outer physical disguise;
one needs to understand the embodiment of the disguise as well. Krsna, appearing as
Syamavirahani, performs the emotional and devotional interiority of a devotee in separation. The

disguise thus moves beyond theatrical concealment toward the enactment of bhakti-rasa itself.

While performing arngika abhinaya (bodily gestures), Krsna holds up his orhani, covering his
face from the side and concealing his identity, while also portraying a shy gopi.?#$ He walks with
one hand on his waist and the other holding the veil, swaying from one direction to another
(which is sort of a usual walk). He looks up, searching for the lord, then looks down, expressing

sadness at the separation.

In Syamavirahani’s performance, Krsna does not simply disguise himself as a woman to deceive
Radha and the gopis. Rather, he assumes the affective condition of the devotee herself. By
performing viraha toward his own divine form, Krsna becomes both the object and experiencer
of devotion. The chadma-lild therefore stages not only cross-dressing, but the theological

reflexivity of bhakti-rasa: Krsna embodies the longing through which he is worshipped.

Coming to the presentation of both vadcika and satvika abhinaya, one witnesses how the
Syamavirahani generates devotional sentiment on stage. First, it is necessary to consider
Bharata’s theory of rasa-nispatti (production of rasa in drama) in the Natyasastra: ‘the rasa

(sentiment) is produced from a combination of vibhavas (determinants), anubhavas

248 In prema-samputa, Krsna, disguised as a gopi, felt a transcedental rapture in his heart and goosebumps after listening to the
words of Radha. To hide, he covered his limbs with his veil. See Prema-samputa, v. 12
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(consequents), and vyabhichari-bhavas (transitory states).’?*® As bhakti rasa is not explicitly
mentioned in Bharata’s canonical rasa system, I turn to Ripa Gosvami’s
Bhaktirasamyrtasindhu?39, which adapts dramaturgical aesthetics into a specifically theological
framework. Reading the Raslila through Riipa’s framework, therefore, allows us to see how

devotional experience is simultaneously theatrically produced and spiritually cultivated.

Riipa explains that bhava arises either through disciplined devotional practice (s@dhana) or
through Krsna’s grace (prasada), though the former is more commonly attainable.25! This
distinction is significant for understanding contemporary svaripas. David Mason emphasizes the
centrality of bhava (emotion) within Rasalila, arguing that performers cultivate devotional affect
through practices such as smarana (remembrance), and these child performers embody a “pure
bhava.”252 Building on Mason’s framework, I argue that contemporary adult performers
introduce an additional layer of contemplative and interpretive depth through years of cintana
(contemplation) and sadhana (discipline). The adult performer’s cultivation of gesture, vocal
expression, remembrance, and emotional control may be understood not merely as artistic
training but as a form of devotional discipline through which bhava becomes performatively
accessible. The stage thus becomes a site where aesthetic technique and spiritual practice

converge.

According to Rupa’s general analysis of Bhaktirasa, for the ideal devotee, rati (emotion of love)
for Krsna is the sthayi-bhava. This bhava gradually transforms into rasa, which can be relished
perpetually. For Riipa madhura-bhakti (amorous), rasa is the highest type of religious
experience.253 Haberman writes, ‘For Rupa, love is and remains Foundational, or, to repeat (and
reverse) the common adage: “Love is God.”’254 Like the rasa-nispatti in Natyasastra, Rupa also

lays out a similar process. I have referred to the categories (uddipana vibhavas, anubhavas,

249 See Natyasastra, ch. 6 v. 32

250 For translating these terminologies, I have used Haberman’s translation of the Bhaktirasamytasindhu.
251 See Bhaktirasamytasindhu Eastern Quadrant, third wave, v. 6

252 Mason, David. (2009, May 25). Theatre and Religion on Kysna's Stage, p. 111

253 See Bhaktirasamytasindhu Eastern Quadrant, third wave, verse 36-37

254 Haberman (2007) in Krishna: A sourcebook, p 417
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vyabhicari bhavas, etc.) he listed and, for further explanation, to the instances given to define

each category.

First, the vibhavas, which are the causes of emotions, are enhanced by the uddipana vibhavas
(stimulants). The vibhavas first establish the emotional environment of devotion. I have focused
on the uddipana-vibhavas?55 (enhancing stimulants) identified by Riipa; a few of them are staged
within Syémavirahini’s padas?3. First, his qualities, including physical, vocal, and mental,
Syamavirahini laments, bina dekhe sdvaro canda, drgana mem ddhero (Without seeing the dark-
beautiful moonlike Syama, darkness fills my eyes), referring to his complexion (kdya). In
another pada, she talks about his undescribable qualities: sakhi aiso sundara nahim koi, maim
saba jaga hero; viko jo likhai tasavira, so kauna citero (Friend, there is no one as beautiful as he
—I have searched the whole world. What painter could capture such beauty?). Krsna is
repeatedly addressed as Syamasundara, Manamohana, and pritama pyara, recalling both his

physical beauty and his power to enchant the mind.

The second uddipana-vibhava is place (ksetra), evoked through the line, ita Mathurd uta Gokula
nagari, bica bahe Yamuna bharapiira (Here Mathura, there Gokula town, and in between flows
the abundant Yamuna). On the other hand, Radha, while consoling Syamavirahini, also recalls
Krsna’s vocal quality (vani), adding further stimulus, mukha mithau bole (sweet in speech).
Through these invocations of Krsna’s attributes and the Braj landscape, the performance
activates devotional memory and immerses both performer and audience within the emotional

atmosphere of viraha.

Then the vyabhicari-bhavas (transitory emotions) and Sattvikabhavas (responses) include words,

gestures, and involuntary physical reactions through which the emotion is expressed. Finally, the

255 They include Krsna’s guna (qualities), cesta (actions), prasadhana (ornaments), smita (smile), angasaurabha (bodily
fragrance), vamsa (flute), syiga (horn), nippura (anklets), kambu (conch), padanka (footprints), ksetra (abode), tualsi (Tulast
plant), bhakta (devotees), and vasara (festivals). - Southern quadrant, first wave, v. 301 Bhaktirasamrtasindhu

236 These vibhavas are more detailed in the padas mentioned in the previous script transcribed by Tulsidasa. For instance, in a
pada ascribed to “Kumara”, vasyo mere nainan mein vo natavara nanda Kishora, is recited by Syamavirahini where she recalls
Krsna’s ornaments, smile, and so on. See Tulsidasa, p. 9-10
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vyabhicari bhavas or transient emotions. I have referred to the categories listed by Rupa and, for

further explanation, to the instances given by Rupa to define each category.

These vibhavas give rise to anubhdvas, the outward expressions through which inward emotion
becomes visible. The anubhavas (indications) are vocal, physical, and mental gestures.
Haberman describes them, “they are the means by which emotions are made to be felt.”257 Riipa
identifies thirteen anubhavas, five of which appear prominently in the performance. The first is
nrtya (dance): Syamavirahini raises her hands, twirls, and moves rhythmically as she sings about
Krsna. The second is gita (song), as she recites multiple padas entirely dedicated to Krsna’s

remembrance.

Another visible anubhava is krosana (crying), particularly while she repeatedly calls out: he
Syamasundara, he Manamohana, moku darsana do pyare (O beautiful dark one, O enchanter of
hearts, grant me your vision, beloved). The performance also displays hikka (hiccups), expressed
in the line mohe roye roye ave hilaki (Hiccups come to me as I cry and cry).258 Finally, the
performance demonstrates lokanapeksita (disregard for public opinion). Radha warns
Syamavirahini that such love destroys social honor and invites ridicule: ‘Love like this brings
nothing in return; it destroys reputation, family honor, and social duty. O Narayana, you will only
for no good reason make others laugh (at you).” The performer’s gestures, cries, and bodily
movements, therefore, externalize inward devotion, transforming emotional states into embodied

devotional signs.

The performance intensifies with the sattvika-bhavas (responses), involuntary bodily reactions
arising from heightened emotional states. Of the eight?5° identified by Riipa, four are visible in

Syamavirahini’s enactment. Her voice repeatedly breaks (svarabheda) while calling Krsna’s

257 Haberman (2007) in Krishna: A sourcebook, p 412

258 Riipa gives an instance, ‘Why are you thinking that there is anything wrong with your dear friend Radha? Listen, Beautiful-
Eyes, she is simply full of hiccups from continually saying “Hari”...” See Bhaktirasamytasindhu Eastern Quadrant, third wave,
verse verse 20

259 The eight satvikabhavas are stambha (stupefaction), sveda (perspiration), somarica (goose bumps), svarabheda (broken
voice), vepathu (trembling), vaivarniya (change of colors), asru (tears), and pralaya (loss of consciousness). Ibid., verse 16
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name, while her hands tremble (vepathu) when Radha attempts to console her. Tears (asru) flow
as she sings: mohe roye roye ave hilaki, nainom se bahe jaladhara (Hiccups come to me as I cry
and cry; streams flow from my eyes). At moments of overwhelming grief, she loses bodily
balance, suggesting pralaya (loss of consciousness). Such involuntary expressions are especially
significant within Raslila performance because they blur the distinction between acted emotion
and devotional absorption, reinforcing the perception that the svariipa is not merely representing

bhava, but inhabiting it.

The vyabhicari-bhavas (transitory emotions) are indicated through the voice, the body, and the
mental states, further modulating the emotional texture of the performance. Riipa lists thirty-
three vyabhicari-bhavas?6, several of which structure Syamavirahini’s experience of separation.
Visada (despair) appears when she wanders restlessly through the groves singing kunjan kunjan
bhataki, kahan milega? (“1 wander from grove to grove, where will I find him?”’). Her helpless
pleading26! is expressed in maim kasaum kahium ya vinati (“To whom can I make this plea?”).
She begs the sakhi for assistance: sakhi jo ti milabai dja, vaha ripa ujero | jabalom jivomgi,
guna na bhiliigt tero (Friend, if you unite me with that radiant beauty today, I will never forget

your kindness as long as I live).

She also exhibits unmada (madness), as she loudly and repeatedly sings Krsna’s name in a state
of emotional excess. Then, Vydadhi (sickness) is suggested when Radha warns that she will get
sick if she does not stop taking Krsna’s name: tii apane sumdara tana roga lagavegi (You will
only give your beautiful body a disease). Moha (confusion) and jaddya (mental inertia) emerge in
moments when Syamavirahini becomes unresponsive to the sakhis’ questions, remaining silent
except for uttering Krsna’s name. Smr#i (remembrance) structures much of the performance,

particularly in the repeated recollection of Kysna’s face: bina dekhe savaro canda, dygana mer

260 nirveda (indifference), visada (grief), dainya (depression), glani (fatigue), Srama (weariness), mada (intoxication),
garva(arrogance), Sarika (apprehension), trasa (alarm), avega (agitation), unmdada (madness), apasmara (dementedness), vyadhi
(sickness), moha (confusion), myti (death), alasya (laziness), jadya (mental inertia), vrida (shame), avahittha(dissimulation),
smyti (recollection), vitarka (speculation), cinta (anxiety), mati (understanding), dhrti (contentment), harsa (happiness), autsukya
(impatience), ugrata (wrath), amarsa (intolerance), asiiya (envy), capalata (carelessness), nidra (sleepiness), supti (dreaming),
and bodha (awakening). Ibid., fourth wave, v. 6

261 See Visada, Ibid., v. 14.
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ddhero (Without seeing the dark-beautiful moonlike Syama, darkness fills my eyes). These
verses enact smyti through obsessive recollection of Syama’s face. Evidently, the performance
repeatedly expresses autsukya (impatience), as Syamavirahini demonstrates intense restlessness
to see Krsna again. With autsukya, amarsa (intolerance) is also evident in the padas of the

previous scripts. These vyabhacari bhavas cause the foundational emotion to vary.262

The sthayi-bhava (foundational emotion) dominates all compatible and incompatible emotions
and shines forth.263 The foundational emotion here is rati (love). Rupa mentions two categories
of the sthayi-bhavas: five primary sthayi-bhavas?4 and seven secondary sthayi-bhavas?6°, with
Krsna as the object of that emotion. The secondary sthayi-bhavas are born from the excitants,
nourished by a Primary love. Here, the Syamavirahini expresses Soka rati266 (sorrowful love)
with priyata or madhura as the sthayi-bhava. Her madhura bhava is exemplified by her address
to Krsna as piya (beloved) pritama pyara, Syama-sundara, madanamohana, and samvariya.
Because her love is amorous in nature, she also feels hesitant in sharing her pain, Maim kasaum
kahiir ya vinatt (To whom can I make this plea?) And Sakhi kaisi karii maim haya, na kachu
vasa mero (Friend, what can I do—alas, I have no control over myself). Her sorrowful love is
defined by her separation, which she recites, bina dekhe sdvaro canda, drgana men ddhero
(Without seeing the dark-beautiful moonlike Syama, darkness fills my eyes) and then in Tere
karana joga liya hai, aba na raho piya diira (Because of you I took renunciation, now, beloved

do not stay away for long).

Through the interplay of vibhavas, anubhavas, sattvika-bhavas, and vyabhicari-bhavas, the

Syamavirahini performance culminates in vipralambha-madhura-bhakti-rasa. Yet this rasa is not

262 Bhaktirasamrtasindhu, Southern Quadrant, fourth wave, verse 2
263 Ibid. fifth wave, v. 1

264 “The primary foundational emotions,... are of five types: suddha (non-distinct), priti (respect), sakhya (friendship), vatsalya
(parental affection), and priyata (amorousness).’ Ibid., fifth wave, v. 6

265 There are seven types of such particular emotions: hasa (humor), vismaya (amazement), utsaha (effort), Soka (sorrow), krodha
(anger), bhaya (fear), and jugupsa (disgust). Ibid., fifth wave, v. 40

266 Sorrow is defined as that burden of pain in the heart that is due to separation from the beloved. It produces weeping, falling to
the ground, sighing, dry mouth, and confusion. When it is caused by Krsna and is associated with a contracting Primary Love, it
is perfected and becomes “Sorrowful Love” (Soka rati).” 1bid., v. 60
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generated solely at the textual level. It emerges through the Svartipa’s embodied devotional
labor: years of cultivated sadhanda, contemplative practice, and performative repetition transform
Krsna’s disguise from theatrical masquerade into the lived enactment of devotional longing

itself.

Mansukha-as-gop1

Mansukha’s assumption of a gopt guise in the Mudiya CorT episode is not only in this episode. In
the Bams1 Cor Lila (“The Theft of the Flute”), Mansukha was required to transform himself into
a gopi by donning feminine attire and adorning himself with solaha srngara (the sixteen
traditional embellishments of feminine beauty), as he wished to participate in Krsna’s rasa
dance. Hawley notes that, though initially reluctant, his appearance in disguise became a source
of amusement for the audience.267 The gopis then cleverly lured him into the ecstatic joy of the
rasa experience, overwhelming him to the point of dizziness, so that they could steal Krsna’s

flute, which had been entrusted to Mansukha for safekeeping.268

In Mudariya Cort L1l3, the plot is different. Mansukha, seeing Krsna asleep, did not want to wake
him up. With his jester thinking at play, he tied his leg with Krsna’s so that when Krsna would
wake up and move, Mansukha would be dragged along with him. When Radha and the gopis
came to rob Krsna, they also shaved off Mansukha’s mustache and stole his bagalabandr (a male
upper garment). Mansukha cries that his mustache has been shaved off/ripped off, and he has lost
his honor (izzat). Thereafter, Krsna decides to disguise themselves as gopis to retrieve their
belongings from Radha’s palace. On the one hand, Krsna excels in his feminine guise; on the
other, Mansukha turns himself into a figure of ridicule, his masculine sensibilities exposed by his

inability to wear the female garb properly.

267 Hawley. (1995), p. 123
268 See Castro (2016), p. 165
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Mansukha is usually not a part of the chadma genre; however, Svami Fatehkrishna Sharma
inserted his character into the 1112 to induce humor in the performance. Yet this also opens up an
important tension within the dramatic structure. On one hand, Mansukha’s disguise lightens the
mood through comic exchanges such as his dialogue, cupa hai jao jiji (Be quiet, sister), and his
humorous reluctance to address Krsna as jiji, insisting instead that Krsna is his male companion.
Such moments reiterate that Krsna has not undergone any actual gender alteration, but has
merely donned female attire in order to deceive the gopis. This is followed by Mansukha’s
humorous monologue about the Syamavirahani, where he says that my sister is crying for no
reason. This simultaneously pulls the focus on Krsna embodying Syamavirahani. These
improvisational additions are often the jester’s spontaneous insertions and do not form part of the
traditional script; nevertheless, the audience delights in these comic interludes, and the svami

deliberately preserves this stand-up-style humor within the performance.

On the other hand, the theological depth embodied within the disguise is frequently
overshadowed by the comedy surrounding it. In the Mansukha-as-gopi disguise, masculine
markers are concealed through acts such as hiding the janei and shaving the mustache, gestures
that symbolically suggest the renunciation of rigid gender identity and ego. While the audience
laughs at Mansukha’s inability to properly inhibit feminine decorum, the disguise simultaneously
gestures toward a deeper theological principle within Vaisnava devotion: access to Krsna’s
intimate 11la often requires abandoning ordinary masculine identity and assuming a feminine

devotional disposition.

A comparable idea appears in stories of Narada in Krsna devotional literature. In earlier versions,
Narada’s transformation into a woman serves as punishment for his arrogance in seeking to
understand mayda; however, in Braj-centered retellings, his becoming the female Naradi after
bathing in Puspasaras allows him to join the sakhis and participate in Krsna’s erotic sports. Here,
femininity is no longer associated with delusion or degradation but with privileged access to
divine intimacy. A similar story is told of Siva, who assumes the gop7 bhesa (disguise) to watch

Krsna's rdsa dance. A famous Siva temple in Vrndavana is called Gopiswar, lit. “Lord (Siva) as a
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gopi.”?%9 The temporary adoption of female identity thus becomes a theological and performative
device through which male devotees may transcend worldly ego and approach the affective

world of Braj bhakti. It also allows them to gain access to the rasa dance.270

Thus, although Mansukha’s disguise embodies an important dimension of Vaisnava philosophy,
particularly the embodiment of madhura-bhakti through gopi-bhava, the humor surrounding his
performance often diverts the audience’s attention away from its deeper theological implications.
The audience is invited to laugh at the failure of embodiment: his awkward gestures, his inability
to internalize feminine decorum, and his persistent attachment to masculine identity. In doing so,
the more fundamental question remains unasked: why must Mansukha, and even Krsna himself,
assume the gopi-bhesa at all? In Bamsi Cor1 Lila, Hawley highlights the importance of the
disguise of Mansukha, “if he were not outside the circle of the ras, we would not be able so

clearly to sense the power it has for those whom it comprehends.”27!

This disguise is not merely theatrical but is embedded within a wider devotional and literary
tradition, where the adoption of feminine subjectivity signifies the devotee’s longing for intimate
access to Krsna’s play. By framing the transformation as comic inadequacy rather than spiritual
aspiration, the performance renders this theological gesture visible yet insufficiently engaged,

leaving its deeper implications latent rather than fully realized.

Radha embodies the Yugala Svaripa

Syama Syama Syama ratata, Syama dapa hi syama bhai

Syama syama syama (Krsna) repeats, syama (Radha) herself has become syama.

While the sakhi went to call Radha to console Syﬁmaviraharﬁ, the svami recited this line to

indicate that Radha will transform into Krsna. When Syémavirahani could not be consoled by

269 For more details, See Entwistle., p. 58-59
270 Hawley (1980) p. 111
271 Tbid., p.108
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Radha, Radha wore all of Krsna’s jewelry while wearing her clothes to give darsana to the
Syamavirahani. Her guise is not a complete transformation into Krsna; she presents a unified
form of both Radha and Krsna, as the yugala ripa (unified form). Interestingly, Radha’s disguise
is inspired by the Yugalachadma lila, also composed by Narayana Svami. In the Yugalachadma
113, Krsna disguises himself as a virahani and yearns for Syama. Radha is advised by the gopis
(just like in Mudariya cort 1112), apa syama ko bhesa dhari, tanaka diri pai jaya (You, take on
Syama’s appearance by going to a place close by)272. Because both Radha and Krsna appear in
chadma-riipa, the poet has named it the Yugalachadma I1la. However, in the Mudariya Cor Iila,
Radha’s chadma itself appears to be the yugala rijpa (unified form), embodying both Radha and

Krsna in a single image.

This imagery may superficially resemble Ardhanari$vara, but its theological basis differs
significantly. Rather than expressing the Saiva ideal of the metaphysical unity of male and
female principles within a single body, the yugala conception emerges from Vaisnava devotional

theology, shaped in part by Sahajiya and Tantric conceptions of divine union.273

In Sahajiya thought, Krsna and Radha replace Siva and Sakti as the supreme divine pair,
embodying the union of the enjoyer and the enjoyed, while devotional practice seeks an
emotional and psychological realization of this union. Similar ideas also found in Guariya
Vaisnava theology, where Radha is understood as Krsna’s hladinisakti, the bliss potency through
which Krsna experiences divine love. In Caitanya Caritamyta, Caitanya is regarded as a two-in-
one manifestation, in which Krsna is covered by Radha-bhava.?’# Consequently, representations
of Radha and Krsna in entwined or composite forms, described as “one soul, two bodies” (ek
pran do deh), signify not the erasure of gender difference but the simultaneous coexistence and
inseparability of masculine and feminine devotional energies.2’> Thus, Radha’s assumption of

Krsna’s ornaments in the 11la does not dissolve her identity into Krsna’s; instead, it reveals the

272 See Chapter 3.

273 Gupta & Dimmock, p. 177-80

274 Caitanya Caritamyta, Madhya Lila, chapter 8.
275 Entwistle (1987), p. 66-67
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theological ideal of reciprocal embodiment and affective unity that underlies Braj devotional
aesthetics. Goswami writes, “a single non-dual Being effulgent with absolute bliss cannot enjoy
itself any more than sugar can taste its own sweetness.”27¢ Therefore, the Yugalasvariipa chadma

by Radha becomes a representation of when “the nature of non-dual necessarily becomes dual.”

The unified guise (yugala-chadma ripa) of Radha can also be paralleled with the iconography
and naming practices of temple deities in Vrindavan, where Krsna is frequently represented with
Radha standing gracefully at his left side, especially in flute-playing images. Epithets such as
Radharamana, Radhamddhava, Radhakanta, and Rdadhavallabha emphasize this intimate
relational identity, while terms like Jugal Kishor, Syama-Syama, and Larili-Lala foreground their
interdependence as a single devotional unit. Even in the so-called “self-manifested” deities of
Vrindavan, Banke Bihari, Radhavallabha, and Radharamana, Radha is not always represented as
a separate figure but is evoked through her name or symbolically through a coronet (mukuta)

placed beside Krsna.27’

In the Mudariya Cor1 Iila, Radha’s disguise is conceived as a deity in the temple, when sakhi
refers to her as “ghar ke thakuraji”?’8, an in-house deity, and that Syamavirahani may seek
blessings by approaching as closely as she wishes. This reiterates the concept of identifying the
svariipas as sacala vigraha (mobile deities). Krsna as Syamavirahani is mesmerized by
witnessing the unified form of him and Radha from the perspective of a devotee in gopi bhava.

This expression is exemplified by the Radhavallabhan view in the poetry of Hita Harivamsa.

‘The hearts of her own
Well-wishing maids
Cannot contain their bliss:
Having gazed excessively with their eyes

(Their happiness having burst all bounds),

276 Goswami (1995), p. 5
277 Entwistle (1987), p. 79
278 m. title of supreme deity (used by members of the Vallabhan community, and others) (qv McG)
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They threw themselves away!’

Caurasi pada, Stanza 57 279

Krsna praises Radha’s assumption of his guise, describing how convincingly she embodies him.
He compliments specific qualities (a recall to the vibhavas, mentioned earlier), mydu muskana
cala (gentle smile and gait), niki chabi (graceful form is appeasing). He further identifies the
visual markers of Krsna’s own iconography that she now carries—the turra (plume), kalangi

(crest), morapankh (peacock feather), and sirapec (headgear).

Then, when the time came to uncover his guise, Krsna as Syémaviraharﬁ says, “I know, I know
that even the noble one has started to steal; now who is going to judge this case and bring it to
justice?” Radha then recalls an earlier incident in her court when Krsna had asked for justice cori
capala lagate radhe, mokii nyava karo tuma pyari (They accuse me of theft, O Radha. Please
bring justice to me, my beloved!)280 He then addresses her as Kesava (Krsna’s own epithet),
saying, “O Kesava, bestow your grace and take off all of it (disguise/ornaments). Where are you
turning your gaze? That flute is mine!” Syamavirahani snatches the flute from Radha-as-Krsna’s
hand, declaring it his own. The Mudariya Cor1 performance ends with Krsna taking back his
jewels, making him the ultimate trickster. This is followed by the divine couple in their

respective disguises, sitting as devotee and divine, united through lila.

Hawley, taking the reference of Bansi cori Iila, reasserts Radha’s supremacy over Krsna,
“Krishna’s power is limited by Radha’s”.281 Radha as the sakti reserves the power to embody the
Yugalasvariipa; meanwhile, in the Rasalila repertoire, we do not see Krsna disguised as Radha or
the Yugalasvariipa. This also reflects the ideology of Radhavallabhan, which I discussed in

Chapter 1, which professes Radha as the supreme lord.

279 Translation by C.J. White. See White, p. 90-91
280

281 Hawley (1980), p 114
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Unlike Krsna’s assumption of the Syémavirahani, which renders the divine as devotee, Radha’s
embodiment of Krsna does not efface difference but holds together duality within a single,
relational form. The Yugalasvariipa reveals that the unity of Radha and Krsna is not a static
metaphysical given but an affective condition enacted through Iila, in which each becomes the
other without ceasing to be themselves. As sacala vigraha, this unified form is not merely seen
but experienced, drawing both performer and spectator into a shared field of devotion where
identity is constituted through participation rather than fixed essence. Radha’s disguise,
therefore, completes the movement initiated by Krsna’s chadma, revealing disguise itself as a
theological medium through which the non-dual becomes relational, and divine love becomes

perceptible in performance.

Conclusion

In conclusion, the Mudariya Cori Lila reveals disguise not merely as a theatrical device, but as a
profound theological and aesthetic strategy within Braj bhakti performance. Through the layered
chadma-vesas of Krsna, Mansukha, and Radha, the I1la blurs boundaries between devotee and
deity, masculine and feminine, performer and emotion. Rather than concealing identity, these
transformations make visible the relational dynamics of bhakti, where subjectivity is constituted

through participation in divine love.

At the center of this process is Krsna’s assumption of the Syamavirahini guise, which transforms
divine play into an enactment of devotional longing itself. By embodying the affective condition
of a devotee separated from himself, Krsna becomes both the object and the experiencer of
viraha. The disguise, therefore, exceeds imitation or deception; it stages the theological
reflexivity of bhakti, in which divine and devotee are united through shared emotional

experience.
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This theological dynamic is not confined to the narrative level but is realized through the
embodied practice of the svariipa on stage. Through the coordinated deployment of angika,
vdacika, daharya, and sattvika abhinaya, the performer does not simply represent the
Syamavirahani but inhabits her affective condition, rendering viraha as a lived devotional state.
Yet this inhabitation is not spontaneous. It is cultivated through the svaripa s ongoing practices
of smarana(remembrance), cintana (contemplation), and sadhana (devotional discipline),
through which years of repeated performance become a form of devotional training. The
performer’s gestures, vocal inflections, bodily discipline, and emotional expression emerge not
merely from artistic technique but from a sustained engagement with the emotional world of Braj

bhakti.

As the performance unfolds, the boundaries between acting and experiencing begin to blur:
gestures, vocal inflections, and involuntary bodily responses transform scripted emotion into
perceptible bhava. In this sense, the svariipa’s performance is not mimetic in the reductive sense
of imitation, but participatory, drawing both performer and audience into the affective world of
vipralambha-bhakti (divine love in separation). The stage thus becomes a site where aesthetic
technique and devotional discipline converge, enabling chadma to function not as concealment,

but as the experiential realization of bhakti-rasa.

Mansukha’s awkward gopi disguise, marked by his inability to internalize feminine
comportment, interrupts this intensity through humor while simultaneously exposing the limits of
superficial transformation. His disguise also conveys the devotional requirement for a male
devotee to participate in the intimate Iilas of Krsna, in which the masculine ego is symbolized by
a mustache and janeyu. Mansukha, crying over his shaved-off mustache and his resistance to
donning a gopft's attire, shows the internal struggle a devotee faces to let go of his ego. While he
keeps the audience engaged with his humorous acting and dialogue, they overlook the

theological implications of his disguise.
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Radha’s Yugalasvariipa embodiment expresses the inseparability of divine lover and beloved.
Adorned with Krsna’s plume, flute, and ornaments, she does not replace Krsna; rather, she
presents a relational form encountered as sacala vigraha. At this point, the I1la no longer stages
disguise as concealment but as revelation: the sakti (Radha) becomes the non-dual deity, the
deity (Krsna) assumes the devotee’s longing (Syamavirahani), and the unified form makes this

reciprocity visible.

At the same time, the performance demonstrates how humor, costume, gesture, music, and
emotional embodiment together generate bhakti-rasa on stage. By drawing upon Natyas$astric
aesthetics, Vaisnava theology, and living performance traditions, the Mudariya Cort Lilad shows
that chadma ultimately ceases to conceal and instead becomes the very condition through which
bhakti is embodied, experienced, and made accessible. Through the svaripa’s disciplined
practices of remembrance, contemplation, and enactment, disguise itself becomes a form of
devotion, enabling both performer and spectator to participate in the emotional and theological

world of Braj.
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Conclusion

This thesis has argued that disguise (chadma) in North Indian Rasalila is far more than a
theatrical device or comic embellishment; it is a theological and performative category through
which bhakti is embodied and experienced. Through a close study of Mudariya Cort Lila, it has
been shown that disguise does not merely conceal identity but reveals the relational dynamics of

divine love, longing, and reciprocity that lie at the heart of Vaisnava devotion.

Chapter One situated chadma-Iila within the wider history of Vaisnava theology and Braj literary
culture. Rather than viewing disguise as a late dramatic innovation, the chapter demonstrated that
the theological logic of transformation and role-play is deeply rooted in earlier Sanskrit
traditions, where divine embodiment frequently involves the assumption of alternate forms and
identities. The development of bhakti traditions further expanded these possibilities by
encouraging devotees to imaginatively inhabit the emotional world of Vraja through practices of
identification and contemplation. The chapter also argued that chadma-Iila emerged through a
process of inter-sectarian exchange. Gaudiya, Radhavallabha, Nimbarka, and Pustimarga
traditions all contributed to the theological and literary environment from which the Rasalila
repertoire developed. Rather than belonging to a single sampradaya, Rasalila appears as a shared

performative space where devotional communities continually reinterpret divine play.

The study further showed that the Mudariya Cort Lila tradition itself emerged through this
process of adaptation and borrowing. While the conceptual inspiration for disguise may reach
back to works such as Vi§vanatha Cakravartt’s Prema Samputa, the literary foundations of the
play were laid by Caca Vrndavana Dasa’s chadma-Iilas. Yet, significantly, the rasa-dharis did
not simply select one of his many disguise narratives. Instead, they turned to Narayana Svami’s
Srisyamavirahint Lila, incorporating its verses into the performance, while the climactic motif of
the double disguise —Krsna as Syﬁmavirahar_ﬂ and Radha as Yugalchadma—draws upon the
Yugalchadma Lila, also composed by Narayana Svami. The history of Mudariya CorT Lila,

therefore, reflects the cumulative and collaborative character of the Rasalila tradition itself.

Chapters Two and Three shifted attention from literary history to living performance. A major

contribution of this thesis has been the narrative documentation, annotated transcription, and
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translation of the August 8, 2024, performance of the Mudariya Cort Lila by Svami1 Fatehkrishna
Sharma’s troupe at Jai Singh Ghera. The analysis demonstrated that the dramatic text functions
less as a fixed script than as a performative framework animated through poetry, music, dance,
dialogue, memory, and improvisation. The 11la is constantly renegotiated by the rasa-dharts and
the svami, who adapt inherited material to the needs of the audience while preserving its

devotional and literary core.

The comparison of the 2024 performance with the script transcribed by Harivallabha Sarma and
Baba Tulsidasa revealed the importance of saraltkarana and svami-vacana in this process.
Saraltkarana extends beyond the simplification of Brajbhasa into Modern Standard Hindi; it also
involves selecting songs, explanations, and comic interludes that remain accessible to
contemporary audiences. At the same time, the comparison of manuscripts demonstrated that this
process is not linear. The performance often preserves older Braj or tatsama vocabulary, even
though earlier scripts employ more modern forms, showing that each svamt actively negotiates

between preservation and innovation rather than simply modernizing the poetry with MSH.

Similarly, the presence of svami-vacana highlights the svam1’s creative role as a literary and
theological interpreter. These poetic insertions, often absent from older manuscripts and
circulating without attributed authorship, weave together individual scenes, explain unspoken
actions, and sustain the emotional continuity of the performance. The interpolated doha
accompanying the kavitta, Mathe pai mukuta, is one such example, seamlessly guiding the
audience through Krsna’s theft of Radha’s ring. These interventions reveal that Rasalila literature

is not a static archive but an evolving body of poetry continually reshaped in performance.

Equally important is the pedagogical role that emerges through these performative practices. The
svami is not only a narrator but also a teacher who educates the audience in theology, literature,
and devotional practice. His introductory discourses provide the interpretive framework for the
I1la, explaining concepts such as the reciprocal relationship between Radha and Krsna, while his
explanations of Braj poetry and his selective simplifications make the tradition’s literary heritage
accessible to new audiences. In this sense, Rasalila functions as a vehicle for both theological
and literary education, preserving the works of poets such as Caca Vindavana Dasa, Narayana

Svami, Harivyasa Devacarya, Nandadasa, and many others through living performance.
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The performance analysis also highlighted that devotional participation extends beyond the
actors themselves. The patron occupies the stage not only as an organizer but as a devotee
engaged in seva, while the audience moves fluidly between the roles of spectator and participant
through acts of darsana, singing, and contemplation. The boundaries between stage and shrine,

theatre and worship, are therefore repeatedly dissolved.

The central argument of this thesis, however, emerges most clearly in Chapter Four, which
examines disguise as an embodied mode of devotional practice. The disguises of Krsna, Radha,
and Mansukha do not merely conceal identity; they create new possibilities for theological
participation. Krsna’s assumption of the Syamavirahani form, inspired by Narayana Svami’s
Srisyamavirahint Ltla, stages the paradox of the divine experiencing the longing of his own
devotees. The close relationship between this episode and the Gopi-gita suggests that Krsna is
not simply imitating the gopis’ separation but embodying their emotional state. Through the lens
of Gaurlya raganuga bhakti, this becomes an act of contemplative identification in which the

divine himself enters the affective world of the devotee. Here, the deity becomes the devotee.

This inversion is deepened through Radha’s assumption of the Yugalchadma form. As perceived
in Radhavallabhan theology, this moment is less a disguise than a revelation of Radha’s supreme
status. The Yugalriipa expresses the inseparability of Radha and Krsna while simultaneously
presenting Radha as the locus in which both are united. The Krsna svariipa, now in the guise of
Syamavirahani, receives darsana of this form and is himself overwhelmed by devotion. Once
again, the divine becomes the devotee, while Radha becomes the object of contemplation. The
performance thus foregrounds the theological centrality and supremacy of Radha, making visible

the Radhavallabha ideal of tatsukha-bhava and the reciprocity that underlies divine love.

Mansukha’s comic disguise offers a complementary perspective. His awkward adoption of
feminine dress and his exaggerated attachment to his mustache provide humor, but they also
reveal the devotional challenge of relinquishing ego and worldly identity in order to enter
Krsna’s intimate I1la. Entering the stage as a devotee singing Krsna’s praises, he simultaneously
participates through sakhya-bhava, reminding us that humor and theology are not opposing

forces in Rasalila but mutually sustaining dimensions of the same devotional world.
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Finally, this thesis has argued that these performances should be understood not simply as
representations of devotion but as forms of devotional practice in their own right. The svaripas,
understood as sacala vigrahas, do not merely act; through repeated enactment, they cultivate
remembrance (smarana), contemplation (cintana), and emotional identification with the
characters they embody. As discussed in Chapter Two, the svam7 encourages the audience to
continue engaging with the 11la after the performance through cintana, carrying the emotional
world of the drama into everyday devotional life. Chapter Four further demonstrated that, for the
performers, years of disciplined remembrance and repeated embodiment transform performance
itself into a mode of sadhana. Particularly in the case of the Syamavirahani episode, smarana
becomes a practical expression of Gaudiya raganuga bhakti, in which the emotional states of
Vraja are cultivated through sustained contemplative practice. The Iila, therefore, extends beyond
the temporal boundaries of the stage; it begins before the performance through preparation and

discipline, and it continues afterward through remembrance and contemplation.

Ultimately, Mudariya CorT Lila reveals that divine intimacy is staged not solely through
revelation, but also through concealment, inversion, and disguise. Chadma becomes the medium
through which literary traditions are preserved, theological ideas are taught, devotion is
embodied, and aesthetic experience is transformed into religious practice. By treating disguise as
a serious theological and performative category, this thesis invites a reconsideration of
vernacular North Indian drama not simply as folk theatre, but as a living intellectual and
devotional tradition in which poetry, performance, theology, and bhakti-sadhana remain

inseparably intertwined.
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Appendix I
Sri§yamavirahini Lila by Narayana Svami

This is a translation of the I1la from the published edition of the Brajavihara by Narayana Svami
in Braja Vihar Arthat Sri Narayana Svamini ki Vanf.

TET—HHTST FoT—

U foae [T 99 g, 927 et e One day, having taken the guise as a

R afe Srerd =9, & o sT9=T AT 2 woman, the very mischievous (f.)
Syama.

Eka divasa tiya bhesa dhari, parama kautuki §yamal Becoming a woman in longing, she

Virahini bani dolata dagara, lai lai apno namall 11 roams on the street, reciting (taking) her
name.

e ref

fraw ar 3@ famT, fBF B Fer fagmm O dearest, without seeing you, every
FRT &S gwer s, w9y AR & ez moment passes like an age. Quickly

come and grant me, virahini, (your)
Pritama to dekhe bina, china china kalpa bihayal divine sight.
Begi dijiye darasa aba, mo virahini ko ayall2|l

ELGESS

FIE TET « ST <19 o =St T1 ST Fgl g AR Seeing her, a sakhi went to Stiji
H UF TS 2 AT g o Aot 7 AT e, T FEt aret) (Radha) and said, O dear! T have
30 come seeing a miracle, then

Sriji enquired, what? Again,
kahii sakhT ne inkornh dekhi ke $rTjT sorh jaya kahi he pyart!  sakhi said...
Mairh ek acaraja dekhi a1 hil taba $riji me bjhi kaha, puni
sakhi bol1ll 3

T THT—
T T9T—
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AT AT FATEH TH AT 6 ZIT
U AT g™ 92 Tret, a9 &7 A1l d9
9ATH 9TH T@ 9TH T2fd g, et &7 9T

AT Ut /e i, § a2 agEmr

Calau tau batali tumerh bhavana ke dvaral Eka nari

virahini bhai dolai, tana k1 nahir sabharall Syama Syama
mukha nama ratati hai, savari riipa aparalNarayana aisi

mohi dikhati, hai bara gopakumarall4|

Attt = et afa—
g TS F foer—

AR ST o gl 997 4 AT
Fg, U T qTA g T8 Hl AT,
T AT 7 Hg qrer G T
Y HAATA TH AT A,

{9 ATI(T g At &g & &,
HIAT =TI FTg o FHd G A
HIET ATerer 59 e 31,
ST g |IS A3 s 3T,
STTET TRTE A< 8¢ el Tl €I

Tohi dagara cala kaha bhayo r1 viralKahii paga ki
payala kahtl sira ko cira, bhai bavari na kachu sudhi
budhi $ariral

Tere matavarena sama jhiimata naina, mukha bhasati
hai tii ati viraha ke baina, mano ghayala kaht ne kart
drgana tirall

Moso narayana jina rakhai durava, jo ti kahai sot
terau karil upava, jasom rogahii ghatai hatai sakala
pirall6ll

116

If you come to the palace door, I
will tell you. A woman, having
become a virahini, is roaming,
unable to take care of her body.
Her mouth keeps repeating
Syama-Syama, her (the dark-
complexioned one) beauty is
boundless. O Narayana, it seems
to me that this must be the great
cowherd boy.

O friend, what happened to you
while walking on the path?
Somewhere anklet, somewhere head
scarf, you have become mad, with no
presence of mind and awareness of
your body.

Your eyes are swaying as if
intoxicated. And your mouth utters
words of immense (or painful)
seperation. As if someone’s arrow
like eyes have injured you./As if
someone has wounded you with
arrows shot from their eyes.

O Narayana, do not hide anything
from me. Whatever you tell me, I
will find remedy for you. So that
your illness/worry may lessen, (and)
all your suffering may disappear.
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iRt = «fish wfa—
T AT gee—

HeT T < 7T Higd il g4

A T AT A=TE, YA il A qif F901
T STTAT o 3T Tg T, dia o0 9 i o 96|
AT T i Tl T T, A T Tt =1 aa7 aai e
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O Friend, today, I saw
Mohan’s smile. Reddish
glow on his lips, and his
teeth looked like a row of
pearls strings. My eyes

Mainerh dekhi 1T 3ja mohana ki hdsanal Adharana pai adbhuta remain thirsty for that

arunai, mutiyana ki lara pati dasanall Va $obha ke drga rahe pyase.
pibe lage bhari bhari ke pasanal Narayana taba som mohi sajant,

sudhi na rahi nija vadana basanall 71l

ELRESS

ERIEGEGIEMIKE IR EE AR R4

priyaji ne bijht ar1! Tairhne unakiirh kharh dekhyo

haill8l

ey 99—
T AT —

AT AET ATt § af=ar 15 9
STHAT % 9 grEt §e a9 91

<T T &7 a1t 78 ST g 94T,
qATET A AT [ fAAToTeAT a5 1

39 {9 Fo1 7 97 [T,
FT =T 0 v A s

Aja sakhi bhorahi mairh paniyarh gai rill
Sarmvaro salono eka bare bare naina jake,
jamuna ke tata mosorm bhernta bhai ril
Dekhi ati riipa vako neha ura hara bhayo,
taht samaya 13ja ko tilarjalt dat r1l

Una bina kala na parata narayana,

kaist ghar1 lagana nai 11 1191l

beauty, they started
drinking handful it with
every blink.

Then Priyaji (Radha) enquired, friend,
where have you seen him?

O friend, today at daybreak I went to
fetch water.

(There) I met a dark and attractive
youth (Krsna), with big beautiful eyes,
on the banks of the Yamuna.

Seeing his extraordinary beauty, my
heart was overcome with love; in that
very moment I abandoned all my
shyness.

Now, O Narayana, a day cannot pass
(turn over) without him.
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fTSit = fafg it 9

TAT ST TR —

TET FT AT AS g a7 STeraT 6 [FFE O friend, why have you gone mad,
in%r F ATH T TSI 9T T, FLAT FHI AN in the seperation of that trickster. Do
J 9FAT ST T A A, A 5w AL S not take Syama’s name, even by
T B ST @, qrri%r T q TN o 1 mistake, (or else) people will talk.

You are delicate; the difficult path of
love is not suited to you.

Without understanding it properly,
do not attach your mind to a love
that becomes a sickness of the body.

sakht kyorh baurt bhat hai va chaliya ke viyoga|

bhiili ke nama na [ijo S§yama ko, caraca karemge logal|
tt sukumara kathina maga neha ko, nahi $rama tere joga
narayana bina jane bujhe, tii mati lagave tana roga||10||

et = fisit sfa—

T ST SETa —

T U {7 T FT S Friend, who can truly understand what
FEL T G o1 = 2, B it arq a@m=| my heart desires? To whom should I
U T & S aTHY, GO T Te=T| speak, who will be understanding and
ATTT ST A T, A A0S w= AT 2 tell me what is truly good for me?/To

whom can I speak who will truly listen

- - . i 9
sakhi mere mana ki ko jane | and guide me?

kasorh kahti sune jo cida dai, hita ki bata bakhane ||
aiso ko hai antarayamti, turata pira pahacane |
narayana jo biti raht hai, kaba ko saca mane ||11||

Who is that all-knowing Lord, who
immediately understands this pain—
O Narayana, who will ever believe
what I am going through?

AT da—
ST 7 i, 3T q FawTa 9ia °a efiwst Ui Priyaji said, O friend! Do not worry, have
¢RI some patience.

priyaji ne kaht, ar1 ! ti ghabaravai mati neka
dhiraja rakhi ||12||
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Rt a= =it afa—
ATAAT ol Tg—

qET FHT s § g1, 7 Hg a97 q1
o <@ Fiaer ==, 39 § Hgw
TET THT Gra< Afg Fls, § 9 S g7
areRt ST forg aedte, |7 Fi =
Y FHiET W 1 g, i A7t =
T At e fea g1, g g
TET ST FeATer o1, a8 €9 391
SEEISICINIRIIE R GULRSE]

T AT ST 7 e, 3g 7 A A
Ta 7% GI O, ST Fesdit 2411 ¢ 31

sakhi kaisT karil mairh haya, na kachu vasa mero| bina
dekhe savaro canda, drgana merh adherol|

sakhT aiso sundara nahim ko1, maim saba jaga hero| vako
jo likhai tasavira, so kauna citerol|

sakht kathina chaila ko viraha, ani mohi ghero| sagar nisi
tare ginata hi, hota saberol|

sakhi jo tii milabai aja, vaha riipa ujero |

jabalom jivorhgi, guna na bhiiliigl tero ||

sakht narayana jo na milai, vaha mana ko lutero |

taba nanda dvara pai, jaya kartigl dero ||13)|

TET—

ea WA ST e, T TASTEA |
T AT FIY HIT =4, F FoT 916 g 270

nanda bhavana janii nahirh, eri rajakumari|
neka daya kari samhga hvai, lai cali vake dvari ||14||
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Friend, what can I do—alas, I
have no control over myself.
Without seeing the dark-beautiful
moonlike Syama, darkness fills
my eyes.

Friend, there is no one as beautiful
as he—I have searched the whole
world.

His written description, what
painter could capture such
beauty?

Friend, the painful separation
from that tricking lover surrounds
me.

The whole night passes as I count
the stars until dawn.

Friend, if you unite me with that
radiant beauty today, I will never
forget your kindness as long as |
live.

Friend, if I do not meet that thief
of my heart, then I will go and
make my dwelling at Nanda’s
doorway.

O noble girl, I do not know the
way to Nanda’s house.

Please show some kindness—
come with me and take me to his
door.
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Attt o= faefef afa—
T e T—

3 gt Ffer AR Fa1S, @ = F1 g fa@rd|
T e el & @ aee, |y i wg = At s
T Udl 2T § ST /I, ST Fag T A 91
AT T | ST, T A AT Tt &9 ATl L 41

uthi sajani cali tohi batail, sanmukha nanda ko dvara
dikhavai|

tu kita dhavati hai pura bahara, mo piche bhatu kyom nahim
avai ||

eka etau hiya mem dara mokiinm, jo kabahtim yasumati lakh:
pavai |

narayana mana mer janemgi, yaha saba byadhi yaht samga
lavai ||15]|

TS FTaT—
TraT—
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Come, dear friend, get up—I
will show you the way and
point out Nanda’s doorway.

But where are you running
outside the town like this? Why
do you (lady) not walk behind
me?

I have one fear in my heart—
that if Mother Yasoda happens
to see us,

she will understand that this girl
has brought this all this love-
sickness with her.

T2 g T % 54, Fue AT am When that deceitful love-tormented girl
o O 1T AT o, ST 93T &l A1 4 <l reached Nanda’s door,

she repeatedly cried out the name of
nanda dvara pai gat jaba, kapata virahini bama | Syama with great restlessness.

puni puni ati akulaya ke, leti Syama ko nama ||16||

et a=a—
TAT FTh—
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Saal difg a¥a 7 AT

rqae # = 7o ®R #4219 Frg & A I
FIET T I g7 T, O =7 oraey swara

AT Hgad Fia, FTIA Hi TR T Faqrail € ol

bedaradi tohi darada na avai |
citavana merh cita vasa kari mero, aba kahe ko akhi curavai

kabasorh parT tere dvare pai, bina dekhe jiyara ukalavai |
narayana mahabiiba savare, ghayala kari phira galai batavai
1171l

ATfer—

TSI o Tl o<1 Gl T vl Fgf JfS, o71% § a1 19 313,
AT F FHT s, T VST 7 Fgl TT qT TLTETST @A,
T qg 3T 21T T5TS qRT § I I a1 A <1

$r1j1 ne kahi ari ! sakhi tii to yaha baithi, aru mairh to aba
jat, kachu tere sarhga mohi bavari to nahirh honor,

taba birahini boli aji ! aba mairh kaisT kart, taba $riji ne
kahi yaha to ya$odaji dekherngi, cali tohi aura thaura
baithail vaha si tii unako dekhi Ifjo ||18)|
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Heartless one! Do you feel no
pain (of mine)?

With just one glance, you
captured my heart—why do you
now hide your eyes from me?
For so long I have been lying
here at your door; without seeing
you, my heart is becoming
restless.

O Narayana! That dark beloved
inflicts wounds and then
consoles.

O friend, you sit here for a while,
and I will go now.

If I stay with you too long, I will
go mad like you.

Then the love-stricken girl said:
“What am I supposed to do now?”
Sriji-ji replied: “Mother Yasoda
might see you here.

Come, I will seat you somewhere
else—from there you will be able
to see him (Krsna).”
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qAET FTehl Foraa, |1 AT Tat, qiaar Hel
IR
HrgAT q2q a7 927 s, o fa=r i a7

2
T ST qH 280 S@T a1 | (ST ge a1l

AT oY =9 AT o 99 o d¢ g g 2|

tairhrhi baki citavana, saniirh pyari lagadi, savala
memdha diladara|

sohani stirata bar1 barT akhiyarh gala bica
gajamutiyana da hara ||

cka najara tuma hisakara dekhau barii merh jiyara
hajara bara |

narayana asim riipa divant aya part aba tairhrhe
dvara ||19|||

st a==r et wfo—
TAT 29T T ForeT—

TET /I & ATHRT AW, TRt Tfarat

A FIET G HIST q1A, FeAT weA| T A1@d I,
UH T HL S gl wet arasiil

T Fgl q =T 7 &2 g, SITEl Hifg T S 92
2

q 3T L AT TN AT

g o g ST 7 o0, A1 ATST T & 47,

AT T ATE ST gdTa iR ol

sakht tii mati le vako nama, nahirh pachitavaig |
mana kapatt mukha mithau bolai, kali kalt rasa
cakhata dolai,

aise som kari priti kaha phala pavaigi || mer1 kaht tt
cita na dharati hai, jasorh mohi aba jana parati hai,
tli apane sundara tana roga lagavaigi | neha kiye
kachu hatha na avai, loka 13ja kula dharma nasavai,
narayana ti nahaka jagata hasavaigi ||20)|
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Your crooked, playful glances are so dear
to me,

O dark beloved with the charming form.
Your beautiful face and large eyes—

and around your neck a necklace of great
pearls.

If you look at me once with a smile,

my heart would give itself to you a
thousand times.

O Narayana! I have become mad in love
with your beauty,

and now I have come and fallen at your
doorway.

Friend, do not even take his name—you
will only regret it.

He is cunning at heart though sweet in
speech;

he wanders tasting the nectar of every
flower.

What good will come from loving
someone like that?

You do not pay attention to what I say—
now I see it clearly.

You will only give your beautiful body a
disease (the sickness of love).

Love like this brings nothing in return;
it destroys reputation, family honor, and
social duty.

O Narayana, you will only for no good
reason make others laugh (at you).
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et a=m
TAT 1Y

o 3 |9 979 F /49 | 97T = A g Without seeing him, my heart finds no peace.
AT, 9 T (A Srq 39T || Frer 7erer That dark-complexioned beloved steals the
AL aoA, Fq 734 qraq gﬁr %ﬁq Aarergor mind, and the nectar of his beauty forever
PBroqar 1 =Y, 2 gusTEwT 7 3y 12 g HHuminates the world.

His goose-like graceful walk, his charming
speech,

and his playful eyes smile as they gaze upon
me. O Narayana! Though he is the Lord of
the three worlds,

[ am but a servant of the daughter of

bina dekhe mana mane na mero| §yama varana
cita harana ladilo, riipa sudha nita jagata ujero ||
cala marala manohara bolana, capala nayana
mo tana hasi hero| narayana tribhuvana ko
svami, horh vrsabhanukumara ko cero||21||

Vrishabhanu (Radha).
ElRED
STT ﬁ'd%?ﬁ T T E:E EE q%ff, SERFRIEIE EES] When the love-stricken girl called
e gt 97 afEre 0, herself a servant, Priya-ji (Radha) was
o wrferar! 72 iy IS = TRTY ST 3 ey ot surprised and began asking Lalita: "O
ST w A9 T A 9 Y Uk A g EEL Lalita! If this woman calls herself a
servant, how will people understand

this?

jaba virahini ne apane kil cero kahyo, taba priyaji
If she makes herself a servant of

acaraja manike sakht so bajhibe lagi,
ari! lalita! yaha lugai hvaike phiri loga kaise banibe S°™MeOn®, then she herself should

lagi jo apakil cero banavai cerI bane tau eka bata hai beconle a maid—that would make
||22|| S€nse.

Tt

ATeraT AT TaAT I, AT a1 foreiT | fa fiqw Seeing young lala (Krsna), Lalita spoke:
I T, TR FTTRT N2 30 listen Sirmora,

Without the beloved master, even a
clever student cannot become anything

lalita lakhi navalala ko, boli suna §iramaura| bina )
else but a maidservant.

pritama cere catura, ceri bane na aura ||23||
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i Aferar & a9, =y s 79 7 g2
AT g &l U, I 9 Fa @ g@iny
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Hearing Lalit'as words, the beloved
one (Radha) felt joy in her heart,
As if she were a mirror of beauty

suni lalita ke baina, pyarT nija mana merh harasa | manc itself, again and again gazing at Lal’s

chabi ko aina, puni puni nirakhata lala mukha |[24||

ENRSED

= B ATASHT HGIXTST, ST hTg ol 9g el gid ar
AT FIg =L 1S FETad R4

dhanya hau lalaji maharaja, jo kahii ki bahti bett
hote to bhala kahii ko ghara tot basavate ||25]|

IS a=+ SATersit afd |

TN UT Fl ST SLAT-

SATST 9Tof e AT, AT A5 51 0l a1,
I Al ForeT, AT HIST HIST T o714 |
AT AAHTEARTL, JTTH T 9TTAT =TT,
AT 79 T |, AGRT g 9ATH 11 |l

ST | =10, AT {iqa+ it /T A4,

T § T I Ttz g o1 fa g
AT AT AT, e B st [,

LT {E <o ST, Avg AvG 26d SI1d IR &l

aja bhale bane lala, adbhuta nai braja ki bala,
drgana sohai kajara, ati mithi mithi karata bata |
agiya manamohanahari, damina ki $obha nyarf,
jhin1 nava ctinarT mem, jhalakata hai Syama gata ||

hathana merh ciirf, mathe mutiyana ki maga bhari,
kanana mem jhumaka paga bichiyana dhuni ati suhata

narayana bara bara, pritama ki chabi nihara,

acara mukha daike pyari, manda manda hasata jata ||

26|

face.

Blessed are you, O beloved Lal-ji
(Krsna)!

If you were someone’s son-in-law or
daughter’s husband, you would surely
bring joy and prosperity to that
household.

Today the beloved youth looks
splendid beside a wondrous young
maiden of Braj.

Her eyes shine with kohl, and she
speaks with very sweet words. Her
bodice enchants the heart, shining like
lightning in beauty.

Through her delicate new veil, the
dark complexion of her body softly
glimmers. Bangles adorn her hands,
pearls fill the parting of her hair,
earrings swing in her ears, and the
anklets on her feet ring with a sweet
sound.

O Narayana! Again and again she
gazes at her beloved’s beauty.
Covering her face with her veil, the
lovely girl walks along with a gentle
smile.
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ENRED

ATASIT ATeA- 7 T | SATT o1 gl gett 1ok el Trale et § 20
T 7 AT T e S 2
S 7 Fgl g o T & 1l 2011

lalaj1 bole- he pyart ! apane tau kaht hutt ki aba tumhare chala
mem hama kabhii na averngt aba kaise aim ?

125

Lalaji (Krsna) said: “O
beloved! You had said that
you would never again fall
into my tricks—so how
have you come here now?”
Sriji (Radha) replied: “Only

$r1j1 ne kahi tihare prasanna karibe kii || 27| to make you happy.”
g AT ofierrer sht, AT TamT & | This divine play of Krsna grants
IR MKIIE) ﬂﬁ', A fifa & %‘d’ N0 the four spiritual goals of life.

i ST st sz < aeget 1 gy Narayana says: whoever sings

_____ or listens to it does so for the

______

Wordlist-

- = tiy [stri-], f. Brbh. Av. = &T.

love of the divine couple.

- qﬁﬁ kautuki [S.], adj. 1. festive, merry; cheerful. 2. having an interesting art or skill (as a

juggler, or dancer). 3. mischievous.
- S dagar [cf. *dag-2], f. a road, track; path.
- a9 pritam , m. = =TT (dearest)

- I vegi [conn. vegena], adv. Brbh. Av. swiftly, quickly; soon.

- AL acdraj [ad. aScarya-], m. & adj. 1. m. a wonder, a miracle. 2. surprise, astonishment.
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- d&AAT bujhna [budhyate], v.i. 1. to understand, to perceive. 2. to consider, to think. 3. to
ascertain; to enquire (of, ﬁ).

- HWTLAT sambharna , v.t. pronun. var. = H9TAAT (taking care)

- AT ratna [*ratyati], v.i. 1. to repeat; to learn by rote. 2. to importune. 3. Brbh. to make a
repeated sound.

- |IaaT sarhvla [§yamalaka-], adj. 1. dark-complexioned. 2. title of a lover or husband; specif.
title of Krsna. — ATTAT-HAMT, adj. dark and savorous: attractive (a dark complexion).

- IS sajini [cf. H. sajjan], f. mistress, sweetheart; lady.

- 9T lalcana [cf. H. lalac], v.t. & v.i. 1. v.t. to awaken desire in; to tantalise. 2. v.i. Brbh. to
feel desire or longing (for) (= STT=AT).

- fA¥=HT nirakhna [niriksate], v.t. to look with care at, to observe.

- dr tak [cf. H. takna], f. 1. look, glance. 2. fixed look, stare; peep. 3. watch, expectation (for:
of an opportunity). 4. view, aim (at, 9%); scrutiny.

- & dhig [*dhigga-2], m. vicinity; quarter, side. — ~, ppn. near (to, ).

- THAT ., THedT ikalla , adj. = FTHAT (alone)

- WgAT gahna [*grahati: Pk.gahai], v.t. & m. 1. v.t. to seize; to lay hold of, to take up/ T
gahani [cf. grahana-, and H. gahnal, . Brbh. seizing, taking.

- &7 bir [vira-], adj. & m. 1. brave, heroic, &c. (= Eﬁ'(). 2. friend, brother (esp. as term of
address).

I f., a1 bavla [vatula-: 7 w. vyakula-, or vayura-], adj. 1. mad, crazy. 2. raging,
furious.

- HAdT matvar , adj. Brbh. = A#A4TAT matvala [*mattapala-: Pk. mattavala-], adj. & m. 1.
intoxicated

- &9 bain [vacana-], m. word, speech.
- 3 drg [S.], m. esp. in comp. the eye

- U9 duray -, v.t. Brbh. Av. = TUT durana [cf. H. dur], v.t. 1. to remove, to make away with.
2. to put away (fear, &c.); to have done with. 3. to conceal (a matter)
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979 = 39T upay [S.], m. 1. means, recourse; scheme, plan; device; measure. 2. med. Ayur.
treatment. — ~ =TT, to devise a scheme; to try an expedient.

TRT rog [S.], m. 1. illness; disease; an illness. 2. fig. an evil, worry, plague.
#hT sakal [S.], adj. 1. all. 2. entire, the whole; gross (amount).
% pir f. Brbh. Av. = T pir [pida-], f. 1. pain. 2. suffering.

&M arun [S.], adj. & m. 1. adj. reddish brown; tawny. 2. m. the sun. 3. reddish glow, flush (of
dawn); red or tawny colour.

YT adhar [ad. adhara-], m. & adj. lower part: 1. m. the lower lip; the lip.

¥ =g lar [*lada-], f. 1. a string (as of pearls); a strand (of a rope or cord). 2. row, line,
series. 3. a chain.

Tifa pamti , f. Brbh. Av. = qiq pamt [pankti-], f. 1. line, row; rank. 2. mil. line
a9 - 9897

1< bhor [*bhora-], f. m. daybreak, the period just before dawn. — T, or @ﬁ, adv. at
daybreak.

ST paniya [cf. H. pani], adj. 1. having to do with water; aquatic. 2. watery; diluted;
adulterated (as milk).

AT salona [salavana-], adj. 1. salted; savoury. *2. attractive (esp. of a darkish complexion).

fAATSTeAT 24T (1), to perform last rites, to part for ever (with); to make an end (of: as of a
practice).

qaT palta [*pallatt-: Pk. pa(l)lattai], m. 1. turning over. 2. turning back, return; retreat
ST-aTET auri-baurT [cf. H. baura, bavla], adj. reg. mad, crazy.

HEHTT su-kumar [S.], adj. & m. 1. adj. soft, tender (esp. hands, feet, limbs); delicate. 2.
youthful. 3. m. a handsome or beautiful youth.

ﬁﬁ:— cid- [S.]. see s.v. F=I= citt [citta-1], m. 1. the understanding; the mind. 2. thought,
reflection. 3. the soul; the heart.

g1 hay [hayi], interj. & f. 1. interj. alas! 2. f. distress, suffering. 3. envy. — ~ &7, to sigh;
to lament.

e citera [citrakara-], m. a painter, an artist; an engraver.
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I sagra [ad. sakala-], adj. reg. = §heT.

- ¥9T saverd [*savela-], m. early morning; morning. — o<, or dgd T, adv. very early in the
morning; at or soon after dawn.

- 39T ujela , m. = ITITAT, IATAT wjala [*ujjvalaka-], m. & adj. 1. m. light; daylight;
daybreak, day; light of moon or stars. 2. brightness, splendour; glory. 3. adj. light, moonlit,
clear (night). 4. bright, radiant.

- ¥gbhata, f. 1. Brbh. a woman. 2. reg. interj. woman! lady!

- T vy-adhi [S.], f. 1. disease, illness. 2. affliction; anguish.

- h9< kapat [S.], m. 1. insincerity, dissembling. 2. deceit. 3. trickery; trick.

- Ta282 bedarda oo [Fre] S geg # et s wfa Ag ar e T 8r | S e v g A |
A | Folgad | fAaa

- === citvan [cf. H. citavna], f. a look, glance

- JRATAT = AHATAT akulana [cf. akula-; Pa. akkula-], v.i. 1. to be agitated; to be uneasy. 2. to
tire (of, ﬁ); to become averse (to). 3. to be restless (for, ED ﬁl‘Q’). 4. to feel nausea or sickness.

- Hgdd mahbib [A. mahbub], adj. & m. 1. adj. loved, beloved. 2. m. loved one.

- ST thar [? H. thaur x H. thamv], m. Brbh. a place (= 3.

- ATg®283 nahaka ore fore [Te AT + 3T° g FAT | =7 | THIIST | SHAAS | TSI |
- HIT<T maral [S.], m. a species of goose.

- %‘(‘«-IT hérana [*herati (« Drav.): Pk. herai], v.t. 1. to look (at), to gaze. 2. to investigate. 3.
Brbh. to detect (a fault). 4. to search for; to hunt, to chase.

- forew1284 giramaura HAT G [ FATH + Fe qFpe, I T3] €. FORTquoT | g | 2. AT =ARE |
HeT =< | T97 |

282 Dasa: Hindi sabdasagara (p. 3552)
283 qTg% nahaka from Dasa: Hindi sabdasagara (p. 2600)
284 Dasa: Hindi sabdasagara (p. 4746)


https://dsal.uchicago.edu/cgi-bin/app/dasa-hindi_query.py?qs=%2525E0%2525A4%2525A8%2525E0%2525A4%2525BE%2525E0%2525A4%2525B9%2525E0%2525A4%252595&searchhws=yes&matchtype=exact
https://dsal.uchicago.edu/dictionaries/dasa-hindi/
https://dsal.uchicago.edu/cgi-bin/app/dasa-hindi_query.py?page=2601
https://dsal.uchicago.edu/dictionaries/dasa-hindi/
https://dsal.uchicago.edu/cgi-bin/app/dasa-hindi_query.py?page=4741
https://dsal.uchicago.edu/dictionaries/dasa-hindi/
https://dsal.uchicago.edu/cgi-bin/app/dasa-hindi_query.py?page=3553
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Appendix IT

Sripremasamputa by Vi§vanatha Cakravarti (selected verses)

Original Text

UTd: BT, IW-Pd ATSIAT-I9N ER: ToRraHT-
e-JETT |

T TEOTIYeh-d e Ty el [fer 7 - :
GEHEade 112l

pratah kaddcid urari-krta caru-rama-veso
harih priyatama-bhavana-praghane
gatvarunamsuka-tatena pidhdaya vaktram nici

na locana-yugah sahasavatasthe (1)

ARG TeretTery Tw 1ol goT-YaiT Ui &
feid! TfE! e 69 |
WIS gR-A0-wFat fATe Hq-5a7 uat-

deTTgd-HUTTRIT 1R

arad-vilokya tam atho vrsabhanu-putrt
provdca hanta lalite! sakhi! pasya keyam
svasyamsubhir hari-mani-mayatam ninaya
mat-sadma padma-vadanadbhuta-

bhiisanadhya (2)

Translation

Verse 1: Sometime in the morning, Hari
(Krishna) accepted (urari-krta) the appearance
(or dress) of a beautiful woman (caru-rama-
ves$o), came at the porch of the beloved’s
palace. Covering his face with a red cloth, he
quickly sat down. Veiling his face with the
border of a crimson garment, he stood there all

at once, his eyes lowered.

Verse 2: Then, seeing him from afar,
Vrsabhanu’s daughter said: “Ah, Lalita!
Friend, look—who is this?

This lotus-faced woman, richly adorned with
wondrous ornaments, has made my house
attain the radiance of emerald-like brilliance

through her own rays (beauty).”
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et qGI-TTRA 37T AfeAdT feremed d Uierql gaq
T AT |

1 e g o v et e o o
e g <3 7 fBfad 11 3 1

srutva sakhi-giram atho lalita visakhe tam
procatur drutam avapya tadabhimukhyam |
ka tvam krsodari! kutah kim u vatha krtyam

brithi tv asau prativacas tu dadau na kificit ||

3
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Verse 3: Having heard the sakhi’s speech,
then , Lalita and Visakha quickly having
reached, they spoke to him face to face. “Who
are you thin-waisted one? Where are you

from? For what is your purpose? Speak!” But

he did not give any response.
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