SANSKRIT WORKS OF
K. RAMAKRISHNA WARRIER -
A CRITICAL STUDY

Thesis submitted to
University of Calicut for the Degree of

DOCTOR OF PHILOSOPHY IN SANSKRIT

PRAJINI PRAKASH

DEPARTMENT OF SANSKRIT
UNIVERSITY OF CALICUT
2026



Dr. JAYANISHA K

Professor
Department of Sanskrit
Sree Keralavarma College Thrissur

CERTIFICATE

This is to certify that this thesis entitled “SANSKRIT WORKS OF
K. RAMAKRISHNA WARRIER- A CRITICAL STUDY” submitted by
PRAJINI PRAKASH, Research Scholar, Department of Sanskrit, University
of Calicut for the Degree of Philosophy in Sanskrit, is a record of bonafide
research work carried out under the supervision and guidance. No part of this

has been submitted earlier for any other Degree or Diploma.

Calicut University Dr. Jayanisha K
Date (Supervising Teacher)



DECLARATION

I, Prajini Prakash, hereby declare that this thesis SANSKRIT
WORKS OF K. RAMAKRISHNA WARRIER - A CRITICAL STUDY
submitted in partial fulfilment of the requirements for the degree of
DOCTOR OF PHILOSOPHY has not previously formed the basis for the
award of any Degree, Diploma or Fellowship or recognition in this

University. I also declare that the thesis is free from Al generated contents.

Calicut University Prajini Prakash
Date:

Dr. Jayanisha K

Professor

Department of Sanskrit

Sree Keralavarma College Thrissur



PREFACE

India has been richly endowed with an opulent tradition of Sanskrit
literature, in which Kalidasa stands as an enduring literary icon, revered both
nationally and globally. Kerala, too, holds a distinctive place in the realm of
Sanskrit literary contributions. Historical records testify that the growth of
Sanskrit literature in Kerala has played a pivotal role in shaping its cultural

identity and enhancing the circulation of authentic knowledge.

Had Sanskrit evolved as a widely spoken and functional language, it
might have generated a far more diverse and voluminous corpus of literary
works. Its evolution is interwoven with an intricate grammatical legacy that
dates back to antiquity. Despite its assimilation of modern sensibilities,
Sanskrit remains a challenging language to practice and study today, often

restricted by limited access and academic opportunities.

Nonetheless, Sanskrit continues to function as a language of profound
heritage. It welcomes modern thought and provides fertile ground for
interdisciplinary scholarship. Much like gold that shines brighter through
refinement, Sanskrit too, through critical engagement and scholarly
introspection, continues to enrich itself. Despite facing considerable
impediments throughout its historical development, Sanskrit literature has
extended its influence across a wide spectrum from Vedic studies to scientific,
economic, cultural, technical, and astrological domains leaving behind latent

sources that merit further scholarly illumination.



The socio-scholastic dimension plays a crucial role in the perfection
and propagation of knowledge. A language truly thrives when it conveys
literature embedded in socio-cultural perspectives. Unfortunately, several
scholars of earlier generations were unable to transmit their vast knowledge
effectively, hindered by the marginalisation of unconventional genius, rigid
intellectual paradigms, and the absence of a generous academic culture. As a
result, many linguistic savants were denied the space to pass on their erudition

to future generations.
Aim of the Study

The primary aim of this research is to critically examine the literary,
linguistic, and philosophical contributions of K. Ramakrishna Warrier (KRW)
to modern Sanskrit literature, with special emphasis on his Kavyas and his
Sanskrit translation of Rabindranath Tagore’s Gitanjali. The study seeks to
situate KRW within the cultural and intellectual heritage of Kerala while also
engaging with broader debates in translation studies, comparative literature,

and the revival of Sanskrit in the modern period.
Objectives of the Study

1. To provide a historical and cultural framework for understanding
KRW’s works by situating them within Kerala’s Sanskrit literary

tradition and the wider context of twentieth-century Sanskrit revival.
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. To construct a biographical account of KRW, highlighting the
sociocultural milieu that shaped his literary pursuits and his unique late

entry into Sanskrit composition.

. To undertake a critical linguistic and stylistic analysis of KRW’s
Kavyas, focusing on his use of syntax, usage of Dhatus, semantics
innovation, meters, and deliberate deviations from Paninian grammar,

with attention to Malayalam influences.

. To conduct a comparative study of Sanskrit translations of Tagore’s
Gitanijali by KRW, NGP and MKN, identifying linguistic strategies,

philosophical interpretations, and aesthetic sensibilities.

. To explore thematic and philosophical dimensions of KRW’s writings,
including his engagement with Advaita Vedanta, devotional motifs, and

socio-political reflections.

. To analyse KRW’s contribution to the field of translation studies,
especially his strategies of adapting Tagore’s modern mystical text into

classical Sanskrit idiom.

. To highlight the intertextual depth of KRW’s oeuvre, tracing his
creative engagement with Upanisadic, Puranic, and Classical Kavya

traditions alongside modern currents of thought.

. To assess the relevance of KRW’s works in the contemporary literary

and cultural scenario, particularly their role in bridging classical

il



Sanskrit aesthetics with modern sensibilities and in sustaining Kerala’s

intellectual heritage.
Research Methodology

The present research adopts an interdisciplinary and comparative
approach, combining literary analysis, linguistic study, translation studies,

and cultural history. The methodology is structured as follows:
Primary Sources

A close textual reading of KRW’s nine Sanskrit Kavyas, with particular
attention to linguistic style, thematic structures, prosody, and philosophical
content. Critical study of KRW’s Sanskrit translation of Gitanjali in
comparison with those by NGP and MKN. Supplementary consultation of
original works that influenced KRW’s writings, such as the Upanisads,

Bhagavata Purana, and Classical Kavya literature.
Secondary Sources

Review of existing scholarship on Sanskrit literature in Kerala, modern
Sanskrit poetry, and translation studies. Reference to historical, socio-cultural,
and biographical materials related to KRW’s life and his literary milieu.

Critical works on Tagore’s Gitarijali in Sanskrit.

Interpretation of Advaitic, devotional, and socio-political elements in
KRW’s writings. Situating KRW’s works within the broader intellectual

heritage of Kerala and the modern Sanskrit revival movement.
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Application of concepts from comparative translation studies
(faithfulness, adaptation, cultural transfer) to evaluate KRW’s strategies.
Identifying how mystical modern Bengali poetry was reshaped within the

Sanskrit philosophical poetic framework.

This research is centred on a critical study of the Sanskrit works of
KRW, with particular emphasis on his literary and cultural contributions. The

thesis 1s divided into five chapters.
Analysis of the Study

The first chapter provides an analytical overview of Kerala's Sanskrit
literary milieu, with special attention to the historical and cultural context
during the period of KRW. It explores his seminal role in enriching the

literary heritage of Kerala through his insightful works.

The second chapter presents a biographical account of KRW, with
particular focus on his remarkable entry into modern Sanskrit literature after
the age of sixty. Despite his late formal engagement with Sanskrit, KRW
displayed commendable mastery over the language. His literary output
reflects a distinctive style shaped by his deep interest in the lives of
contemporary spiritual figures. His untiring efforts to translate knowledge into

poetic form exemplify his unique vision and dedication.

The third chapter forms the core of this study and provides a detailed
analysis of KRW’s translation of Rabindranath Tagore’s Gitarjali (originally

composed in Bengali in 1912). This chapter also offers a comparative



evaluation of other Sanskrit translations, notably the Malayalam
transliteration by Professor NGP and the unpublished version titled
Bhavagitanjali by MKN. It undertakes a close examination of linguistic,

grammatical, aesthetic, and philosophical dimensions across these renderings.

The fourth chapter investigates KRW’s other literary works, examining
their thematic tendencies, stylistic features, and his experimental approach to
Sanskrit. Although his formal training in Sanskrit was limited, his writings
reveal a fascinating use of compound formations, Sanskritization of
Malayalam expressions, and a lucid style that reveals both simplicity and

originality.

The final part draws conclusions from the study, emphasizing the
dynamic evolution of living languages and their need to adapt to changing
times. Sanskrit, as a medium of expression, must be explored through
interdisciplinary and multidisciplinary frameworks to remain vibrant and
relevant. Great ideas often find power in simple expression yet such
simplicity is not easily achieved without rigorous engagement with linguistic

complexity.

This research aims to contribute to the academic field by analysing the
literary, cultural, and linguistic significance of KRW’s Sanskrit works within a
broader historical and intellectual framework. The study was inspired in part
by a reference to Robert Frost’s mathematically precise reading of poetry,
encountered through an academic portal, which prompted an inquiry into

structure and interpretation within poetic form. From this point, the work

Vi



expanded into an interdisciplinary investigation encompassing literary theory,

historical context, and linguistic-philosophical inquiry.

This study would not have been possible without the generous support
and academic guidance of several individuals. I express my deep gratitude to
Dr. Jayanisha K, Dr. Ramakumaran Thampuran, and Professor O. Vathsala
whose scholarly encouragement, constructive criticism, and thoughtful
feedback guided me throughout this endeavour. I am equally indebted to the
libraries and archives that provided access to vital resources, enabling the

progress of this research.

It is my earnest hope that this work will serve as a useful reference for
students and scholars who seek to explore the rich dimensions of Sanskrit
literature in Kerala and the contributions of KRW. May it further encourage
critical inquiry, textual study, and new literary compositions that continue to

keep the Sanskrit tradition vibrant and evolving.

Prajini Prakash
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CHAPTER I

AN ANALYTICAL OVERVIEW OF
KERALA’S SANSKRIT CULTURE AND
LITERATURE REVIEW

Introduction

Any nation’s growth is slow and steady. It is a process of several
millennia of course, with hiatus, dark ages, or threats of war. This
growth includes the development of language and every single thing
happening in society. Written history is often incomplete or incorrect, as

there are unrecorded or fabricated facts and events.

Indian culture is one of the most ancient and surviving cultures in
the world. Its contribution to the whole world is unchallengeable. “Unity
in diversity” is the motto of India. Sanskrit is the same as Latin and
Greek, is a classical language. Its study ignites inquisitiveness and a
hunger for knowledge. A researcher finds a wealth of Sanskrit writers in
India. Kerala has given birth to reputed Sanskrit writers, including the

modern poets from Kerala, who remains a prominent figure.

It would be proper to have a glimpse of the ever-green land little
Kerala with its linguistic and cultural metabolism. God’s Own Country

is gifted, with Sanskrit writers.

The central focus in this chapter is an overview of Kerala Sanskrit

literature and selected contribution to Sanskrit from Kerala during the



period of KRW. Studying the history of any language is essential to
understanding that language more deeply, particularly through its
cultural impact and its influence on the people of the region. The ancient
history of Kerala is oblique and obscure, yet by using available

historical records, one can reach meaningful conclusions.!

Long ago, India was divided into many princely kingdoms,
similar to that of Greece. There was no centralized regime, and India
had no single union. Kerala was split into Travancore, Cochin and
Calicut. With the outset of the freedom struggle, India went through a
turbulent period that, by 1947, resulted in independence from British
rule. In 1947, the Indian Union came into existence, and the central
government integrated Cochin and Travancore. Based primarily on

linguistic considerations, Kerala became a state on 1% November 1956.2

What or where the origin of the term Kerala is to be discussed.
Researchers and scholars differ, and etymological controversy
continues. A few theories are still active. Ancient Tamil literature refers
to a country called Chera. Chera could also be pronounced Kera.
Semantically, this seems plausible. Sangam Tamil literature holds that a
common language and culture prevailed in the three divisions of

Tamilakam: Chera, Chola, and Pandya. Chera, of course, corresponds to

Narayanan, M.G.S. Cultural Symbiosis in Kerala. Trivandrum: Kerala Historical
Society, 1972, p. 58.

2 Menon, A. Sreedhara. 4 Survey of Kerala History. Kottayam: DC Books, 2007,
pp. 424-426.



Kerala. All of them were bound together by a shared culture and

language.?

Pliny, the classical Western writer, makes a reference to Kerala in
his Natural History, providing valuable testimony to the region’s
presence in Greco-Roman geographical knowledge. * The name
“Kerala” also appears in several ancient Indian texts and inscriptions,
affirming its antiquity and cultural prominence.” Asoka, who
transformed into a renowned philanthropist after the devastating Kalinga
war, erected numerous edicts throughout the subcontinent, some of
which mention the southern regions and indirectly acknowledge
Kerala’s existence within the broader Mauryan realm.®Asoka’s second
edict refers to the land of Kerala.” Patafijali’s Mahabhasya, written in
Sanskrit, also mentions Kerala.> Furthermore, many other Sanskrit
works refer to the land of the Keralites. The most striking fact about
Kerala's history is the beginning of the Kollam Era in 825 A.D, which

coincided with the birth of Kerala as a distinct cultural identity.®

According to this legend, Parasuraman reclaimed Kerala from the

sea and handed it over to Brahmanas, who formed a theocratic

3 Zvelebil, Kamil. The Smile of Murugan: On Tamil Literature of South India.
Leiden: Brill, 1973, pp. 21-23.

4 Pliny the Elder, Natural History, trans. H. Rackham (Cambridge, MA: Harvard

University Press, Loeb Classical Library, 1942), Book VI, p. 42.

Patanjali. Mahabhdsya. Edited by F. Kielhorn, Bombay: Government Central

Book Depot, 1880, Vol. I, p. 178.

Narayanan, M.G.S. Cultural Symbiosis in Kerala. Trivandrum: Kerala Historical

Society, 1972, p. 58.



government. The territory extended from Gokarna to Kanyakumari.’
However, one detail is notable in the tradition: the Northern part was
Tulu-Nadu, while only the Southern region formed the proper shoreline
of Kerala. Similar tales exist from the Western coast to Gujarat. At one
point, Brahmanas from these areas migrated to Kerala. It is said that the
legendary story of Parasuraman was introduced by them. Eastern
Brahmanas were not inert either they immigrated to Palakkad and gave
names to villages and families in their own linguistic style. As history
moved northward, Brahmanas ruled the land for a long period. However,

with time, discord, disagreements, and aggression arose among them.

It was an occasion that marked the launch of a new governmental
system the appointment of Kshatriyas as Perumals for a period of twelve
years at a time. A close examination reveals some truth to this tradition,
as the 14™ century Sukasandesa offers clear evidence that Brahmanas
either ruled the land directly or acted as king-makers from behind the
throne.® In any case, they clearly possessed a strategic and military

mind.

Whatever the political influence of the Nambudiri Brahmanas
may have been, their thirst for knowledge and wisdom is undeniable.

Their contribution to Sanskrit is voluminous. To maintain family

7 Veluthat, Kesavan. The Early Medieval in South India. Delhi: Oxford University
Press, 2009, pp. 42—44.

8 Fuller, C.J. The Nayar Today. Cambridge: Cambridge University Press, 1976,
pp. 28-30.



inheritance and ritual purity, they devised a familial setup in which
marriage within the caste was permitted only for the eldest son. The
younger sons were allowed to marry women of other castes-such as
Nairs, Ambalavasis, Pisharodis, and Kshatriyas who in turn helped the
Brahmanas preserve their wealth and status.!> Among these allied
communities were also scholars of note. Strikingly, it was the lower
strata of Kerala society that enabled the widespread penetration of

Sanskrit, a phenomenon largely unique to Kerala.’

History teaches that several small and large kingdoms once dotted
the Kerala region. Some of these kingdoms served as centres of
learning, especially for Sanskrit education. One must admit there was
political discord in Kerala. However, an admirable feature was Kerala’s
consistent cultural unity an unbelievable concord in the domain of
literary development. Kingdoms like Kozhikode (Calicut), Koci
(Cochin), Kolattunadu, Vadakkumkoor, Tekkumkur, Ambalappuzha, and

Venat were all active centres of learning.'”

Scholarship transcended political divisions. That is why a great
scholar named Melpattiir Narayana Bhatta received enthusiastic support

simultaneously from the courts of Cochin, Calicut and Ambalappuzha.

®  Veluthat, Kesavan. The Early Medieval in South India. Delhi: Oxford University
Press, 2009, pp. 108-110.

10" Menon, A. Sreedhara. 4 Survey of Kerala History. Kottayam: DC Books, 2007,
pp. 148—152.



Even opposition between kings did not obstruct either scholars or the

study of classical knowledge.!!

The patronage extended to literature by the kings of Kerala is well
known. Rulers welcomed not only local scholars but also Pandits from
outside the region, particularly from Tamil Nadu. Many poets migrated
to Kerala and spent the major part of their lives here. One such was
Uddandasastr1, a poet from a village in Tamil Nadu, who reached Kerala
during his travels and eventually settled here.!? Paradoxically, however,
few ancient Kerala writers are known to have travelled outside their
homeland in ancient times. Writing skill is not at all product of
knowledge, but it needs a regular practice and passion which shaped by
democratic ideals and social freedom. A number of authors from Kerala
were a bilingual author, writing both in Malayalam and Sanskrit. It is
not unusual for writers ancient or modern- to work across multiple
languages. Malayalam literature, in fact, serves as a valuable source for

researching Sanskrit authors and their works. !

Although one can see
the lack precise records, it is clear that Sanskrit began to exert a strong

influence on Kerala well before the commencement of the Kollam Era

Narayanan, M.G.S. Cultural Symbiosis in Kerala. Trivandrum: Kerala Historical
Society, 1972, p. 60.

12" Sastri, K.A. Nilakanta. History of South India. Oxford University Press, 1955, p.
390.

13 Parameswaran Nair. PX. 4 History of Malayalam Literature. Sahitya Akademi,
1977, pp. 213-214.



(825 CE).""The celebrated Mimamsa scholar Prabhakaran, founder of
the Prabhakaran School, is also believed to have hailed from Kerala'>
Unquestionably, Adi Sankaracarya, born in Kalady, played a pivotal role
in popularizing and expanding the reach of Sanskrit in Kerala. !¢ A
chronological study of authors is often considered ideal from a historical
standpoint. However, the uncertainty of dates and lack of concrete
evidence make such an endeavour particularly difficult. Fortunately, in
the case of selected poets, such ambiguity does not arise. Writers of the
19™ and 20™ centuries are generally well-documented, making research
on them relatively easier. Kerala has produced towering scholars in
fields like Vedanta, Ayurveda, Mimamsa, Tantra, and Jyotisha. Though
the enlisted were not aligned with these disciplines, they shine as an
original poet and an inspired translator. They were deeply interested in

their respected area even authored a few translation works.

It is a two-way relationship: Sanskrit influenced Kerala, and
Kerala reciprocally enriched Sanskrit. The debate over their mutual
evolution is endless. But this study centres on Kerala poets and their

contributions, their style and literary significance. The essence of the

4 Menon, A. Sreedhara. 4 Survey of Kerala History. Kottayam: DC Books, 2007, p.
180.

5 Kane P.V. History of Dharmasastra. Vol. 5, Bhandarkar Oriental Research
Institute, 1977, pp. 28-30.

Isaeva N.V. Shankara and Indian Philosophy. Albany: State University of New
York Press, 1993, pp. 14-15.
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works 1s well-preserved, allowing this study to draw upon solid source

material.

Thematically, it focuses on religion and rituals, and its
composition is in hymns and chants. The next period is the Epic and
Classical period, from 500 BCE to 200 CE. During this era, the
Ramayana and the Mahabharata were composed two monumental epics
of India. The Puranas, especially the Visnu Purana and Siva Purdna,
were written during this age.!” Ornate poetry (kavya) reached its summit
with exemplary works like Jayadeva’s Gita govinda.'® The Bhakti
Movement began in the 6" century and extended to the 17", Writers
adhered to devotional poetry. To them, poetry was a means of divine
realization. Literature at that time emphasized the spiritual union
between jivatman and paramatman. Love and devotion to the Almighty
became the core of poetic expression. Poets such as Kabir, Sudras, and

Tulsidas could not imagine writing poetry otherwise. '

Another division is the Medieval and Post-Medieval period from
1200 CE onward. Philosophical thought, especially Advaita Vedanta,

influenced writers and their works. Adi Sankara, the proponent of this

17" Ludo Rocher, The Puranas (Wiesbaden: Otto Harrassowitz, 1986), 55-61.

Barbara Stoler Miller, Love Song of the Dark Lord: Jayadeva’s Gitagovinda

(New York: Columbia University Press, 1977), 3-8.

19 John Stratton Hawley, 4 Storm of Songs: India and the Idea of the Bhakti
Movement (Cambridge, MA: Harvard University Press, 2015), 22-29.



school, played a significant role in shaping this tradition.?’ Notably,
devotional poetry continued to flourish alongside philosophical
literature. Tulsidas and Mirabai sang in harmony with other Bhakti

poets.

The Colonial Period (18" —19'" century) inevitably influenced
Sanskrit writing. Society was changing in all aspects of life. The
intermingling of cultures left lasting impacts on indigenous lifestyles
language and literature included. Amidst this change, tremendous efforts
were made to preserve and revive Sanskrit literature from the grasp of

socio-political transformation.?!

The Modern Period, beginning in the 20™ century, revolutionized
the study of Sanskrit. It became a period marked by the popularization
of the language through education and institutions. However,
philosophical literature was not abandoned but continued to evolve
alongside these developments?? But philosophical literature was not
thrown into the dustbin. Aurobindo, the author of the epic Savitri, and
Sarvepalli Radhakrishna, along with other members of the same class,

contributed considerably to philosophical literature. Contemporary

20 Isayeva, Natalia, Shankara and Indian Philosophy, SUNY Press, New
York,1993. p.62

2l Pollock Sheldon, The Language of the Gods in the World of Men: Sanskrit,
Culture, and Power in Premodern India (Berkeley: University of California
Press, 2006), 381— 388.

Houben, Jan E.M, Ideology and Status of Sanskrit: Contributions to the History
of the Sanskrit Language, Brill ,1996. p.32
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writers could not afford to be indolent. They were adapting Sanskrit to
newly evolving cultural contexts. In every walk of life, says history,
Sanskrit literature has played a vital role in shaping the cultural legacy
of India. Nowadays, Sanskrit is accessible to any person through
colleges and other centres. One need not go to palaces or manas (palatial

residences). Sanskrit has become the language of the people.
Sanskrit in Kerala

Kerala’s history would be incomplete without noting the growth
of Sanskrit in the state. Its cultural heritage is as diverse as elsewhere.
The linguistic and literary traditions of Kerala are significantly
influenced by Sanskrit. Notably, there were periods and events that
helped the spread of Sanskrit in this region. In ancient Kerala, Sanskrit
was the language of administration and religion. Basic cultural activities
were conducted in Sanskrit. Sanskrit had gained a certain level of
official status. The dissemination of Sanskrit in Kerala was not a rapid
process. The erection of temples and Brahmin settlements were places
where Sanskrit was used widely. Rituals in the temples were conducted
in Sanskrit, and Brahmin families were centres of learning. Sanskrit was
preserved and studied within Brahmin communities, though it was not
typically taught to the general public. The Bhakti movement, which
spread widely across India, facilitated a healthy integration of the
regional language with Sanskrit in Kerala. Bhakti poets composed

works of piety in Sanskrit. Hymns and prayers chanted during religious

10



rituals were often initiated by ordinary people, thereby making Sanskrit
more accessible to a broader audience. Kerala was deeply involved in
massive trade and cultural exchanges with other regions of India,
resulting in the adoption and assimilation of Sanskrit influences.
However, this was not the sole outcome of these exchanges. The literary
tradition of Kerala cannot be relegated to obscurity. The royal courts of
Kerala actively patronized scholars and Sanskrit literature, both freely
and extensively. Rulers supported the propagation of classical studies
and the arts. King’s palaces were, in comparison, like miniature
universities. Traditional educational institutions strictly relied on
Sanskrit as the medium of instruction. Temples in Kerala maintained
Radhakrishnas (martial arts centres) and gurukulas (traditional schools),
as well as other structures for education, where Sanskrit could continue
to steadfast steps to cherish its Sanskrit heritage by establishing Sanskrit
centres and conducting cultural programs. The university at Kalady is

renowned at all — India levels.
Royal Patronage in Kerala

It would be an injustice to overlook the kings who wholeheartedly
patronized scholars and writers. Kerala has a long history of royal
patronage for Sanskrit literature. Various rulers of different kingdoms
have significantly contributed to the preservation and promotion of the
Sanskrit literary legacy. The most noteworthy patronage came from the

Chera dynasty of Kerala, which was enthusiastic about promoting the

11



Sanskrit language. Their immense support helped flourish classical arts

and literature.

The Zamorin of the Calicut kingdom was a poignant devotee of
Sanskrit scholars and poets. Kunjan Nambiar, the famous poet and
satirist, enjoyed boundless patronage from the Zamorin. The kings of
Travancore and the royal family were constant helpers to scholars of
Sanskrit learning and literature. Their interest extended to other classical
performing arts as well. The Maharaja of Travancore, Swathi Thirunal,
is a world-famous composer of classical music. He was also a renowned

Sanskrit Pandit.

Traditions were uprooted, and classical learning was
downtrodden. Freedom was a mirage. Sanskrit was out of fashion. But it
was not doomsday. Scholars in Kerala observed the changes. They were
not lured by foreign influences. For instance, the great scholar Kerala
Varma Valiya Koi Thampuran worked tirelessly to maintain the status of
Sanskrit. The revival movement in Kerala was a success, though not

fully realized. Keralite Sanskrit endures in a transformed and adapted

style.

The Vedas, epics, and puranas have influenced the linguistic
culture of Kerala. Many Keralite rituals and local performances owe
substantially to Sanskrit classics. Now, turning to Ayurveda and other
traditional sciences of Kerala briefly Mathematics, Philosophy,

literature, Music, Rituals, Astrology and many other disciplines.

12



It may be noted that Malayalam has evolved from a Proto-
Dravidian base with significant Sanskrit influence. The early Malayalam
works borrowed grammar, vocabulary, style, and other compositional
techniques from Sanskrit. Nevertheless, the introduction of the English
education system has necessitated translation. Earlier, there was
translation between Indian languages. Translation from English and
Malayalam into Sanskrit can be considered a modern trend that

ultimately leads to cultural intermingling and integrity.

Now, a brief view of Keralite translation is attempted Sanskrit has
been a traditional source of influence. However, translation from
English and Malayalam to Sanskrit has been a recent movement. During
the colonial period, English literature acquired popularity due to the
British. The Sanskrit translation of English classics could bridge cultural
gaps. Both Indian scholars and foreign writers worked toward this goal.
The initiation of Western education triggered a deeper and closer
acquaintance with English literature. Sanskrit scholars diligently
translated English poems, novels, and essays into Sanskrit. Sanskrit
departments in study centres and universities encouraged scholars to

translate English literary productions into Sanskrit.

The translation of Malayalam works into Sanskrit is a modern
movement. The Malayalam literary renaissance of the late 19" and early
20" centuries spurred a renewed interest in translating valuable works

into Sanskrit. Contemporary initiatives in Keralite translatory activity

13



must not go unnoticed. The repertoire of Sanskrit literature has been
significantly enhanced by the translation of Malayalam works from

almost every genre into Sanskrit.

Kerala has become a hub for translation activity. Scholars
translate from other Indian languages and foreign tongues so that a

compilation of linguistic integrity can be formed.

No man 1is an island, and no culture is isolated. Ever since its
birth, Sanskrit has not been ostracized. Every walk of life is resplendent
with its richness. Sanskrit literature spreads splendour day by day. Man,
by nature, is a social animal, and society has been producing literary

works that shed light on diverse cultures at different stages of history.

Many Kerala scholars have enriched Sanskrit poetry, and among
them 1s KRW. Poetry becomes noble only when it conveys what the poet
intends through linguistic tools and techniques. Literature is for
appreciation and enjoyment. A poetic genius does not strive too much to
appeal to the connoisseur and public. Poetic expression is a mark of the
poet's personality, distinction, and contentment. A random study of
anything is inadequate. The analytical study of poetry brings out what
the poet’s message to society is. 22A close study is like a biopsy. A lot of
authentic books tell how the Sanskrit poets in Kerala had dedicated

themselves to poetry. Kerala occupies a zenithally status among Sanskrit

23 Rajaraja Varma A. R., Sahitya Sahyam (Trivandrum: Kerala University, 1954),

55-60.
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works. An inquisitive and close study of the 21 century capacitates one
to understand how the existing views have influenced different sectors.
Showing the prowess of poetry with ornamentation, scholars contributed
massive and elegant Sanskrit creations in Kerala. Each poet has left a
distinct mark on society, giving individuals the chance to incorporate
emerging ideas so that their intellectual, emotional, and aesthetic sense

can be widened and deepened.

Cultural language, often and continuously, adds to various
disciplines such as literature, philosophy, mathematics, history,
jurisprudence, medicine, dramaturgy, metaphysics, epistemology, ethics
and much more. Kerala Sanskrit writers were not at a rest. They toiled to
maintain the free flow of literature, performing old arts and other
branches of learning, like Ayurveda, legality, etc. Many compositions
have become treatises on which researchers and ordinary people, in
search of knowledge, can rely. Kerala is not without cultural integration

and scientific and artistic pursuits.

The 20™ century gave substantial contributions to Sanskrit that
arrested attention throughout India. Outstanding works like Keralodaya,
Kristubhagavata and Navabharata gained fame, along with the diverse
genres like plays, epic poetry, and music. The Kerala Sanskrit
contributions highlight when and how each writer intended to parley
with society. Kerala’s Sanskrit heritage is a salient feature for anyone

with serious study or research interest. Ulloor’s Kerala Sahitya
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Caritram 1s a deep narrative of the literary evolution of Kerala,
expressing the writer's own poetic concepts and historical insight. Dr.
Kunjunni Raja’s CKL exhibits his erudite observation of Sanskrit
literature; it is a lighthouse to the formation of the Sanskrit domain in
the region of Kerala. Venkitasubramonia lyer's Kerala Sanskrit
Literature: A Bibliography is a reliable resource that gives details of
works and Sanskrit traditions, serving as a means to simplify the
intricate layers of understanding about culture and literature. Dr. K
Eswaran Nambudiri, Kerala Sanskrit Literature provides a crystal-clear
analysis of the Sanskrit literary dais. by Dr. Poovattoor Ramakrishna
Pillai acts as an encyclopaedia for researchers. The work elucidates
multifarious aspects of Sanskrit in Kerala. This colossal endeavour
encompasses a wide range of topics. No doubt, the book contributes
elementally to a better understanding and preservation of Sanskrit.
Reflected the same austerity- devoid of luxury or grandeur. That KRW
began mastering Sanskrit at the age of 60 and later composed poetry in
the language is nothing short of remarkable. Such late blooming is rare-
perhaps even unprecedented. His insatiable thirst for knowledge and
tireless discipline made him a modern luminary in the literary

firmament.

In short, the post 1990 period reflects a fusion of tradition and

modernity. KRW is not the last on the list of translators. The coming
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chapters shall give details about selected authors and their literary

voyage.
Literature Review of the Period of KRW

The first chapter offers a glimpse into the literary works during
the time of KRW. This inquiry into his compositional career aims to
assess the Sanskrit works produced during that time and identify the
contemporary writers who shared the literary space with him. This
search will provide direction for upcoming researchers. No one has
written so many biographies based on suggested texts and their analysis
as KRW. He composed three collections of Malayalam poems. KRW’s
translation of the work Paritoshikam earned him a remarkable position
in the field of Sanskrit literature. His translation of Gitanjali does justice
to the mother text. For writing his biographies, KRW read authoritative
books that inspired him to present great lives poetically. KRW’s
Vivekananda Kavyamrtam is based on a reliable English translation. All
his works were published during his lifetime, except Sri

Sankardcharaya caritam.
Dharmasagaram (1990) - Trivandrum, P.K. Narayana Pillai

The author of Dharmasagaram is Dr. PK. Narayana Pillai. It is a
translation of a work on Sree Ramakrishna Paramahamsa’s life. Dr. P.K.
Narayana Pillai, has also translated this work into English. Visvabhanu

is a Sanskrit poem with an English translation in which Swami
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Vivekananda is the central figure. It was written by P.K. Narayana Pillai

in 1979.

The title Dharmasdagaram is meaningful as Paramahamsa is
regarded as a sea of dharma. The English translation carries the caption
“The Spiritual Sea.” The author had visited the Sri Ramakrishna
Monastery at Thiruvalla at an early age. His attachment to the monastery
continued, and inspiration to create these works grew during his habitual
visits to the hermitage. The book consists of 18 chapters that address the
religious disparities society faces. Man, being a social animal, faces
dangers from religious discord, which endangers the social setup.
Making people aware of this social evil is the chief motive of the author.
He puts forward many positive perspectives for the readers so that they
can better understand Indian culture and philosophy. The writer,

attempts to bring these ideas to the attention of the general public.

With maximum clarity, he has succeeded in projecting the history
of Paramahamsa, the salient features of Yoga, Vedanta and other
Darsanas. The first thing to notice is the interplay of spirituality, culture,
and philosophy. The readers are given a chance to familiarize
themselves with interdisciplinary approaches. Secondly, the book
stimulates readers to read with great interest due to its clear language

and simple linguistic usage.

Thirdly, the book Dharmasagaram reviews how very complicated

issues originated in Indian society. Debates continue over topics such as
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the sustenance of nature and the observance of rituals, helping readers

gain a nuanced insight into these concerns.?*

The only demerit of the book is that certain portions may remain
unclear to some readers. This ambiguity may stem from the common
man’s inefficiency in interpreting Indian spirituality and philosophy
adequately. The presentation of Western perspectives is very limited in
this text; the work primarily focuses on Indian philosophical and

spiritual thought.

Students of Indian philosophy and scholars hold this work in high
regard. It offers them a valuable opportunity to grasp the true nature of

spirituality.

Moreover, it serves as a cornucopia for students engaged in
cultural and comparative philosophical studies. Its interpretation of the
Saddarsanas is particularly appropriate. Concepts such as Atman (the
ultimate reality) and the path to Moksa (liberation) are clearly and
effectively. The text speaks extensively on themes like morality, dharma
(righteous conduct), the Sruti (scriptures), Upanisads, Bhagavadgita,

and Brahmasiitra >

This book is undoubtedly a gem in Sanskrit literature and will

continue to be a vital resource for future generations.

24 Pillai, P. K. Narayana. Dharmasagara. Thiruvananthapuram, 1990. 10-14

25 Pillai, P. K. Narayana. Dharmasdgara. Thiruvananthapuram, 1990. See chapters

12—-15 for extended discussion on Vedanta and moksa.
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Dipavali by K. K. Nair -1992

Dipavali, composed originally by Mahakavi Ulloor S.
Paramesvara Iyer in Malayalam, was translated into Sanskrit by K. K.
Nair. Nair, driven by a sense of deep reverence, completed the work just

four months after the demise of Ulloor S. Parameswara Iyer 2°

Around that time, many other artists and writers also passed away.
Though such celebrated figures depart from the physical world, they
continue to live on through their works. These literary prodigies
illuminate the minds of coming generations. He was indeed such a
poetic genius, his versatility as a multilingual scholar 1s well recognized.

He is most famously known for Umakeralam, a celebrated mahakavya.

The work Dipavali radiates enduring moral light in the hearts of
readers through its interpretation of ethical principles. It is a collection
of messages with multifaceted relevance that withstands the tests of time
and geography. The moral values depicted in the text allow it to find its
place in the hearts of readers across ages. For these reasons, Dipavalr
has garnered acclaim across India. K. K. Nair’s nuanced and profound
translation has become a veritable treasure house for Sanskrit
enthusiasts. His ability to render Ulloor’s poetic mastery into the

classical language makes him a jewel in the crown of Sanskrit literature.

26 Nair K. K Dipavali. 1992.V-VI
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By all means, he was supremely adept at interpreting Ulloor’s style,

sensibility, and depth of thought.

The collection comprises fifteen dipas (lamps), each illuminating
aspects of human morality and existential conduct. The kavya employs
wise sayings and didactic parables to guide one on what to adopt and
what to renounce in life. These parables pierce effortlessly into the heart
of the reader with their simplicity and resonance. The very first section
of the work is a testament to the spontaneous ingenuity of both Ulloor

and his translator.?’

Containing a total of five hundred verses, Dipavalr illuminates the
path of moral rectitude and the road to a virtuous life. Nair carefully
selected twenty-five key topics from the original and adapted them
within the poetic freedom accorded to translators. The verses are
composed predominantly in Anustuph meter. Though short, they are
densely packed with meaning. Dipavali presents emotional
complications, intricate human relationships, and the transience of life.
Its imaginative breadth, lyrical elegance, and sophisticated diction

contribute to its stature as a literary masterpiece

The work explores universal human experiences, providing
profound insights into Indian culture and tradition. Scholars of Indian

literature and lovers of poetry will readily agree that the title Dipavali

27 Nair K. K Dipavali. 1975. VI-VI
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literally, “festival of lights” is especially apt. This Sanskrit translation
itself becomes a new festival of lights, rekindling the flame of Indian

values and poetic excellence in the hearts of its readers.?®
Baspabindu -1994- Achuthan Mavelikkara

Baspabindu 1s the Sanskrit translation of N. N. Menon’s poignant
Malayalam poem Kanniunirttulli undertaken by Dr. Achuthan
Mavelikkara. This translation aims to spread the emotional and poetic
sweetness of Malayalam literature beyond Kerala’s linguistic

boundaries.

The preface to the original Malayalam work was written by the
eminent scholar, statesman, and literary critic Sardar K.M. Panikkar,
whose intellectual stature spans the realms of literature, politics, and
epic traditions. Dr. Achuthan begins his Sanskrit rendition by translating

Panikkar’s reflective preface.?’

In this introduction, Panikkar acknowledges that the emotive
gravity, intellectual appeal, and narrative elegance of the poem
compelled its translation. The story is drawn from the deeply personal
experiences of the poet himself. N. N. Menon lost his wife due to

complications during childbirth at an advanced age. She had been his

2 JEereesAT: Wi gHl gufieHr:| Nair K. K Dipavali., 1975. VI-VII

29

FSTTINFHATRIIURISEHTT TSR Mavelikkara Achuthan Baspabindu.
Page8
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childhood friend and playmate, and her sudden departure left him
shattered. The poem is a cathartic outpouring of grief a direct address to
sorrow and memory. Kannunirttulli (literally, “a drop of tear”) thus
becomes Menon’s elegiac lament. His Sanskritization of the poem
preserves the emotional intensity and lyrical purity of the original. The
translated work, Bdaspabindu, becomes a sublime homage, translating
personal pain into aesthetic resonance, thus enriching the body of

Sanskrit literature with modern experiential content.

The primary rasa evoked in Baspabindu is Srigara the aesthetic
essence of love, both romantic and nostalgic. The poet’s sad
remembrance of his beloved and the lingering warmth of past affection
render his heart restive and turbulent. The verses emerge as deeply

personal expressions of yearning and irretrievable intimacy.

The poem tenderly portrays a father’s expectation of the unborn
child, a hope snatched away too soon. The poet laments the cruel turns
of fate, and his lines ooze heart-rending grief, piercing into the reader’s
heart with a quiet, evocative intensity “The cruel ways of Time such is
the misfortune of man.”° What elevates Baspabindu beyond a personal
lament 1s its sublime interpretative depth, where philosophical
rumination and plaintive consolation coalesce in lyrical harmony. The
poet does not merely grieve; he meditates on impermanence, loss, and

the soul’s journey.

30 Baspabindu, Dr. Achuthan Mavelikkara 1983. P. 9

23



The poem stands apart in its lexicographic precision and creative

elegance.
It is notable for:
. The absence of redundant usage,

. The apt application of words to evoke corresponding rasas, And

the measured restraint in emotional expression.>!

The poem is densely adorned with Sabdalankara-s (verbal
ornamentation), particularly Anuprasa (alliteration), from beginning to
end. While traditional scholars might caution against heavy verbal
decoration in elegiac poetry. N. N. Menon, through Achuthan's Sanskrit
translation, achieves a unique fusion of form and feeling. Each

ornamented expression heightens emotion rather than diluting it.

“The play of words is the delight; a confluence of love and
sorrow.”*? The poet’s spontaneous genius manifests in his deft use of
similes and wordplay, creating a visual and auditory experience for the
reader. Even in the absence of florid imagery such as blooming lotuses
or nodding lilies the emotional world of the poem remains vivid and

immersive.

3 g fagrey qafHassa st fAded aHeRRiedll Baspabindu by Dr.Achuthan
Mavelikkara Canto III, Line 14.

2 FrEIaeiey  deeTeage  waedt,  Baspabindu by  Dr.Achuthan
Mavelikkara CantoVIII, , 24
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“The day begins like any other, but ends in horror.”*Such an
intense and grieving emotional canvas is a rare achievement in
Malayalam literature. For some, this emotive depth may appear as a
mere extension of inborn poetic aptitude. However, as Mammatacarya
rightly comments, poetic composition thrives when talent, agility, and
diligent practice coalesce into one seamless entity. He refers to this

synergy with the term “hetu”, meaning causal unity.

The poem is equally remarkable for its use of symbolism and
imagery, often supported by philosophical undertones and a lyrical
Sanskrit style. The selection of words from classical Sanskrit is a display
of technical finesse. Thematic gravity and emotional authenticity

pervade the work.

Although the text might seem impenetrable to those unfamiliar
with Sanskrit, its essence transcends linguistic barriers. Even non-
Indians, upon engaging with its rthythm and metaphors, can discern a
silhouette of Indian culture a reflection of its spiritual landscape and

artistic sensibility.
SrT Subhanandagurudevacarita -1998-Muthukulam Sreedhar

Muthukulam Sreedhar is widely recognized not only in Kerala but

across India as a Sanskrit poet, grammarian, and rhetorician. Known for

33

éi*ll(gchHdHlHH-dIG\ dh:| Baspabindu by Dr.Achuthan Mavelikkara, Canto 1V,
p,17
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his sharp observation of people and events around him, he displayed a
remarkable ability to compose poetry extemporaneously. His literary

ocuvre includes six kavyas composed in appropriate classical meters.

One of his major works, Sri Subhanandagurudevacarita is a
Mahakavya comprising twelve sargas. As the title suggests, it narrates
the divine history of Sri Subhanandagurudeva, believed to be an
incarnation of Visnu and the founder of the Atmabodhodaya Sangham.
Portrayed as a Jagadguru, or universal teacher, his life is chronicled with

devotional reverence.

All verses, except the final stanza of each canto, follow the
Anustuph meter. The work encapsulates all the essential characteristics

of a mahakavya. The text begins with a benedictory verse, as per the

traditional rules of mahakavya composition: “3TRHARERAT aﬁﬁ%ﬁsﬁ

dH@H|.” The opening stanza reads: “Hail! The only Lord of all worlds

who removes all grief, Jaya Mangalasvariipa. Be victorious, O

embodiment of bliss, Visnu. Hail, Guru Deva, same as Visnu.”**

The second sarga recounts the marriage of Kochu Neeli and
Ittiyati and their childless austerities. The third describes the miraculous
birth of the Kumara. Subsequent sargas depict his early life, his
attainment of brahmacaitanya, and the demise of his mother. His ascetic

life in the Malaya Mountains and interactions with spiritual luminaries

34 SRICARITAIHHATT FTIIRI: | YATH-EHA! 4oT: FEUMTETE! 81| Canto Lp, 1
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like Chattampi Swamikal. Chattampi Swamikal and Sri Narayana Guru
form the core of sarga’s seven to ten. The final sarga’s narrate his

mahasamadhi and the legacy left to his disciples.

Throughout the poem, Sreedhar uses the honorific "Sri" at the
conclusion of each canto, possibly indicating his reverence for
auspiciousness. The work is richly adorned with alankaras and precise
grammatical constructions. Philosophically, it is deeply vedantic,
blending metaphysical ideals with social reform and spiritual

emancipation.

In the Yafjiiaphalam (preface), the poet asserts the spiritual unity

among Nabi, Christ, and Krsna, reflecting the ideal of “Teh qq forom ERell
Faf-dl ” truth is one, but sages call it by various names. The phrase “one

caste, one religion, one God” a principle famously upheld by Sri

Narayana Guru echoes strongly throughout.

Sreedhara deftly integrates poetic grandeur with profound
spirituality. The mahakavya is not merely hagiographical but a masterful
embodiment of renunciation, dharma, and philosophical profundity. The
final sarga presents the message of service to humanity regardless of

caste, creed, or community a true dharma-siddhanta.

There is scholarly debate over Sreedhara's style. Some classify it
under draksapaka (ripe grape style) smooth, sweet, and immediate in

effect while others align it with the vaidarbhi style, known for its
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refinement and elegance. He also incorporates various narrative

techniques like narikeli, paficali, and gaudi.

A vivid metaphor compares his spiritual power to the self-
purifying Ganga: “As polluted waters become pure upon joining the
Ganga, so too do all impurities dissolve in the spiritual aura of Sri

Subhanandagurudeva.”

This poetic masterpiece is invaluable for scholars of Sanskrit

literature, Indian spirituality, and biography.
Ujjayini by Dr.N. V. P. Unithiri -1996

Ujjayini, the Sanskrit translation of O. N. V. Kurup’s celebrated
Malayalam poem of the same name, is a masterful rendition by Dr. N. V.
P. Unithiri. The work evokes the regal grandeur and timeless cultural
aura of ancient Ujjayini, the famed city of learning and the spiritual
locus of Kalidasa’s poetic journey. Dr.N.V.P. Unithiri retains not only
the lyrical essence of the original Malayalam but also seamlessly
elevates it through apt Sanskrit diction, making the translation a delight

for lovers of both languages.

Notably, the titles of each poem in the translation remain faithful
to their Malayalam counterparts, underscoring the translator’s dedication
to preserving the organic integrity of the original. This is not merely a
translation of ideas, but a thoughtful re-creation that employs equivalent

Sanskrit expressions that harmonize with the Malayalam vocabulary and
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imagery. For instance, in the opening canto, Tsh=<idr: FRATR (“Alone in

Prison”), the narrative follows a traveller who sets out from Ujjayini and

arrives at Ramagiri. There he meets Kalidasa, and a spontaneous bond
forms between them. The poet confesses that the rumours about him
circulating in Ujjayini are misleading. He was once punished by the
king and subjected to a year of solitary confinement. It is during this
imprisonment, the poet reveals, that he composed Meghadiita a seminal

work of Sanskrit kavya.

The second poem, bhiirja-patra, conjures the delicate scene of
composing a love letter (billet-doux) on birch bark. Through a sensuous
description of seasonal moods, Kalidasa gives voice to his silent
longing. Love, initially shrouded in quietude, blossoms into expressive
tenderness. Unithiri’s Sanskrit rendering of this section ends with the

poetic praise of the poem as a “ratna-hara” a garland of gems.

Kalidasa’s works often evoke vivid imagery of Ujjayini, the
capital city and a spiritual-intellectual epicentre of ancient India.

Unithiri’s translation includes powerful lines such as: -

¥t 7 ST ST g

“The nest cannot comprehend the sorrow of the bird.”
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This line, echoing Sakuntala’s lament to Mother Nature, is both
poignant and profound. It reflects the emotional depth and subtle irony

that characterize Kalidasa’s dramatic genius.

Another section refers to the political stratagem employed by
Mahasena, the ruler of Ujjayini, to unite Udayana Maharaja with his

daughter Vasavadatta a tale rooted in the ancient Brhatkatha tradition.

Dr. Unithiri notes that works like Raghuvamsa and
Kumarasambhava were composed after Kalidasa’s spiritual and poetic
exploration of the Ganga region and southern India. He further observes
that the pravesika (introductory scene) of the third act of Vikramorvasiya
reveals the genesis of the drama as a seamless confluence of poetic

imagination and puranic lore.

As Kalidasa's poetic journey progresses from Malavikagnimitra
to Ujjayini, he is warmly welcomed by the city. The citizens,
instinctively discerning his genius, recognize that the gem they had long

awaited 1s none other than the poet himself.

In Ujjayini, Dr. N. V. P. Unithiri presents a rich interweaving of
poetic memory, legend, and aesthetic imagination, situating Kalidasa
within the grandeur of King Vikramaditya’s court. As the poet is

reverently led to the royal assembly, the prescient words of his guru
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guruvakya resound in his mind: that his fame would one day permeate

the very soul of Ujjayini.*’

The process of Kalidasa’s aesthetic and spiritual emergence is
narrated through powerful metaphor. The transformation of his
dishevelled, soot- stained hair likened to a bundle of damp cedar and
fragrant sandal becomes symbolic of inner change. The work draws
attention to the profound poetic achievement visible in the very first
verses of Abhijiianasakuntala and Malavikdagnimitra and to the grandeur

of epic narration in Raghuvamsa.

The poet’s depiction of King Agnimitra’s emotional entanglement
with Malavika is notably vivid. In Act Il of Malavikagnimitra, the
queen, enraged by marital jealousy, nearly strikes Agnimitra with her
jacket. What follows is the king’s comical yet telling fall at her feet
mistakenly identifying the queen’s foot as that of Malavika.’® The
character of Gautama, depicted with cunning brilliance, serves as a
mediator of fate. His calculated dialogue aids the king in realizing his
romantic ambition. Malavika’s turning glance confirms her identity to
the poet sa khalu sa Malavika.’” The eventual meeting of the poet and
Malavika symbolizes rare, radiant moments amid the bleak passages of

life. While Kalidasa, in his broader corpus, has crafted numerous scenes

35 Unithiri,N.V.P, Ujjayini, Govt Sanskrit College, Thripunitura,1996, p.3-30

3¢ Kalidasa. Malavikagnimitram, Act 111. Ed. and trans. M. R. Kale. Delhi: Motilal
anarsidass, 1999.

37 Dr,NVP Unithiri. Ujjayini,Govt.Sanskrit College, Thripunitura, 1996, p3-30
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of reunion following separation, Ujjayini suggests a personal hesitation
perhaps even vulnerability when attempting to poetically render such

moments from his own experience.

Malavika is celebrated as the striratna, the “gem among women,”
who enchants the heart of Ujjayini. Extending the metaphor, Kalidasa,
their poetic progeny, is imagined as a “priceless jewel” (ratnaratna). This
poetic conceit is deepened with the ironic council of ministers who
remark that forsaking such a jewel for a mere gem of a woman reflects

poorly on royal discretion.

The imaginative construction of Vikramorvasiya and
Malavikagnimitra as two vernal festivals (vasantotsava) marks a
creative peak. Once these dramatic compositions reach completion,

Kalidasa takes symbolic leave of Ujjayini.

According to the tradition echoed in Meghadiita, Kalidasa’s
biographical path is partially outlined through metaphor and mood. As
the poet wanders in solitude, he meets a fellow traveller one who enters
into candid, intimate conversation with him. Their exchange is laced
with emotional transparency and spontaneity. However, the traveller
eventually departs, leaving Kalidasa once more in meditative isolation.
Their next meeting occurs a year later, presented with vivid originality

and poetic poignancy.
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A pivotal narrative device involves Kalidasa returning to Ujjayini
in the guise of a Brahmin mendicant, a consequence of a curse
pronounced by his Svami. His companion, the traveller, also reappears
in the form of a wandering ascetic a sadhu conjured from poetic fancy.
These layers of transformation and spiritual metaphor frame Kalidasa’s
Ujjayini not merely as a city but as a symbolic axis of creativity,

renunciation, and return.

The mahakavya concludes with a deeply evocative narration the
story of the palanquin told by Pallavan through the voice of the traveller.
This final vignette is enriched by its historical context, subtly enhancing
the aesthetic experience of the work. The tale serves as both a narrative

device and a reflective lens, merging biography, legend, and memory.

Ujjayini, as composed by Dr. N. V. P. Unithiri, is not merely a
translation but an intellectual and poetic exploration into the historical
persona of Kalidasa, prompted by literary admiration. It is no
exaggeration to state that Ujjayini emerges as a kavya that encapsulates
poetic imagination and an unrelenting spirit of inquiry. The work
portrays how even the most cherished companionships, when prolonged,
can unsettle those who seek freedom and solitude a theme gently
touched upon in the traveller’s relationship with the poet. Unithiri’s
translation masterfully aligns with the vision and emotion embedded in
O. N. V. Kurup’s Malayalam original. There is neither loss of essence

nor erosion of poetic sensibility. The Sanskrit rendering is marked by
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fidelity of thought and aesthetic grace, echoing ONV’s intention while

simultaneously elevating it through a classical linguistic framework.

Through this translation, N. V. P. Unithiri affirms that literary
creation is both an act of preservation and a form of philosophical

investigation.®
Amyrtayanam (2000) Muthukulam Sreedhar

It stands as a luminous contribution to contemporary Sanskrit Kavya
literature, devoted entirely to the life and message of Mata
Amritanandamayi. The poet, whose multifaceted identity encompasses
teacher, soldier, scholar, and kavi, brings together deep devotion and
linguistic elegance in this 18-canto work rendered in Malayalam script.
His lifelong poetic inclination finds profound fulfilment in this spiritual
biography, which reverently charts the divine advent and mission of

"Amma", the living embodiment of Parasakti.

The opening sarga, Hetukanda, offers a glorificatory vision of
Mata as both protector of the Trimirti and bestower of preyas (fleeting
pleasure) and S$reyas (lasting spiritual joy). In Balakanda, Sreedhar
employs rich natural symbolism - comparing the hues of the ocean,
ironwood, and Krsna to frame the early life of Mata. The eighth sarga,

Jianakanda, deepens this portrayal by likening her all-knowing

38 Unithiri,NVP , Ujjayini, Govt Sanskrit College, Thripunitura ,1996. p.3-45
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compassion to the Krsnatvam of Lord Krsna, emphasizing her

omniscience and the awakening of her incarnational purpose.’

Transformation through divine contact is thematized in
Abhayakanda, where timid brahmacarins find courage and conviction.
In Jaitrakanda, the sixteenth sarga, the poet envisions even flora and
fauna blessing Mata’s departure on her global mission, underscoring her
cosmic significance. According to Sreedhar, regular reading of
Amrtayanam brings health, longevity, prosperity, and divine grace, a

poetic phalasruti reflective of classical traditions.

More than devotional homage, this kavya is a philosophical
vessel. Sreedhar expertly weaves debates on Indian spirituality, advaita,
bhakti, and karma into allegorical and symbolic layers. His portrayal of
Mata’s journey from secret mystic to universal teacher is both literary
and transcendental. A pivotal idea undergirding the poem is niskama
karma: rewardless action. True spirituality, says the poet, lies not in
meditative inertia but in relentless, selfless service a message rooted in
the Bhagavadgita, and embodied by Amma. As a literary expression of
service and enlightenment, Amrtayanam offers a treasury of spiritual

insight and practical wisdom for seekers and scholars alike.

3% Muthukulam Sreedhar, Amrtayanam, Mata Amrithanandamayi Mission, Kollam,
2000.p.3-25
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Ujjayini by Dr. Mavelikkara Achutan-2004

Ujjayini (2004), a Sanskrit translation by Dr. Mavelikkara
Achutan of O. N. V. Kurup’s celebrated Malayalam narrative poem, is a
rare instance of interlingual and intertextual homage*°. The work
unfolds in fourteen parts, echoing the structure of the original and
preserving its thematic richness. Achutan, deeply influenced by O. N. V.
Kurup’s poetic mission, echoes the latter’s insight that Kalidasa could
never remain a passive jewel in Vikramaditya’s royal court. The
translator frames his exploration around the poetic and historical satya
of Kalidasa, examining the tension between legendary accounts and

philosophical introspection.

The kavya opens with TR, where Kalidasa is depicted in

melancholic solitude. Through the lens of a traveller’s dialogic presence,
metaphors like the peacock’s cry and bamboo whispers evoke maternal
grief for a lost child subtle poetic gesture that humanize Kalidasa. The
dialogue between the poet and traveller becomes the narrative's spine,
probing existential questions about alienation, affection, exile, and the
metaphysical idea that even nectar, if forced, turns bitter. Legends of
Kalidasa’s romantic missteps including his love for Vikramaditya’s
sister and a courtesan from Sri Lanka serve as fodder for reflection

rather than judgment. The translator notes O. N. V. Kurup’s sensitive

40 Achutan Mavelikkara, Ujjayini, Mavelikkara: Santhvanam Publications, 2004
p-19
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portrayal of Kalidasa as both spiritual devotee and sensuous celebrant a
dichotomy apparent in the nandi of Sakuntala, which blends divine

vision with worldly emotion.

Later sargas explore Kalidasa’s poetic maturity. His imagined
compositions Raghuvamsa, Vikramorvasiya, Malavikagnimitra and
Rtusamhara are recited by the poet himself within the narrative. His
travels across sacred rivers Ganga, Kaveri, Tamraparni and forests like
Malaya and Vindhya symbolize an inner pilgrimage as well. The poet’s
return to Ujjayini is described with mytho-historical overlay, including
references to the birth of Urvasi, Parvati’s reunion with Siva, and
Sarasvati’s cosmic theatre. In part six, the nostalgic yearning for Malava
overtakes the poet, just as his guru’s prophecy - “Your voice shall echo

in Ujjayint” - finds fulfilment.

Recognition by  Vikramaditya and  performances of
Vikramorvasiya and Malavikagnimitra provide cultural affirmation in
later sections. The emotional core of the kavya lies in the tension
between the poet’s inner life and public reputation. Political and
dynastic stories - such as Rashtrakuta and Vakataka alliances,
Prabhavati’s marriage to Rudrasena, and the tragic idealism of
Pravarasena - are integrated into the closing narrative by a traveller
retelling Pallava’s story. These episodes question filial sacrifice,
historical judgment, and the place of poetic truth. In the end, the

traveller’s concluding words - “I will sing the song of truth for posterity,
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truth that drowns slander” - establish Ujjayini not only as a poetic
biography but as a profound meditation on memory, art, and the

redemptive potential of language.
Jianagitam by C. Raghavan Nair -2004

Poonthanam, a saint-poet of 16" century Kerala, is revered for his
devotional classic Jrianappana, a work that reveals not only spiritual
insight but the ontological fragility of human life. Jiianagitam (2004),
composed by C. Raghavan Nair, offers a contemporary Sanskrit
rendering of this Bhakti masterpiece. The work opens with a
mangalasloka invoking the grace of the Divine: “Today, I have taken
human birth. With your blessing, it is fruitful. Give me enough
eloquence; 1 will sing hymns for you.”*' This invocation sets the
devotional and philosophical tone that permeates the entire composition.
Divided into distinct thematic sections Kalalila, Adhikaribheda,
Tattvavicara, Karma, Jivagati, Bharatamahima, Kalikalamahima,
Hanikutah, Manusyajanma-durlabhata, Samskrtivarnana, Virakti, and
Namajapam Jianagitam is a masterful fusion of poetic lyricism,
Vedantic thought, and spiritual fervour. The language is lyrical, the
thought deeply philosophical, and the spiritual presence unmistakably
vibrant. The poet’s intent is not merely to aestheticize devotion but to

synthesize Indian metaphysics with poetic imagination, offering a

4 Raghavan Nair. C, Jidnagitam. Kottayam: Bhaktivedanta Publications, 2004.
Page no:17
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philosophical map for inner transformation. This text advocates for
cultural continuity as the foundation for meaningful progress. It urges
readers especially future generations not to isolate themselves in
modernity, but rather to embrace it through the lived knowledge of
tradition. The poet makes a clarion call to understand inherited culture
as a lens to interpret present realities, facilitating smoother adaptation to
the evolving human condition. The implicit message is clear: true

modernity must emerge from the taproot of tradition.
Sisyah Siinusca by Dr. E. Sreedharan (2005)

The art of translating Keralite Sanskrit literature 1s influenced by
multiple factors: the cultural and aesthetic sensibilities of the region,
linguistic structures, hierarchies, and the daily interactions within the
social fabric. When these elements come together, they breathe new life
into creative writing through translation, offering a unique perspective

on the original work. #?

One of the most significant works in Vallathol Narayana Menon’s
poetic oeuvre is the short work Sisyanum Makanum (The Disciple and
the son). This poem, drawn from the epic tradition, is an exploration of
divine affection, particularly between Siva and his disciples. The story,
which unfolds in four parts, focuses on the relationship between Siva

and his disciple Parasurama. Siva's deep affection for Parasurama causes

42 Sreedharan, E. Sisyah Sinusca, Kairali Books, Payyannur,2005. p.7-27
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Paravati to feel neglected, as she believes Siva’s love for the disciple
surpasses that for her own son, Ganesa. In a moment of intense
frustration, Parvati is on the brink of anger, but the timely intervention
of Visnu and Laksmi helps reconcile the divine couple. This is the
central theme of the poem, encapsulating the tension between divine

love for disciples and family ties.

Dr. E Sreedharan’s Sanskrit translation of Sisyanum Makanum
presents several challenges, as the task of translating is never without
difficulty. The translator does not adhere to a verbatim translation but
instead employs a method of Sanskritization of Malayalam words,
integrating them seamlessly into the classical Sanskrit tradition. This
approach requires significant linguistic and poetic skill, as it balances
fidelity to the original text with the unique rhythm and structure of

Sanskrit verse.

The Sanskrit translation of this poem utilizes a range of classical
meters, including Indravajra, Upendravajra, Malini, and Sragdhara,
demonstrating the translator’s adeptness at manoeuvring through
traditional forms while introducing innovative elements. The
incorporation of new words and phrases, along with the faithful
representation of the original’s emotional depth, further enriches the
work. The purpose of both the original poem and its translation is to
provide pleasure to the reader, which is accomplished through vivid

imagery, poetic fluidity, and emotional resonance.
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A comparative study of the mother text and its Sanskrit translation
open up significant avenues for literary research. The question of what is
the purpose of translating from Malayalam to Sanskrit? Is left to the
curiosity of literary explorers. Such inquiries not only illuminate the
techniques of translation but also underscore the cross-cultural exchange
that enriches literary traditions across time and space. Both the original
and the translation offer the reader a compelling and enriching
experience, reinforcing the universal themes of divine affection,

reconciliation, and poetic beauty.
Nastika Vijayam (2006) by Dr. N. Sundaram

Nastika Vijayam is a trilogy of plays by Dr. N. Sundaram, written
in Sanskrit. It comprises Swami Vivekananda, Nastika Vijayam, and
Sivaji Maharajan. The composition is characterized by simplicity in
style, humour, and a profound appreciation of Indian culture and
tradition. The plays delve deeply into philosophical and spiritual themes,

reflecting the moral and ethical foundations of Indian civilization.

The first act takes place in the court of the king of Alwar, where
the king, his minister, and a clown engage in a conversation. The king is
eager to learn about news from his kingdom, and the clown informs him
about the arrival of a respectable Yogi. This sparks the beginning of a

discussion.
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The king orders the clown to recite a poem in praise of himself.
However, the clown humorously misinterprets the order, presenting a
poem that, instead of praising the king, criticizes him. This causes a
furious reaction from the minister, who grasps the true meaning of the
poem. In response, the king orders the minister to meet the Yogi the next

day. This marks the end of the first act.

The second act shifts to a charitable establishment in Alwar
Puram, where the king and Swami Vivekananda engage in a
philosophical debate. The king expresses his disbelief in monks and
Hindu dharma. Swami Vivekananda, in turn, criticizes rulers who obey
foreign powers and opposes the notion that God resides in inanimate
objects like stones. Swami Vivekananda asks the people around the king
whether they would dare spit on a portrait of the king, drawing a parallel
to the disrespect for God. Realizing his error, the king accepts his divine
argument and becomes a fervent disciple of the Yogi. This marks the

conclusion of the drama.

This play revolves around a philosophical discussion between
Nastika, Baudha, and a Vedantin. The characters engage in an
intellectual debate on life, existence, death, and the nature of the soul.
The atheist Nastika presents the argument that life is fleeting and that
death is the ultimate end. In contrast, Baudha denies the permanence of
life, asserting that all things are constantly disintegrating. The Vedantin,

representing the spiritualist view, rejects both arguments, advocating
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that the soul does not take birth or die, but undergoes cycles of rebirth

until it attains true knowledge.

A heated debate ensues, with each philosopher defending his
views. The discussion takes a dramatic turn when a logician enters the
scene and introduces the concept of natural tendencies, likening them to
the instinctive behaviour of a child. Baudha rejects the notion of rebirth,
while Nastika disputes personal interest in the matter. Eventually, a
detective enters, investigating a murder. As the characters try to prove
their innocence through philosophical arguments, Nastika confesses to
the crime, revealing that he had been lying. The play concludes with a

profound revelation: "You know science, but not the world."

The play ends with a Verse.
“Whatever the university be

In this world cannot be

The perspective of Nastika scholar

Substantial and spectacular.”

The final play in the trilogy depicts the philosophical musings of
King Sivaji, seated on his throne, surrounded by scholars and attendants.
Sivaji rejects the songs of praise sung in his honour, emphasizing the
importance of serving his people and addressing their concerns. A
discussion ensues about the Koran, which causes a stir among the

courtiers.
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Sivaji’s principles are put to the test when Mahadeva, a trusted
aide, presents a glamorous woman to the king, violating Sivaji’s sense of
right conduct. The king admonishes Mahadeva, emphasizing that
women should be viewed as either goddesses or mothers, not objects of
desire. The woman, recognizing Sivaji’s integrity, praises his

steadfastness. The play concludes with a verse.®’

The study of Nastika Vijayam offers valuable insights into the
Sanskrit literary tradition during the time of KRW. It also presents
opportunities for a comparative study of KRW’s works and those of his
contemporaries, providing a broader context for understanding the

literary and philosophical currents of the era.

This chapter has outlined the overall history of Sanskrit literature,
thereby providing a foundational framework for the present study. In
doing so, it also highlights the scope for comparative analysis of
Keralite Sanskrit poets, situating their contributions within the wider
literary tradition. Furthermore, it offers a critical review of the poet’s
works during the time of KRW, thus contextualizing his creative output

against the broader historical and cultural backdrop.

4 Sundaram N.  Nastika  Vijayam, kerala  State Book  mark,

Thiruvananthapuram,2006. p.8-43
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CHAPTER 2

A BRIEF LIFE SKETCH OF
K. RAMAKRISHNA WARRIER

Life and Literary Journey of KRW

“When an old man dies, a library burns to the ground.”

African Proverb

This poignant adage holds true in the case of KRW, whose life,
works, and literary vision merit a thorough and critical scholarly inquiry.
In this chapter, one undertakes such a study, tracing the intersections
between biography and literature, devotion and discipline, personal

hardship and poetic brilliance.
Sanskrit Literature and the Poet’s Role

Sanskrit literature has historically played a seminal role in
shaping cultural and civilizational consciousness. It has served as a
medium for the integration of philosophical ideals, aesthetic
sensibilities, and moral traditions. In this grand literary lineage, KRW
has made notable contributions, enriching Kerala’s Sanskrit literary

landscape with remarkable dedication and prolific output.

Mastery in any field, especially in literature, demands disciplined

practice. Regular engagement with texts not only sharpens literary
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acumen but also expands one’s philosophical and aesthetic horizons.
The pursuit of knowledge, in KRW’s case, was both an inward
meditation and an outward expression a form of tapas. As Mammata
affirms in the Kavyaprakdsa, the highest reward of poetry (kavya) is
rasa the blissful aesthetic experience shared by the poet (kavi), the

connoisseur (sahrdaya), and the discerning reader alike.

Further, Bharatamuni in his Natyasastra elaborates on the ideal
poet’s role one who comprehends $abdartha, the meanings and
resonances of words, gunas (aesthetic qualities), dhvani (suggestive
meaning), and alankaras (figures of speech). The study of a poet's life,
therefore, becomes crucial in understanding his creative output,

especially when historical records or oral traditions are available.

He exemplifies the kind of poet who consciously engages with his
readership, infusing his works with clarity, grace, and emotional depth.
His poetry, characterized by lucidity and lyrical restraint, aligns with the
aesthetic philosophy of sahrdaya-sadharanya emotional universality. His
contribution to the Sanskrit literary corpus of Kerala includes nine major
works composed in the 21st century, alongside translations and original

compositions in Malayalam and German.

His translations, particularly his Sanskrit rendition of Gitarnjali,
deserve special mention. This work, originally composed by
Rabindranath Tagore, garnered the Nobel Prize for Literature in 1913

the first for any Asian. KRW’s rendering brings into Sanskrit the soul of
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Tagore’s mysticism and poetic introspection, thereby bridging cultural,

temporal, and linguistic realms.

Chronological order of Literary Works

Malayalam Anthologies
No. Title Year No. of Poems
1 | Marakkdtta Nimishangal 1978 12
2 | Balkani puvu 1980 14
3 | Sarvam Saha. 1985 12
Sanskrit Kavyas
1. Paritosikam (2005): 31 sections; 748 verses.
2. Gitanijali (2008): 103 poems; 777 verses.
3. Sri Ramakrsna Caritam (2010): 18 adhyayas; 1111 verses.
4. Vivekananda Kavyamrtam (2011): 20 sections; 543 verses.
5. Cinmayananda Caritam (2012): 18 adhyayas; 1132 verses.
6. Srimad Svami Vivekdananda Caritam (2015): 18 adhyayas; 1516
verses.
7. Sri Ramana Maharcaritam (2017): 12 adhyayas; 702 verses.
8. Srimad Svami Ayyappa Caritam (2021): 8 adhyayas; 576 verses.
0. SrT Nardayanaguru Caritam (2022): 18 adhyayas; 991 verses.
10.  SriSankardcarya Caritam — Under publication.
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Early Life and Education

KRW was born on 28 May 1931 in Annamanada village of
Thrissur district, Kerala. He belonged to the Kannampuzha lineage,
known for its profound Sanskrit heritage. His father, Madhava Warrier,
and mother, Sridevi Warrier, were central to nurturing his cultural
sensibilities. His maternal uncle and great uncle, especially
Kannampuzha Krishna Warrier the latter having translated the
Mahabharata into Malayalam played formative roles in introducing him

to Sanskrit.

His early life was marked by economic hardships, which
interrupted formal education beyond the secondary level. Un-deterred,
he pursued self-education with un-relenting zeal, eventually acquiring
an M.A. in Philosophy, an LL.B., and a diploma in German. His
multilingual proficiency opened professional opportunities, including

employment with Siemens in Mumbai.

He married Rukmini Warrier in 1962. Their daughters, Sobha and
Sudha, have distinguished themselves in English poetry and
regenerative medicine, respectively. Rukmini Warrier herself is a literary
scholar with deep knowledge of the Ifihasa and Puranas. KRW was thus

deeply embedded in a scholarly and Sanskritic familial environment.

48



Literary Career and Aesthetic Vision

Although his affinity for Sanskrit began early, KRW’s public
literary career in Sanskrit commenced post-retirement, around the age of
sixty. This late blossoming testifies to the force of self-study and the
lifelong discipline he espoused. He often recounted how he began by

purchasing a Sanskrit Self-Instructor a manual designed for autodidacts.

KRW’s first Malayalam anthology Marakkattha Nimishangal
(1978) captured vignettes of postcolonial Kerala, blending personal
memory with historical consciousness. His poems exhibit a deep
emotional compass nostalgia, cultural displacement, and ethical

dilemmas crafted in evocative yet unornamented diction.

In Paritosikam, he compiled translations of select Malayalam
poems along with three German poems, showcasing his range as a
multilingual poet. Figures like Jean Valjean are reimagined through a
Sanskritic lens, alongside portraits of common people navigating

existential struggles.

His second anthology Balkani Puvu (1980) contains poems that
probe personal sorrow and social apathy. In particular, the poet elegizes
a fellow poet who died in poverty government aid arriving
posthumously. The poems Atindrivam and Muktivaricha from this
volume were later rendered into Sanskrit, underscoring his ability to

traverse languages while retaining emotive integrity.
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The anthology Sarvam Saha (1985) opens with an ode to Mother
Earth an ecological lament on the exploitation of natural resources.
Other poems explore diasporic identity, cultural erosion, and the sacred

bond between humanity and nature.

His Sanskrit works reflect his spiritual inclinations. From
Ramakrsna to Saﬂkardcdrya, his carita-kavya’s combine hagiographic
devotion with lyrical storytelling. Ayyappa Carita (2021) and the
unpublished Sr7 Sankardcarya Caritam represent the culmination of his

spiritual poetics.

KRW’s poetic style is marked by simplicity, clarity, and an
affinity for the anustuph metre a classical form used in the Ramayana,
Mahabharata, and Puranas. His diction avoids overt commentary,
privileging emotive precision over rhetorical flourish. He seamlessly
weaves together thought and feeling, duty and delight, §rngara and $anta

rasa.

His poems touch on diverse themes: spiritual introspection,
environmental ethics, domestic life, philosophical musings, and
reflections on modernity. Poetic expression, for him, was akin to yoga a
meditative discipline. His poetic career spans over three decades, with

increasing depth and inwardness in later years.

KRW received several accolades for his literary achievements.

His Sanskrit translation of Gitanjali earned the Sahitya Akademi Award
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(2011). The Ramavarma Parikshit Thampuran Memorial Award (2016)
and the Certificate of Honour (2018) from the Government of India

recognized his lifelong commitment to Sanskrit.

He passed away on 12 February 2021, leaving behind a legacy
deeply rooted in Sanskrti, kavya, and personal devotion. This chapter,
while focused on his biography, also highlights the inseparability of the
poet’s personal and poetic identity an embodiment of bhakti, §raddha,

and literary nistha.
The Poetic Individuality of KRW

Though this chapter primarily focuses on KRW’s life, this chapter
would be incomplete without at least a brief engagement with his
literary works, His first published anthology in Malayalam,
Marakkattha Nimishangal (1978), offers a compelling record of lived
experiences rooted in Kerala’s socio-cultural ethos in the aftermath of
colonial rule. The work features vibrant human characters men and
women from both within and outside Kerala and reflects the poet’s

commitment to fusing aesthetic sensibility with ethical responsibility.

The poet’s vivid portrayal of inner states, local environments, and
diasporic emotions enables his poetry to resonate across spatial and
temporal boundaries. As the title implies, the “Emerald Moments” that
the poet captures are moments of contemplative introspection, forged in

the crucible of everyday struggle. These verses are reflections of nayika-
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nayaka-bhava, and yet, they are steeped in realist tones, not distant from

the immediacy of social reality.!

Paritosikam (2005), KRW’s first Sanskrit anthology, comprises
27 poems translated from Malayalam, along with three translated
German poems, including works resembling the moral tenor of Goethe
and the lyrical anguish of Heine.? The poet’s ability to internalize
foreign poetics and seamlessly transpose them into a Sanskritic idiom
testifies to his intercultural literary capability. One notable figure that
appears in his verses is Jean Valjean, the protagonist from Victor Hugo’s
Les Misérables, symbolizing the existential struggles of the

marginalized.?

In 1980, KRW published his second Malayalam collection,
Balkani puvu, introduced by the esteemed writer A.P.P. Namboothiri.*
The titular poem, “Balcony Flower,” and other celebrated verses such as
Atindriyam and Mukti varichd delve into deeply personal themes of
sickness, poverty, urban fatigue, and spiritual transcendence. His
narrative of a fellow-poet’s passing, accompanied by the irony of state

assistance arriving too late, becomes a powerful commentary on the

! Mammata, Kavyaprakdsa, on rasa-sadharanya, TR 2ol WASHA: TFITEH:
o 3'@@\'35(9”:“
2 KRW, Paritosikam, 2005, Published by author, p.24-38

3 KRW, Paritosikam, 2005, Published by author, p.41-58
4 KRW, Balkani puvu,1980. p.10
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negligence of the artist by the system a recurring lament in modern

Indian literary circles.

The diversity of poetic themes in this anthology is impressive:
romantic separation, homesickness, existential grief, and mystical
meditation appear side by side. Muktivancha, for instance, is a poignant
farewell to his grandmother, framed in a blend of cultural nostalgia and

meditative transcendence. °

Atindriyam moves beyond personal
attachment and critiques both traditional and modern modes of familial
existence. The poet proposes instead a return to the Self through dhyana

and samadhi.

KRW’s third Malayalam work, Sarvam Saha, begins with an
ecological elegy on the exploitation of Mother Earth. The poet
condemns the anthropocentric violence that disrupts ecological balance,
echoing the Sanskritic ethos of matrbhiimi-bhakti. In “Marunatante
Moham,” the poem’s protagonist a diasporic Malayali rejoices in the
rustic beauty of his homeland while lamenting its likely erosion under
the modern developmental paradigm. This poem articulates a virodha-
rasa between the inner ecological consciousness and the outer

mechanical world.

Several of his compositions reflect his family’s Sanskritic

background. He candidly admits the difficulty of learning Sanskrit in old

> KRW, Balkani puvu, Mukti Vaiichd,1980. p.9
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age, yet affirms that the thirst for knowledge transcends temporal
limitations. Inspired by autodidactic methods, He sought to propagate
the cultural, moral, and philosophical richness of Sanskrit among a
broader audience. His poems celebrate $rama (labour) and srjana

(creation) as in the verses devoted to the artisans behind the Taj Mahal.®

His attraction to asceticism and spirituality emerges across several
compositions. As early as Marakkattha Nimishangal, the poet’s longing
for liberation and non-dual self-awareness was already apparent.”KRW’s
style is characterized by lucid diction, emotional clarity, and moderate
use of literary embellishments. He applies metaphor and proverb
sparingly, ensuring they serve the poem’s core emotion (rasa) rather than
overshadow it. Notably, he refrains from didacticism. Instead, his poems
are vessels of internalized thought and feeling, shaped by the reflective
silence of a meditative life. The poet regards poetry as a kind of yoga, a
form of mental and spiritual discipline. His later years were spent in
contemplative solitude, a life rhythmically structured by writing,
reading, and meditation. The Anustuph chandas remains his favoured
metrical scheme a choice that aligns him with the tradition of itihasa-

purana narratives.®

6 KRW, Paritoshikam, published by the author, 2005.Page.30
7 KRW, Marakkattha Nimisannal, Pageno: 10- 12

8 Refer to Natyasastra and Chandahsastra for anustuph metre.

54



Among his posthumous works, Srimad Svami Ayyvappa Caritam
was published in 2021, while Sri Sankaracaryacaritam remains
unpublished, despite earnest attempts by the Department of Sanskrit
Sahitya to release it. It is reported that the manuscript adheres to
traditional hagiographic conventions and follows strict compositional
norms His literary practice is at once personal, spiritual, and culturally
resonant one that affirms literature as a path to aesthetic joy and
existential insight. This chapter primarily centres on the life and
personal journey of KRW, it would be academically incomplete without
an exploration of his creative works. His literary output both in
Malayalam and Sanskrit stands as a testament to the seamless synthesis

of personal experience, linguistic proficiency, and spiritual depth.
Marakkattha Nimishangal

KRW’s first published anthology, Marakkattha Nimishangal
(1978), is replete with humanistic concerns, reflecting the emotional and
cultural climate of Kerala in the post-independence era. The poems in
this collection traverse beyond personal sentiment to depict a collective
existential anxiety migration, rootlessness, the pain of economic exile,

and the hybridization of cultures.’

The poet’s vision transcends territorial confines, and yet remains

deeply rooted in the Kerala milieu. His poetic voice is intimate,

®  KRW, Marakkattha Nimisannal. Self-published, 1978. Page no:16-20
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observant, and filled with gentle compassion for everyday struggles. As
a literary artist, KRW combines aesthetic sensitivity (rasa-jiiana) with a
moral compass a rare blend that evokes the dharma of both poet and

citizen.

Paritosikam: Paritosikam (2005), KRW’s first Sanskrit kavya, is more
than a simple act of translation; it is an interlingual re-creation. The
work includes 27 poems originally composed in Malayalam and three
German translations. This multilingual convergence reveals KRW’s
global literary consciousness. The portrayal of characters such as Jean
Valjean ! illustrates his ability to universalize emotion and ethics

through the Sanskrit idiom.

His focus on the existential dimension of human life aligns his
work with a broader literary movement of introspective realism. This is
particularly evident in poems that observe the dignity of labour, the

silence of suffering, and the resilience of the human spirit.

Balkani Puvu (1980): Introduced by the distinguished scholar A. P. P.
Namboothiri, Balkani Puvu articulates sorrow, satire, and reflective
detachment. ! One of the key poems in the anthology, Atindriyam,

critiques the clash between tradition and modernity. The poet conscious

Paritosikam includes a Sanskrit rendering of Jean Valjean, the protagonist of
Victor Hugo’s  Les Misérables, reimagined through ethical and spiritual
lenses.p.69

" KRW. Balkani puvu, 1980.p.3-5
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of the creeping superficiality of urban life withdraws inwardly in pursuit

of meditative solitude.

Another poem, Mukti Varicha, captures the emotionally charged
moment of the poet bidding farewell to his grandmother merging
srngara  (tender  affection) with  santa rasa  (peaceful
transcendence).'?Here, KRW’s ability to frame personal loss within the
aesthetics of renunciation finds a sophisticated literary expression.
KRW’s engagement with the life and struggles of fellow poets is
poignantly captured in his elegy for a bedridden friend who passed away
in poverty. The poet’s critique of posthumous recognition'® is not only a
comment on bureaucratic negligence but also a universal statement on

delayed justice and poetic martyrdom.

Sarvam Saha (1985): The poem Sarvam Saha, after which the
anthology is named, is a passionate appeal to safeguard Mother Earth.
Here, the poet invokes the mythic image of the Earth as the primal
mother who births and receives all beings. KRW uses stark imagery to
describe the exploitation of natural resources and the mechanical

indifference of modern civilization.'*

In the poem Marunadante Moham, KRW meditates on the

bittersweet experience of a Keralite returning from abroad. The beauty

12 KRW, “Mukti Vaiicha.” Balkani puvu, 1980.p.7
3 KRW, “Mukti Vaiicha.” Balkani puvu, 1980.p.8
14 KRW “Sarvam Saha.” Sarvam Saha, 1985. Page no: 21-23
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of the rustic landscape is juxtaposed against the fear of cultural erosion
and ecological loss,'® the spiritual bond between humanity and nature is

expressed with sincerity and lyrical precision.

KRW often acknowledged that acquiring Sanskrit knowledge in
later life was a formidable challenge. Yet, his lifelong thirst for learning
enabled him to scale that challenge with success. In fact, his works
became vehicles of cultural pedagogy. Through both content and form,
he sought to communicate the richness of India’s literary tradition to a

wider public.

He reminded readers of the samskrta-sahitya-parampara the vast
and interconnected traditions of Sanskrit literature as a living treasure.
One of his celebrated poetic meditations involves the 7aj Mahal,
wherein he not only praises architectural grandeur but also pays homage

to the unknown artisans who contributed to its eternal beauty.'¢

KRW was drawn to asceticism and spiritual thought from an early
age. Many of his poems resonate with adhyatma-tattva spiritual wisdom
rooted in Indian philosophy. He often employed metaphors of tapas,
sannyasa, and ananda to express his detachment from the material world
and his search for ultimate truth. His poetic diction is distinguished by
simplicity and lucidity, often ornamented with proverbs, suggestive

imagery, and subtle metaphor. His aesthetic philosophy closely aligns

15 KRW. “Marunadante Moham.” Sarvam Saha, 1985. Page no: 24-26
16 KRW, Paritoshikam, 2005. p.62
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with the ideals of aucitya (appropriateness) and madhurya (sweetness),

emphasized in classical Sanskrit literary theory.!”

KRW’s poetic individuality is inseparable from his devotional
ethos a devotion not merely in the religious sense, but as a commitment
to literature, language, and society. His writings blend kavya and
dharma, rasa and tapas, personal memory and collective consciousness.
He remains a significant literary figure in the 21st-century Sanskrit
revival, embodying both continuity and innovation. This chapter has
presented the biography of the author while simultaneously indicating
the potential for further scholarly inquiry. It opens avenues for
examining the broader tradition of biographical writings in Kerala and
invites comparative studies and surveys within this field, thereby
situating the author’s life and works within a larger intellectual and

literary context.

7" Mammata. Kavyaprakdsa, trans. S. K. De and P. Dvivedi. Delhi: Motilal
Banarsidass, 1994.p.32
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CHAPTER 3

GITANJALI OF KRW: A COMPARATIVE STUDY WITH
THE TRANSLATIONS OF PROFESSOR N. GOPALA
PILLAI AND MANGATTUSSERI KRISHNAN
NAMBUTIRIPAD

A Comparative Study of Sanskrit Translations of Gitarnjali by
Three Kerala Poets Scholarship demands not only enthusiasm but also
rigorous analytical and synthetic faculties. The act of literary translation
stands at the crossroads of these disciplines, requiring precision,
creativity, and cultural insight. Literature itself may be likened to a
chandelier with many branches, each adorned with luminous lamps.
Translation forms one such branch illuminating pathways between
languages and cultures, while reflecting the poet's craft and the

translator's interpretive acumen.

This chapter presents a critical comparative study of the Sanskrit
translations of Rabindranath Tagore's Gitarijali by three eminent Kerala-
based poets KRW, NGP, and MKN. While translation carries the burden
of representing a source text composed in another linguistic and cultural
matrix, it also opens up possibilities for artistic expansion and cross-
cultural dialogue. This chapter investigates the merits and limitations of
each translator’s approach, stylistic fidelity, semantic accuracy, and

poetic resonance.
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The Japanese proverb, “I want to eat fugu fish but am unwilling
to die,” aptly captures the paradoxical tension in literary translation.
Fugu, a delicacy requiring exceptional skill to prepare safely, parallels
the complex challenges translators face in handling canonical texts.
Likewise, comparing multiple translations is a demanding scholarly
endeavour, though it yields gratifying outcomes. The Malayalam
translations of Victor Hugo’s Les Misérables and Shakespearean drama
stand as testaments to the intellectual labour and cultural negotiation
involved in such undertakings. Translation, by its very nature, entails
both loss and discovery. It involves negotiating the poetic nuances of the
source while ensuring literary elegance in the target language. A
translator must be both an interpreter and a creator. The role of the
academic is then to sift the grains from the chaff, discerning faithful
renderings, innovative departures, and the poetic individuality of each
version. This study attempts just that with respect to KRW, NGP, and

MKN.

Any attempt to translate a literary work from one language to
another is inherently arduous. Yet, a critical survey of such translations,
however taxing, provides profound intellectual joy. The human desire to
trace the origins and development of literary and cultural expression
whether in the fields of history, science, philosophy, or aesthetics is
timeless. These pursuits enhance not only our comprehension of world

literature but also deepen our appreciation for the universality of poetic
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expression. Ultimately, this chapter demonstrates that the art of
translation 1s not a mechanical transfer of content, but a nuanced
creative process. It is a scholarly undertaking that contributes richly to

intercultural understanding and the dissemination of literary heritage.

Presumably, the history of translation dates back to ancient Egypt.
One of the earliest known examples of this practice is linked with the
monumental writing on the Rosetta Stone. The inscriptions, written in
three scripts hieroglyphic, Demotic, and Greek have been deciphered by
excavators, shedding light on ancient cross-linguistic documentation.!
However, a significant number of graffiti, epitaphs, and inscriptions
remain undeciphered. In the Indian context, the beginnings of translation
may be traced to the Gurukula system, where in oral instruction
necessitated the paraphrasing and rendering of diverse expressions from
multiple dialects and languages. This was an era devoid of script or
textbooks, where pedagogical communication relied heavily on oral

translation.2

A critical look at ancient Greek civilization reveals a profound
engagement with art, literature, and rhetoric. The ruins of Athens and
other city-states continue to offer compelling material evidence

dilapidated courts, tombs, and stone inscriptions which, while often

' Daniel, Geoffrey. The Origin and Growth of Archaeology. Penguin, 1967.p,23

2 Pollock, Sheldon. “The Sanskrit Cosmopolis.” Journal of Asian Studies, vol. 57,
no. 1, 1998, pp. 6-32.
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undeciphered, serve as invaluable stimuli for scholars interested in
translation history.> Early Greek translation theories resonate with some

principles found even in contemporary translation discourse.

Plato emphasized that translation should be more than a literal
conversion of words; it is an interpretative act aimed at conveying the
author’s intent.* Horace, in his Ars Poetica, insists on a balance between
fidelity to the original and aesthetic quality in the target language.® This
dual responsibility finds resonance in John Keats’s axiom from Ode on a
Grecian Urn: “Beauty is truth, truth beauty.”® The Indian philosophical
parallel can be seen in the expression "satyam §ivam sundaram" truth,

auspiciousness, and beauty.

The Middle Ages in Europe witnessed a surge in translation
activity. Greek texts were translated into Latin and subsequently into
vernaculars, motivated by a fervent desire to rediscover classical

knowledge. Monks and scholars were instrumental in translating

Lefevere, André. Tranmslation, Rewriting, and the Manipulation of Literary
Fame. Routledge, 1992.p.83

Robinson, Douglas. Western Translation Theory from Herodotus to Nietzsche.
St. Jerome Publishing, 1997.p.91

Horace. Ars Poetica. Translated by H. Rushton Fairclough, Loeb Classical
Library, 1926.p.63

6 Keats, John. Selected Poems and Letters by Douglas Bush, Houghton Mifflin,
1959, p.2
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religious and philosophical texts to promote spiritual edification among

the laity.”

Humanism during the Renaissance invigorated interest in
classical literature and spurred translation as a mode of cultural
dissemination. The 18th and 19th centuries brought significant
theoretical advancements. Friedrich Schleiermacher argued that a
translation should preserve the "spirit" of the source text, even at the
expense of literal accuracy.® Across the Atlantic, Eugene Nida developed
the concept of “dynamic equivalence,” emphasizing meaning and effect

over literal fidelity.’

Technological advancements have transformed the terrain of
translation. From Computer-Assisted Translation (CAT) tools to Neural
Machine Translation (NMT) and Natural Language Processing (NLP),
the industry has evolved with staggering speed. ' While these
developments improve speed and consistency, they often lack the

nuanced human touch essential for literary translation.!!

Delisle, Jean, and Judith Woodsworth, editors. Translators Through History.
John Benjamins, 1995.p.93

8 Schleiermacher, Friedrich. “On the Different Methods of Translating.”
Translated by Susan Bernofsky, The Translation Studies Reader, edited by
Lawrence Venuti, Routledge, 2000.p.99

Nida, Eugene. Toward a Science of Translating. Brill, 1964.p.103
Hartley, Tony. Technology and Translation. Routledge, 2009.p.106
Munday, Jeremy. Introducing Translation Studies. Routledge, 2016.p.114
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Translation theory in the modern era includes significant
contributions from scholars such as Basil Hatim, Peter Newmark,
Amparo Hurtado Albir, and Fabio Alves. Hatim stresses contextual
accuracy and apt word choice in the target language.'? Peter Newmark
identifies two stages in translation: linguistic and communicative,
prioritizing the latter for its community-cantered approach.'®> Hurtado
Albir and Alves argue for cognitive-based translation competence,

emphasizing memory, attention, and problem-solving.'4

Theo Hermans’ work on the ethics and politics of translation
underscores the translator’s social and cultural
responsibility. > According to Hermans, translation is more than
linguistic equivalence; it is a political and ethical act demanding

impartiality and fidelity.

David Karan’s article on intercommunication explores how
translation serves as a bridge between cultures, offering mutual

understanding and reducing conceptual gaps.'®

12" Hatim, Basil. Teaching and Researching Translation. Pearson Education,

2001.p.36
13" Newmark, Peter. 4 Textbook of Translation. Prentice Hall, 1988.p.p.20

4" Hurtado Albir, Amparo, and Fabio Alves. "Cognitive Approaches to
Translation." Translation Studies Journal, vol. 5, no. 2, 2012, pp. 137-152.

Hermans, Theo. Translation in Systems: Descriptive and System-Oriented

Approaches Explained. St. Jerome, 1999.p.93
16

”

Karan, David. "Intercultural Communication and Translation.” Translation

Studies, vol. 4, no. 3, 2011, pp. 255-269.
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The revolutionary implications of translation technology are aptly
captured in Tony Hartley’s Technology and Translation, which charts
the industry's evolution.!” Yet, as he concedes, the spirit of the original
text often eludes mechanical translation. This third chapter situates the
Sanskrit translations of Tagore’s Gitanjali by three Kerala poets KRW,
NGP, and MKN within this vast theoretical and historical framework.
The chapter compares their translations, noting convergences and
divergences in literary style, philosophical orientation, and cultural
inflection. While Gitarijali has been widely studied in its Bengali and
English versions, its Sanskrit renderings remain understudied. Each of
these translators engages uniquely with Tagore’s poetic vision,

rearticulating it within the classical framework of Sanskrit poetics.

The investigation illuminates key issues in translation theory
loyalty, creativity, aesthetic translatability and raises new questions
about the resonance of modern poetic idioms within classical linguistic

systems.
Rabindranath Tagore

Rabindranath Tagore (1861-1941), the Nobel Laureate and one of
India’s foremost literary figures, was born on 7 May 1861 in Jorasanko,
Kolkata, into the culturally and intellectually eminent Tagore family. His

father, Mahasri Devendranath Thakura, was a leading figure of the

17" Hartley, Tony. Technology and Translation. Routledge, 2009.p.107
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Brahmo Samaj and a significant reformist voice in 19th-century Bengal.
Tagore, the youngest of thirteen siblings, received much of his early
education at home, where private tutors imparted a wide array of

subjects. '8

In 1878, Tagore journeyed to England with the intention of
studying law. Though he did not complete a formal degree, his brief stay
in England played a crucial role in shaping his cosmopolitan outlook.
Upon returning to India, he immersed himself in literary pursuits and, in

1883, married Mrinalini Devi."”

Tagore’s magnum opus, Gitarijali, originally written in Bengali,
was translated by the poet himself into English in 1912. This translation,
prefaced by W. B. Yeats, was instrumental in introducing Tagore to a
global readership and earned him the Nobel Prize in Literature in
1913. 2° Gitarijali, meaning “Song Offerings,” is a collection of
devotional and mystical poems that reflect the poet’s profound spiritual
consciousness and humanistic ideals. The text demonstrates a

transcendental unity of the individual soul with the Supreme, a theme

8 Dutta, Krishna, and Andrew Robinson. Rabindranath Tagore: The Myriad-
Minded Man. Bloomsbury, 1995, pp. 11-14.

19 Thompson, Edward. Rabindranath Tagore: Poet and Dramatist. Oxford UP,
1926, p. 42.

20" Tagore, Rabindranath. Gitaijali. Translated by the author, Macmillan, 1913.
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resonant with both Indian Vedanta philosophy and Romantic

mysticism.?!

As this part is an overview of Tagore’s literary legacy is
imperative. Tagore’s original Bengali compositions, deeply rooted in the
Bhakti tradition and yet profoundly universal, pose unique challenges to
translators seeking to transpose his lyrical idioms into a classical

medium like Sanskrit.?

Tagore’s literary oeuvre spans poetry, drama, fiction, essays, and
music. Apart from Gitanjali, his major poetic works include The
Crescent Moon, The Gardener, The Post Office, Fruit-Gathering, and
The Fugitive.?® In prose fiction, novels such as Yogayog, Gora, and
Chaturanga stand out for their psychological insight and socio-political
relevance. His short stories such as Kabuli Walla, The Postmaster, and
The Homecoming have left an indelible mark on modern Indian

literature.?*

Tagore was not only a poet but also a cultural reformer,
nationalist, and educational visionary. He founded Santiniketan in 1901,

which evolved into Viswabarati University in 1921, an institution

2l Hogan, Patrick Colm. Colonialism and Cultural Identity: Crises of Tradition in

the Anglophone Literatures of India, Africa, and the Caribbean. SUNY Press,
2000, pp. 112-14.

Chakravarty, Amiya. A Tagore Reader. Beacon Press, 1961, pp. XXv—xxxv.
Sen, Amartya. The Argumentative Indian. Penguin Books, 2005, p. 126.

Das, Sisir Kumar. 4 History of Indian Literature, Volume 2. Sahitya Akademi,
1995, pp. 102-105.
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envisioned as a confluence of Eastern and Western philosophies.? His
philosophical writings reveal a strong ethical sensibility and spiritual
cosmopolitanism. Despite being knighted by the British Crown in 1915,
he renounced the title in protest against the Jallianwala Bag massacre in

1919.2¢

A staunch advocate of universal humanism (vi§va-manava),
Tagore’s thought synthesized the spiritual essence of Indian tradition
with the rational and aesthetic ideals of the West.?” His writings continue
to influence scholars and artists across languages and cultures. In the
context of this study, understanding the depth and diversity of Tagore’s
original thought is crucial in evaluating the fidelity, transformation, and

innovation involved in its Sanskrit translations.
KRW: A Translator of Gitanjali

The Sanskrit translation of Gitarnijali by KRW, published in 2008,
marked a significant milestone in the literary landscape of Kerala and
earned him wide recognition as a translator of high merit.?® While
several scholars have attempted to render Tagore’s Gitarijali into

Sanskrit or regional Indian languages, KRW’s translation stands apart

25 Radice, William. Tagore: Selected Writings on Literature and Language.

Penguin, 2001, pp. 221-225.
Thompson, Edward. Rabindranath Tagore: Poet and Dramatist. p. 207.
Sen, Amartya. The Argumentative Indian, pp. 121-24.

Gitanjali, Translated by KRW, Chinmaya International foundation, Veliyanad,
2008.p.1
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due to the exceptional context of its composition undertaken during his
advanced age, it reflects a rare fusion of intellectual maturity, devotional
engagement, and linguistic precision. Such an endeavour at a later stage
of life is both uncommon and laudable, speaking volumes about the
translator’s inner literary zeal and deep-rooted commitment to Sanskritic
expression.?? KRW’s translation is not merely a linguistic exercise but
philosophical and poetic engagement with Tagore’s original spirit. His
rendering exhibits sensitivity to rasa, an awareness of chandas (metre),
and a measured adaptation of Tagore’s lyrical cadence into the classical

structure of Sanskrit poetics.*°

NGP: NGP was born on 7 August 1901 into a scholarly and culturally
rooted family at Ayyanizhikkakath House, Umayanallur in Kollam
district. He was the eighth son of Sankara Pillai Vaidya and Narayani
Amma.3'His early academic brilliance was evident when he graduated
with a First Class B.A. in 1924. In 1925, he joined Maharaja’s College,
Thiruvananthapuram, as a faculty member in Sanskrit, and later
transferred to the Arts College in 1934. By 1938, NGP rose to become
the Head of the Department of Sanskrit at Maharaja’s College, and the

following year, he assumed the role of Principal at the Government

29" Nampoothiri, P. V. Sanskrit Authors of Modern Kerala. Kerala Sahitya Akademi,

2015, p. 11.

Bharatamuni. Natyasastra. Ed. Manomohan Ghosh, Asiatic Society, 1950.p.19

31 Nampoothiri, P. V. Sanskrit Authors of Modern Kerala. Kerala Sahitya Akademi,
2015, p. 192.
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Sanskrit College, Thiruvananthapuram. His distinguished academic

career culminated in his retirement in 1957.

Even after retirement, Prof. NGP remained intellectually engaged.
He served as the Chief Editor of the encyclopaedic project
Sarvavijnanakosa and contributed to various national cultural
institutions, including the Sahitya Akademi and the Sangeet Nataka
Akademi. His personal life was anchored by his marriage to Vijayamma,

the couple had four sons.

NGP was also a prolific writer and thinker. Among his notable
literary works are Premasangitam, Navamukulam, SriBuddha,
Manavasamskaram, Lokaraiijakam, and Kalpananasilpam. However,
the present study focuses exclusively on his Sanskrit translation of
Rabindranath Tagore’s Gitarijali, which remains a compelling example
of aesthetic sensitivity and translational precision. His version exhibits
an admirable balance between the philosophical weight of Tagore’s
lyrics and the classical elegance of Sanskrit diction, all while preserving

the spiritual tenor of the original.*?

MKN: MKN emerges as a distinguished yet underrecognized Sanskrit
poet and translator from Kerala. Born in the month of Medam (April) in
1081 Kolla Varsham (corresponding to 1906 CE), MKN hailed from

Karikkadu in Manjeri, located in the Malappuram district. He belonged

32 Gitanijali. Translated into Sanskrit by N. Gopala Pillai, Kerala Sanskrit Series,
1951.p.2
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to the Mangattusserri Mana, a lineage known for its intellectual and
cultural heritage.® His father was Neelakandan Nambudiri and his
mother Savitri Antarjanam. MKN received his traditional education
under Raman Nambisan Theppurat, and his lifelong passion for Sanskrit
was later fortified through his marriage to Mahadevi Thampuratti of the

Kottakkal Kovilakam, who was herself an adept Sanskritist and poet.

MKN’s poetic creativity was nurtured in a domestic atmosphere
suffused with Sanskrit. His wife’s literary acumen inspired notable
compositions such as Bhrngasamdesa, Chayad, and Mukundamala, all of
which bear her emotional and intellectual imprint. His personal life,
however, was marked by tragedy and solitude. The early demise of his
mother Savitri compelled him to leave Kotta Kovilakam, and his second
marriage was fraught with discord. Nevertheless, he fathered a daughter,

Manorama, and a son, Mukundan.

A devout theist and ascetic in temperament, MKN led a life
governed by spiritual and literary discipline. Rising daily at Bharata
Muhiirta, he devoted his early mornings to composition. His household
communication was primarily in Sanskrit a deliberate pedagogical
strategy to in still linguistic heritage among his kin. In his leisure, he
translated Sanskrit verses into Malayalam, showing a remarkable

bilingual command. He found great joy in composing poetic verses for

33 Raghavan, K. Kerala’s Unsung Poets: Regional Voices in Sanskrit Literature.

Kozhikode: Manikya Publications, 2012, pp. 58—64.
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auspicious occasions, such as weddings and childbirths, often indulging

in betel-chewing as part of his creative ritual.

MKN remained largely reclusive, maintaining minimal contact
with other Sanskrit scholars. From the age of thirty onward, he became
prolific in his output, meticulously recording the date of every
composition. His works were regularly published in journals like
Udyana Patrika, Bharatavani, and Samskrtapratibha. Yet, despite the
recognition he garnered in North India through the publication of his
books, his fame did not flourish in Kerala perhaps due to the lack of
widespread media coverage or his own disinterest in publicity. He
himself acknowledged his indifference toward fame and his aversion to

promotional efforts.

Among his major works are Bhrngasamdesa  and
Srikrsnaparicasika, both  posthumously published.  Additional
publications include Radha, Vanimanimalika, Sukavilapam, and a
curated anthology titled Kavyamarijari (2013), compiled and published
by his son. In terms of translation, MKN rendered S’rz'krsna—paﬁcdyati
and Bhavagitanjali into Sanskrit, notable for their fidelity and lyrical

beauty.

MKN was also an early advocate of public Sanskrit education.
Through All India Radio, Kozhikode, he broadcast Sanskrit programs
with the support of the Kerala government. In recognition of his

contributions, he received the Samskrtapratibha Puraskaram from the
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Kerala Sahitya Akademi, along with titles such as Vidyabhiisanam,
Sahityaratnam, and Kaviratnam. He received a modest honorarium of
150 per month until his death in Medam 1981 (1986CE) due to age-
related ailments. His birth centenary was commemorated at Karikkottu

in 2006 in a simple but heartfelt gathering.**

The translation of Rabindranath Tagore’s Gitarijali into Sanskrit
by KRW, published in 2008, garnered critical attention for both its
poetic grace and the remarkable context of its creation. *> Among
numerous renditions of Gitanjali, KRW’s translation stands out not only
for its fidelity and elegance but also for the unique fact that it was

undertaken in his twilight years a rare and admirable intellectual feat.

Though KRW’s literary life and contributions are described in
greater detail in the preceding chapter, his translation of Gitanjali
deserves separate scholarly treatment for its stylistic features, metrical
choices, and spiritual tone. Comprising all 103 original songs, his
translation employs only the anustuph metre, which is one of the most
familiar and time-honoured metres in Sanskrit literature. This choice
reflects KRW’s intention to present a work that is both aesthetically

accessible and classically resonant. The division of songs into couplets

3% Nambudiri, Mukundan. "Memoir on My Father: MKN." Bharatavani, vol. 18,
no. 1, 2014, pp. 44-48.

Raghavan, M. Modern Sanskrit Poets of Kerala. Thiruvananthapuram: Kerala
University Press, 2011, pp. 122—-125.
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renders the reading experience fluid and rhythmic without

overwhelming the reader.

What distinguishes KRW’s approach is his emphasis on simplicity
and clarity. There is no reliance on elaborate compound constructions or
complex rhetorical devices; instead, his style is direct and lucid. In this,
KRW adheres to the principles of $abdarthau sahityam (harmony
between word and meaning), making the work approachable for both
scholars and lay readers.’® Unlike many translators who preface their
works with mangalasloka or introductory remarks, KRW dives straight
into the poetic corpus, letting the verses speak for themselves. This
stylistic decision underlines his commitment to the original spirit of

Tagore’s work, which is contemplative and inward-looking.

His dedication to preserving the emotive essence of Tagore’s
verses 1s reflected in passages where bhakti, awe, and existential
humility are foregrounded. The consistency of metre, the simplicity of
diction, and the tonal humility together form a translation that is not
only philologically commendable but also spiritually evocative. The use
of anustuph also situates the translation within the lineage of sacred and
devotional literature, making it resonate with readers familiar with the

Bhagavad Gita or Manusmrti.

36 Subrahmanyam, V. Principles of Sanskrit Poetics. Chennai: Vani Vilas Press,

1999, pp. 84-91
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The same Gitarijali has been translated into Sanskrit by two other
poets of Kerala: Prof. NGP and MKN. NGP’s version opens with six
auspicious verses and adopts the matrachandovicitra metrical pattern,
often echoing the devotional cadence of Sankara’s Bhaja Govindam and

Jayadeva’s Gitagovinda. For example, compare the opening:

WSTIfare WSTifere Mifa< ST 7 |

HYTH T e et e e et gehs w0 |

NGP’s rendering:

SFFTHYT HIHe o TATATHISHHAE 5L

T VI = e o ersiierEeem|

On the other hand, MKN’s translation, entitled Bhdva Gitanjali,
distinguishes itself by its creative emphasis on bhava (emotive
resonance) rather than literal rendition. He employs a variety of metres,

including anustuph and vasantatilaka. His introductory stanza reads:

TRt aTosT T TS

D ~

L O 0N

o EME RSl I CAEI N EI R

~

And concludes:

AETgRINfISuBErcaTiETgi:

o D

RIS TS: I1d: SFich: WTaaresiiet: - |l

Tagore’s original, from the English version:
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"Thou hast made me endless, such is thy pleasure...'
Is rendered by KRW thus:
ST-awhcd Hi qd ST Qe |

FETHE urs weT fead

ST o g e o R |

ST wfeed guaT wwefafd 12
D

NGP states the same poems:

IFFTHYT ATHe o TATATHISHHE 5T |

TEd A = e I = e T eS|

Mangattusseri translated the same poems in his Bhava Gitanjali:

S ICHIRIESITS]
1. f&<t fod Tere=aame
[ERERICIKSRRII LRI

FUY TRt qeTaaidi
O o

EEIESIEER: R I

DD

These examples show the unique literary temperament of each
translator. KRW chooses simplicity and restraint; NGP demonstrates
philosophical reflection and reverence; MKN reflects deep emotional
interpretation. Each version illuminates Tagore’s text differently while
adhering to the spiritual core. It is worth noting how subtle lexical

choices shape the tone and depth of each translation. For instance, in
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rendering Tagore’s phrase “frail vessel,” KRW uses the word bhangura

(W¥€TY), connoting brittleness and fragility. NGP, however, selects
bhidura (ﬁqgt), a term that literally means “that which breaks into

pieces,” emphasizing the transience of human life. MKN’s choice

laghupatrika (a'gmﬁw) is distinct in that it denotes a “light or small

vessel” rather than one that is fragile or broken. Though not strictly
synonymous with “frail,” this choice subtly suggests the vessel’s
inadequacy or capacity for being repeatedly replenished, rather than its
weakness. Each choice is defensible within its interpretative context,

underscoring the translator’s sensibility.

This comparative study highlights the significance of Tagore’s
Gitanjali in the Sanskrit literary tradition of Kerala. It also testifies to
the wvitality of translation as a mode of cultural preservation,

philosophical inquiry, and aesthetic reinterpretation.
The respective translation of “Such in thy pleasure”,

KRW’s translation is “dd ofiar qunfaemr. wd O <l is NGP’s
words whereas MKN’s translation ‘f&d¥ ' is suitable. The word means
pleasing or like. That ‘&fieil” is more suitable is debatable, no, most
suitable. Tagore’s ‘touch’ is ‘STHEIRM’ in the hands of KRW direct

translation without reluctant is a resplendent Sanskritization.
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Yet, Gitaiijali has bettered it with ‘SFREIR’ without loss of

meaning. His translation is subtle.

TaeRteaeq is MKN’s version-neither attributes nor deviations.

This close examination finds that the translation of KRW and Gitanjali
moves properly and suitable with the original text. MKN gives

prominence to BVG or its original meaning.
Where the mind is without fear and the head is held high;
Where knowledge is free
Where the world has not been broken up into fragments
by narrow domestic walls;
Where words come out from the depth of truth;
Where tireless striving stretches its arms towards perfection;
Where the clear stream of reason has not lost its way
Into the dreary desert sand of dead habit;
Where the mind is led forward by thee into ever
Widening thought and action-
Into that heaven of freedom, my Father, let my country awake.

KRW translated as follows:
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AT Tl Ferrg=Tdl 3fieieh e |
T TAHATR, T TTiReh T : |

NGP translated as follows:

SN N e
7 fafiameafa ged Feem qaiafd |

(=N

PERENNRIGIEICR G GEREL LIl

MKN: Tftdq 35

==t it o wrerep weg=ier fRry arfer:|
formTaTs: TR E e e ||

NGP uses ‘freedom

> 27 et it T S |

It is wisdom that engenders authentic freedom across every
domain of life. Wisdom, being a universally pervasive principle,
transcends localized understanding. In this light, the author’s
hermeneutic effort surpasses the semantic bounds of the root word,

capturing an expansive meaning that is succinctly encapsulated in the

phrase bhitirh vina (fifd 1) “without fear.”’

37 ofifct foMT An allusion to the Upanisadic ideal that wisdom liberates from fear (cf.
Katha Upanisad 1.2.22).
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Turning to another example drawn from the depths of truth, one
considers the expression: "Where words come out from the depth of

truth," rendered in the original as yatra I9 SREEMT FEIH

Tefiiesadesa: NGP translates this profound sentiment as 5 STg¥i= =
EICH Wﬁ@?ﬂﬁ";@ﬁ:, which retains the spiritual gravity and poetic

suggestiveness of the source.**This subtle yet powerful phrasing cannot
be adequately discerned in KRW.'s translation, where the metaphysical

nuance is regrettably diminished.

Gitanijali, in its original Bengali and in some faithful Sanskrit
renderings, exemplifies the profound claim that truth resides in

impenetrable depth. The use of the term guha (7€) meaning "cave" or

"secret chamber" is particularly striking. As Sukumar Azhikode notes in

his preface, this term acts as a semiotic pointer to the celebrated

oo

Upanisadic maxim &%&r o ffed Te™M “The essence of dharma is

D

hidden in a secret cave.”® The failure of MKN.'s translation lies in his
rendering of this notion as: "Where truth loses its depth." This phrase

stands as a grave distortion, for it evacuates the metaphysical profundity

38 Translation by NGP (assumed to refer to G. Parthasarathy), known for his
philosophical sensitivity in rendering Gitafijali into Sanskrit.
39 Katha Upanisad 1.2.23: “ATIHTHT Ja==9 T

T HEAT A ST e |

TEAY SATCHT faeguLd o |
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intrinsic to the original. It represents, arguably, the most egregious case

of semantic attenuation a “drainage of depth,” as some have described it.

MKN also attempts to translate the passage: ITed Hﬂﬂﬁ?ﬁ CIE!

forsTd, as: “Where the clear stream of reason has not lost its way into the

9940

dreary desert sand of dead habits.

In comparison, MKN renders the same with remarkable fidelity

and lyrical clarity:

T, Fiehfrer forerear Aridt = fAemee = st Hamemes 39

However, even in Warrier’s translation, certain lexical choices
such as yuktinimagna, mrtacarapa, and niranandam appear -either
semantically excessive or metrically contrived. The use of niranandam
“joyless” lacks poetic grace and disrupts the aesthetic cohesion of the
verse. One is led to suspect that metrical exigencies, rather than

philosophical clarity, guided some of these choices.

In contrast, NGP's poetic technique is marked by exquisite

craftsmanship, characterized by careful syntactic alignment and

conceptual fidelity. His construction: I & gﬁﬁﬁlﬂm a1 99 fomwafa

fouett afeft / dauiAETEEY sededfoedt faff, demonstrates how
9

4 MKN’s version seems inspired by Tagore’s own English rendering, though
stripped of its metaphysical resonance.
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meaning and meter coalesce without sacrificing spiritual depth.*! The
image of the “clear stream” (vimali tatin1) refusing to lose its way amid
the “desert of ancient, dead customs” is not only poetically resonant but

also thematically integral.

Song 8
The child, who is decked with prince’s robes and who has
Jewelled chains round his neck loses all pleasure in his
Play; his dress hampers him at every step.
In fear that it may be frayed, or stained with dust he
Keeps himself from the world, and is afraid even to move.
Mother, it is no gain, thy bondage of finery, if it keeps
One shut off from the healthful dust of the earth, if it robs

One of the rights of entrance to the great fair of common Human

life.
KRW translated as:

CIGEIRE L RISEARE R IRCGH
TAT TR hua fofire: |

NGP translates:

1 NGP's syntactical structure imitates classical kavya conventions while
conveying Tagorean idealism.
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RIERECECIEREIEHCACRIES LR LR e
Wﬁmﬁm YfueH & 9T: ||

e 8 by MKN

fes el TeHTETOl gHT: |

The concept of the child as articulated in the writings of
Rabindranath Tagore is not merely a biological or familial category but
a socio-cultural construct, shaped and sanctioned by the collective ethos
of society.*’ The alienation or ostracization of children whether from
familial structures or the broader societal framework is neither
beneficial to the individual nor consonant with humane principles.
Tagore, through his poetic philosophy, conveys this essential social

theory with profound subtlety and compassion.

KRW’s English translation of Gitarijali stands commendably
close to the semantic and emotive contours of the original Bengali text.*
Tagore’s Gitanjali transforms human life into a vibrant and colourful

carnival of emotional and spiritual experiences. To sever life from this

collective, celebratory rhythm to withdraw from the social organism is

42 Cf. Rabindranath Tagore’s understanding of childhood as an evolving identity

nurtured by the collective soul of the community.
KRW.’s translation of Gitanjali is often lauded for its fidelity to Tagore’s lyrical
cadence and philosophical intent
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to strip existence of its inherent joy and warmth.* Life, according to
Tagore, derives its aesthetic and ethical vitality from its embeddedness

in the social and the divine.

In contrast, MKN’s interpretive approach is comparatively narrow
in scope. His narrative confines itself to a literal portrayal of the
psychological and emotional states of children, particularly in reference

to the Sanskrit phrase “T T T, which he renders in a limited frame.*

The translation thus restricts itself to the depiction of a child’s plight,
without adequately addressing the larger philosophical premise found in
Tagore’s vision that an individual, however affluent, who remains
estranged from the collective life of the community, lives a diminished
and self-centred existence.*® Nevertheless, one may observe that the
underlying idea is faintly implied, albeit without the necessary poetic

depth and social resonance that characterizes Tagore’s original text.
Tagore states that:
Song 11

Leave this chanting and singing and telling of beads! Whom

# Tagore frequently employs metaphors of celebration, festivity, and unity to

describe ideal human existence intertwined with the divine and social.
# " The phrase “7 = @&, drawn from Sanskrit, translates roughly as “it is not for

his benefit,” which in Tagore’s broader vision applies to those who sever
themselves from societal engagement.

Tagore’s critique of luxurious individualism is a recurring theme, particularly in
his rejection of materialism divorced from ethical and communal responsibility.
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Dost, thou worship in this lonely dark corner of a temple
With doors all shut? Open thine eyes and see thy God is
Not before thee!
He is there where the tiller is tilling the hard ground
And where the path maker is breaking stones. He is with
Them in sun and in shower, and his garment is covered
Only I have heard his gentle footsteps from the road before my house.
The livelong day has passed in spreading his seat on
The floor: but the lamp has not been lit and I cannot ask
Him into my house.
I live in the hope of meeting with him: but this meeting Is not yet.
KRW:
FITHTATIHHE T = STOHTET |
U e foHT Igeht Tt |
MKN states that Song 11

ESTETA TSR] ST S oo

e Al Haraad: Jens
SeEATHATCHRIS s HeAd %:
qrafigaRd U 7 f& ot |
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The celebrated line “Leave the chanting and singing and telling of
beads”*” marks a crucial shift in the spiritual ethos advocated by
Rabindranath Tagore in Gitanjali. The stanza, as translated by KRW,
begins with the phrase “Leave this chanting,” rendered in Sanskrit as
kirtanalapam idam, and is composed in the anustuph metre.*® KRW’s
lexical choices in this instance are notably apt and demonstrate a close
fidelity to the semantic and phonetic roots of the original. His use of
kirtanalapam harmonizes well with the Sanskrit tradition of devotional

utterance and aligns with the sonorous tone of the source text.

The term holy, as translated or interpreted in this context,
becomes almost like a ceremonial costume suggesting an external
display rather than an internal transformation. ¥ KRW’s treatment
underscores Tagore’s subtle critique of ritualism, where external sanctity
can become performative rather than reflective of genuine spiritual

insight.

The translation by NGP of this particular verse is notably striking,
warranting special attention. His rendering does not merely restate

Tagore’s original but enhances its aesthetic and philosophical

47 Rabindranath Tagore, Gitdiijali, Song 11, translated by the poet himself in his

English edition (1912).

The anustuph metre is one of the most commonly used Vedic and classical
Sanskrit metres, consisting of four padas of eight syllables each.

This alludes to Tagore’s critique of ritualized piety, wherein the sacred is often
commodified or reduced to spectacle.
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resonance. °° KRW’s interpretation of “path-maker” through the
compound beginning with marga- is perhaps unnecessarily extended.
The simplicity of the original metaphor is diluted by this elaboration.

The word door, for instance, is rendered as ffed in one translation,
whereas KRW chooses dTe.’! While both terms may denote a closed or
covered doorway, fufed carries greater poetic subtlety and fluidity. Its

euphonious quality and nuanced connotation make it more aesthetically

effective in the context of this devotional and contemplative verse.

Notably, KRW’s rendering of the Sloka in the vasantatilaka metre
adds a refined lyrical structure to the translation.>? The metrical cadence
of vasantatilaka lends a heightened musicality that aligns well with the
elevated spiritual tone of the original. His choice of the line
rudraksayastim imam asu japam tyaja tvam (“quickly abandon the
muttering of this rosary”) reveals a deliberate and thoughtful application

of vocabulary.>® This line reflects more than a literal translation it

% NGP’s translation of this §loka, though not specified in detail here, appears to

evoke a more faithful emotional tone and poetic economy.
fafza, meaning "covered" or "closed," carries a gentle and poetic suggestiveness,
while kavata (%412), though technically correct, feels heavier and less fluid.

51

52 Vasantatilaka is a classical Sanskrit metre known for its elegance and use in

romantic or devotional poetry, comprising 14 syllables per line in a specific
pattern.

The use of rudraksayasti (rosary of rudraksa beads) situates the verse within a
specific cultural and devotional milieu, while tyaja (abandon) delivers Tagore’s
iconoclastic message.
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captures the spirit of Tagore’s urging to renounce superficial religious

acts in favour of living spirituality embedded in action and presence.

The phrase Af-et~dTaaq: =8 “in the darkest inner sanctum of the

temple” is especially noteworthy for its layered imagery.>* The use of
such a compound evokes the stark interiority and seclusion associated
with mechanical worship conducted in isolation. This phrase acts as
both a physical description and a metaphysical critique Tagore's
suggestion that truth and divinity lie not in secluded ritual but amidst the

everyday toil of the world.
Song 45

Have you not heard his silent steps? He comes, comes, ever

comes.

Every moment and every age, every day and every night he
comes, comes, ever comes. Many a song have | sung in many a mood of
mind, but all their notes have always proclaimed,” He comes, comes,
ever comes” In the fragrant days of sunny April through the forest path

he comes, comes, and ever comes.

In sorrow after sorrow, it is his steps that press upon my heart, and

it 1s the golden touch of his feet that makes my joy to shine.

% The compound #fet- Fara-aw:-518 is structurally rich and semantically potent,
symbolizing the spiritual obscurity that can result from excessive ritualism.
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KRW

et fHRTegerRuT=TT: foh 1 T Za:

ST | FoHT YTHTe T et ||

NGP

MY A1 Frfafiafig wed

o o0 :

MHETE dcqqUd-H_ |

MKN

A=< TeaTafar=aTe 7 fehreEd o

o o _ A
HANT=Sd HHTT=SATT=S[d Had H:|
HehcTy, Yy Ty Ay = |

D D NN N
qHATY BTy e : w@m|

A comparative philological analysis of select verses from

Gitanjali reveals the nuanced lexical choices made by various
translators and commentators, each demonstrating a distinct sensitivity
to linguistic fidelity, poetic rhythm, and semantic depth. Verse 45 of
Gitanjali provides a compelling example of this divergence in

translational approach. The phrase "silent steps" in Tagore's English

version is rendered as TI9See=RU=ITE: in the translation of KRW3® This

KRW’s translation demonstrates a careful morphological derivation, drawing on
classical Sanskrit compounds to retain fidelity to Tagore’s imagery.
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compound, constructed from ™8 ¥6&: and TWOIM: (placing of feet),

closely mirrors the morphological and semantic roots of the original,

preserving both its auditory silence and its rhythmic movement.

In contrast, the translation found in the Gitanjali Sanskrit edition

reads F&a q@EUaY, a phrase that is notably more euphonious and

musically resonant.’®The term nirnisvana evokes a sonorous quietude,

while dciqUqd"H suggests a gentle falling of feet. Despite the auditory

appeal of this version, KRW’s f¥3Teq=u=I: may be deemed more

etymologically justifiable and closer to the core meaning of “silent
steps,” particularly given its faithful derivation from classical Sanskrit

roots.

MKN.’s rendering, however, introduces an interpretive shift. The

hrase is altered to fI9STse=RU=ATE: omitting the final visarga and subtl
p g g y

altering the phonetic integrity.>’ Furthermore, the expression “silent
steps” appears to vanish altogether in his version, substituted instead by

T dIS[d=I: a phrase that translates roughly as “gentle placing of

those feet.”°®While‘d#=<5> conveys slowness or gentleness, it does not

3¢ The rendering nirnisvanam tat-pada-patanam is metrically smooth and sonically

rich, albeit slightly removed from the original term “silent.”

7" The omission of visarga in Feemeewrma: may reflect metrical accommodation,

but it compromises the crispness of compound closure.

8 = qeqefemma: suggests pace and grace but lacks the essential auditory absence

implied by “silent.”
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fully capture the quality of silence, making one question whether this
surrogate is adequate in preserving the spiritual and sonic nuance of

Tagore’s original.

A similarly revealing comparison arises in Gitanjali verse 52,
particularly in the translation of the word "rose." KRW opts for

SITHEAY,  a term denoting the hibiscus flower, commonly used in

NoTRER

Sanskrit poetics and religious contexts.’® In contrast, another translation

offers TUUSHTAT, meaning a garland of lotuses.® This lexical shift raises
pertinent cultural and semiotic questions: while the STUTRgHA may be

linguistically closer to the English "rose" in hue and appearance, it does
not culturally or symbolically function as the rose does in the Western
poetic imagination. The lotus garland, on the other hand, enjoys a
broader familiarity among readers of Indian devotional poetry and

iconography.

Some translators attempt a compromise through phrases like

TIATThdT AT, suggesting a garland made of land-lotuses or terrestrial

lotuses.®! While this maintains poetic dignity and floral symbolism, it

still distances itself from the specific connotations attached to the rose in

39 g is traditionally associated with worship, especially of deities like Siva,

and is appreciated for its vibrant red colour.

60 gfit a common synonym for the lotus, is deeply embedded in Indian poetic and
spiritual traditions, symbolizing purity and transcendence.

6! worermmr literally means “earth-lotus,” but its botanical basis is tenuous; it serves

more as poetic metaphor than floristic accuracy.
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the original English. In Indian literary and devotional traditions, the rose
is less frequently emblematic than the lotus or champaka, and the
hibiscus, though closer in coloration, lacks the layered symbolism of the

Western rose.®*Thus, the choice of SI%HHH as a lexical parallel, while

technically plausible, is culturally incongruous in conveying the

emotional valence embedded in Tagore’s imagery.
Song 52 by Tagore
Early in the day it was whispered that we should sail in
A boat, only thou and I, and never a soul in the world
Would know of this our pilgrimage to no country and to no end
In the shoreless ocean, at thy silently listening smile

My songs would swell in melodies, free as waves, free from all

bondage of words.

In the time not come yet? Are there works still to do?

Lo, the evening has come down upon the shore and in the
Fading light, the seabirds come flying to their nests.

Who knows when the chains will be off, and the boat,

Like the last glimmer of sunset,

62 In European and Persian poetry, the rose symbolizes beauty, love, and transience
connotations that are not typically mapped onto the hibiscus in Indian thought.
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Vanish into the nights?

KRW: 79 #Uaferd Ared STspgHiH|

o

ferq eTHeTeeSE T 8 T Hsward]

NGP: qeRTeteh[oTd i SRfESTHTAT FATerdHeRerIA Y e,
Tegy T wederss wafd dad: @l fshrd
T I < hid= HTATITReATITA T 3Tl

MKN Song 52: SIeuehd] HIAT HelchUa [oRIfSIaT |

TRl SR ATaal ah ST ||

All age in sloka 71 quotes is translated by KRW as,

T AT FTToT T /oy = <1,

Sanskrit Gitanjali by NGP

RIS RUIRICCIERERIEIRIRE LIV SIS UEIBE
MKN in BVG: Sfarsiaferismaciierar o dsfo o |
TS T Hartor saart werf= = 1|

In interpreting the metaphysical motif of ‘“hide and seek”
embedded in Gitarijali, both NGP and MKN offer a vision that elevates
this imagery to the level of divine Iila a playful, yet profound,
expression of cosmic rhythm. Tagore’s poetic suggestion of the divine
presence being at once immanent and elusive finds a compelling

counterpart in their renderings, which conceptualize the act of
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concealment G'hq:n:[) and revelation (WP'TUIT[) as manifestations of the

Lord’s eternal sport.

NGP and MKN.,, in particular, interpret “hide and seek” not as a
mere child's game or symbolic metaphor, but as a representation of the
Supreme Being’s unceasing prank an endless cycle of veiling and
unveiling that structures the very fabric of creation. % In MKN.’s
rendition, this divine play is rendered with remarkable poetic grace,
employing rhythmically resonant language that evokes the pulsation of
the cosmos itself. His translation teems with evocative expressions,

aligning the alternating phases of gf¥ and Y& with the playful gestures

of a transcendent consciousness. Through this elevated portrayal, MKN
arguably surpasses the tonal range of the original, presenting the divine

sport not as metaphor but as metaphysics.®

The rhetorical strategy in MKN’s work transforms Tagore’s
mystical intuition into a vision of cosmic dramaturgy. The oscillation
between visibility and obscurity becomes a symbolic structure for

understanding reality where God is both the seeker and the sought, the

63 The motif of “hide and seek” (often interpreted through Iila) is a recurring theme

in bhakti literature, where the divine play includes concealment as an act of
grace and pedagogical love.

MKN.’s rendering parallels the structure of cosmic duality creation and
destruction as found in Samkhya and Vedanta metaphysics, but dramatized
poetically.
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hidden and the manifest. This approach enriches the poetic fabric and

elevates the spiritual tenor of the text.

By contrast, KRW's translation adheres more closely to the

semantic boundaries of the terms T and #FVH, rendering them in a

manner that preserves their denotative meanings concealment and
seeking, respectively. ® While this method ensures a faithful
representation of the source concepts, it does not attempt to embellish or
reframe the imagery with elevated poetic nuance. The result is a version
that remains within the limits of linguistic accuracy, but lacks the

visionary resonance that marks MKN’s interpretive scope.

Therefore, while KRW’s translation offers clarity and philological
precision, MKN’s interpretive boldness, coupled with his rich poetic
diction, infuses the idea of “hide and seek” with a celestial and cosmic
dimension. NGP, similarly, imagines the divine game as an archetype of
spiritual experience, where the seeker’s longing and the divine’s elusive
nature become the twin poles of devotional consciousness. * This
interpretive elevation illustrates how translators not only convey

meaning but reimagine philosophical depth through poetic craft.

Tagore Song 83

65 KRW’s use of gopanam and marganam is lexically sound, yet his focus remains

on preserving literal meaning rather than exploring metaphorical richness.
NGP aligns with devotional traditions that emphasize the soul’s yearning and
God’s intentional withdrawal as catalysts for spiritual growth and realization.
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Mother, I shall weave a chain of pearls for thy neck with my

Tears of sorrow

The stars have wrought their anklets

of light to deck

Thy feet, but mine will hang upon thy breast.

Wealth and fame come from

thee and it are for thee

To give or to withhold them. But this my sorrow is
Absolutely mine own, and when I bring it to thee as me

Offering thou rewards me with thy grace.

KRW: 2 HIqHA JaHome ]
T q IS ThTENHE T

NGP: AT Tgi qe TAY ey
HETE T TR WHH e TaT2[oTt

T GHEHT ATahue e Hosiit
foreufd T I&ar O HH AT S|
MKN: 7fidq 83

AT g T femgi: |

G a9 Tt BT FHURTEH ||
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In Song 83 of Gitanjali, the phrase “wealth and fame come from
thee and it 1s for thee to give or to withhold them” encapsulates a central
theological affirmation in Tagore’s spiritual vision the absolute
sovereignty of the Divine over worldly attainments. ®” This idea is

rendered by KRW with the expression datum na datum (3Tq = s1qH),

which, while grammatically correct, offers a rather minimalistic
interpretation, suggesting “to give or not to give.” The structure employs
the infinitive form of the root Vda (to give), maintaining syntactic
economy, though the nuance of “withholding” remains somewhat

implicit rather than express.

In contrast, the Sanskrit Gitarnjali version (unattributed here, but
presumably by another translator) offers datum te ca vidhatum (37d L)
%%41@),69 which more explicitly captures the divine agency not only in
bestowing (&’I‘g;r) but also in withholding or determining (%PEI@). The use

of vidhatum from the root Vdha with the prefix vi- suggests not merely a
denial but a deliberate, sovereign withholding or ordaining. This choice
is semantically richer, evoking a sense of divine will and purposeful

reservation, aligning more closely with Tagore’s metaphysical intent.

67 Rabindranath Tagore, Gitasijali, Song 83, in his own English translation (1912),

where he asserts divine prerogative over worldly endowments.
68 KRW’s use of ard 7 =rq is syntactically straightforward, but lacks lexical depth in
rendering the withholding aspect.

The phrase datum te ca vidhatum (to give and to withhold) more accurately
mirrors the full implication of Tagore’s line, indicating both divine generosity
and restraint.
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MKN, however, renders this concept through the expression &I =
garfd), 7 which translates to “he gives and does not give.” This

construction, though poetic in its repetition and contrast, lacks the
nuance of volition present in vidhatum. It captures a binary of divine
action and inaction but fails to articulate the possibility of deliberate
withholding as an act of divine wisdom or inscrutable will. A critical
philological assessment reveals that to convey the idea of “withhold”

with full semantic force, the use of %ﬁl‘l@ i1s both etymologically and

philosophically more precise. ' Thus, while all three versions
approximate the intended meaning, the subtle variances in their word
choices expose the different levels of interpretive depth and linguistic

fidelity.

A related area of interpretive divergence appears in the rendering
of the thirteenth verse of Gitarijali, wherein Tagore writes: “The time
has not come true, the words have not been rightly set.”’> This verse,
marked by its introspective hesitation, suggests a spiritual or poetic
incompletion where readiness is awaited, and articulation remains

imperfect.

70 zarfa 7 =arfe adopts a stylistic antithesis, yet lacks the precise sense of intentional
withholding that vidhatum conveys.

See Monier-Williams Sanskrit-English Dictionary, s.v. “Vdha” with the prefix vi-
, which includes senses such as "to dispose," "to ordain," and "to withhold."

Gitanjali, Song 13, reflects on poetic and spiritual inadequacy a moment of
hesitance before divine readiness.
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Among the translators under consideration, two major renditions
reveal a contentious landscape of interpretation. While one translator
retains the reflective tone by closely adhering to the original idea of
spiritual latency and verbal imperfection, another introduces alternative
metaphors or modifies syntactic structures that shift the emphasis away
from Tagore’s intent. This has led to interpretive controversy,
particularly regarding the phrase “the time has not come true,” which
carries both temporal and existential significance.”® Some argue that the
phrase indicates an unfulfilled spiritual awakening, while others see it as

poetic modesty a reluctance to assert finality in expression.

Such divergences underscore the broader issue of translation as

interpretation. Word choices like 3Td, I%IW‘S;T, and €aTfd, or the rendering of

b

abstract phrases such as “the time has not come true,” illustrate how
minute lexical decisions reveal the translator’s theological, poetic, or
philosophical orientation. * A discerning scholar can, through such
comparative study, grasp not only the semantic content but also the

tonal, devotional, and metaphysical posture adopted by each translator.

KRW and NGP respectively translate: -

HTTAT IehehTel F RT6aT: TR A TS|

> Interpretations vary between a spiritual postponement (kalah na satyam abhavat)

and artistic incompleteness, inviting theological and poetic readings.

On translation as theological hermeneutics, see Walter Benjamin, “The Task of
the Translator,” where the tension between literal fidelity and expressive truth is
explored.
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Sferaearar AT gemT
fo=masta 7 vy watal NGP

AATTd AT T kel MKN

The word “time,” as employed in the original text of Gitarjali,
reveals a nuanced semantic field that has invited varied interpretative
responses from different translators. In particular, the thirteenth song’s
phrase often rendered in English as “The time has not come true”
becomes a focal point of lexical debate when examined in its Sanskrit

and Malayalam translations.”

Two translators, including KRW, render the word “time” as hlcTH,

connoting the linear passage of temporal units such as hours, days, and
years.”SThis interpretation aligns with the commonsensical and mundane
understanding of time as measured duration a perception generally held
by laypersons. However, this reading arguably underplays the deeper

metaphysical resonance embedded in the original.

In contrast, MKN introduces the term talam (dTe™), a word that

signifies rhythm, particularly in a cosmic or musical sense.”’” This lexical

choice, though subtle, shifts the semantic orientation from chronological

> Rabindranath Tagore, Gitaijali, Song 13, in which the poet reflects on poetic

incompletion and a sense of spiritual unreadiness.

76 KRW and others use #w@m, conforming to the ordinary denotation of “time” as

sequential or chronological.

"7 MKN’s use of @ aligns with Indian aesthetic theory #reasmem, where rhythm

embodies the cosmic order and aesthetic timing.
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time to a metaphysical concept of divine or cosmic rhythm. It
transforms the poet's hesitation not as a delay in time per se, but as a
misalignment with the underlying cadence of the universe a discord
between human expression and the eternal pulse of existence. Many
scholars, especially in the South Indian literary tradition, endorse this
interpretation, observing that talam better accommodates the poetic and

spiritual ethos of the verse.”®

Notably, Mavelikkara Achuthan adds a further dimension to this
discourse in his commentary on NGP’s prose translation. He contests the

appropriateness of interpreting the word as 3@, typically rendered as

“proper” or “fitting.” According to Mavelikkara, this term fails to
reconcile with the poet’s original intent. He refers directly to the Bengali
original of Gitarnjali, emphasizing that the corresponding word therein
more precisely denotes “sound” or ‘“voice” rather than “time” or
“rhythm.”” His argument rests on the phonetic and contextual reading
of the Bengali term, which he claims reflects Tagore’s poetic struggle
not with temporal deferral but with the inadequacy of articulation the

misfiring of poetic resonance.

8 On ar@m as cosmic rhythm, see Kapila Vatsyayan, The Square and the Circle of

the Indian Arts (IGNCA, 1997).
Mavelikkara Achutan references the original Bengali Gitanjali and argues for
“yoice” as Mavelia more accurate correlate, underscoring the poetics of sound.
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Further critical insight is offered by the eminent critic Sukumar

Azheekode, who, in the preface to NGP’s @&kd Tfidresitel, underscores

the acute perceptiveness of the poet.®® Tagore, according to Azheekode,
is not simply marking time, but observing the existential moment where
word and meaning fail to meet an ontological pause rather than a
chronological one. Building on this interpretive line, Professor NGP

praises the use of the compound 3T in translation, which elegantly

fuses propriety with rhythm, conveying that the “right rhythm” or

“fitting cadence” has not yet been achieved.®!

This linguistic precision in translation, as maintained by NGP, is
not a matter of philological pedantry but a profound interpretive act. It
ensures that the philosophical subtleties of Tagore’s verse are neither
diluted nor distorted. A close comparative study reveals that while each
translator brings valuable perspectives, NGP’s sensitive employment of

3fd dre: stands out as a moment of careful attunement to both the

spirit and the structure of the original poem.
In conclusion, although no serious flaws emerge from a detailed

analysis of the three translations, the differences in rendering the

concept of “time” illuminate the interpretative richness and complexity

80 Sukumar Azheekode’s preface to NGP’s @&hd wiamesiid emphasizes Tagore’s
acute sensitivity to spiritual and linguistic resonances.

81 Prof NGP’s analysis upholds 3fd@ @t as a refined translational choice,
encapsulating rhythm as aesthetic propriety.
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inherent in Tagore’s poetics. Whether conceived as e, dTe™, or 3=
diet™, the word in question opens a window onto the translator’s

philosophical stance and aesthetic sensibility reminding us that in

poetry, as in music, timing is not merely temporal, but existential.

NGP’s translation of Gitaiijali may aptly be described as TidTcHsh

imbued with the soul and cadence of lyrical expression.?? Its recitation
flows with a natural smoothness, appealing both to the ear and to the
contemplative sensibility of the reader. Nonetheless, KRW emerges as
particularly distinguished in his meticulous selection of words, placing
them with precision and appropriateness in contexts where meaning and
rhythm converge. 3 His lexical choices consistently reflect a deep

understanding of Sanskrit poetics and semantics.

The achievement of KRW merits special commendation for a
reason beyond linguistic elegance. Having been a self-taught scholar of
Sanskrit, he undertook the formidable task of translating Tagore’s
magnum opus into Sanskrit not in his early years, but at the venerable

age of sixty.® Such intellectual perseverance and late-life scholarly

82" The term Gitatmakam implies that the work bears the qualities of lyrical song

(gita) suffused with soulful expression (atman), which fits the tone and structure
of NGP’s translation.

KRW demonstrates a scrupulous attention to both semantic accuracy and
metrical appropriateness in his word choices.

His self-taught mastery of Sanskrit and his undertaking of this complex
translation project at sixty exemplify autodidactic perseverance and scholarly
integrity.
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vigour exemplify the spirit of lifelong learning and creative dedication.
His translation is thus not merely a literary exercise but a testament to

erudition born of deep commitment and passion.

MKN, on the other hand, announces at the outset of his

translation that his aim is to convey the wraTd: the emotive and

philosophical essence of Tagore’s poems.? His work is executed across
various classical Sanskrit metres, attesting to his poetic agility and
mastery over Sanskrit prosody. This effort situates him not only as a
translator but as a genuine Sanskrit poet. His poetic talent finds
expression beyond Gitarijali, as he has also rendered several works from
English into refined Sanskrit verse an achievement that signals both

literary range and linguistic dexterity.%

Collectively, these three translators KRW, NGP., and MKN stand
as testament to the dictum famously articulated by Thomas Alva Edison:
“Genius 1S one percent inspiration and ninety-nine percent
perspiration.” 87 Their achievements in bringing Gitaijali into the
classical register of Sanskrit confirm this maxim in literary terms.

Through laborious effort, they have recreated the poetic soul of Tagore’s

8 See the introduction to MKN.’s Sanskrit translation of Gitaijali, where he

articulates his focus on conveying wmre:, or the essential emotive meaning.

8 MKN’s translations of English poetry into Sanskrit further reflect his adeptness

at cultural and linguistic transcreation.
This paraphrase of Edison’s well-known dictum aptly captures the labour-
intensive dedication of the translators in re-creating Tagore’s spiritual vision.
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verse in a language renowned for its spiritual gravitas and aesthetic

discipline.

A matter-of-fact comparative study of these three Keralite
scholars reveals that all of them, despite varied approaches and stylistic

differences, are commendably successful in preserving the Sfig=H the

liveliness and life of Tagore’s original work.®® Variations in word choice,
imagery, and interpretive leanings are both inevitable and welcome in a
task of such poetic and philosophical magnitude. These differences,
rather than diminishing their accomplishments, offer a rich field for

philological and aesthetic inquiry.®’

Minor errors or inconsistencies may be found upon close
examination, as is to be expected in any large-scale translational
undertaking. Yet these are far outweighed by the manifold merits of their
work. The cumulative literary value of their translations eclipses these
shortcomings, rendering them almost negligible in the broader view.
What remains is a corpus of Sanskrit translations that not only pay
homage to Rabindranath Tagore’s genius but also contribute
significantly to the modern reception of Gitanjali in India’s classical

language of learning and spirituality.

8 All three translators successfully maintain the affective and philosophical

resonance of the original Gitarijali poems in their Sanskrit versions.
These differences allow for a multidimensional understanding of the text,
enriching its study and appreciation across disciplines.
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Poetry, owing to its elusive and often undefinable essence, has
been the subject of varied definitions and classifications throughout
literary history. From the ancient Sanskrit kavyalankarasastra to
contemporary critical theory, each attempt to define poetry unveils
certain limitations. Generally, poetry may be perceived in two ways:
first, as that which provides fleeting pleasure ephemeral, limited to a
moment, a season, or a passing emotional state; and second, as that
which offers an enduring, genuine, and unconditional delight to the

refined reader or THJM, transcending the temporal and reaching the

eternal®®.

This second kind of poetry natyantam $asvatam kavyam is what
may be called timeless poetry. Such poetry, irrespective of linguistic
medium, cultural origin, or socio-historical context, surpasses all
limitations and continues to illuminate the hearts of readers across
generations. It possesses the rare ability to touch and caress the most
subtle and hidden chords within the human soul. Each re-reading of
such poetry reveals newer layers of meaning, enriching both the intellect
and the emotion a quality akin to rasa-dhvamsa-rahita-kavya, the poetry

in which the aesthetic experience (rasa) never diminishes®!.

% For discussions on the classifications of poetry in Sanskrit poetics, see

Kavyaprakasa of Mammata and Sahityadarpana of Visvanatha Kaviraja.

Anandavardhana’s Dhvanyaloka, ed. Ingalls, Masson, and Patwardhan, Harvard
Oriental Series, 1990.
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Among the select few who have achieved this literary
immortality, Kalidasa believed to have lived nearly two millennia ago
remains exemplary. His poetry continues to elevate readers with its
union of aesthetic grace and philosophical depth. However, such
creative genius is extremely rare. Anandavardhana, in his Dhvanyaloka,
observes that poets of this stature are but a handful perhaps only five or
six throughout literary history®>. Works of such calibre are described by
the term maha-kavya or classic. One such modern classic is
Rabindranath Tagore’s Gitarijali, a poetic masterpiece that embodies

both spiritual longing and literary excellence.

The Journey from “I” to “You”: The Metaphysics of Longing can
be seen in Gitanijali. At the core of Gitanjali lies a profound
metaphysical yearning a ceaseless attempt to bridge the ontological gap
between the limited self, referred to as “I,” and the supreme truth,
invoked as ““You.” The oscillation between intimacy and alienation from
the Divine pervades the entire text. The sense of nearness is invoked
when the poet writes, “You have filled this fragile vessel with new life
again and again,” suggesting divine grace and renewal. Yet, a

corresponding sense of distance appears in verses such as “When I do

2 Dhvanyaloka, Book I, commentary on uttamottamdh  kavayah
paficasatpramanatah.
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not see You, my mind becomes restless; my work turns into a shoreless

sea,” conveying spiritual disquiet and longing®*.

This dialectic of nearness and distance marks an infinite spiritual
journey from the incompleteness of the self to the fullness of the
Absolute. The poet expresses prayers filled with urgent yearning:
“Before I wither and fall into the soil, may I become Yours,” and “Pick

2

me for Your offering before it is too late.” Here, the egoic self
(ahamkara) dissolves into a higher identity through surrender

(Saranagati), echoing the Bhakti tradition of Indian spiritual literature®.

At several junctures, Tagore’s voice is marked by a profound
humility “When I stand before You, I realize the poverty of poetry in my
poetry.” This confession of insufficiency reflects both spiritual humility
and aesthetic self-awareness, revealing the poet’s recognition that

artistic beauty alone cannot suffice without divine presence.

Renunciation, Ego, and the Path of Liberation reflects in
Gitanijali. The poet’s journey 1is also marked by an increasing
detachment from ritualism and external symbols of religiosity. In the
course of the spiritual ascent, Tagore declares: “I abandon this song, this
bhajan, and these rudraksa beads. I am leaving my silence and

meditation; I am throwing away the flowers and incense.” The repeated

93 Tagore, Rabindranath. Gitasjali. Trans. Tagore himself, with introduction by

W.B. Yeats, Macmillan, 1912.p.2

% Cf. the Bhakti Siitras of Narada and the Tiruvacakam of Manikkavacakar for
similar expressions of longing.
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renunciations underscore the realization that true spirituality lies not in
form but in essence, not in ritual but in inner transformation®.

Ego (aham) emerges as the central impediment to spiritual
fulfillment: “I cannot bow down at Your feet. My pride does not permit
proximity to You.” The poet identifies this internal obstacle as the most
significant barrier between self and the Divine. Liberation (moksa),
thus, is not external but internal, requiring surrender of the self rather

than escape from the world.

This movement from karma-bandhana (the bondage of action) to
karma-yoga (liberation through right action) is a major philosophical
thread in Gitanjali. The poet affirms: “I see Him... through the sweat of
hard work,” expressing a conviction that the Divine is to be realized not

in renunciation but in the spirit of action imbued with surrender®. This

is closely aligned with the Bhagavad Gitas teaching: “FHUaTIerRIEd HT

tbﬁg sharaHl” “You have the right only to perform action, never to its

fruits™’

%5 See Ramakrishna Paramahamsa’s rejection of ritualistic piety in The Gospel of

Sri Ramakrsna, tr. Nikhilananda.p.4

Tagore, Gitanjali, Song No. 11, “I have seen thee in the sweat of the toiling

masses.”

7 Bhagavad Gitd, 2.47. See also Radhakrishnan, S., The Bhagavadgita, Harper
Collins India, 1993.
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W.B. Yeats and the Universality of Vision can be seen in
Gitanjali. The universality of Tagore’s poetic vision did not go
unnoticed in the West. W.B. Yeats, in his preface to the English edition
of Gitarnjali, recounts the story of a Bengali doctor who, despite
knowing no German or Latin, was deeply moved by Tagore’s poetry.
Yeats saw in Tagore not only a poet but a saintly figure, whose voice
expressed a life steeped in philosophical introspection and divine
yearning®8. Tagore’s influence extended across Europe, and his lectures
and readings drew immense crowds, most notably in Calcutta, where the
streets were impassable due to the crowds gathered for his public

address.

Yeats also reflects on the Tagore family's spiritual and artistic
contributions. In contrast to Western propagandist literature and
moralistic epics, Tagore’s work offered a gentle religiosity, reminiscent
of St. Francis of Assisi and William Blake, where love, not dogma,

becomes the path of salvation®.

The poems in Gitarnjali, Yeats remarks, are not “learned fictions,”
but verses that have grown “from the common soil,” echoing centuries
of bhakti, Sufi, and folk traditions in Bengal. They reveal a civilization
that, while rooted in tradition, does not shun the sensibility of the beggar

on the street, the labourer in the field, or the child at play.

% Yeats, W.B., Introduction to Gitanjali, 1912.p.5
9" See Nicol Macnicol’s works on Tagore for Western theological parallels.
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One can notify the Immortal Spirit of Gitarijali exemplifies what
timeless poetry is meant to achieve: an enduring resonance in the
reader’s soul. It touches upon the most delicate spiritual truths longing,
surrender, love, humility, and liberation without the weight of dogma or
intellectualism. The spiritual ascent from the finite “I” to the infinite

“You” forms the very spine of this poetic work.

In a transient and uncertain world, Gitanjali continues to offer
solace, inspiration, and a path toward inner peace. It speaks to those in
search of the Divine not in abstraction, but within the ordinary rhythms
of life. As long as the human soul seeks union with the eternal, Gitanjali

will remain a beacon a classic in the truest sense.

An Exegetical Analysis of Song 1 of Gitafjali in Sanskrit

Translation

From time immemorial, ancient Indian thinkers have affirmed the

four g’ENT%’f e, 37f:, M, Wi&T: as the foundational pillars of human

life.! These goals, both material and spiritual, are not to be seen as
mutually exclusive but rather as harmoniously coexisting, sustaining the

totality of human existence.

100 The purusarthas represent the four ends of human life: moral order (dharma),
wealth (artha), desire (kama), and liberation (moksa). See Radhakrishnan, S.,
Indian Philosophy, Vol. 1, for a comprehensive discussion.
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In this context, the human body is portrayed as the sacred vessel

a1 designed to preserve these T¥WY and to relish their rasa

(essence), which vitalizes life. The Sanskrit verse SRARHE U weii=ad
oJAT encapsulates the transitory nature of the physical form, which, upon

becoming brittle and dysfunctional, is emptied by the Supreme Being. It
is the Divine who, as the sole possessor of life’s rhythm, withdraws

prana (breath) and instils new life into a renewed bodily form.!*

The translator’s choice of the word patra (4=H) here is apt and

103

semantically precise. In contrast, the term bhajana (¥TSIH) '™ is less

suitable. The root ¥S[ means ‘to divide or separate,” and its derivative

bhajana via the lyut suffix denotes a container, yet lacks the spiritual

nuance required in this poetic context. '%

In contrast, patra evokes
connotations of worthiness and receptivity, commonly associated with

ritual vessels and sacrificial containers in the $astric tradition.'%°

101 g7 oy o edh weferrqeare o |(3FTf 1056)

102 The metaphor of the body as a vessel is central in Indian philosophy, found

extensively in Upanisadic and Puranic literature.
103" ot gorereprtfor (1886) farwrsart gearst:|(FFom ez weord, ooy, 3fd7 we ST

104 The suffix lyut forms instrumental or agent nouns and is employed in the

formation of bhajana, though the spiritual connotation required here is less
fulfilled by it.

In ritual literature, patra denotes a vessel deemed worthy to receive offerings or
blessings. Cf. Satapatha Brahmana, 1.1.1.
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Ancient poets have envisioned the human body as a navadvara-
pura,'® a city with nine gates, and also likened it to a flute with eight
holes, a metaphor rich in mysticism and divine intimacy.'”” In such a
framework, the poet’s plea “May I imagine that I am a flute, which you
take into Thy hands according to Thy will and make melodies?”
resonates profoundly. The image evokes Sri Krsna’s vani (sound)
expressed through the flute, a motif that aligns with the verses of Sr7
Krsna-karnamrtam by Lilasuka,'%® where the divine musician breathes

life into inert bamboo.'*’

The pronunciation and usage of 3g3¢''" in some versions are

philologically problematic. According to Paninian grammar, the correct
conjugation of the verb form should reflect syntactic agreement with

voice and mood. In the Bhava Gitaijali, the expression I~ o]

(“carrying this flute”) is used in masculine form, maintaining

grammatical concordance. The application of the root @f*I, meaning ‘to

go’ and categorized under bhvadi-gana (¥@Tfe 925), is traditionally

106 g q¢ 3¢ ¥ e #re Bhagavadgita.v. 13

107 The metaphor of the human body as a flute is found in Bhakti literature, where
the Divine is imagined to play the human as an instrument of expression.

108 s1fty STfty ety e crewfer FgTETEdTgE S (off .%)p.92
ARy A qeprae Rl aTaeEs ot yomme ar= (#f.%) p.62

109 See Sri Krsnakarnamrtam, verses 20-25, for poetic invocations of the Lord as
the celestial musician.

10 3g3¢ qan] o maifay &y o | KRW
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atmanepadi (used in the middle voice).!'! Therefore, the use of the

parasmaipada form @gald!!? in some Sanskrit translations of Gitanjali
raises critical questions. In light of Paninian doctrine, foergad! *would

be a more grammatically and contextually sound choice.!!*

The verse tava anantani danani mam prati samagacchanti ("Thy
infinite gifts come to me") is followed by the idea that the limited
human frame is incapable of receiving the boundless bounty of the

Divine. The expression WW: “through exceedingly small

hands” emphasizes human limitation. In the Sanskrit Gitarnjali, this is

rendered as:

gffraaRiy T e SRTIRaTI This phrase exquisitely

captures the poetic paradox: even the most limited human receptacle can

be overwhelmed by the infinitude of divine grace.!"”

In this respect, the three Sanskrit translators KRW, NGP., and
MKN. have succeeded, each in their own manner, in communicating

this 1neffable tension between the finite and the infinite. Their

"1 The root laghi (Nafr) is a rare variant and is interpreted under bhvadi-gana as an

intransitive root, generally atmanepadi.
M2 v cufe €t what | SKG
13 goreuged ¥ Rt fege IKRW

14 Panini’s rule 1.3.13 (atmanepadinam nit) prescribes atmanepada for specific

roots, where context demands reflexivity or internal action.

5 The poetic structure, emphasizing divine abundance against human smallness, is
9 9

a recurring trope in devotional literature.
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translations preserve the spiritual resonance of the original Bengali verse
while offering grammatical and poetic creativity within the constraints

of classical Sanskrit.

An Analytical Appraisal of Song 2: Gender, Syntax, and Poetic

Freedom in Sanskrit Translations of Gitarijali

In the Sanskrit renderings of Gitarijali Song 2, one encounters
noticeable differences in grammatical gender and syntactic
interpretation, particularly with regard to verbal roots and nominative

expressions. The Translation of SKG employs the term %R%\lﬁ in the

verse, while the anvaya (prose order or syntactic arrangement) renders it

as fa&quia!®. The former is a participial form, whereas the latter is a

finite verb both derived from the verbal root Vstr (to spread or expand).
Despite being poetic in form, the underlying syntax subtly completes its

semantic orbit with the use of ﬁﬁcﬂﬁ, emphasizing the expansive act of

divine grace or presence.'!’

A unique feature in SKG is the use of the rare feminine term

TRt '8 a marked departure from the standard masculine form.

16 rftrde fomra e |
3T -AY Wfeh: et forrd |

7 For a discussion of finite verb usage in Sanskrit poetry and its syntactic effects,
see Coulson, M., Sanskrit: An Introduction to the Classical Language,
Routledge, 2003.

118 ST T fehed i @& |
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Traditionally, the role of the singer is rendered in masculine gender in

classical Sanskrit, as in Teh:.!"In the Bengali original, there is no

gender specificity in the reference to the devotee-singer; hence, the
feminine inflection introduced in SKG stands out, perhaps with the aim
of aesthetic refinement or gender inclusivity. However, this does not
find parity in other versions. For instance, the Version of BVG opts for

gmEreh: 129, a grammatically conventional masculine form, consistent

with pan-Sanskrit literary tradition. !

Another striking variation lies in the invocatory tone of the
Sanskrit translations. The Bengali source text makes no direct address to
a specific deity or personal god (ista-devata). This non-theistic or
impersonal spiritual orientation is consistent with Rabindranath Tagore's
overarching mystical vision.!'??> Yet, in BVG, the phrase lokadhinatha

bhagavan (STIEHTS W) appears a vocative invocation that attributes

cosmic lordship to a divine personage.'?While such interpolation may

be interpreted as an instance of poetic license, it risks introducing

19 The feminine form gayanika is exceedingly rare. See Apte’s Sanskrit-English

Dictionary, entry under “gayana”.
120" gamrarch: shfsifea a0 garareat=ifieE = ISKG
TR ®U0T 79 SRsaEt-at | KRW

The term sugayakah reflects normative usage in Sanskrit epics and kavya
literature. Cf. Raghuvamsa 5.12, where singers are referred to as me:

121

122 Tagore’s spirituality in Gitdiijali is closer to the Upanisadic Brahman than to any

anthropomorphic deity. See Radhakrishnan, S., Rabindranath Tagore: A
Centenary Volume, Sahitya Akademi, 1961.

The term lokadhinatha ("Lord of the worlds") carries strong Vaishnavite or
Shaivite overtones depending on context.
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theological specificity where the original intended openness. In contrast,
the translations by KRW and NGP maintain fidelity to the original's

metaphysical neutrality, avoiding any direct naming of divinity.'?*

An example of creative interpolation or poetic liberty is further

seen in the phrase T @ede,'> a devotional statement that implies

contact with the divine feet. This line is present in BVG but is absent in
the original Bengali as well as in the translations by KRW and NGP.
Similarly, the line 3a TfeaT is not found in either of the two latter

translations, pointing again to the BVG translator’s liberty with Tagore's
text. While such insertions are not impermissible in poetry, they shift the
emphasis from universal mysticism to personal devotion, and thus

represent a significant translational choice.!?°

Nonetheless, all three versions preserve the central transcendental
motif of Gitanjali that the invisible hand of the Divine, while beyond
sensory cognition, can still be touched through the rhythmic flow of
hymns and sacred utterance. The sanctity of contact is poetically
suggested to be achieved not by physical proximity but through sabda-

brahman the beat of sacred sound. This interpretation allows the reader

124 Both KRW and NGP strive for theological neutrality, in alignment with Tagore's
own ambiguous and universal approach to divinity.

125 qenfy coreue nfiefer wefear IKRW

126 On poetic license in translation, particularly in sacred or spiritual poetry, see
Lefevere, A., Translating Literature: Practice and Theory in a Comparative
Literature Context, 1992
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to perceive sound as the vehicle of union, the unseen bridge between the

temporal and the eternal.!?’

Thus, while the SKG and KRW’s translations exhibit linguistic
and philosophical restraint, BVG’s version introduces poetic and
theological embellishments that may depart from the original, yet reflect
a distinct devotional flavour. The scholarly reader is left to evaluate
whether these interventions deepen or dilute the metaphysical intent of

Tagore’s verses.

Song 3: Music as a Spiritual Medium A Comparative Study of

Sanskrit Translations

Music, in the Indian spiritual tradition, has long transcended its
aesthetic function to become a vehicle of transcendence, a bridge
between the self and the Supreme. The idea that sound and music are
inseparable from adoration is central not only to the Vedic and post-
Vedic corpus but also to modern mystical literature such as
Rabindranath Tagore’s Gitanjali. In the Indian devotional tradition,

particularly in texts like the Bhdgavata Purana and various stotra-

127 The concept of $abda as divine resonance (nada-brahman) is foundational in
Indian aesthetics and metaphysics. See K.C. Pandey, Comparative Aesthetics:
Indian and Western, Vol. 1.
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kavyas, the deeds (111a) and glory (mahattva) of the Divine are typically

sung (gayate), not merely narrated (kathayati) or praised (stauti).'?®

In the third song of Gitarijali, the poet envisions an intimate
communion with the Divine through song, a sentiment that each
Sanskrit translator approaches with individual nuance. The essence of
this communion wherein the heart yearns not for speech but for song

resonates through their lexical and structural choices:

. KRW uses the phrase 9T Wield T, suggesting a desire to take

part or share in the divine music. This formulation evokes
participation in the sacred to grasp a "portion" (bhaga) of the

divine expression through music.'?

SKG renders the line as ¥8 T ¥HTd, implying a union or

convergence with the Divine, emphasizing the coming together of the
human and divine self in musical unity. The verb sanghatum (to merge

or combine) indicates emotional and ontological unity via song.'*°

128 See Srimad Bhagavatam 1.5.22: idarh hi purisas tapasah $rutasya va, svistasya
stktasya ca buddhi-dattayoh, avicyuto 'rthah kavibhir niriipito, yad-uttamasloka-
gunanuvarnanam.

129 The word bhaga (wr) denotes a share or portion. In Vedic sacrifice, it referred to
the share of the gods. In this context, the devotee seeks to partake in divine
music.

130 guma implies union or aggregate. See Monier-Williams Sanskrit Dictionary under
“sanghata.”
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. BVG offers a more elaborate rendering: T Welgged WA
Hreh, or “May my heart sing together with Thy song.” This version

captures the poetic yearning of the devotee: the heart, as both
instrument and participant, aspires to resonate with the Divine

cadence.

All three translators have employed varying degrees of creative
fidelity, reflecting how personal hermeneutics shape linguistic choices.
In a Malayalam translation, this yearning is expressed as “My heart
longs to melt into music”, which, though free in its interpretation,
captures the affective core of the original.!*! Such re-phrasings, while
deviating from literalism, are consistent with the poetic license often

exercised in the tradition of transcreation rather than strict translation.

It is worth noting that in Indian spiritual history, some of the most
luminous figures from Mirabai and Tulsidas to Kabir and Thyagarajan
have used music as a soteriological tool. For these seekers, music was
not mere ornament but a form of ananda-brahman, a spiritual resonance
that leads to liberation. Tagore, though born into the milieu of Bengal

Renaissance rationalism, inherits this mystico-musical heritage. His

B Transcreational liberties such as “longs to melt into music” demonstrate
bhavanuvada (translation of emotional content), valued in Indian literary
aesthetics.
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vision of song as a sacrament, as seen in Gitarnjali, places him within the

bhakti and nada traditions of Indian spirituality.'*

Thus, all three Sanskrit translators KRW, NGP, and MKN affirm,
each in their unique voice, that the highest form of communion is not
verbal dialogue but musical participation. Their interpretations, despite
lexical variation, echo the central tenet that the soul sings to speak a

truth recognized by sages and saints across India's spiritual spectrum.

Song 4: In Gitanjali Song 4, the metaphor of light be it the
radiance of reason, illumination of discernment, or luminous awareness
serves as a symbol of spiritual awakening. This idea, though rendered
poetically, invites philosophical interpretation, especially in the context
of three Sanskrit translators: KRW, NGP and MKN. Their lexical
choices reflect subtle yet meaningful differences in how the source of

inner illumination is understood and expressed.

KRW renders the expression as: fae& 991 39 €fUa1"By whom

the radiance of discernment (viveka) is kindled."

In contrast, translates it as: In SKG gi?hlr\ IRSAMT: A9

"By whom the flame of logic and deliberation (yukti-vicara) is ignited."

132 For an in-depth treatment of nada yoga and music in Indian spirituality, see Guy
L. Beck, Sonic Theology: Hinduism and Sacred Sound, University of South
Carolina Press, 1993.
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The semantic distinction between these two translations is subtle
but not trivial. While both translations evoke the metaphor of "light" as
representing cognitive awakening, they diverge in epistemological

emphasis:

. Viveka (f9a%) connotes discriminative insight, often used in

Vedantic literature to denote the faculty that distinguishes the
Real (satya) from the Unreal (asat).!* It is inward and intuitive,

aligned more with jiianayoga.
. Yukti-vicara (ﬂﬁﬁ%l?rr{), on the other hand, foregrounds rational

inquiry and the analytical capacity of the intellect, consistent with

Nyaya or Sankhya traditions.!3*

Whether these are ultimately equivalent reason as viveka and
logic as yukti becomes a point of philosophical debate. The original
Bengali verse, though poetic, provides an interpretive leeway. In the

BVG, the poet opts for:

o

FeRTEIfqHAY @ W7Tad AE Heea®y wadl siedr <O Lord of Truth,

the brightness of consciousness has been kindled in my mind by Thee.”

133 Viveka (f53%): In Advaita Vedanta, it refers to the capacity to distinguish between
the Eternal (nitya) and the ephemeral (anitya). Cf. Viveka-ciidamani, verse 20.

134 Yukti (gfr): Associated with logical inference and critical thinking. See Nyaya
sutra 1.1.5 and commentary of Vatsyayana
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This rendering leans toward phenomenological experience,
emphasizing not just thought (citta) but its radiance (dyuti), a term often
used to denote the inner brilliance of mind when touched by higher
consciousness.*®> This translation avoids the dichotomy of rationality

and intuition by merging both into an experiential illumination.

A Malayalam translation, with poetic liberty, uses the metaphor
"the wick of thought", suggesting that thought itself becomes the
medium through which the divine flame burns. The imagery is tactile
and intimate, emphasizing vulnerability and readiness rather than

cognitive effort.

While a scholar may argue for the fundamental unity of these
expressions since all three translations refer to the awakening of the self
by the Divine Light it is important to note that their emphasis shifts the
mode of awakening: from analytical reasoning, to intuitive perception,
to mystical illumination. Each 1is valid within its respective

philosophical and poetic context'*

135 Dyuti (gfe:): A term appearing in multiple Upanisadic and Puranic contexts to
denote both literal light and inner brilliance. Cf. Mundaka Upanisad 2.2.10.

136 fygene I I SfUaT 79 <afy |

HARGA FHIEAST b 79 AT |1(531eh: 4)KRW

aiEsferd wId e

T U He |
Teacd oo I Hibwe

?\{Fvﬁ%ﬁlﬂ?éﬂﬁ: = II(W%)SKG
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Song 5: The Semantics of “fasm” — A Lexical and Contextual Study

The fifth song of Gitanjali invokes the concept of “rest”,
interpreted and translated variously across the Sanskrit versions of the

text. The term T2, while seemingly straightforward, reveals layers of

semantic complexity when considered through grammatical scrutiny,

poetic license, and philosophical tradition. Variants of the Term ““fersme
in Translation. IN SKG, it renders the idea of rest using the noun forsnfea,

emphasizing a state of repose or cessation, suggesting a spiritual

stillness attained after inner toil.'?’

In BVG, however, the equivalent sentiment is conveyed through

the word ¥, generally understood as contentment or happiness, a

more experiential or affective state than the neutral cessation implied by

3= The line:

T B waIfd =afy g gied

“Until then, alas! There is no contentment in my mind,” reflects a
psychological longing that is only resolved through divine contact,

rather than a mere pause from physical effort.

femmmgferdafe § wwrarende |

HETEIIIAT AT (33T T4)BVG

137 fasnfa ¢ Lit. “Cessation, repose, rest,” from the root Véram + vi. Often denotes
spiritual stillness in Vedantic and Yogic texts. Cf. Yoga afém:, where visranti is
the goal of inner renunciation.
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In KRW, the term for=ma 138 is used more directly and traditionally,

often in the sense of physical or temporal rest, though not without

symbolic undertones.

Philological Debate on “fasm” Usage

The word o= though grammatically attested, has faced scrutiny

in classical literature. A notable case occurs in Kalidasa’s
Abhijiianasakuntalam, where the line: visramarm labhatam idam ca
sithila-jya-bandham asmaddhanuh “Let this bow of mine, its string now
loosened, take rest.”'*” has been critiqued for its perceived violation of
Paninian grammatical rules. Some grammarians argue that the

masculine usage of fI%TH in this context is ungrammatical or less
acceptable.

However, Melpattir Narayana Bhatta, in his treatise ST
gHvIETYgH, defends such usages, asserting their legitimacy based on

non-Paninian textual traditions, where idiomatic and poetic

appropriateness often override rigid grammatical norms.'*’ He contends

138 foporret foreferlgr fom o qraraeiae | AaTEa, AT ety 7 < KRW

139 Kalidasa, Abhijiianasakuntalam, Act 4. Though contextually beautiful, the line
has been subject to scrutiny due to the perceived irregularity in gender and
formation of "visramar."

140 Melpattiir Narayana Bhatta, smrforig gwmerareg, see chapter 3, where he defends

the grammatical correctness of poetic usages through examples from celebrated
poets.
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that Panini’s siitras, while prescriptive, are not exhaustively descriptive
of actual Sanskrit usage across literary epochs Visrama as Flow, Pause,

or Goal.

Another notable usage appears in expressions such as: JTRFET
gitartet fasmd: “In this flow (of life), rest [is found].” Here, T takes

on a metaphorical hue a pause within motion, a spiritual anchoring amid
life's ceaseless current. This aligns with the Bhagavad Gitas notion of

Rerfe T the steady sage who remains unmoved in the flux of opposites.

Thus, while SKG and KRW tend to use T2 in forms compatible

with conventional Sanskrit, BVG broadens the interpretive horizon by

implying inner fulfilment (saukhyam) rather than a merely passive rest.

The semantic field of visrama as illustrated in Gitanjali's fifth
song and its Sanskrit renderings is an exemplary case of how a single
concept may be lexically translated, philosophically interpreted, and
grammatically debated across classical and modern contexts. While
purists may argue for a stricter adherence to Paninian morphology,
literary genius often finds creative justification, especially in devotional

poetry where meaning transcends syntax.

Song 6: In this song one can notice A Lexical and Poetic Analysis of

sl 3T — Appropriation and Aesthetic Freedom in Translation.

The sixth song of Gitarnijali explores a central metaphor involving the
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offering of a flower, a symbol deeply embedded in Indian devotional
and aesthetic traditions. In various Sanskrit translations, this moment
becomes a site of poetic innovation, philological precision, and

transliteral freedom, particularly around the use of the verbal root o

meaning ‘to pluck or remove’.

The Dhatu “Tufij” (=<1 39I) and Its Variants. The verbal root

“lufi)” belongs to the bhvadi-gana and conveys the sense of removal or
plucking (apanayana). '*! The form “lufica” is its middle-voice,

masculine imperative, and when the lyut (¢J<) suffix is added, it creates

the nominal derivative implying the act or agent of removal. Though
technically correct, the choice of “lufica” has limitations in terms of

phonetic elegance and lyrical fluidity.

Instead of this, SKG tactfully substitutes “FHgaAaed— “this very

flower” — thus retaining the poetic immediacy without burdening the

verse with a harsh or technical root form.'*
Elegance over Exactitude: The Case for “lunthi” and “grhana”

The lyrical imperative “lunihi”, though closer to the original
intent of plucking, possesses sonic smoothness more fitting for the tone

of the song than the comparatively clunky “lufica.” Meanwhile, BV G

1 Tufij (===): A Sanskrit dhatu (root) from the bhvadi class, meaning “to pluck or
remove.” See: Panini’s Dhatupatha, dhatu no. 206.
142 SKG: In this translation, poetic cadence takes precedence over literal root usage.
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chooses a different path altogether, using: TdcqH < T&TT [ERIIE=t

“Kindly accept this tender flower without delay.”'** Here, the poet has
entirely bypassed the usage of the roots lufij or luj, replacing them with

the verb &I, “to take or receive,” which aligns more gently with the

devotional tone of surrender. Subtle Deviations in Adjectives:
“Gandhah” and “Varnah”. The sensory details of the flower its fragrance

and colour are rendered with subtle variations:

. In the version of KRW, the phrase “gandhah ksmo bhaved api”
(Ty: &fion w9el™) implies that even if the fragrance is faint, the

offering is still meaningful.

. In contrast, SKG opts for “W T-4:, meaning “the fragrance is

not overwhelming” — a qualitative shift from decline to

moderation.'#*
A similar poetic variation is observed in the representation of colour:

. KRW gives “Tull =41 ®I1q — “let the colour be deep.”

. Whereas the line in SKG, “341\:6!@5\'?1 JuTl, suggests a subtle or

gentle radiance.'®

13 BVG: A creative rendering prioritising the receptive and devotional tone over
etymological fidelity.

144 Gandhah ksinah vs. anulbanah gandhah: Both indicate diminished intensity, yet
the former implies natural fading while the latter suggests subtlety.
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These renderings reveal the translator’s discretion in amplifying
or softening imagery, guided by personal aesthetics and interpretive

context.

The symbolism of the flower as nature’s offering also subtly
invokes an ethical reflection: the generosity of nature must not be
exploited, but reverently preserved. In an era where ecological
degradation is a global concern, these translations gain contemporary
resonance. The flower, plucked with care, becomes an emblem of

sustainable reverence rather than extractive piety.!*®

The sixth song of Gitanjali, through its reference to plucking and
offering a flower, invites a multifaceted linguistic and ethical inquiry.
The choice between lufica, lunthi, or grhana is not merely philological it
reflects the translator’s attunement to sound, devotional depth, and
cultural nuance. Likewise, the divergent treatment of fragrance and
colour reveals how aesthetic judgement interacts with semantic fidelity.

Each translator KRW, NGP, and MKN thus crafts not only a translation

%5 Varno ghanah (deep colour) vs. anujvalah varnah (soft glow): The contrast
embodies two distinct visual impressions density vs. luminance.

146 Freqqeafie o eI e fraIaH |
g forifiy A1 =g veftea et gafefdl KRw
THITE et pgwmdie Teror a1 for
foraify e o da=e M | SKG
TAcHH A [RT0T foTioretes | BVG
T T B 7 TG T o et |
AT shret Tffoercdl TTSES ad Ya | KRW
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but a textual offering, reinterpreting Tagore’s voice through the language

of refined Sanskrit poetics.'*’

Song 7: In this context one can see the Aesthetic Substitution and
Moral Resonance in Translation. The seventh song of Gitanjali is
notable for its auditory imagery, evoking the tinkling sound of
ornaments as a symbol of spiritual presence and subtle joy. Among the
translations under study, a significant variation is observed in the

rendering of the line concerning the disappearance of the anklet’s sound.
From " qya'g: Fafird " to "tasya jhanajhanake" — Lexical Shift and
Euphony KRW, the line reads: :rséigr: FIMNG & “May they vanish in

the tinkle of her [anklets].” '*® . This construction employs the verb
nasyeyuh, optative form of 731, meaning 7o vanish or be destroyed. While
semantically correct, the compound nasSyeyuh kvanite feels more

analytical than lyrical, especially in the context of poetic meter and

cadence.

147 e <Aret pgwmdie T AT for
foraify ST o da=er i |
3 7 faq Femfy X e = feree
Ufife sreeeisresta e dedien|
HISAAA = U FEALTSN T4
I T |fd O 8% a9 = wudia | SKG

148 KRW: The usage of “7w3g: #f” adheres to semantic clarity, but is somewhat
prosaic in rhythm.
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The alternative translation substitutes this with (&1 W)

“in her melodious jingling sound.”!#

Here, the use of the onomatopoeic compound “SAUTHUIR”

introduces musical texture directly into the syntax. Rather than

highlighting the act of vanishing (:l‘\)a?g:), the revised line suggests

absorption into sound — a subtler, more suggestive transformation. This
stylistic choice adds euphonic charm and better reflects the symbolism

of divine presence expressed through sound.

Symbolism of the Anklet: From Ornament to Ontology

The metaphor of the anklet’s sound evokes multiple meanings in

Indian poetics and mysticism:

. It implies the arrival or proximity of the divine, especially in
bhakti contexts where the sound of ornaments signifies the

movement of the goddess or deity.!>°

. The tinkling sound becomes an epiphany, an auditory moment in

which all worldly concerns dissolve into spiritual awareness.

149« goo”: This substitution introduces an aural aesthetic via onomatopoeia,
enhancing poetic immediacy. SKG

150 For a deeper understanding of divine sound in bhakti literature, see: Raghavan,
V. The Aesthetics of Sound in Sanskrit Poetry, Madras University Press, 1965.
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By foregrounding the sound (kvanita/jhana-jhanaka) rather than

the action of disappearance (:I@'g:), the translator reorients the focus

from negation to positive transformation — a shift from loss to

absorption, from absence to aesthetic presence.

The stanza is often interpreted in parallel with the famous image
of wind becoming melody in a flute, earlier invoked in Gitanjali: “Thou
takest up this flute of reed, and through it thou breathiest melodies

eternally new.”!"!

In this symbolic framework, the sound of anklets and the breath in
a flute both serve as metaphors for divine intervention: ordinary matter

transformed into sublime art through divine will.

This poetic transformation is ethically resonant: just as the inert
wind gains meaning when channelled through the flute, so too should
human life simple and transient be moulded into music through moral
values and spiritual discipline. The image thus serves as a call to moral
sublimation, urging individuals to live in such a way that their existence

becomes melodious, not merely in sound, but in virtue and purpose.

The substitution of 79y FAflrd T&AT with TEIT HUTHAUF is more

than a stylistic flourish; it is an instance of translational refinement that

enhances poetic resonance, while simultaneously shifting the

151 Tagore, Rabindranath. Gitasijali, Song 1 (original English version). The image of
the flute is symbolic of passive surrender transformed into divine action.
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ontological meaning of the line. In doing so, the translator not only
honours the musicality of Gitanjali, but also deepens its ethical
implication: the transformation of the simple and ephemeral into the

eternal and beautiful through both language and life.!>

In Song 8 of Gitanjali, Rabindranath Tagore constructs a
profound image of a child clothed in royal attire, playing in the dust, a
juxtaposition of illusion and reality, ego and surrender, transience and
eternal truth. This scene, rich in metaphorical significance, offers fertile
ground for examining how three Keralite Sanskrit translators KRW,

NGP, MKN approach its philosophical and poetic subtleties.

The Disguise of Kingship: Royal Vesture in Translation. In
KRW’s version, the line:(See! I o8l TR #fvgd:) 'S directly

portrays the child as adorned with royal attire, highlighting the metaphor
of ego’s masquerade the soul taking on worldly roles. SKG echoes this

in a slightly altered manner: (J9EE-HEGETH:)!'*“His body covered in

152 qfigtdle TEragehr, A TiiE ,av qut Sqe 7 & sreafimme:
WeT TosTTY AT firer STt <t
Tef-q qAS AR T SIS0 || BVG
TRIY: FAMT T T FHOTSTTEHT:|
o hfonTart H cocemel g oSS || KRW

153 KRW, Gitadijali, Song 8.
154 NGP, Sanskrta Gitafijali Translation, Song 8. The phrase employs nrpa (king)
and vasana (garment), emphasizing social rank.
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kingly garments.” However, MKN significantly deviates from this (&

TRTS: FARLAIET:) 1A certain child adorned with gold and jewels.”

Here, the symbol of kingship is absent, and instead, opulence and
aesthetic excess are foregrounded. This shift moves the image away
from socio-political power and closer to material indulgence, altering
the tone and implication of the metaphor. While KRW and NGP suggest
a role-playing within the cosmic drama, MKN leans toward ornamental
distraction both valid interpretations of maya (illusion). The motif of
dust and earth plays a central role in this stanza. Tagore's original
Bengali uses imagery of the child rolling in dust, shedding his royal

garments a metaphor of the soul's return to humility and surrender.

In SKG, this appears as: (SETAT: HeIqld 9g-Tor: )5

This poetic paraphrase reframes “the dust of the earth” (bhiimya
niryjra-dhiilitah) into a more aesthetic compound, invoking the
auspicious dust from the earth’s treasures an uplifting metaphor rather

than a gritty physical image.
The original expression SHIT ﬁmmﬁﬁr: 1S more visceral,

suggesting the erasure (nirlj) and staining by dust evoking the earthy

155 MKN, Song 8. The translation chooses to highlight embellishment (kanaka-
ratna) over hierarchical attire.

156 Vasu-rajas = the dust born of earth’s wealth. Though poetic, it shifts away from
the tangible image of niruj-dhili (cleansing dust) used in Tagore’s original
context.
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truth of the human condition. This literalism 1s somewhat diluted in

SKG, though still spiritually evocative.

BVG, in turn, refrains from retaining this phrase directly. His
translation prioritises jewelled ornamentation, perhaps to highlight the
contrast when the child later rolls in dust a dramatic metaphor for

detachment.

The deeper significance of this stanza lies in its philosophical

message:

. Human life, though clothed in illusory grandeur, is inherently

transient.

. The child symbolic of the soul initially appears lost in a game of

pride, wearing royal garments or jewels.

. Yet, in playing with the dust, he discards these signs of power,
returning to the natural order of simplicity, humility, and universal

rhythm.

This is a wake-up call for mankind, a gentle reminder that
freedom, when unconscious of its source, becomes ego; only in
resonance with the pulse of nature can one discover the truth of

existence.

The translational variations in Song 8 underscore the freedom and

responsibility of the translator in navigating poetic symbolism. While
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KRW and NGP retain the metaphysical symbolism of kingship, MKN
redirects attention to ornamentation, subtly transforming the
philosophical undertone. In the shift from rajakiya-vesa to kanaka-
vibhiisana, and from dhiili (dust) to vasu-rajas, the subtle play of maya,
ego, and cosmic humility emerges. Ultimately, all three translators,
despite their divergences, remain faithful to the spiritual core of Tagore’s
vision: the soul must cast off pride and become one with the earth, for

therein lies true liberation."’

Song 9: In Song 9 of Gitanjali, the central theme revolves around
the unbearable burden of the ego and the inevitable surrender of the self
before the omnipotent divine will. The poet acknowledges the futility of
holding onto one’s own burdens be it pride, possession, or personal grief
and pleads for divine intervention. This motif of surrender is translated
with notable differences in diction and theological focus by three

renowned Sanskrit translators: KRW, NGP and MKN. In KRW’s

157 Srerdt T=a 0T ASTehid Hived: |
TR sl fasfia: 1| KRw
Al TATHAATIRTE:, FH0S USSR TTHIGT:
it gt o shrerary: yfues &8 o)
T o] fAd - #1g AT At g a1 it faram)
e g fortifofe, s foweaft gesiforgH |
HIGHTE ATHI Icd HARTRIT TA-TEH,
afe T Fegaug TgETET SRaEfd HUHT HAY | SKG
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translation, we encounter the phrase: a1¢ & ¥: &H:!5 “He who is capable

of bearing [that burden].” This is a situationally motivated locution,
focusing on the capability of the divine to shoulder the devotee’s inner
weight. The passive resonance here evokes divine compassion,

presenting God as a silent bearer of human fragility. In SKG, the

construction is more explicit: (AR A A1g &&)!* “He who is capable

of carrying all.” Here, the idea of total dependence becomes central. The
divine is no longer merely capable, but actively redeems, bears, and
sustains everyone’s burden. This use of parayate, from Vpr (to ferry
across), intensifies the theological dimension by casting God as a

spiritual ferryman, who leads the soul across the ocean of €9/

MKN presents a more ritualistic and devotional formulation. He

writes: (H3E HehoTH 3d) © “Offer everything to the Lord of all.” This

imperative mood arpaya (from r, to offer) shifts the burden from the
divine to the devotee’s volition. Rather than the divine simply accepting
the load, it is the devotee who must surrender all. This interpretation
brings out the Bhakti Yoga element powerfully: God may bear the

burden, but only when one consciously offers it.

158 KRW, Gitasjali, Song 9.
139 M. K. N, Bhava Gitafijali, Song 9. Use of arpaya invokes the spirit of yajfia
(sacrificial offering).
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Later, MKN reiterates the sentiment more emphatically: (YR
ordta Ffge = HeiRreh)!0 “O Omnipotent One, indeed, all the burden is

Yours.” This is a theological assertion a declaration of utter surrender,
where the burden is not only given but always already belongs to the
Divine. This moves beyond a request to a recognition that nothing

belongs to the self, not even the suffering.

Philosophical Unity through Linguistic Diversity Despite the
semantic variance in these translations KRW’s situational endurance,
NGP’s cosmic carrying, and MKN’s voluntary offering the central
theme remains intact: the futility of self-reliance and the necessity of

trustful surrender.

All three translators interpret the original Bengali text’s spiritual
undertone as a call to renounce possessiveness, shed the illusion of
control, and cultivate selfless love, which, in turn, opens the way for

divine grace.!®!

160 The phrase e sflaei (all is Thine) reflects Advaitic non-duality with Bhakti
emphasis.

161 qreer Y g Tat, W g aerfEas
ﬁﬁﬁwaﬁg'—ﬂﬁ T IYITHTATRE ISKG
2 &, qqY d1g Thed o foh o0 |
& AT, TTE WY fopmres ¥ arfaqd 1| KRW
TR 79 AT wHd
cATEEe 4 fohepei e
wceHe e a1q Fregan
oA Thanay diaws:| BVG
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The idea echoes the Bhagavad Gitd’s central doctrine: (V&M
Ui Amsh IR0 o) '92“Abandon all duties and surrender unto Me

alone.” The linguistic plurality in Song 9’s Sanskrit renderings
underscore the richness of translational freedom within spiritual fidelity.
Whether expressing divine capability KRW, intervention NGP, or
receptivity MKN, all three versions converge in portraying the crisis of

the ego and the redemptive act of surrender.

In spiritual literature, especially in Tagore’s poetic vision,
language serves not merely to communicate but to transform. Thus, each
translation becomes not just a rendition, but a ritual of spiritual empathy.
Song 9, through its layered interpretations, encourages the reader to
transcend self-will and embrace the quiet strength of trust in the all-

bearing Divine.

Song 10: The tenth song of Gitarijali brings into sharp focus two
core principles of spiritual existence: the divine as a sheltering force for
the destitute, and the divine as a companion of the forsaken. While these
may appear as overlapping sentiments, a deeper philological and

philosophical reading reveals two distinct theological functions IUTHTA-

&7 (protection of the surrendered) and sakhya (divine friendship). The

Wi crdRmRaet 7] HelTeh:

AR T faetRaATaed | BVG

12 Bhagavad Gita 18.66. This shloka forms the climax of Krishna’s spiritual
counsel to Arjuna.
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way these are handled in the Sanskrit translations particularly in SKG
and BVG offers valuable insights into translation methodology,

theological intent, and linguistic expression.

Philological Dissection of “Twofold Grace” In SKG, NGP the

following expanded version of the stanza is encountered: tvam '

(i ety = afeeirafty 3 e S el ey e

Here, the text explicitly identifies four layers of deprivation:

. dinatama — the extremely poor or miserable,
. nihinatama — the deeply degraded or lowest,
. patitama — the fallen or morally lost, and

. mitra-vihina — the friendless or abandoned.

The verse extols that even amidst such severe material, moral, and
emotional dereliction, the Divine not only offers help but initiates deep

friendship (F#5). The usage of gl &R “you bring about profound

companionship” is theologically significant. This friendship is not

merely symbolic; it reflects divine immanence and relational intimacy. It

163 SKG, Song 10. The elaborate listing of classes (dinatama, nihinatama, etc.)
creates a deeply inclusive theology of grace.
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is a Bhakti expression of God as sakha, much in line with Krsna’s

relationship with Arjuna in the Bhagavad Gita'%*

By contrast, the original KRW rendering condenses the idea:

@R A SRET ad9 7 SerRRieaHt o qerl qatd )9 Here, the

divine is seen solely as a helper (sahayah) a compassionate supporter of
the poor (daridra), weak (hina), and friendless (sahaya-rahita). The term

RN &gt conveys active intervention, but the element of divine

friendship or emotional intimacy is absent. Thus, compassion is

retained, but companionship is minimized.

Notably, MKN omits this nuanced idea altogether or merges it
within other stanzas. The absence of this specific aspect in BVG’s
rendering is telling it may indicate a preference for spiritual abstraction

over relational theology.

This divergence in translation reflects different interpretive

orientations:

. KRW underscores divine functionality God as a reliable helper,

reinforcing the motif of dependence.

194 Bhagavad Gita 11.41-42, where Arjuna addresses Krsna as friend (sakheti),
symbolizing intimacy and remorse for casual familiarity.

165 KRW’s Gitaiijali, Song 10. Here, sahayah implies material and emotional
support without necessarily implying emotional proximity.
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. NGP enlarges the scope with relational theology, portraying God

as an empathetic companion, even among the most abject.

. MKN, possibly following a more impersonal Advaitic reading,
silences the duality of companionship, favouring non-dual
oneness instead. The phrase sumaitrith avahasi especially invokes
a Bhakti devotionalism that is inclusive and embracing, aligned
with the Varkari, Alvar, and Baul traditions, where God descends
to the lowest of the low and walks with them. This stanza also
evokes a broader existential message that all beings share a
collective journey, where mutual compassion is the thread that
holds humanity and divinity together. Life is not merely a solitary
voyage from birth to death but a rhythmic process of mutual
becoming, where divine compassion unfolds through

interconnected lives.

This idea resonates with the philosophical realism of O. V.
Vijayan, particularly in his seminal work Khasakkinte Itihdasam'%.
Vijayan speaks of cosmic interconnectedness, where even the
insignificant life-forms are crucial to the tapestry of universal order. The
same spirit is echoed here: no one is outside the realm of divine grace,

not even the destitute or forgotten.

166 Vijayan, O. V., Khasakkinte Itihdsam, DC Books, 1969. The novel integrates
myth, mysticism, and rural ontology to express cosmic interdependence.p.35
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In Gitanjali Song 10, the linguistic and philosophical subtleties of
translation reveal theological depth and literary style. Where KRW
offers devotional support, NGP introduces relational theology, and
MKN opts for esoteric abstraction. These approaches reflect not merely
translation choices, but spiritual commitments. Ultimately, the poet’s
voice urges humankind to live in synchrony with one another, in
recognition of the mutual dependence that sustains all life. The divine is
not distant but intimately present among the fallen, poor, and

abandoned, offering not only shelter but solidarity.'®’

Song 11: Duty without Desire - The Karma-Yoga Ideal in Gitanjali. The
eleventh song of Gitarijali reflects a profound truth deeply embedded in
Indian philosophical thought the imperative of performing one’s duty

without attachment to its fruits (Frssmer). This ideal, central to the

Bhagavad Gita, is echoed here in poetic expression, linking moral
action with spiritual realization. The song reinforces the message that
spiritual elevation is not born of abstract renunciation, but rather of

virtuous engagement in life’s duties.

167 STy ST gETeT q9e =
TRRRfEaH! & Terl Yate, I || KRW
iy FemaHy o ahaarsrd
oY gt Temaetd & |l SKG
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The Bhagavad Gita, one of the foundational texts of Hindu

spiritual philosophy, emphatically declares: HHUIATRIHRET AT Lh@ig

har= 119 "Your right is to perform your duty only, never to its fruits."

This ethic of non-attachment to the outcome is not an exhortation
to inaction or stoicism, but a call to action purified of ego and desire. In
Gitanijali Song 11, this principle is recontextualized through lyrical
devotion. The speaker implicitly affirms that the nobility of life lies in

the deed itself, not in the applause or reward it may bring.

The poem suggests that spirituality is not an isolated pursuit, cut
off from daily responsibilities or social obligations. Instead, it arises
organically from righteous living, where the heart is pure, the intent
selfless, and the labour consecrated. This aligns with the Indian ethical
tradition where dharma (duty) and moksa (liberation) are not seen as

contradictory paths but as mutually reinforcing.

This standpoint is further mirrored in the teachings of Sri

Ramakrishna Paramahamsa, who insisted: “Gﬁérg T F =, REge
Sfa@ar’ 1% “Do not merely show compassion to living beings; serve

them as manifestations of Siva”. Such teachings reinforce the idea that

selfless action becomes a gateway to the divine. In the context of

18 Bhagavad Gita, 2.47. The most cited verse that outlines the foundational
principle of niskama-karma or desireless action.

169 Quoted in Romain Rolland, The Life of Ramakrishna (1929), p. 43. Ramakrishna
emphasized service (seva) as spiritual realization in action.
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Gitanjali, this song goes beyond theological abstraction to become a
practical instruction. The poetic speaker does not merely theorize on
niskama-karma, but embodies it. The very tone of the breathes humility,
surrender, and detachment. The poem elevates labour done in love and

integrity as the highest form of worship. In essence, the work hints at

what Taittiriva Upanisad teaches: H93a qa g=at ghii=dl' 7By your work

alone, the wise approach you.”

In a modern world driven by utility, success metrics, and
transactional relationships, this message serves as a counter-cultural
moral compass. It insists that a virtuous life characterized by honesty,
humility, and service is the true path to spiritual depth. The spiritual
seeker, therefore, 1s not one who escapes the world but one who serves

within it, transformed by an inner orientation toward selflessness.

Song 11 of Gitanjali masterfully integrates the karma-yoga
doctrine into poetic experience. By reiterating the primacy of duty
performed without expectation, the poet aligns with the Bhagavad Gita's
core spiritual ethos. The spiritual message is clear: enlightenment is not
a distant ideal, but the natural outcome of a life lived nobly, where each

action becomes a sacrament of surrender.

170 Brguvalli, Taittiriva Upanisad, 3.1. This verse upholds karma (right action) as a
means to attain divine knowledge and presence.
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Song 12 in Gitanjali traverses the profound inner landscape of
existential wandering, chronicling humanity’s restless pilgrimage across
ages, births, and lifetimes. It is a lyrical meditation on the human
condition beset by bondage, ignorance, and suffering, yet innately
driven by the soul’s aspiration toward emancipation and self-perfection.
The verse opens with the imagery of a man who wanders from age to

age, evoking the cycle of @8I0 the continuous wheel of birth, death, and

rebirth. This wandering is not merely physical or temporal but spiritual,
marked by disorientation and the burden of imperfection. As the

Kathopanisad puts it: W= @I+ =aqud. &@#:|!"! “The Self-existent

pierced the senses outward, hence one looks outside and not within.
“This turning outward leads to a dissociation from the inner essence,
prompting the soul to seek fulfilment through rituals, pilgrimages,

customs, and austerities, none of which provide permanent peace.

Human beings are entangled in a web of maya (illusion), klesa-s

(afflictions), and 3fa=IT (ignorance). These are not merely metaphysical

terms but represent psychological and existential realities. In Gitarijali's
poetic diction, humanity suffers from a “thraldom” that is both social

and spiritual man is alienated from both nature and himself.

' Kathopanisad 2.1.1. An early statement on the outward orientation of human
perception.
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This echoes the Patafijali Yoga Siitras which describe the

afflictions (klesa-s) as: SATTTRATRATSSTIIEIT: v FAM:17>“Ignorance,

egoism, attachment, aversion, and clinging to life these are the five
afflictions. A shift occurs when the seeker, after long striving, is touched
by an awakening of insight a moment of silence in which the long-
awaited truth dawns. This revelation is not something granted externally
but emerges from within. The experience is deeply Vedantic: a
realisation that the truth long sought in the outer world has always been
inherent in oneself. The moment of realization culminates in the voice

that declares: 378 @Ha 3789| “I am you; indeed, I am.” This is not merely
poetic license; it mirrors the Upanisadic mahavakya: a@@t& !> “Thou

art That” found in the Chandogyopanisad, 6.8.7, where Uddalaka Aruni
teaches Svetaketu that the individual self (jiva) and the Supreme

(Brahman) are one and the same.

Thus, the search ends where it began in the self. The spiritual
seeker comes full circle, realizing that the serenity and perfection he
pursued across lifetimes resides already within. It is the final, ecstatic

union of the atman with prakrti the self with the cosmos

This final insight reintegrates the seeker with nature, no longer as

an object of escape, but as a mirror of the self. One does not conquer

172 Pataiijali Yoga Sitra 2.3. The root causes of human suffering.

13" Chandogyopanisad 6.8.7. One of the four Mahavakyas of Vedanta, affirming the
non-duality of the individual self and the Absolute.
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nature, but merges with its rhythm, just as Advaitic realization does not

obliterate the world, but sees it as a manifestation of the Self.

This moment of self-realization is not merely intellectual; it is
existential and experiential the turning point in which the soul sees itself

reflected in the world and vice versa.

Gitanijali Song 12 summarizes the core of Indian spiritual
striving: the restless seeking of a fragmented self until it finds itself
whole in the silent clarity of self-recognition. The journey across births,
customs, and rituals concludes in the realization of non-duality: that
what we search for is who we are. Thus, the voice that echoes “aham

% 174

tvam eva aham 1s not alien it is the sound of the Self remembering

itself.

Song13: In the line yad aharh ganam ihayarh gatum,'’ the use of
thayam to denote volition or desire is linguistically questionable.

According to Paninian grammar, the verb root iha (%), denoting cesta
(effort or desire), when conjugated in lat, lan, or lun T1I:, does not

admit the ITAYEN: (first person) form in the manner presented here. !

174 In Bhagavada Puranjana Vyakhyana
175 ey ey TR HRTaT:|

3T ITFERl S qETe & T 1| Krw

STEETY wagiewiay

I3 THIHETE T |

31t fogam dtoma=an g faeemit 3= T | SKG
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Thus, this could be attributed to either a scribal error or an oversight
during transmission. In BVG, a similar sentiment is conveyed as
etavatapl samayena maya na gitam kanthagatarh mama ca ganam aharm
tathapi, reflecting a postponed artistic expression. The thematic unity of
nature's harmonizing force is exemplified in this song, reminiscent of
the altruistic solidarity seen during the Kerala floods of 2018 a

spontaneous, selfless unification akin to the tender breeze that softly

binds.

Songl4: The Sanskrit term aticcha (3TdT=aT), used for boundless

longing, lacks poetic finesse and may be seen as semantically
unappealing or nirasa by the refined reader. '’ A more resonant

expression, stmatigatrsna (Hﬁmﬁmrmﬂ), which appears in the Sanskrit

version, captures the yearning in more elevated diction. Moreover, the
use of feminine gender in expressions like alasa, udbuddha, and
tvaramana'’’ raises questions regarding stylistic or symbolic gendering,
the rationale of which remains obscure. Symbolically, this song reflects
nature’s prophetic function its ability to caution humanity against

societal degeneration and inspire moral rejuvenation.!”

176 On the interplay of bhakti and tantra in Ramakrsna’s sadhana, consult Swami
Saradananda, Sr1 Ramakrsna Lilaprasanga (trans. Sri Ramakrishna: The Great
Master, Vol. 1 (Chennai: Ramakrishna Math, 2000).

AT HAlHAHI ?-HH«%%‘}\I’S

AR THTIT ST Wai=d || SKG
178 2t i eperr At RS o foo o

177
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Songl5: The portrayal of temple interiors as kathora (F3R) in

KRW seems ill-suited. The term evokes a sense of rigidity or harshness,
which contradicts the meditative solemnity likely intended. By contrast,

nibhrta (ﬁ‘ﬂﬁ), found in SKG, more aptly convey the contemplative

stillness and secluded serenity of the temple.!””The BVG version ratri-
ksetre renders a magical and evocative atmosphere. The underlying
metaphor parallels the energizing rays of the sun with human
benevolence, suggesting that, like sunlight, man should radiate warmth

and positivity into the world.'3°

Songl6: This hymn grapples with perennial metaphysical
questions: What is the purpose of life? What lies at its end? These

existential musings are foregrounded here with philosophical depth.

HATeB TG H Ve &Y = 77 qAqT IKRW
forrfeamreTht <8 <& =@ 3fa
SATFIAIEAHT THTHRARETHT |

AT AT Y HISHHHS @
aftarerrd o oo fawaita 1| skG

179 For the nuanced use of adjectives in classical Sanskrit temple descriptions, cf.
Stella Kramrisch, The Hindu Temple, Vol. 1 (Delhi: Motilal Banarsidass, 1946),
pp. 103—105.

BRRCERK PRI RIGEERICILS R
U] el 20T T HHTEA |
T ek T e B O fE T |
R CEC R DR P ICEL
FrREmrEA o FSRIAERE 1| KRW
gt e e fFefrafafin @
QAT Wl 7T, FITg AT Tt 11 SKG
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Again, the usage of the feminine form nimantrita (Fafe@n)!®! in SKG

echoes earlier instances of unexpected gender usage. The body is
envisioned as a vessel aptly suited to preserve and fulfil the fourfold
aims of life: dharma, artha, kama, and moksa. The mystery of existence
can only be unravelled through deep introspection. This aligns with the
mauna-vada (theory of silence) articulated by Ramana Maharsi, wherein
silence is not merely absence of speech but a medium for transcending

duality.'$2

Songl7: This verse extols a love so pure and innocent that it
eludes those ensnared by material pursuits. In a world immersed in
vyapara (commerce), lobha (greed), and kama (sensuality), ideal love
remains a distant dream.'®* The emotional cadence of the hymn allows
the reader to perceive the solitary devotee’s silent sob for niskama
prema love unsullied by self-interest. The stanza powerfully evokes the
inward sigh of a soul yearning for divine intimacy. In its concluding
moments, the hymn gestures toward the turiya state the transcendental

fourth state of consciousness wherein all that remains 1s love.

181 it syawemE ST HuferaEntll sxkG

182 Osborne Arthur (ed.), The Teachings of Ramana Maharshi (London: Rider,
1962), esp. “Silence is the most potent form of teaching.”

183 378 wefter IHa IR qTUTael S
“Ii\{cqghl-lé MR IER I B 79 | (First lines of 17" poem KRW)

318 ter S I% wifvraet TR
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Song18: The phrase 3T@WehT SfegiiK'® presents a curious shift from

the predominantly masculine narrative voice to feminine. This change
provokes interpretive questions: 1s the poet now voicing the
vulnerability of a woman forsaken at the threshold? Contrastingly, the
previous verse (17) contains parityaktum aharm $aktah in the masculine.
Furthermore, the expression timirati gaganam idam in SKG derives
from the rule sarva-pratipadikebhyah kvib va vaktavyah '8 (Vartika
1722) of the Siddhanta-kaumudi’s Namadhatuprakarana. Here, the
image of a sky unpierced by bird-flight becomes a powerful metaphor
for desolation and abandonment. The poetic mood captures the ache of

loneliness experienced over a lifetime.

Song19: This song again employs the feminine form in tayisiran

(SRI), appearing to reflect the optative a$ih-lin mood, suggesting a

blessing or hopeful wish. In tvadiya-vacanani aho tayisiran, the desire is
that “may Your words ascend.” The internal sense may hint those divine
utterances, like birds from their nests, take flight across the world. SKG
uses samuddinani a kta-suffix formation from the root di with prefix

sam. The corresponding expression in BVG, THasqali: Tl &Yl

Teater ﬂfisﬁolac@ll(%bcqag : echoes the same metaphorical richness. Nature,

184 qrefiefarfee HE Hem et S |
ITetehT sfegi, i, foh wermera @ 1| KRw
gt gferomai 7 fafiefa e ske
185 forgT=aen et AT (3fde 1722)
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in all its lyrical beauty, becomes the canvas upon which human hope,

aspiration, and divine grace are projected.'%¢

Song20: Once again, the use of feminine form jiatavati (Jraddr)'®’

appears, continuing the poet’s gendered linguistic choices. The term

mafjusa (H>3[¥T) denoting a casket or box is here symbolic of the inner

receptacle of the self. In SKG, the line $iinya saisa mama maijusa
expresses the poignant emptiness of the flower-basket (or soul), ready to
receive the divine offering. In BVG, the expression becomes sumapatra,
a term that is not only more euphonic but conveys sanctity and
tenderness. The final message underscores a Vedantic insight: true
beauty and fulfilment arise only when man turns inward and recognizes

the divine within.

The philosophical framework of Sri Ramakrishna Paramahamsa

represents a confluence of bhakti, jiiana, and tantra traditions, offering a

186 TheRTeafaTETY caaTa=T=Tar |
SRV TEd gRfeaT @& dgTll KRW
Tiftgerrm wrrfefiemmn @ gritarggart
T g = I~y STEEHEdET oA | SKG

187

gt ioetd ATeHH foed, g, 1 7|

Sac(e foheq a8 FTaacasd |l

S ERIRIERER ECHE R IR R
AT G- Ui fererafa o = 1| KRW
FHIRI TARTSS AHFHEI T |
TR ot eTed dIY qem

BRMHZATFIRAT o JoRasEid: | SKG
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syncretic spiritual vision that resists reduction to any singular doctrinal
identity. His spiritual praxis, deeply rooted in advaitic realization,
paradoxically embraced a pluralistic engagement with diverse religious
forms most notably through his experiential validation of the essential
unity of all religions. ¥ Ramakrsha’s articulation of the "vi$variipa"
(cosmic form) and the "madhura bhava" (sweet devotional attitude)
reflects not merely theological constructs but lived phenomenological
realities, grounded in the intensity of his sadhana.'®His frequent trance
like states (samadhi) were not interpreted by his contemporaries as mere
episodes of mystical ecstasy but as ontological encounters with the sat-
cit-ananda (being-consciousness-bliss) principle, the substratum of all
reality in Vedantic metaphysics. '°° While his utterances compiled
posthumously in the Kathamrta by Mahendranath Gupta appear
colloquial and aphoristic, they are laden with dense philosophical
implications. For instance, his oft-repeated analogy of the ocean and its
waves!®! encapsulates the non-dualistic insight that Brahman manifests
as the phenomenal world without compromising its transcendence. This

insight resonates with the classical Vivarta-vada of Sankara’s Advaita

188 See Jeffrey J. Kripal, Kali’s Child: The Mystical and the Erotic in the Life and
Teachings of Ramakrishna (Chicago: University of Chicago Press, 1995), pp.
110-115.

On the interplay of bhakti and tantra in Ramakrsna’s sadhana, consult Swami
Saradananda, Sri Ramakrsna Lilaprasanga (trans. Sri Ramakrishna: The Great
Master), Vol. 1 (Chennai: Ramakrishna Math, 2000).

Rambachan,Anantanand The Limits of Scripture: Vivekananda's Reinterpretation
of the Vedas (Honolulu: University of Hawai ‘i Press, 1994), p. 56.

"Brahman is the ocean; the universe and its beings are waves. The ocean
remains, waves rise and fall." See Mahendranath Gupta (M.), The Gospel of Sri
Ramakrishna, trans. Swami Nikhilananda (New York: Ramakrishna-
Vivekananda Center, 1942), p. 134.
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Vedanta, albeit rendered through the affective idiom of devotional

mysticism.

A Critical Linguistic and Symbolic Study of Songs 13-20 in the
Gitanjali a classical rendering of Rabindranath Tagore’s Gitanjali, offers
not merely a translational exercise but a re-inscription of poetic
sentiment into the idiom of Sanskrit poetics (kavya). When read
alongside alternate versions such as BVG and KRW, the nuanced shifts
in language particularly in terms of gender usage, root conjugation,
metaphor, and translation aesthetics reveal a sophisticated engagement

with both linguistic tradition and spiritual poetics.

Song 21: Note the gender use in song 21. The masculine usage of

gam: is to be considered. W , ureTEM, B, I, U9 are seen as neuter in

Amara kosha.'”? Fudfe qrogte@fd: is applied in SKG. Man is in a race

against time. Air and water are two elements are believed to control the
passions of man. Seasons have an influence over the changing character

of man.

192

o D o
EIERICIERER CE @'ﬁ@lquHl-@ld
AT geT i fomref-a aaf<a = 1| KRW

STATHIIT TANeE TIHHEI U |

HIATRIAT: ThedTdTed oI T2t

BRTHATFNG! FHIdfd TOREatd: | SKG
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Song 22 In this poem in the fourth stanza of the verse, prose order

(AW NI

is as WS fehfomrd, STarol HATHEA, It is to be noted that A& fehfesT

AT 3ATHTY is suitable in this regard. The secondary usage of

S &UUH does not fit. Therefore, it is noteworthy that in SKG HTgat

fepfosid FaTua 310 1T faffedd is used. In SKG URE{S0T: HTEUHTE: is
both in WET fovifxk. A: is the WET singular form of W, The poet talks

about the lonely journey that everyman should make. He asserts the

loneliness using the symbol of dark night.

Song 23 Studious observation shows a stunning change. Up to
17th sloka masculine gender has been used which abruptly leaps to

feminine from 18th sloka. Feminine reappears as 371 Tt fafaar 3@ 193, 1t

1s a matter of concern whether the masculine, which had continued till
the 17th poem, became feminine from the 18th canto, as per the poet's
will. It is conceivable that the person who was hitherto a recluse and a
soul-searcher has now transformed into a despondent heroine waiting
for her soul mate. This change is nothing else but freedom of the poet.
Despondency is an inherent feature of human life and no force in nature

can help a man to free one from this feeling.

193 SATIRT JATHIHTATE HcT=] |
371 T ferfsTe SETed wiehd || KRW

157



Song 24 Alternate usages by the three writers for the same context

are available in this song. W@W@ is the leather bag to keep food. What
is to be eaten on travel is 9fY g1 used by KRW which represents the
ultimate meaning depicted in Tagore’s Gitarijali. But T2 also means a
shoulder bag for keeping, afr H1¢] means something to eat on the way. In

SKG it is said as I&I G I1q]: 9Ty, It is not mentioned as the vessel in

which the w7 is kept. In BVG it is called UreramTiciorerey spferde. !

Similar to the universe that is clothed in slumped people who are
swimming in ignorance should acquire freedom by enriching themselves

with the elegant and elite thoughts and ideas.

Song 25 Stumbles upon a Clear change of gender again.

Masculine repeats itself as forsa® @ Ffed'%® . Repeated changes from

194 o1 oI YIRS ATATEHTIAT |
el et e % 3ol < 9iR[er || KRW
FTATAT, NTh 2 q ATq: qTerd
Sfiof ToeTqut AT &l FE: |
EICRRI R R E R I GRS IEC R RTIE]
TATHIA TSST-Heald HEARIEN || SKG
RIEICEIEICCRIRE A CEE]
EIBREIRICERISE R IE ]
Sfiof AeftremE! w7 aEm
wTfeTaes qfieRe fomesrh: || BVG

195 FemTReI eIt SATe forT e |

W;W@%Waﬁﬁmn KRW
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feminine to masculine does not seem correct. It is called IshH¥ST. The
feminine appears in SKG as &1 @@t =T 1. Nature urges the humans

to enjoy each day in its novelty.

Song 26 Repetition of gender change in this sloka must not go

unnoticed. Study the words, STTHET and 9T 197, Again, they have

gone back to the feminine. After starting a sequence, it is interrupted and
then continues the same sequence again. It is a poetic defect named

TshAWETH, It 1s also said, ¥shHH, It follows a particular order, then slip

or diverges, and come back to the first. This is one of the poetic
fallacies. It is called sequential dislocation or broken order. To enjoy the
minute changes in nature one has to shed one’s laziness and keenly

observe nature.

Song 27 It is one of the most enjoyable poems. Is there any trace
of Christian theology? Ha! Where is the light I seek for? Worshippers,
thinkers and curious men wandering in search of ecstasy, eternal
tranquillity and peace, from time immemorial have been asking this
question. Life is turbulent with a lot of temptations. Man’s life is filled

with darkness that puts him into consternation. The unbearable moments

196 vt T w e
UCYSTATHT gl o § T || SKG
197 stmTaey @ Hedre Suforms foreg |
e ST SHEATITEHHTIHT || KRW
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of uncertainty and turmoil-days months or years -a man must overcome
them. The lines express dire conflicts. In this respective poem the poet
goes to an extreme level of comparison where one can see that greed is
compared to fire and lightning to darkness. The poet says that only the
light of knowledge dispels this gloom and spread perpetual

enlightenment.!*®

Song 28 This stanza illustrates the pathetic condition of a being
trapped in a gordian knot. Man has created the trap himself. Man creates
it with vain insolence and unending longings. They bring only grief.

Several bonds are created. A person knows it, but is unable to break the

bonds. The state of a helpless man is pictured here. “aTi E:{ Hi\{célgi') |(3hrg|D
3T 7 ¥ g2°. Buddha says that ‘Desires ruin one’s emotional and mental

well-being’. But at the same time if there are no desires there would be

no progress in life. This is the underlying meaning of this song.

Song 29 Read the line Terferai ]%lﬁﬂf‘gr ATy |9=d: is unsuitable.
If the secondary participle ffEai is used, the reverse order would be
appropriate. In SKG fufaftmt g ﬁﬂf@{ the poet has used masculine

again. ATIYFIET is again masculine. . Man does not know to keep away

198 JehTeT: 9 YRTRN BT, SacqosHel af |
IS, TR fefe AT STt |
T A, JaTgEHe wafd foh o |

TAEHTLETEERT W o || KRW
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from vainglory that he has been nursing and nurturing for countless
ages. This is real substance or truth. All the efforts done are to nourish
hallucination. From the frank effort to renounce vanity begins the search
for spiritual realization. The spark of this mystic philosophy is
manifested in the lines.!” For many ages, the man who lives and
nurtures his own illusory self-esteem often does not even realize that the
real entity is separate from it all. All human efforts, knowingly or
unknowingly, are only for nurturing the true self.?’ Real self-discovery
1s possible when the sincere effort to renounce the illusion begins. This

song echoes ideas from 'sCQ'I'IGIT@WErGF{, that the study of vidya empowers

oneself.

Song 30 TRIEHTTA:2%! is again seen as masculine in KRW’s version

of this song. For aeons self-conceit has been gripping one rough and

199 TurfeRcqt forfmri wemTy wow=a:
3Tl a FHRIfRAT feam Famey || KRW
< T T U Eret Ufefe s
furfft afedt fmfq adaqzss 1| SKG
F&T FRIGeANT Teifad fae |
ARTASTEITATARHT B~ HH awod || SKG
3T WAt TRt =R T |
forety Torer qf ww At fepmfa = gtk @
200 arerfYy g SHafaHaTeatHaH = Ha |
g gt fasfa ot 79 9 || SKG
201 wepTieopmrg T SIfeXe ATq Hgeha |
FIATTES A AHGATRE i~ T8 || SKG
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tough. The hopeless condition of man trying to escape from inflated ego
is helpless as it doesn’t find redemption and his efforts end in futility.
These lines reveal the subtle characteristics of the ego, which keeps

pulling in one back the more one tries to push it away.

Song 31: This song vividly portrays the psychological chain
forged by one's attachment to pride and worldly accomplishments. The
aspirant who once sought dominion over the world through brilliance,
physical prowess, wealth, and familial prestige eventually discovers that
he is shackled by his own ego. The self-imposed bondage is described as
being stronger than the hardest iron, highlighting the difficulty of

spiritual liberation without conscious renunciation.

This notion resonates with Kathopanisad, where Yama speaks to
Naciketas about overcoming samsara by breaking free from the bondage
of desire.?”? A parallel can also be drawn from the Mahabharata, where
Dhrtarastra, despite knowing the ethical truth, remains blinded by greed

and attachment to power, unable to relinquish his delusions.

~

Song 32: In this verse, the expression HAU faa@’? as used by

(=N

KRW is contextually inappropriate. Given the feminine form of the

noun implied, the correct expression should be anupirvyena.?** The

292 Kathopanisad 2.3.14: “tam evaikarh janatha atmanam anya vaco vimuncatha.”
203 SATAET feerT Ak TRaH] KRW

204 See Macdonell, Arthur A., A Sanskrit Grammar for Students, §109 on gender
agreement in participles.
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poem thematically unfolds the path of a soul-seeker in pursuit of

unconditional love unshackled by expectations and ego.

The motif of a “borderless journey” finds resonance in Pauline
epistles. In 1 Corinthians 13, St. Paul defines love as patient, kind, and
free of envy, arrogance, and malice virtues that align with the Gitarijali’s

vision of love as a purifying force.

Song 33: Here, the poet raises a concern regarding the sanctity of
the heart hrdaya-garbha-grha a space meant for divine peace but
intruded upon by desires such as kama (lust) and krodha (anger). These
intrusions are the progeny of delusion (moha), drawing from classical
doctrines that identify kamakrodhadi as obstacles to spiritual

attainment.?®

The stanza seems to echo the teachings in the Bhagavad Gita
(3.37-43), where uncontrolled desire is identified as a consuming fire

that disturbs the seat of wisdom in the heart.

Song 34: The poetic metre appears flawed in the line 37 & 377 7.206

The Anustuph metre requires specific syllabic patterns:

205 TNt EfEr ST | #H ATaew e |
AR o TehH=T: FHATHINT: || KRW
ST AN B lcae Afed: |
gufiar aE T Fiedi@i KRw

206 I TR HeUTEwEE Tl KRW
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G T HelA A T59qeal: | 98 e fasHIaduaq Jee @ieior| The

presence of the syllable ma after tva introduces a metrical irregularity

(vrttabhanga).?” Similarly, the usage of ﬁ’{ﬁ\?ﬁ AR is grammatically

weak. If the intended sense is fulfillment, nirihyate should be used
instead. According to the semantics of nir-vah with the prefix nir, the
accurate participial form would be nirvyiidham.?%® The poem articulates
the aspirant’s desire to harmonize with nature and embody dharmic
virtues, echoing the ideal of becoming a satpurusa a morally exemplary

being.

Song 35: This song is a passionate plea for liberation from
physical, mental, social, and intellectual bondage. The poet condemns
casteism, superstition, and hierarchical inequality, envisioning a utopian

realm of rationality, equality, and ethical sensibility.>*’

It echoes Tagore’s idealistic vision in Gitarijali 35, where he
dreams of a nation awakened into a ‘“heaven of freedom.” This
aspiration transcends political liberty to encompass spiritual and

existential liberation (moksa).

207 Chandoviciti discusses vrttabhanga under Anustuph metre: “paficamar laghu...
sastharh guru.”

208 For verbal derivations see Whitney, William D., Sanskrit Grammar, §1067—
1070.

209 ok et ferig=ret wfiefeh e |
FH AR, T TR M || KRW XXX V-1pp.53
e fg deeentreR e, Hfcad: |

HaTSRIG e RMel STRTRET Held 1| KRW xxxv-6pp.53
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Song 36: Spiritual Poverty and the Plea for Inner Strength

In KRW’s, the line Af=em¥qaTisadet qred, dred reflects an inner

destitution rooted not in material lack but in moral impoverishment

absence of love, humility, and compassion. In contrast, NGP uses J&Y,

reinforcing the urgency to strike down these inner voices.?'® MKN
introduces the motif of blindness rather than poverty, extending the
metaphor to an inability to perceive spiritual truth. The poet pleads for

nature to grant him strength to embody compassion and empathy.

Song 37: This stanza reflects the psychological catharsis that
follows one’s transition from darkness and despair to awakening. When
the past dissolves and a “new path” unfolds, the poet experiences

ananda a bliss born from renunciation and rediscovery?'!.

This realisation finds parallel in the Brhadaranyaka Upanisad’s

mantra, “tamaso ma jyotir gamaya” “lead me from darkness to light.” It

210 g wafa 2 <, et gid wreAT o |
oo qRTIEIH qT83,d1Sd || KRW.CH xxxvi 1.pp.54
3T STHHA Tt S AR o
et e e we & STt 1| NGPv36

REIT-EdT AT, HeAdl TR | BVG.v36

2 37 fafraaamd Aesdar S=ad v |
GHTHT HH 1T = WA HA QUL || KRW.v37
QAT 75 forer: | qeeerd |
HT2RITE: |Teh AR faedterd || KRW.v37

165



underscores the poem’s theme: transformation through abandonment of

outdated worldviews.

Song 38: The poet’s intense yearning for atma-saksatkara (self-
realization) leads him to discard all other pursuits. Here, desire is
bifurcated into day and night where night signifies ignorance and dawn

represents wisdom.?!?

Mental turbulence is symbolized as storms (pralaya-vata), and
peace as the sole force capable of subduing them. The poem highlights
the Vedantic principle that self-realization necessitates a rejection of

fleeting pleasures for eternal truth.

Song 39: The phrase tvam < @HN=® THE TR g/ dar

24misrepresents divine music by associating it with the word “blast”

(sphotana), which connotes violence. Instead, Tﬂ?’ﬁﬂ'l’ﬂ'ﬁ:UT from SKG is

more appropriate suggesting a stream of nectar-like music.?!>

212 TS FedTE shalc caTHHR |

HTeqag Aisadreerdie = ||

il 7o S foreTe qe I |

Heshra e, cauaTaedd TaT || KRWv.38pp.56
213 a1 wrepiwRaet FETWETd SaTd |

T HATT=S T T 99 daT || KRW.v.39
214 HfST Tk ged | At FEUIgaaner T |

HIMT ST forTd TG §1fE 1| SKG.v.39

215 Cf. Natyasastra Ch. 28 for guidelines on sound aesthetics and propriety of
musical metaphor.
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In BVG, the line ITRTIRI @WM™TTE I invokes the divine through

elevating melody. The poet metaphorically argues that when human

kindness wanes, nature replenishes it from its infinite store.

Song 40: The line BRIAT faafdst TaH remains unclear due to

lack of corresponding expression in SKG. However, the overall tone of
the song evokes nature as a maternal figure one who envelops her
children with care, shielding them from worldly suffering. 2!® This
interpretation 1s reinforced by allusions to the Prthivi-sikta of the
Atharva Veda, where the Earth is personified as matr, the protector and

sustainer.

Song 41: Convinced of his own unworthiness, the speaker in
Song 41 waits endlessly for his divine beloved, fully aware that the
awaited presence may never arrive. The construction vinyastum?!’ ca
tavantike should more accurately read vinyasitum, as it expresses the
infinitive action of “placing oneself” before the divine.?!® The speaker’s

humility is not feigned but deeply internalized, indicating a true spiritual

216 SpepT, feare ,aar, 79 rohgaal |
HATIDTG HRRLrdt feaferst 71w |1 KRW.v.40
ot fef aighr 7 adfar <o R Efe
Fefretter ferrdtel e agaeaiy 45 qtenom || SKG.v.40

217 qregeoa g oo, forareg = darfaeh | KRW.v.41

218 Monier-Williams, Sanskrit-English Dictionary, s.v. vinyas, vinyasitum.
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surrender. The poet thereby counsel’s humankind to cultivate humility,

simplicity, and humane values as a prerequisite for a hopeful future.

Song 42: The imagery in dREHT=ET TRH > conveys a journey

across a limitless ocean, which, however, seems syntactically awkward.

The expression TIRETK AT’ as used by KRW is more fluid and

contextually appropriate. >*! In SKG, the phrase TINUN UREN is

particularly evocative, and it resonates with Anandavardhana’s dictum

in Dhvanyaloka: 319N HTeIGER hfele ISmafd: “In the boundless ocean of

poetry, the poet alone is the creator.”??*Thus, poetic freedom is supreme,

and interpretations are manifold.

Song 43: This song reflects the comforting belief in a benevolent
force that watches over human imperfections. The metrical structure,
however, poses issues. In the third pada of the first stanza of
pravishatvam, the fifth syllable va is guru, and the sixth syllable dha is

laghu,?* violating the Anustuph rule that the fifth syllable should be

219 REHTRE QA w1 T SR |
F3T TR 10Ty o a1 AT qT=rel || KRW.v.42

220 Fom aRrER Ty feraafa goafa waf |
Ty e T ThId TGTTaet TaTaTerd || KRW.v.42

21 KRW, Gitaiijali, Song 42.
222 Anandavardhana, Dhvanyaloka, 1.2: apare kavya-sarnsare kavir ekah prajapatih.

223 gfem o 7 wssirg caed afed v |
FTE WTfereTeed A==t foMT 1| KRW.v.43
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laghu.?** Despite this flaw, the song radiates the poet’s recognition of
divine presence from childhood to maturity, equating human life’s

journey with the movement from earthly steps to celestial existence.

Song 44: The rare ktvanta formation smittva, from the root smin
(to smile), deviates from more common usages such as prahasya or
vihasya. In SKG,?% it signifies a subtle or restrained smile, aligning with
the mood of gentle hope conveyed in the song. Nature, in its serene
beauty, becomes a beacon of patience and quiet joy. The poet urges that

hope must persist even amidst uncertainty.

Song 45: This song captures the intensity of anticipation for the
divine encounter. The refrain “He comes, comes, ever comes’ reiterates
the silent but certain advent of an invisible power. Nature is personified
as a sacred presence whose footsteps stir the poet’s heart, transforming
ordinary perception into ecstatic realization.??® The divine is described
not in doctrinal terms but through immanence soft, luminous, and

deeply personal.

224 See Chandah$astra for Anustuph metre: fifth syllable should be laghu, sixth
guru.

ITEHRTIhT T TRITRET=L qoIT |
SITCRITT: G 9o TR || KRW.v.44
TN AGH=< HGY | SKG.v.44

dqﬂlql‘lqg“-l{'q °|')I°ﬂ~1%‘4~‘2?6&|*|l |

HEIESATEIE: THTUAH || KRW.v.45

225

226
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Song 46: Here, the poet attains the long-awaited moment of
union. The arrival of the divine is likened to an anirvacaniya (ineffable)
shower of bliss, the culmination of lifetimes of waiting. This mystical
moment transcends language and imagery, pointing to ananda, the bliss

of the Absolute.??’

Song 47: All three Sanskrit translators interpret the central
question similarly: “Who can be awakened from this mohanidra
(enticing slumber)?” The metaphorical sleep suggests ignorance, inertia,
and attachment. The song urges liberation from the delusive comfort of
worldly existence. It echoes spiritual texts where awakening (bodha) is

essential to realizing the Self.??8

Song 48: The line, TNEm" af ggar fawar: @9 222 79 is tinged with satire.

The use of smitah to denote “those with a smile” is contextually
imprecise. The more refined smerah would better convey the sense of
gentle, knowing laughter. The song narrates a surreal experience where

the seeker, confused and alone in an illusory world, eventually awakens

227 HeohRITUTRITE FHAR S HTEd |
AT GGG || KRW.v.46

228 orr wm fem |
wfevaTia Fesis T saRiaumar e aw wdter |
wERIVEHE I THTd T TRl

AT EOTE TR WeIeald || KRW.v.47
2 SreTteaehe RS S=aTST T qu |

U@ AT gEaT R HE=’T 79 || KRW

2
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to find the divine beside him Tclihd dere coai fds~d #9 q9rdd:. The

culmination is a realization of sannidhi divine proximity.

Song 49: In a world filled with the clamour of sages and

established voices, the song asks: who will hear the plea of a novice?

The line TTEAT TRTSERT Alerd bd\lﬂllnlddnl-l\ (“the gentle hymn of this new

disciple”) signifies a breakthrough a divine ear attuned not to grandeur,
but to sincerity. The poet implies that even the humblest seeker’s

devotion can pierce the veil of divine silence.

Song 50: KRW, states the line Tshr &iﬂﬁ'ﬁ\T EOUTR ER ‘ng{:m

conveys the transformative power of surrender a grain of impurity
offered to the divine becomes radiant like gold. The image recalls the
Bhagavata Purana’s tale of the fruit vendor in Krsna-lila, where the

child deity fills the vendor’s basket with jewels.?!

The poet subtly
invokes the dasama skandha, chapter 11, verse 11: phalabhandam apiiri
ca. This song completes the cycle of the Gitanjali: from despair and

despondency to grace and transformation.

Song 51: The poet reflects on the inevitability of death,

symbolized by the arrival of a long-awaited guest who may appear at the

230

‘-Iqﬂle»{gt@ol{'dcji o= o |
TohT EISCTHT TUTUMRT 8 9ET: || KRW.v.50

21 Srimad Bhagavatam, 10.11.11: phalabhandam apiri ca ratnaih "The basket of
fruits was filled with gems."
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most unexpected moment. »*?> The line underscores the spiritual
imperative of remaining ever-prepared in heart and mind. The sentiment
recalls the parable of the ten virgins in the New Testament (Matthew
25:1-13), emphasizing the importance of spiritual readiness for the final

encounter.

o0 ¢ . o

Song 52: The phrase T UL HIcd SATHEHMIFHG  ATrerg

maTeede contains a grammatical ambiguity. The verb avaficch@
derives from the root vafich (d1°%), which in lan lakara and uttama-

purusa becomes avafniccham (first-person singular). Thus, the

appropriate form should be avaiccham, not avaficche.??

The poet's prayer for the garland (mala) constructed of hibiscus
flowers (japakusuma) becomes a symbol of devotion. The ultimate
reward is not mere ornamentation but the reception of a divine sword,
which is the sharpened weapon of jiiana (wisdom). This metaphor
echoes Bhagavata Purana, Skandha 5.13.20, where spiritual wisdom is

likened to a sword that cuts through samsara.?**

232 gpeefiega fmreATeh fereRmifae s |
eI T SAFFHTARRETA: || KRW.v.51
ferefiof she@ve o yEm TRt |
UEUHFIETeR IR FEErTd: || KRW.v.51

233 See Panini 3.4.85 on lan-lakara forms of desiderative roots

234 Bhagavata Purana 5.13.20; cf. 11.28.17 for similar metaphorical use of the
sword of jiiana.
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Song 53: fowiawufor: as found in KRW’s rendering lacks
semantic clarity. SKG offers the clearer phrase fawnfdsafosgm=a "like

the divine bird of Visnu," i.e., Garuda. In BVG, it is rendered as

aqrefuasAtia, confirming this allusion. The burning fire of wisdom, like

the sword in Song 52, reappears as SUsATcid-ohd qa WSS in SKG,
recalling the Bhagavad Gita verse: FHIH: TAFKHIU TEATCHEASHA

(4.37).23

Song 54: KRW’s version, ScguT Waifd &fiom #eamgr Sufdsid features

pratytsah, which, according to Paninian grammar, is better rendered as
pratylisas (masculine) or pratyiisarh (neuter), but not feminine.?**The
song underscores the principle that deeds surpass words in legacy, a
sentiment echoed in Bhaja Govindam: nasti buddhiratnaloke. Good

actions alone yield lasting remembrance.

Song 55: This song addresses the dichotomy of jiva (individual
self) and I$vara (divine self). KRW emphasizes the split between body
and soul, reflecting dvaita (duality). Yet the spiritual evolution implied
throughout Gitanjali gestures toward advaita where duality dissolves.
The poet recognizes that the mind becomes the seeker’s guide only after

attaining higher consciousness.

235 Bhagavad Gita 4.37: jianagnih sarva-karmani bhasmasat kurute, "the fire of
knowledge burns all actions to ashes."

236 Panini 1.4.1 ff. on gender and nominal suffix usage.
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Song 56: The lines highlight the realization that pure, divine love

alone connects the human soul with the Supreme. The phrase Fa:
gftaer ‘{\lﬁ @Ha 9igead implies advaita: that in perfect union, only the

divine remains visible. The Sanskrit root mil (to unite) in lyut form
becomes melanam, not milanam, as some versions misrepresent.”*’The

sentiment aligns with Kuvalayananda: I Hef @ Tl | 8] T5d:|

Song 57: KRW’s use of tantrayah is grammatically inappropriate
as tantr1 1s a feminine noun. This song describes the challenge of
expressing transcendent inner bliss through limited material forms, such
as colour or music. The attempt to translate spiritual ecstasy into

tangible art forms illustrates the poetic struggle with the ineffable.

Song 58: The line Siteer = Heaigy Iwsit Wil Wi Aqa=Ted employs

a genitive construction (sasthi-vibhakti) that is problematic. Instead,

jivitamh ca maranam ca would better suit the intended meaning. SKG

uses Aqad foddieat Sy IWAEMAEl F:| BN GUSATdEAi-ad: the

metaphor of dancing twins suggests the inseparability and rhythmic

interplay of life and death. The line TRIIERITERT THEqH(Y Sia- SeRFaTd

evokes a higher spiritual vibration, not mere emotional trembling.

27 See Kuvalayananda, Alankara section on yoga-riidhi and compound
construction.
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Song 59: The use of AT AT is incorrect per Paninian syntax;

krtva (having done) or dattva (having given) would be more appropriate.

SKTG uses Ai-fgarsfiaferafaatom=mr:, meaning "your cool moonlight-like

compassion". This portrays divine grace as a bomb that dissolves

anxiety and existential afflictions in an instant.

Song 60: This concluding song presents a striking image of
children playing joyfully at the seashore, oblivious to the adult
preoccupations with commerce and risk. Their innocence is seen as the
gateway to spiritual fulfilment. The poet implies that only through
childlike wonder and simplicity can one approach the shores of the
infinite. This idea is echoed in Wordsworth’s Ode on Intimations of
Immortality, where childhood retains the memory of a preexisting

purity.

Song 61: The poet beautifully encapsulates the sacredness of
childhood by portraying the divine essence manifesting in the laughter
and gentle movements of infants. The primordial light of the divine
(purusa-jyotih) is said to shine through childlike innocence. The imagery
of the "beauty sleep from the buds of enchantment" draws from the
poet’s larger vision of nature as a cradle of love. A child, according to
the poet, is a manifestation of purity, a divine gift, and the very

embodiment of §rngara rasa expressed in innocence and tenderness.
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Song 62: The poet extends his fascination with childhood into the
natural world. The flight of clouds, the blooming of myriad flowers, the
kinetic rhythm of pebbles in the stream all are perceived through the
prism of childlike innocence. The gentleness of springtime breeze, the
murmur of leaves, and the sweetness of madhu (honey) flowing from
floral blossoms all reflect balya-saundarya, the beauty of infancy echoed
in nature’s rhythm. This resonates with classical Indian aesthetics (rasa-

sastra) in its elevation of hasya, $anta, and vatsalya rasa.

Song 63: The line jivane capi paficatve iha loke paratra va reflects
the Upanisadic assertion of divine immanence and transcendence. It

resonates with the Bhagavad Gita verse: Tiasdt w4 @eft fam: (Gita

9.18), where the Lord is described as the ultimate refuge and witness.?®
The poet affirms God as the only constant companion through the
vicissitudes of life and the afterlife, reinforcing the Vedic idea of

saksitva (divine witnesshood).

Song 64: This parable-like song contrasts personal desire with
universal altruism. A solitary man seeks light for himself, while a young
woman dedicates her lamp to the sky symbolizing a selfless offering to
the cosmos. Her lamp joins the celestial firmament, illustrating the
futility of self-centered illumination. The vrttabhanga (metrical

violation) occurs in 3d&dd: oMM, where the sixth syllable va is laghu

23 Bhagavadgita 9.18: gatir bhartta prabhuh saksT nivasah $aranarh suhrt prabhavah
pralayah sthanam nidhanam bijam avyayam.
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(short), violating the anustuph metre’s rule that sastham guru vijaniyat

(the sixth syllable must be guru or long).>*

Song 65: The poet envisions the individual soul as a musical
instrument in the hands of the divine creator, resonating with Gitanjali’s
recurring theme of life as nada (sound) and spanda (vibration). The
divine finds joy in creation’s melody, echoing the idea of nada-brahma
sound as the essence of cosmic creation, a central tenet of Indian

metaphysics.

Song 66: The line ATHY Y Iea: attempts to express the effort to

attract the divine through sound. Grammatically, prayatam is incorrect.
The proper form, derived from the root yat (to strive) with prefix pra

and suffix kta, is SIfdaq prayatitam.’*® The song thus expresses the

poet’s yearning to surrender the essence of his being manifest in sound

at the divine feet.

Song 67: Here, the poet extols the grandeur of the Supreme Being
visible in the subtlest manifestations: a dewdrop, a moonbeam,
birdsong, or wave. Every sensory experience aural, tactile, visual is
imbued with brahmananda (divine bliss). This recalls the Taittiriya

Upanisad (2.7.1): raso vai sah, "He is indeed rasa (essence)."

239 See Vrttaratnakara on the Anustuph metre: paficamarn laghu sarvatra sastham
guru vijaniyat.
240 Cf. Panini 3.2.102 for kta-suffix derivation with causative prefixes.
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Song 68: KRW’s use of UNadqa0: contains metrical irregularity.

The fifth letter ma is guru, which violates the Anustuph norm paficamarn
laghu sarvatra.?*! The breach in metric integrity affects the aesthetic

rhythm, indicating either an intentional poetic license or oversight.

Song 69: This song explores the liminal stage between spiritual
longing and actual realization (anubhiiti). The poet cautions that at this
stage, visions and illusions (bhranti-sphiirti) lose binary moral
relevance. The spiritual seeker must transcend conceptual understanding
to achieve experiential knowledge a notion deeply rooted in yoga-jiiana

traditions.

Song 70: Life is depicted as an ever-flowing stream, containing
countless ephemeral manifestations: epochs, worlds, living beings, and

cultural paradigms. The line T ‘olﬁff TaT grai-q deatq implies that

everything is in motion. This aligns with the Buddhist concept of
anityatd (impermanence) and the Vedantic view of jagat mithya (the
world is transient). The poet does not claim to know the end of this
movement an epistemological humility consistent with both Vedic

scepticism and mystical awe.

Song:71: In this context KRW eventually used Sfet@=ar. it should

be mentioned as J&®eAT. According to him, it is i?l{boh{uqmdwgosc\dlqi

241 Refer Chandassastra for metrical laws and implications of deviations
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a1 T, Here, the word foR&RIU is to be noted and to be realized as

Maya. It has to be said here that the inconceivable and infinite power of
God is referred to by many names such as ignorance, avidya and maya.
This rejection is vanity itself. He is the one who raises it and finally

changes it.

Song 72: The expression, :I'I'ﬁr‘a'ag ﬁ%g F@g ﬁﬁﬁg = describes the divine

manifestation in myriad names and forms. Song 71: Maya, Ignorance,

and Divine Rejection

KRW’s usage of praksiptavya is grammatically inaccurate; the
correct form is prakseptavya, derived from the causative form of the
root ksip (to throw). ?** His commentary, tiraskaranyam etasyam
uddhrtayam tvaya svayam, invokes the notion of tiraskarani as a
synonym for maya. The text suggests that maya, avidya, or ignorance is
ultimately dispelled by divine intervention, reflecting the Upanisadic
view that brahman is beyond illusion, yet also the source that redeems
one from it. According to KRW, this life is but a projection of His will.
Liberation (moksa) lies not in understanding each form, but in

unconditional surrender ($aranagati) to His inscrutable will.

Song 73: Mukti is not merely detachment from the body but total
transcendence of bodily identity. The song posits that the body, when

aligned with divine will, ceases to be a bondage. Rather, it becomes an

242 See Panini 3.1.132 for causative forms and tavyat suffix usage.
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instrument (yantra) for the divine play. The transformation occurs not by

renouncing life but by sanctifying it.?*’

Song 74: The phrase f=efiont aeafa is metrical incorrect due to

vrttabhangah: the fifth syllable va should be laghu and the sixth da
should be guru. The narrative portrays a soul wandering in despair,
uncertain of meeting the Divine. It captures the poet’s internal dilemma
amid darkness, the search for light through epochs, and the continuous

call of God in myriad forms.

Song 75: A similar vrttabhangah is found in H%’ﬁ%ﬁﬁ ¥4, where

the laghu and guru metrics are interchanged. This song emphasizes that
whether it is water, flower, or poetic word, all nature sings of the same
eternal Being. Human interpretations vary, but ultimately all expressions

converge in divine worship.

Song 76: The Supreme Silence

The line forshht = WehlsE faBd qd @@ fH is not about

speechlessness due to inability, but about maunam a silence born from

243 Cf. Bhagavad Gita 5.8-9: “naiva kificit karomiti...” the realized being acts
without ego.
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transcendental absorption (samadhi).?** KRW clarifies that it is a divine

silence, where speech and sensory faculties are absorbed in bliss.

Song 77: KRW’s rendering forwsiti =1 @: @reh fehed @l @t €8 11511

dIsg 7 st sfaa= q“a’l'ﬁg‘?ﬁ captures the seeker’s final struggle: the

relinquishment of ego. The inability to dissolve that last vestige of self

becomes the final hurdle in spiritual realization.

Song 78: The poet realizes that the perfection one seeks is not

absent but ever-present. The line I AU, AT Hofﬂl@lusqﬁdl - confirms

that what is sought externally already resides within. The futility of

searching is the epiphany of fulfilment.

Song 79: Once again, &2 should be corrected to WeiH,
following correct derivation from mil with lyut-pratyaya. Also, 3TeHd
Ied seems a misprint for ahameva. The broken lyre string symbolizes

the pain of divine separation. The poet acknowledges that God is the

only eternal companion, and all else is transient.

244 Refer to Manditkya Upanisad, verse 7: amatra$ caturthah avyavaharyah
prapaficopasamah $ivah advaitah..., emphasizing the final silence (turiya state)
beyond speech and duality.

245 e wmsh fire & e 9% |
T RN 49 Al A8 FRAR || KRW.v.79
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Song 80: The sun, described as s> (not ferdwRan), is

the most evident symbol of divine presence. It represents the source of
energy, light, and rhythm of life. The poet venerates it as the ever-

shining manifestation of the Supreme.

one has supposedly completed life’s duties. However, KRW notes that
the term nidritah is grammatically problematic.?*’ Instead, what is
implied is not literal sleep but a complacent restfulness that follows
effort. Yet, this state is not the end; rather, a new insight dawns an inner
revelation that transcends all effort. It is the divine irony of striving:

when one ceases to seek, the vision appears.

Song 81: This idea conveys the mental state experienced by a
person who, after accomplishing a significant goal, momentarily rests in

the satisfaction of that achievement. The term fifsd:is grammatically

unsuitable in this context. KRW offers a detailed explanation of every
element found in the source text. According to his interpretation, when
one sits in a state of contentment after completing all tasks, an

extraordinary and unexpected vision arises within the mind.?*

246 yReRIeTEEE R e e |

T iR, Ferasea KRW.v.80
247 Cf. Panini 3.1.133, tavyat suffix forming desiderative/capable futures.
248 gure rnfEeiicd foada=e |

feaT=r STRT e Teaearart ffsa: 1| KRW.v.81
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Song 82: This song explores the metaphysical enigma of kala,

presented as both destroyer and continuum. KRW echoes this with et
STeq&Teh: | Time as the devourer of worlds.?* Time is quantified from

ksana, lava, nimesa, muhiirta, to kalpa, yet remains elusive. Verses from

the Mahabharata (Adi Parva) such as, lcifed He wWrEmvEl FE™E |

reflect its totalizing nature. For the recluse, time is no longer tyrant but
servant; it is by becoming its assistant, not its master, that one attains

peace.

Song 83: Here, the poet speaks of matr-karuna-sagara, the mother
as the ocean of forgiveness. KRW reflects this sentiment through the
offering of a garland made of tears asru-mala at the feet of the Divine
Mother. This evocative image blends Bhakti’s emotional intensity with
the symbolic renunciation of ego.?*° The act of adorning God with one’s

sorrow suggests a deeply personal form of Saranagati.

Song 84: The poet turns sorrow into song. This recalls Shelley’s
line, “Our sweetest songs are those that tell of saddest thought.” The
Sanskrit echo is found in Malavikagnimitram and Kalidasa’s

Meghadiita, but most poignantly in Valmiki’s lament: AT I8t w@Hw:

249 Cf. Mahabharata, Adi Parva 1.1.188: kalam udidarm sarvam bhavabhavau
sukha-duhkhe ca.

250 bhavati $aktah prabhavitum Similar sentiment in Saundarya Lahari, verse I:
sivah $aktya yukto yadi.
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Teqd 112! This $oka becomes the

AT G | qcyﬁmmﬂdléchuolaﬁz T

origin of poetic speech (Sloka), where pain crystallizes into lyrical

beauty.

Song 85: This song presents a battlefield metaphor, where KRW quotes:

G =M IR =G el AT =97 |
WIAY AT HeNT T SHe et IKRW
The spiritual war concludes not in bloodshed but in silence. Echoes of

Bhagavad Gita’s 3R %d: g@H| (2.66) affirm that peace is the

ultimate end of all striving.>**The warrior’s arms fall; God alone holds

the power to grant liberation.

Song 86: KRW interprets death not as fearsome but as daivadiitah
the divine messenger. The poet’s acceptance reflects the jhanayoga
ideal: welcoming death as a return. The omnipresence of love, longing,

and lament is likened to Yama’s soft but irreversible touch.

Song 87: 3= fah=q o &RI>*3, the Divine abode alone is perfect.

This line acknowledges the failure of all worldly searches. Human life

Y Valmiki Ramayana, Bala Kanda 2.1-2.
252 Bhagavad Gita 2.66: asantasya kutah sukham for one without peace, whence
happiness?

253 3= fobrq o BRE AT dTHE |
EASRIGIHYHAT GHTRITA R, HeTHT 1| KRW.v.87
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remains a futile search for what only the Divine can bestow. The poet’s
plea to the Eternal expresses the Vedantic notion that ultimate ptirnata

lies not in effort, but in grace.

Song 88: The imagery here is haunting a deity left in a decaying

temple: faBcdshTiRl ear Sfufafratenar™ This echoes the Bhakti theme

of divine neglect amid modernity. The silence, the darkness, and
absence of ritual all convey a deeper critique of spiritual abandonment.

Yet, it is also an invitation for rediscovery.

Song 89: KRW writes: qHe EEl dg7M 91 HH <] ¥d: YLH, no more

tumultuous or lofty words remain. The idea aligns with the Vedantic

truth: guru’s silence is the supreme teaching.* TUE] Wi+ =weAT Rrsameg

=TGR | Also, the line HeHchas HehaRT ATYAaTEH || carries a pun hora

meaning both “hour” and a technical astrological term, indicating time

wasted in fruitless arguments over real and unreal.

Song 90: WU ArEEER At areRsaf | afe fo wweia o foh o
dr AT || when death knocks, what can one offer? The ultimate

renunciation is not symbolic but real. One must surrender sarvasva,

echoing Bhagavad Gita 18.66: sarva-dharman parityajya. This leads

254 g R T T SR ST

ferBIehTTeRT eaT STUMHT-aTaardT 1| KRW.v.88

255 Cf. Daksinamiirti Stotra verse: mauna-vyakhya prakatita para-brahma-tattvarh
yuvanam.
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from existential dread to transcendental faith. KRW’s poetic question

becomes an Upanisadic invitation to self-knowledge beyond the cycle of

birth and death.

Song 91: If AFTEATMT were mistakenly interpreted as first person
in the phrase WU & HANT=Y, it would be grammatically flawed. The

appropriate address in Sanskrit retains second person usage in tvam.

(e aN

Furthermore, d3@ar fifdqasm should be corrected to Aferdesan, following

previous discussions regarding WeMH as the correct nominal form

derived from the root mil with lyut-pratyaya.?*

The poet, in deep spiritual yearning, invites death to converse
with him at the threshold of life’s end. This ultimate encounter with the
Paramatman is depicted as a bridal departure a solitary bride leaving her
natal home to join her Lord in the solemn silence of night, after the

festive culmination of worldly rites.

Song 92: In the line dieri erefitai gfa 98 wafsh the poet reflects

on the transience of earthly perception. Death becomes paradoxical
darker than the material world, yet brighter than the unknown beyond.
As one closes one's eyes to this world, a new dimension opens. This

o o

ambiguity is reflected in the Puranic statement: ILI-dIIHIT: ‘death is

c

256 Cf. Panini 3.1.134: mil + lyut = melanam; tavyat suffix with causative applies to
prakseptavya.
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the ultimate forgetting.?’ Thus, death is not merely an end, but a

transition laden with forgotten memories and spiritual awakening.

Song 93: Bhagavad Gita’s profound aphorism eI & %T:ﬁ 7y’

frames this reflection. 2°® Death is inevitable and ever-looming.

Traditional Sanskrit verses echo this:

YT <hIRT TXerg] T8 Wi TegH el: THITH |

(o

AT WATRHTT ST s id ST Teh: |

p]

ae

. o ~\ .
TR TersRITT=aT: FRoTT= = Sfifera |

Fraite STt 7T forgTer Famt T 1 o |
T ST fergrer sftorf=r=nf s et <2 |

7 fe ywTo St SeRETStie ||

All worldly associations vanish at death. The soul (jiva) travels alone,

accompanied solely by karma. The poet's line, Bt I=TII=E  “] am

ready to travel" articulates spiritual preparedness.
Song 94: The line:

AT MGG g |
TR §Wa |

257 See Bhagavata Purana, 11.22.38: mrtyur atyanta-vismrtih.
2% Bhagavad Gita 2.27: jatasya hi dhruvo mrtyuh death is certain for the born.
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signifies the twilight of life, adorned with divine music and emotion. In

[N

[ NEISEIEEEHIRICISNHIE I'The

SKG, this becomes: YaN&RT = Jud
phrase &Y here does not imply sorrow but the emotional depth

(bhava) of divine longing. This transition blends the poetic with the

devotional, where the journey ends in a cosmic sangita.

Song 95: Philosophers affirm that death is not an aberration but a
passage. One loves death as much as life. The poet reminds us that life
and death are not contradictory; they are intertwined elements in the

cosmic rhythm.

Song 96: The universe is depicted as a stage: TUMHTAIAEUTITHARTT
hieTer™ a playground of countless forms. Yet, gfEW qfcrar aie o &4 7
add | the gaze ultimately falls upon the Formless. Though God is
invisible, he takes form for the devoted. The gﬂ%l@ﬁl?ﬂ YT in
gﬂﬁlﬂ?{f}lﬂT Y, is also noted metrically, indicating poetic disruption

within revelation.

Song 97: This song echoes Mundaka and Katha Upanisad
metaphors: FAUUTed! TG TG FgoSAd! Fa-ie! 9 & | e 9 & =1

@R AFERET | God and the individual soul are like two birds one

enjoying, the other observing. KRW aligns this 1image to

Bharatatattvam, where life and God are eternally bound companions.
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Song 98: The poet wears his failures like garlands: HIUSTFHTAM]
SR A | At the feet of the Lord, even defeat transforms into

victory. This spiritual inversion reflects Bhakti’s surrender (prapatti),

where all experience is offered unto the Divine.
Song 99:

TSI T 00T T SIHTRIE 4 |

T3 U GHTITCRE 3Tt 31 T+ 1|

All efforts prove vain:

3 T fahe SR A 3R |

The poet surrenders control and invites God to sit silently upon the

throne:

Fresreems 9 e s qa Fefle = 11

Song 100: The poet transcends the world of names and forms:

HEICTE = GFYUUHHITHI &R |
AHS ST foeTaTeh ||
AR ITE A SffedT T |

He awaits the revelation of the formless Truth nirguna-brahman

hidden in the cave of silence and solitude.
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Song 101: The phrase 31§ WHUHY dER=WE TG seems

grammatically strained. Instead, dg”I is more appropriate. The poet

confesses that music, which once opened heavenly gates, has now
fulfilled its purpose. The artistic journey culminates at the gates of

rajanilaya the Divine palace.

Song 102: The poet admits defeat before the ineffable:

o

9 Ylaged arfafa s T 2 |

Ial I e STIT /=T 92 ||

Quoting Taittiriya Upanisad (2.9.1), the poet reaches the

boundaries of speech and thought, surrendering into silence.

Song 103: The journey ends with full offering: U JfMTAS
forammoe O I 1A aptitudes mental, sensory, artistic are laid at the feet

of the Divine. The musical flow that accompanied life’s journey is now

retired.

This comparative study of Sanskrit translations of Gitarnijali by
three Keralite poets KRW, NGP, and MKN has unveiled a richly
textured terrain of linguistic and philosophical exploration. Drawing
from Tagore’s English version, each translator has engaged in a
profound act of literary re-creation, rendering the spiritual and poetic

essence of the original into the timeless rhythm of Sanskrit.
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By analysing Songs 1-103, this research has documented
grammatical distinctions, metrical variances, philosophical undertones,
and poetic innovations. The study has also brought to light previously
unnoticed discrepancies in translation and interpretation some of them
structural, others aesthetic. Through detailed metrical corrections,
etymological precision, and contextual readings, the work serves both as

a textual critique and an homage to Sanskrit's enduring vitality.

The translations offer unique perspectives into Tagore’s
mysticism, filtered through Kerala’s intellectual and cultural ethos.
Whether or not these translations meet the expectations of all readers is
open to debate. What remains indisputable is the translators’ dedication

to preserving both the sanctity and lyricism of the original.

In an era witnessing the decline of classical Sanskrit studies, the
efforts of KRW, NGP, and MKN act as a testament to its revival. Their
work contributes meaningfully to the corpus of modern Sanskrit
literature and provides future scholars with a valuable lens to explore

intercultural literary transmission.

Ultimately, the Sanskrit Gitanjali translations affirm the universal
resonance of Tagore’s vision transcending time, language, and culture

evoking the eternal dance of the soul with the Divine.
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CHAPTER IV

KAVYAS OF
K. RAMAKRISHNA WARRIER

KRW’s contributions to literary translation include a significant
number of biographical works, demonstrating that creative genius is not
confined to a singular domain. His engagement with diverse literary
forms reflects both his versatility and depth as a writer and translator. A
meticulous examination of his broader body of work not only enhances
scholarly appreciation but also invites deeper engagement with his
biographical translations. This chapter, therefore, serves as a repository
of his contributions in this genre, while simultaneously offering a

critical study of his overall literary oeuvre.

Critical analysis, by its nature, demands objectivity; it must be
devoid of personal bias, as its purpose lies in uncovering factual and
interpretive truths. The researcher’s role extends beyond the mere
presentation of facts it necessitates an exploration of the socio-cultural
and literary milieu that shaped the poet’s work. In this context, an
academic approach involves a close study of the underlying themes,
motivations, and stylistic strategies employed by the author. This

chapter endeavours to undertake such an inquiry.

His dissatisfaction with translation as a mere linguistic exercise

underscores his deeper commitment to literary fidelity. He approaches
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translation as an act of creative re-construction, one that requires
attention to multiple facets of literary expression. His deliberate use of
plain language, accessible style, and symbolic and rhetorical devices
reflects his effort to preserve both the philosophical depth and emotional
authenticity of the original texts. Such techniques not only enhance the
aesthetic quality of the translations but also provide valuable insight for

scholars and general readers alike.

This chapter meticulously highlights KRW’s profound desire to
engage with the common people and make classical literature accessible
to a broader audience. At a time when the cultural legacy of Sanskrit
was under threat, KRW, along with other committed enthusiasts, rose to
its defence, striving to preserve and revitalize its heritage. As a result, he
is remembered as a literary figure of enduring significance who has left
an indelible mark on the field of literature. His influence on future
generations continues to be a subject of scholarly discourse among
academics, researchers, and literary critics. The chapter also offers a
critical examination of his stylistic innovations and his nuanced
engagement with the socio-cultural dimensions that shaped his creative
vision. It serves as both a documentation of his artistic evolution and an
exploration of how his personal experiences informed his literary
pursuits. His determined efforts to rejuvenate a declining literary
tradition are analysed in depth, underscoring his dual role as both a

preserver and innovator. Subsequent sections explore he approach to
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individual works, with particular attention to how he engages with the
responsibilities of a poet in society. His literary responses, infused with
ethical and aesthetic concerns, open up rich avenues for further inquiry.
His oeuvre invites scholars, aestheticians, students, and general readers
alike to discover new layers of meaning and relevance, especially in the
context of contemporary society. This process contributes to an ongoing
scholarly effort to reassess his significance in the modern cultural
landscape. Additionally, the chapter considers his approach to language,
particularly his use of grammar and metrics. While modern poetry often
departs from traditional rules in favour of a freer, more intuitive flow of
expression, His work prompts an inquiry into whether he maintained
fidelity to classical grammatical principles. His possible reliance on
authorities such as Panini and other Sanskrit grammarians is examined,
with a view to assessing the precision and elegance of his semantic,
syntactic, and morphological choices. Through such analysis, the
chapter evaluates how technical mastery supports the philosophical and
poetic integrity of his work. Whether criticism be constructive or
deconstructive, this research neither aligns blindly with one nor rejects
the other. It adopts a balanced, middle-ground approach, which is both
justifiable and academically sound. To conclude, this chapter presents
what the researcher has read, observed, heard, felt, contemplated, and
inferred about a literary prodigy KRW whose contributions to literature

are substantial both in quality and quantity. It is now for scholars,
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students, and readers to examine the findings critically and determine

the extent of their validity.
Paritogsikam A Critical Overview (31 Headings — 748 Couplets)

KRW’s Paritosikam, his first major Sanskrit composition, is a
significant literary work comprising 24 self-translations of his original
Malayalam poems and three German poems. Unlike a novice, he writes
with the assurance of seasoned Poet, displaying remarkable linguistic

precision and stylistic confidence.

The expression naika! occurs multiple times, indicating thematic

or rhetorical emphasis. The forms Hlﬂ\ﬁllﬁ and HTJT are used distinctly,

reflecting a nuanced understanding of Sanskrit grammar:

HIqATH 3t €Y, SR 3fam)
N} ~ )

~

HHITHIIIS STHIH HIdel! 3fd &9 3feraH]

(e < o o
[(aTfdierH) SeRuT eI eSS TR H ST A e T

oo o fa 2
HTIITEATIRIIS AT ( STfdehH) I, Adeft il

I Yot 1T AT e A
RV RISATRRIEYE a1l 1. 4
= Fafg o I
TAEH AR A8 I I
aIq g qeafd B=Iwd sgal SHT:l V.26

2 warfoald aTaT deReRaTea:|
HeSTTal SEIERTe o Hqerll 1V.14
YT HGT kT TATsHAH|
HTA: foheq Wi HaT MA@l 1V.36
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KRW demonstrates mastery over Taddhita formations, as seen

in the application: ¥Taicsh:? — Derived from ¥dd: using the 3%

suffix. The explanation shows semantic clarity and grammatical

correctness.

A remarkable instance of derivational precision is seen in the

phrase:

dq AT — Analysed through grammatical logic: g HfT: becomes

T under nasalization rules (aﬁ%mﬁaﬁ%mﬁaﬁ ).

In the translation of "Balcony and Switch," the Sanskrit

equivalents Tfia: and TUSST are linguistically apt and aesthetically
compelling.

For the challenging phrase "Hide and Seek," KRW employs

TeahieT:4 a remarkably precise and imaginative translation.

o

In caption 16, second $loka, TU=e is used for "brass" a term both

contextually appropriate and lexically accurate.

TIRAITYER V.2

AGTRTEGH — Wiach:, Wad: 39 Wach: YadgeEt 30 3% T aw
THYTHI : 3iel HIAT:, AT |

RERIREE IR RO GE AR LRGN

TAd HEUTETHIT I I ol TN X1.22

N0 <O <
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. Caption 17, third $loka introduces TR meaning “acts like a
rock,” constructed using the suffix I% for actional meaning an

insightful morphological choice.

The first $loka of the caption beginning 33||£||031i13|\ offers a striking

simile. The term |9’ stands out as a lofty and fitting metaphor.

. The usage of Toshal and MY AWEH =TH: adds depth and

vividness to the poetic imagery.

. The $loka from g&=s: includes:

T Gwamm ® — a philosophical statement reflecting laukika-tattva
(worldly wisdom), worthy of note for its reflective tone.
. In 37817 ¥T99H°, the $lokas effectively re-narrate the legendary

tale with emotional depth and linguistic clarity, enriching the

reader’s engagement with the well-known myth.

e e ySTeredg=a: |
ferferemerme wigeh i frerffifarn xvi3
6 U wafq FreagTITe TEHeEl
IRV gEaT aeTE el XVIL3
7 T TEASTT 39 AT |
St~ IReersh e 1l XVIL]
§  urftaifvey V.26
9 grfarfoeRy v.1-24
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Use of Narma

. Title: Yfiefd SHH@H_ contains the humorous line: AT %ﬂjl

JHHEq!? — a clever instance of subtle wit.

. Additional usage of narma is seen in WA and the line AT naﬁ?or

I contextualized with literary finesse.

. Clock-winding is metaphorically interpreted as "feeding the

clock" a striking personification. The caption 19 §lokas include

expressions like =S JUAWN: /2 and =EF= JUaH? that create

a vivid, almost animate portrayal of time.

. The comparison of a grandmother’s sorrow to waves is poignantly

conveyed in the 48th §loka under AT

IEZRCICIE] ‘g:@lﬁ Fifergea='4 — a metaphor deeply evocative and

emotionally resonant.

. From the 28th $loka of BTHUM!3, the expression:

10 qrfraferery vi4
Horfeetfiyerm Xv.10

12 qrfrafisry XI1X.5

13 arfaifeery X101

1 arfrarfeery, Xx111.48
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i fIdeam =qTe: — serves as a moment of situational narma and

philosophical reflection.

Although Paritosikam has been discussed elsewhere, the
observations presented here aim to spotlight his exceptional
grammatical and creative skill in rendering poetic expressions into
classical Sanskrit while preserving their emotional and philosophical

resonance.

Gitaiijjali by K. Ramakrishna Warrier (2008) (103 Poems, 777

Couplets)

Tagore’s Gitarijjali has maintained universal appeal since its
publication and is often described as a modern counterpart to the
Bhagavad Gita, infused with spiritual depth and lyrical beauty. KRW’s
Sanskrit rendition of Gitanjali reaffirms the enduring value of this work,
preserving its classic tone and meditative insight. The fact that Gitanjali
was awarded the Nobel Prize speaks volumes of its literary and

philosophical stature.

The identification of thematic and stylistic parallels between
Rabindranath Tagore’s original Gitanjali and KRW’s Sanskrit
translation requires substantial scholarly engagement. Philosophically

and aesthetically, KRW’s rendering maintains fidelity to the original

15 afafiery XX VIIL.24
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text, embodying the essence of Tagore’s spiritual vision. Through 777
couplets, KRW articulates the profound messages embedded in the

original Bengali verses with linguistic elegance and emotional depth.

Gitanjali, both in Tagore’s original and KRW’s translation,
communicates from a mystic plane yet it remains innately human,
reflecting the eternal bond between Jivatma (individual soul) and
Paramatma (Supreme Soul). The spiritual dialogue is accessible and
intimate, positioning the divine not as a remote deity, but as a loving

presence close to the seeker’s heart.

Nature, according to Gitanjali, bestows upon humanity
inexhaustible treasures. However, human beings, immersed in sensory
pleasures and material excess, fail to receive them with the openness
they deserve. KRW effectively preserves this philosophical insight in his
translation. His first few couplets resonate with the sense of loss, not

imposed by nature, but by human indulgence and forgetfulness.

Human life, depicted as a spiritual journey, forms the central
motif of the text. In KRW’s rendering, the motif of the journey becomes
a leitmotif one that captures the pilgrim soul’s pursuit of an indefinable
divine presence. The journey is not merely physical but metaphysical,

anchored in longing, striving, and eventual surrender.

The power of nature is described in musical terms its rhythm and

harmony pervade all life. In songs 2 and 3, KRW echoes this mysticism
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by portraying music as a cosmic force binding all living beings.!'® The
nada (sound) becomes a symbol of divine presence. Each organism,

knowingly or unknowingly, sings the divine tune.

The inner being of man is likened to a window, where an invisible
energy is contained. In simple yet poetic Sanskrit, he expresses man’s
jealousy of purity and happiness, his yearning to merge with the eternal.
This union, however, demands humility, modesty, and renunciation.
Life, in this vision, is a sacred drama in which one must eventually cast

off the costume of ego.

In this sacred play, the heartbeat itself becomes an act of devotion
a thythmic preparation to unite with the divine. Yet, the actual merger
remains elusive, mysterious. He retains this tension between aspiration

and separation with vividness and sincerity.

. Song 13 underscores the existential dilemma of the seeker: the
offering song, symbolic of spiritual realization, fails to emerge.

The soul, though yearning, cannot yet articulate its hymn.!”

. Song 14 shifts this failure into spiritual growth. Unfulfilled
desires transform into karuna (compassion), a divine gift enabling

the soul’s final union with nature.'®

16 Warrier, K. R. Gitafijali. Chinmaya International Foundation, 2008 p.4-5
17 Warrier, K. R. Gitafijali. Chinmaya International Foundation, 2008. p.19
'8 Warrier, K. R.Gitasjali. Chinmaya International Foundation, 2008.p.20
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. In Song 17, the poet affirms that nothing needs to be done to
please the Creator. The soul’s task is merely to sing in praise. The
mystic hope of merging with the divine through love pure and

untainted is beautifully rendered.!”

. Song 19 depicts darkness as a metaphor for ignorance. The soul’s
silent vigil, waiting for enlightenment, is a deeply moving
portrayal of spiritual longing. KRW poetically conveys the quiet
search for the divine hidden within the self a sorrow born from

ignorance of this truth.?°

KRW employs richly imaginative metaphors to illustrate rebirth
and the continuity of time. The soul, likened to a weary traveller, is
rejuvenated each morning through the grace of divine presence. The
ghattyantra (clock) becomes a metaphor for life’s rhythm and
impermanence. Time, flowing like a river, passes swiftly while man
remains entangled in worldly constructions “heavy forts” built from ego

and desire, as observed in Song 30.%!

Each stanza functions like a mantra in a spiritual rosary (japa-
mala), culminating in a devotional offering an Anjali of songs. His

poetic bouquet invites readers to partake in this sacred journey.

19 Warrier, K. R. Gitafijali. Chinmaya International Foundation, 2008. p.23
20 Warrier, K. R. Gitafjali. Chinmaya International Foundation, 2008, p.27
2 'Warrier, K. R. Gitafjali. Chinmaya International Foundation, 2008 p.42
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Song 31 presents the soul navigating toward realization, hindered
by worldly temptations. Simplicity and humility are prescribed as

the only true path to the divine sanctuary.??

Song 32 gives divine multiplicity a name King, Lord, Friend. It

critiques man’s futile attempts at sovereignty and possession.?’

Song 34 reveals man’s insincerity: although he names nature his
sole treasure, he offers no true devotion. Still, the divine waits for

his love an idea laden with grace and forbearance.*

Song 35 i1s widely celebrated for its socio-political vision

advocating  for freedom, dignity, and a fearless society.?

Song 36 is a prayer for spiritual endurance: to remain equanimous
amidst joy and sorrow, and to serve the destitute, rejecting the

arrogance of earthly lords.

In Song 37, the metaphor of an empty tiffin box symbolizes the

exhausted soul, now wholly dependent on divine sustenance.

Song 39 deserves special attention. It imagines the heart as

parched and lifeless until the nectar of divine compassion flows

22 KRW. Gitaiijali, Chinmaya International foundation: 2008. p.43
3 Gitanjali,2008. p.49
4 Gitanjali,2008. p.57
2 Gitanjali,2008. p.53
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into it. The stanza becomes a poetic representation of moksa

(liberation).

Song 40 reflects the paradox of human devotion. The mind resists
divine love but ultimately depends on it for peace. The storm of

turmoil eventually surrenders to divine quietude.

Song 41 depicts a rebellious perception of nature harsh and
punishing. Yet it ends in a plea for the removal of sorrow,

exposing vulnerability beneath the defiance.

Song 42 paints a serene image: a devotee with a basket of
flowers, seated by the roadside, waiting with hope. The calm

solitude speaks louder than the crowd’s clamour.

Song 43 invites the soul to embark on a divine voyage. Even
amidst worldly distractions, the song of the soul is destined to

echo over the sea.

Song 44 raises existential questions. When will the final union
occur? The suspense surrounding the soul’s journey is captured

metaphorically through the image of the disappearing boat.

Song 45 affirms the Lord’s eternal presence across time.
Messengers of divinity appear and disappear, yet His arrival is

constant and certain.
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. Song 46 proclaims that no cosmic element sun, moon, or stars can
conceal nature. He is present in all seasons, transcending visibility

itself.

. Song 47 is particularly moving. The soul waits all night for
nature, only to fall asleep before He arrives. But in the morning,

the divine footprints remain a metaphor for silent grace.

. Song 48 culminates the devotional journey with imagery from
nature: chirping birds, blooming flowers, and aromatic winds.
These awaken the soul gently, echoing the belief that nature alone

has the right to awaken the spirit with love, not force.

His Sanskrit Gitarijali is not a mere translation it is a literary and
spiritual re-creation. His couplets resonate with the same mystic
yearning and philosophical richness as Tagore’s original. With clarity,
grace, and deep reverence, He bridges linguistic and cultural spaces,

offering a devotional experience.

The selected songs explore a series of profound spiritual themes,
emphasizing the soul's journey towards divine union. Through rich
metaphors and symbolic representations, the poems depict the soul's
longing for nature, its struggle with worldly attachments, and its
eventual realization of oneness with the eternal. These works offer a
philosophical meditation on the nature of life, time, death, and spiritual

enlightenment.

205



In Song 52, the soul expresses a deep yearning for a portion of the
divine garland in the morning, a symbol of the divine presence.?® The
stanza highlights the idea that after nature's departure, the soul remains
without a throne, awaiting His unexpected return. This desire reflects the
soul's deep longing for divine connection, and the promise that even a

single offering will be transformed into something sacred and precious.

Song 53 introduces the metaphor of the sword as a spiritual
weapon to fight against worldliness. The sword symbolizes the soul's
readiness to transcend material distractions and ascend toward an

eternal, invulnerable state of immortality.

In Song 54, the soul finds solace in the silence left by nature's
departure. The holy sword gifted by nature becomes the soul's ornament,
signifying its readiness to engage in the spiritual battle against

infatuation and illusion.

Song 55 further emphasizes the unpredictability of divine
encounters. The Lord may appear in any form, even as a weary traveller,
seeking unconditional love. This reveals that the Divine is not bound by
conventional expectations and that the soul must remain open to

receiving divine love in all forms.

Perfect Divine Love and the Transcendence of Worldly Desires

(Song 56-59).

% Gitaijali,2008. p.82
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Song 56 underscores the transformative power of divine love,
which removes transient worldly desires.?’” The soul’s encounter with
nature transcends the superficiality of earthly attachments and leads to a

deeper realization of spiritual fulfilment.

In Song 57, the beauty of the natural world is presented as a reflection of
divine love. The universe, in its magnificence, directs the soul toward
nature-realization. The enchantment of nature serves as a conduit for the
soul’s union with the divine, inviting the soul to perceive the sacred in

all things.

Song 59 explores how the soul perceives the divine light in the
natural world.?® The light on tree branches and the clouds in the sky are
seen as symbols of nature's love, inviting the soul to recognize His

presence in the everyday beauty of the world.

Song 60 and 61 depict the innocence of children as a reflection of
divine purity. The soul finds joy and protection in nature's love, similar
to how children, with their untainted innocence, are cared for by the
Divine. In contrast to the toil of adults, children’s unburdened play

symbolizes the carefree joy of divine connection.?

Song 62 and 63 extend this theme, portraying the divine nature of

children’s sleep. The celestial delight experienced by children signifies

277 Gitaijali,2008. p.90
2 Gitanjali,2008. p.95
2 Gitanjali,2008. p.96-98
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their inherent union with nature, reminding the reader that such divine
connection is natural and unforced. The Lord unites all beings, whether

familiar or unfamiliar, through love.

Song 64 highlights that the soul often forgets the omnipresence of
nature, leading to spiritual ignorance. The poem suggests that both life
and death, as well as the joys and sorrows of existence, are governed by
the divine force. Nature directs the soul through every phase of life, and

this realization forms the foundation of spiritual understanding.

In Song 65, the soul expresses its earnest plea for divine light to
dispel the darkness of ignorance. The desire for eternal happiness is
framed within the context of achieving unity in diversity an essential

aspect of spiritual enlightenment.

Songs 67 and 68 explore the soul's contemplation of the natural
world. The sun illuminates the world, and the soul is encouraged to offer
its tears, sobs, and songs in gratitude. The divine influence pervades

creation, shaping the rhythm of life itself.

Song 69 and 70 reflect on the unity of life, where the same divine
energy flows through both the natural world and human beings. Time,
life, and death are framed as interconnected forces, reminding the soul

of its place in the grand cosmic order.

The later stanzas delve into the inevitability of death and the final

union with the Divine. In Song 74, the divine presence is concealed
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behind the illusions of sensory pleasure and materialism. The soul must

transcend these illusions to experience true union with nature.

Song 75 marks the culmination of the soul's journey, where it
merges with the eternal energy that governs creation. 3® The joy
experienced through the senses is recognized as originating from nature,

and the soul is ready for the final surrender.

Song 76 presents the question of why humans neglect their duty
to adore nature, contrasting the consistent devotion of nature with the
forgetfulness of mankind. The poet calls for a deeper recognition of

divine presence in all aspects of life.

In Song 77-80, the soul faces the tragic reality of separation from
the Divine, which is experienced as a profound inner anguish. The
image of Yama, the god of death, appearing at the threshold, symbolizes
the inevitable nature of mortality. However, this separation is not final;

the soul continues its journey toward reunion with the Supreme.

The subsequent song (81-89) explores the concepts of time, death,
and the soul's ultimate surrender to nature.’! Time is presented as an
infinite entity in the hands of nature, with the soul attempting to

understand it through spiritual realization. The poet emphasizes that

30 Gitafjali,2008. p.122
31 Gitanjali,2008. p.131-140
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death is an essential part of existence, and the soul, upon its departure,

returns to nature as the eternal entity.

Finally, Song 90-96 depict the soul's journey toward the final
union with nature. The soul, in its last moments, prepares for the final
sacrifice, acknowledging the inevitability of death. However, the soul's
departure is framed as a return to its true source the everlasting Divine.
The final songs offer a poignant reflection on the transient nature of

worldly life and the soul’s ultimate reunion with nature.

The series of songs presents a spiritual narrative that traces the
soul’s journey from longing and separation to ultimate reunion with the
Divine. Through vivid metaphors, the poet illustrates the transient nature
of material existence, the struggle of the soul with worldly attachments,
and the eternal love and presence of nature. The work invites readers to
reflect on their own spiritual journey, encouraging a deeper connection

with the divine, the natural world, and the self.

This thesis explores the philosophical and mystical reflections on
life, death, and the nature of the soul's connection to the Divine as
presented in various songs, particularly Song 97. In this song, the poet
reflects on the profound philosophical relationship between life and
death. These two states, often seen as opposites, are presented as co-
dependent and integral to the spiritual journey of the soul. The poet

illustrates this connection through the metaphor of a mother’s bosom,
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where life and death alternate as the source of nourishment for the

soul. 32

In Song 97, the poet proposes that life and death are not separate
phenomena but are intertwined in a cosmic dance that propels the soul
toward divine realization. Life and death, like the alternating
nourishment from a mother’s bosom, support the soul in its spiritual
evolution. This reflection invites a re-evaluation of the conventional
understanding of death as an end, instead framing it as part of the

continuous cycle of divine transcendence.

This understanding of life and death as coadjutants is mirrored in
Song 98, which emphasizes surrender to the Supreme as the ultimate
realization. The poet suggests that worldly distractions, such as play and
music, obscure the soul’s perception of the Divine. Only through
surrender to the Divine and an inward focus can the soul transcend the

temporal and align itself with eternal truth.

Song 99 reinforces this idea by symbolizing the soul’s ultimate
surrender to the Supreme Lord. In this context, the "helm of life" is
handed over to the Lord, illustrating the soul's recognition of its

dependence on the Divine. This symbolic surrender to divine will

2 Gitanjali,2008. p.153
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encapsulates the culmination of the spiritual journey, echoing the deeper

philosophical insights on life and death.*

The remaining songs are a heart touching farewell. The music
ends, the voyage comes to an end, flowers wither and everything comes
to a full stop. No disillusionment, for it is a melting together with

perceptual serenity.
ST Ramakrishna caritam-2010-111verses

Sree Ramakrishna Paramahamsa, born in 1836 in the village of
Kamarpukur, serves as a concrete example of the mystical realization of
these concepts. His life, defined by deep spirituality and mystical
experiences, offers insight into the metaphysical notions explored in the
songs. His journey provides a lived experience of the divine, which
echoes the themes of spiritual surrender, mystical vision, and divine

union discussed in the poetic songs.

His life is presented as a unique journey that transcends
conventional understanding. Born into an impoverished family, his early
life was characterized by mystical visions and profound spiritual
experiences. The death of a friend caused Cinmayananda to ponder over
man’s momentary and mortal life, whereas, in the case of Sree

Ramakrishna, it was the demise of his own father**.It is told that he had

3 Guanjali,2008. p.155
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opportunity to come into contact with ascetics. After the investiture, He
took food from a low caste lady. The poet does not assure if it was an act

of denunciation of caste system, but only the fulfilment of the pledge™®.

His transformation from a simple priest at the Dakshineswar Kali
Temple to a revered spiritual figure reflects his deep, intrinsic

connection to the Divine.

His life unfolded within the complex socio-political context of
19th-century India, which was marked by British colonialism, social
unrest, and intellectual upheaval. During this period, many Indians
began to adopt Western ideals, looking down upon traditional practices
and values. Despite this, His teachings emphasized the unity of all
religions and the realization of God within the self, offering a powerful

counter-narrative to the colonial and cultural forces of the time.

The poet narrates that his early life was marked by divine
prophecies. It was foretold that he was the incarnation of Lord Vishnu,
and his birth was seen as part of a cosmic plan. His early years, marked

by mysticism and deep spiritual sensitivity, foreshadowed the profound
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realizations he would achieve in adulthood. This divine connection is
reinforced by his childhood experiences, such as his vision of a Sarasa
bird flying among the clouds, an event that transported him into a

trance-like state, signalling his deep spiritual insight.

At the age of seven, Gangadharan °, as he was initially named,
experienced a prophetic vision that his life was destined for spiritual
greatness. This foreshadowed his eventual renunciation of worldly
attachments and the pursuit of divine truth. His mystical experiences and
dreams were signs of his higher spiritual calling, which led him to a life

of devotion and service to Mother Kali.

Sree Ramakrishna’s Role as Priest and His Encounter with

Ascetics can be seen:

His time as a priest at Daksinesvara was marked by his deep
immersion in spiritual practices, particularly the worship of Mother
Kali. Although his formal education was minimal, he exhibited
exceptional spiritual insight and an intuitive understanding of religious

rituals. His spiritual journey took a significant turn after the death of his
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elder brother, Ramkumar, an event that prompted Sree Ramakrishna to

seek a deeper understanding of the transient nature of worldly existence.

During this period, he came into contact with several ascetics and
mystics, which helped him deepen his spiritual practices. His deep
meditative states led him to profound visions of the Divine, including
experiences in which he identified himself as Lord Shiva. The poet
highlights these experiences as demonstrations of his ability to transcend

the physical realm and connect with the divine essence of the universe.

One of the most pivotal moments in his life was his encounter
with Narendranath Dutta, later known as Swami Vivekananda.
Vivekananda, a young intellectual, had heard about his mystical
experiences and visited him at the Dakshineswar Kali Temple. During
their meeting, Vivekananda asked him if he had seen God, a question
that many had asked but which had never been satisfactorily answered.

He responded affirmatively, stating that God is as visible as any person.

This response was a transformative moment for Vivekananda,
who recognized he as a spiritual master. His ability to demonstrate direct
perception of the spirituality. Divine was a turning point not only in
Vivekananda's spiritual journey but also in the spiritual renaissance of
modern India. The meeting between these two great figures marked the
beginning of a profound spiritual relationship that would shape the

future of Indian spirituality.
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The philosophical themes of life, death, and spiritual surrender
discussed in the songs are exemplified in the life of Sri Ramakrishna
Paramahamsa. His life serves as a living testament to the mystical
insights offered in the songs, demonstrating the soul’s journey toward
divine realization. The poet’s reflections on the cyclical nature of life
and death, coupled with his mystical experiences and teachings, provide
a deeper understanding of the soul's ultimate union with the Divine.
Through his life, the poet shows that true spiritual enlightenment
transcends worldly experiences, and it is only through surrender to the

Divine that the soul can achieve liberation and eternal.

His life is marked by mystical and divine experiences, with one of
the most profound being his vision of Mother Kali. This pivotal moment
in his life, as described by the poet, serves as the foundation for his
spiritual transformation. In his trance, he experienced Kali not merely as
an abstract concept but as a living and palpable force. The vision
symbolizes a transcendent encounter with the Divine, where Kali
embodies both the immanent and the transcendent aspects of divinity,

initiating his spiritual path.

Interestingly, the name "Ramakrishna" was not imparted by his
guru in a conventional manner. Instead, the name emerged
spontaneously from the collective recognition of his spiritual prowess.
According to various accounts, it was conferred by Madhuranath, a key

figure in Ramakrishna’s life, symbolizing the divine nature of his being.
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This event underscores the mystical nature of Sree Ramakrishna’s
identity, one that was not defined solely by his human interactions but

also by his direct communion with the Divine.

The poet further elaborates on his spiritual journey, beginning
with his deep devotion to Mother Kali, the form of the Divine that
guided him throughout his life. The poet narrates an event in which Sree
Ramakrishna, while meditating, experienced a vision of Mother Kali
that profoundly impacted his understanding of illusion. Through this
vision, he realized that the Divine encompasses both the formless

Brahman and the personal form of the Goddess.

This realization is further explored in the Kamara Pukure Vivaha
chapter, which symbolizes the spiritual union of Sree Ramakrishna with
the Divine, akin to a marriage. The poet likens this union to a
Swayamvara, where the soul is spiritually united with the Divine
presence. This union signifies the surrender of Sree Ramakrishna to

Kali, reinforcing the central role of devotion in his spiritual practice.

A key theme in his life is the concept of Maya,*” which the poet
presents as a dualistic force. Maya-vidya refers to the knowledge that
leads one to liberation, while Avidya represents ignorance that keeps the

soul trapped in the material world. The poet draws attention to how
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Ramakrishna, under the guidance of his guru, Totapuri, overcame the
limitations of the material world through intense meditation and

realization of the formless Brahman.

Totapuri’s teachings, along with his spiritual practices, led him to
experience oneness with Brahman while still maintaining his devotion to
Kali. This dual experience of the immanent and transcendent forms of
the Divine allowed him to present a more holistic view of spirituality,

which emphasized the complementary nature of both forms.

Another significant aspect of his life was his absorption of the
essence of Islam, which the poet narrates as part of his larger spiritual
exploration. In his deep meditative states, he experienced the presence
of Islamadeva, a symbolic representation of Islamic spirituality, further
affirming his belief that all religious paths lead to the same Divine. The
poet illustrates this by recounting his journey to Dakshineswara and his
encounters with Muslim spiritual figures, which expanded his
understanding of God and deepened his conviction that religions are

varied, but the Divine remains one.

His experience with Islam is part of his overarching commitment
to the unity of all religions, where the diversity of religious practices is
ultimately subsumed in the singular truth of God. This realization
became a cornerstone of his teachings, urging people to embrace all

spiritual paths without any sense of division.
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The poet also highlights the role of Saradamani, his wife, in his
life. Sarada’s arrival at Dakshineswara is depicted as a significant event,
reflecting the balance between householder duties and ascetic pursuits.
The poet emphasizes how he treated his wife with affection and respect
while also teaching her the nuances of theosophical principles and
spiritual discipline. He accepted his wife’s suggestion to help him in
Dharmacaranam. At Manikarnika he saw dead bodies receiving the last
tribute transformed into Siva.3® The poet presents this occurrence
effulgently. Sarada who had heard about her husband’s intense passion
or mania reached Dakshineswara, accompanying her father. Sree
Ramakrishna himself treated his sick wife. He taught the young wife
homely duties and theosophic affairs. The husband clarified his other
half how to compromise marital life how to compromise marital life and
ascetic life*. Sarada Mani asked him how he had considered her. The

answer 1s Jagadamba. She assured him that she would not be an obstacle
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in his path. Once, he tried to touch his wife for sexual intercourse but all
of a sudden fell into a bottomless Samadhi*’. Another time he adored

Sarada as Kalimata and offered libation or Nivedya.

This part tells how he goes deep into the Jaina religion. Another

religious leader, Christ, enters and haunts his spirit*!

.Religions may be
numberless, but there is only one God. Only religions are different
whereas God is one and the same. He gets this enlightenment. Death of
mother and brother shakes his tender heart violently. Paramahamsa that

soul is immortal, and eventually recaptures equanimity and resilience.

Moreover, another section gives pictures of the journey to see
Keshavacandrasenan having dialogue with him, singing a song during
the conversation and falling into deep meditation at an unexpected

moment.*?
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One poignant narrative is his attempt to engage in physical union
with Sarada, only to fall into Samadhi (a state of deep meditation). This
incident symbolically represents the transcendence of physical desires
and the elevation of spiritual consciousness above worldly attachments.
The poet interprets this as a teaching on renunciation and devotion,
underscoring the path of asceticism while acknowledging the sanctity of

marital relationships.

In addition to his engagement with Islamic teachings, he also
explored Jaina and Christian spirituality. The poet recounts how
Ramakrishna, through his deep meditative experiences, came to
understand the shared essence of all religions, realizing that, despite
their differences, all religious paths ultimately point to the same Divine

truth.

The poet describes his meditative visions of Christ, which further
confirmed his belief in the oneness of God. This period of intense
spiritual inquiry helped he transcend the boundaries of religious
sectarianism, allowing him to articulate a message of universal

spirituality.

His dialogue with Kesava Chandra Sen, a prominent leader of the
Brahmasamaja, is another significant episode in the narrative. The poet

captures this interaction as a moment of intellectual exchange where he
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discusses the nature of spirituality and meditation. The conversation
highlights his ability to engage with contemporary religious and
philosophical thought while maintaining his core beliefs in the

experiential nature of spirituality.

In one instance, during their discussion, he falls into a deep
meditative state while singing a devotional song. This moment serves as
a reminder that true spirituality is not just intellectual but also a deeply

personal, transcendent experience.

As his influence grew, he attracted many disciples, both men and
women, who sought his guidance in spiritual philosophy and moral
conduct. The poet highlights how he imparted teachings to people from
various walks of life, tailoring his approach based on the individual’s
spiritual needs. He is portrayed as a teacher who embraced diversity,
offering teachings that resonated with both householders and

renunciants.

The desire for new disciples grows day by day. Their absence
makes him painful. Later, he gets plenty of students. He restlessly

conducts classes on morality and spiritual philosophy*.

S gy ey F?]Tﬁ?ﬁﬁ'@?ﬂ'q'lﬁ@ W‘;th
TET HARI e Hi|
AT Tl AT 4|
TEh T CHeRRHE Hghmdl

222



It is the noteworthy context of this book due to the spiritual
connection between the guru and his disciple. According to the worldly
life aspects, it is a soul connection between two individuals in the same
manner which was mentioned by the scholars that is’ humanity’, which
represents the basic quality of a human. The scientific study might be

the proof of the respective statement for critical analysis.**

At first, Narendra distrusted him. By the passage of time that
attitude altered. He became an adamant follower of Sree Ramakrishna.
Earlier, Narendra took him for a man out of his senses. Narendra
rejected the theory of monism to which he became a rigid propagandist

later.*>
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The text underscores the centrality of moral discipline and
spiritual philosophy in his teachings, with the poet noting that he did not
impose rigid rules but instead emphasized personal transformation and

devotion to the Divine.

One of the most significant relationships in his life was with his
disciple Narendranath Dutta, later known as Swami Vivekananda. The
poet narrates how Narendra initially viewed Sree Ramakrishna with
scepticism, dismissing him as a man of questionable sanity. However,
over time, Narendra came to recognize Ramakrisna’s profound spiritual
wisdom, eventually becoming a devoted follower and propagating his

teachings worldwide.

The relationship between Sree Ramakrishna and Narendra is
depicted as a spiritual bond that transcended worldly distinctions. The
poet emphasizes that the transformation Narendra from a sceptic to an
ardent disciple is a testament to the power of the guru-disciple

relationship and the depth of his spiritual presence.

The life and teachings of Sree Ramakrishna reflect the
transcendence of religious boundaries and the universal nature of
spiritual truth. Through his experiences with divine visions, his
encounters with different religious traditions, and his teachings on

devotion and renunciation, he exemplifies the path of spiritual unity and
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integral realization. His legacy continues to inspire seekers of truth,
highlighting the importance of personal experience, devotion, and

universal love in the quest for the Divine.

Physical Ailments and the Spiritual Response to Suffering are to
be noted in this text. The complexities of his relationship with conjugal
life, as reflected in his disciples' teachings, reveal deeper insights into
his spiritual philosophy. See what the sage said to Yogendra who was
afraid of conjugal life*¢. The misogynist, Harinath, got the maxim from

him*’

Although Sree Ramakrishna himself was not particularly focused

on worldly attachments, including marriage, his views on these matters
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shaped those around him. The text suggests that Harinath, one of the
individuals who interacted with him, imbibed certain maxims from the
Sree Ramakrishna regarding the detachment from physical or conjugal

bonds, which led to a misogynistic perspective within some circles.

Sree Ramakrishna, however, viewed marriage and physical
relations from a spiritual standpoint, emphasizing that conjugal life can
coexist with spiritual asceticism when the path of devotion is
maintained. His teachings often addressed the need for detachment,
showing that spiritual wisdom does not necessarily require physical

renunciation but, rather, a renunciation attachment.

One of the central aspects of his life was his sufferings from
physical ailments, particularly during his final years. A fractured hand
due to a meditative fall, as well as the diagnosis of cancer, marked a
significant part of his later life.*® Despite enduring intense pain, his
spiritual attitude towards illness was remarkable. In his final days, when
he prayed to Goddess Kali for relief, he rejected any desire for physical
recovery. He stated that he was unwilling to compromise his connection

with the eternal for the sake of mortal concerns.
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His perspective on suffering is emblematic of his greater spiritual
philosophy he regarded physical pain as a transient aspect of life, with
his mind focused on divine communion rather than the material world.
He even expressed, surprisingly, that he would gladly accept the form of

a dog if it meant experiencing joy in the physical realm.

His Maha-Samadhi, or the ascetic death, is one of the most
poignant moments in his spiritual journey. In his final moments,
Paramahamsa is said to have exchanged his vital energy with his
disciple Narendra (later known as Swami Vivekananda). The scene was
filled with deep spiritual emotion, as his physical body shed its mortal
constraints to return to the divine. In his final days, he was free from
bodily pain, a sign of his advanced state of spiritual mastery and

transcendence of the physical.*
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This event underscores the idea of spiritual liberation: his life
exemplified that true liberation is not only a release from worldly
desires but also a deep alignment with the divine, where even the body,

in its suffering, becomes a vehicle for transcendent realization.
Vivekananda Kavyamyta of KRW-2011-543verses

In addition to his life and teachings, KRW’s work on translating
Vivekananda Kavyamrta provides a significant contribution to Indian

spiritual literature. The translation, consisting of 27 headings and 543
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couplets, presents a detailed study of Swami Vivekananda’s life and

philosophy through the lens of poetic expression.*

The translation makes extensive use of rare similes and
metaphors, crafting vivid imagery, such as depicting the body exposed
to the sun and rain on the banks of the Ganga. Such descriptions evoke
the interplay of the divine and the natural world, drawing parallels
between  spiritual practice and the harshness of life.
The translation’s use of compound words (Sandhi) adds elegance and

complexity to the work. For example, the line

“RigreufaseamyalsdTidsrerd:” 5! combines multiple ideas into one

phrase, providing a sense of grandeur and spirituality.

KRW skilfully applies Paninian grammar in the translation,

utilizing specific grammatical structures such as the Paficamiya Tasil
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>2and An suffix to convey precision in meaning. His use of grammatical

forms like §=I% (meaning "pointer") and 3 (sound endings) showcases

his deep understanding of classical Sanskrit poetics.

A critical study reveals slight changes in meaning due to the
alteration of sounds and forms. For instance, in Chapter XI, verses 13—

14, the text uses I@d (a passive form) instead of =%, Similarly, in

place of F&Id>* the word F&Id is correct.

Such nuances demand a closer examination, suggesting that the
translator is not only concerned with faithfulness to the original but also
with preserving the essence of the work. Certain slokas become coarse
as a result of alteration in the use of long and short letters. So, ease of

reading is in peril. See the example, CH.IV.v.2°,

Through his poetic expression, He captures the essence of
Vivekananda's teachings. The concept of God's omnipresence and the

realization that the root cause of human misery lies within oneself.
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These philosophical themes are woven seamlessly into the couplets,

providing intellectual stimulation and spiritual inspiration for readers.
Cinmayanada Caritam-2012-1132verses

The biography of Sri Cinmayananda, a 20th-century spiritual
luminary, is another work that received his poetic attention. The life of
Cinmayananda serves as a testament to the idea that one’s life purpose is
meaningful when one recognizes and fulfils their appointed duty. His
journey from a young journalist to the founder of the Chinmaya Mission
illustrates a life of selfless service and spiritual dedication.
In the second half of the 20th century, Cinmayananda’s Gita Yajiia (a
global movement to spread the teachings of the Bhagavad Gita) drew
widespread attention to the essence of Indian philosophy. His method of
teaching was both logical and emotional, using relevant illustrations and
syllogistic reasoning to make complex spiritual ideas accessible to all. In
his translation of Cinmayananda’s life story, he adheres to simplicity and
clarity, ensuring that the biography is easily accessible to a wider
audience, including students and general readers. The Anustuph metre
used in the work is simple yet profound, making the text relatable to
both scholars and laypeople. He demonstrates his literary prowess by

applying subtle word choices and root usage throughout the translation.
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Words like ragm@e™ and I¥ FA1a¢ are skilfully employed to maintain

the rhythm and meaning of the original texts.

In his translations, he maintains cultural accuracy, leaving certain
terms like Onam or Cochi untranslated to preserve their local
significance. This decision underscores his commitment to authenticity
in the translation process while recognizing the need to honour the
original culture and language. Through his translations of Sree
Ramakrishna's and Sri Cinmayananda’s lives, KRW successfully
preserves the spiritual essence while adhering to rigorous literary
principles. His ability to employ metaphysical thought, grammatical
precision, and poetic beauty ensures that these works are not only
accessible to modern readers but also retain their ancient philosophical

richness.

His translations are marked by a sincere commitment to
preserving the core messages of devotion, detachment, and service, all
while showcasing the linguistic artistry of classical Sanskrit. Through
these efforts, he makes significant contributions to the preservation and
dissemination of India’s spiritual heritage, ensuring that future
generations can continue to draw inspiration from the great spiritual

masters of the past. The journey of Sri Cinmayananda from a young boy
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to a renowned spiritual leader, Yogivarya, is a profound narrative of
inner transformation. The evolution of his character, from initial
spiritual inklings to the eventual realization of his divine purpose, offers
rich insight into the complexities of his life. This work, rather than
embellishing the narrative with unnecessary ornamentation, provides a
grounded account of Cinmayananda’s personal growth, focusing on

significant milestones that shaped his spiritual identity.

The horoscope of Cinmayananda forewarned of his eminent
future, predicting that he would rise to prominence. The early blessing
of Cattambiswami further solidified this potential, enhancing the
likelihood of his spiritual greatness. As a child, Cinmayananda exhibited
extraordinary signs of spiritual awareness. During prayer times, he
would stare unwaveringly at the picture of Parameswara (Lord Shiva),
absorbing the divine imagery of the Ganga, the serpent, and Mahadeva.
This focused contemplation marked the beginning of his transcendental

meditation, a practice that would define his later spiritual life.

The child’s ability to engage in a mystical dialogue with a baby,
communicating in a language unintelligible to adults, suggests an early
connection with the metaphysical. The poet suggests that the exchange
between them possessed an otherworldly quality, alluding to

Cinmayananda's potential to transcend ordinary human experiences.

As Cinmayananda grew older, he developed a natural eloquence

and oratorical skill, which he used to draw people’s attention. However,
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his early life was marked by personal challenges. His mother’s early
death left him under the care of his father, who raised him with love and
attention. Despite this nurturing, the young boy became entangled in
various bad habits, which the poet does not conceal in the work,
presenting a holistic view of his formative years. Even when he joined
the Tapovanaswami’s hermitage, Cinmayananda was still a smoker of
tobacco. His oratorical excellence was evident, but his journey was

fraught with contradictions.

During this time, Balakrishna (as Cinmayananda was known
before his spiritual transformation) began to develop a sense of doubt
regarding the existence of God. Although his faith in Lord Shiva was
unshakable, he struggled with broader spiritual concepts. The poet notes
that at this stage, Balakrishna's inclination leaned towards luxury and
sensual enjoyment, while his spiritual curiosity seemed entangled with

nihilism.

Despite his doubts about God and the questioning of traditional
moral codes, Balakrishna unwittingly cultivated the seeds of spirituality
alongside his immersion in atheism. This duality his gravitation towards
worldly pleasures and his inherent spiritual inclination formed a core
paradox of his early life, one that would later be resolved in his

transformation.

At this juncture, Cinmayananda’s life intersected with the Indian

freedom movement, which became a pivotal force in shaping his
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spiritual outlook. His interest in legal studies waned, and he was drawn
to the patriotic fervour of the time. As an active participant, he wrote
essays and delivered speeches that stirred nationalist sentiment. His
arrest and imprisonment during the freedom struggle further deepened
his understanding of human frailty and the vulnerability of the body. He
contracted a fever while in prison, an experience that forced him to

confront the inevitability of mortality.

Despite his fervour for independence, Cinmayananda had little
regard for asceticism until he encountered Sivananda, a pivotal figure in
his spiritual evolution. Though he had read the Vedas and studied
spiritual texts, doubts lingered in his heart. His encounter with
Sivananda marked a turning point, as the yogi’s teachings began to

dismantle his internal barriers.

After his association with Sivananda, Balakrishna went to
Anandakudiram, Sivananda’s hermitage, where he stayed for six
months. This time was significant, as it allowed him to confront his
spiritual misconceptions. The yogi instructed him to use his talents for
the service of God, a directive that would later shape his spiritual
mission. Despite his spiritual potential, Balakrishna was initially
rejected as a candidate for the monastic life due to his lack of full
alignment with ascetic discipline. However, his body language marked

by discipline and inner strength demonstrated the core qualities of a true
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yogi. >’ The poet, in his deep affection for Kerala, also depicts
Tapovanaswami as a Kerala native, further connecting the narrative to

its cultural roots.

One significant episode in Balakrishna’s life at the hermitage
involved a disagreement with the Sivananda over the issue of a torn
cloak. In the story, Sivananda asked Balakrishna to fetch water from the
Ganga for the garden plants an action that the poet interprets as an
attempt to strengthen his physical body. Balakrishna, however, argued
with Sivananda over the condition of the cloak, believing it to be untorn
when Sivananda called it torn. In response, the yogi referred to the
disagreement as an illusion, which angered Balakrishna. This episode
marked an important test of humility, exposing the pride and arrogance

still present within him.

Through this incident, the poet reveals the hidden layers of
Balakrishna’s personality, particularly his self-esteem and the struggle
with his ego. The guru’s challenge was to highlight the limitations of

arrogance and to help Balakrishna confront the illusion of superiority.

He emphasizes the idea that the Vedas and Upanishads are not the

exclusive domain of any particular caste or community. Through the

ST ety JfFET 9 former = geAfterd)
53 ggd 4, ud awr fafrear )
T T HAE Jasi |

TTEqURITT STHRTAHEMTH] V.44-45
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example of Cinmayananda, the poet illustrates how spiritual knowledge
should be accessible to all, regardless of their social status.
Balakrishna’s  transformation involved challenging traditional
hierarchies, particularly the belief that the study of Vedic texts and
spiritual practice was reserved for the Brahmins. In a society where
lower castes were often excluded from spiritual practices, Balakrishna’s
acceptance of all communities including Christians and Muslims as
worthy of spiritual teachings is seen as a radical reformation. He
believed that the study of Indian religious texts could help expand and

enrich one’s own spiritual worldview.

In the chapter titled "Unique Orator", the poet reflects on
Cinmayananda’s exceptional oratorical skill, which allowed him to
communicate profound spiritual ideas with ease. However, he also notes
that Cinmayananda did not believe in the existence of ghosts or evil
spirits, suggesting that his rational outlook was also part of his
intellectual rigor. The scepticism towards superstitions was central to his
broader vision of spirituality, which was based on reason, discernment,

and unwavering faith in the Supreme Being.

KRW uses 1% and 2™ persons; ara@w@e™ — and & Faia°S. The

poet effectively uses root of words. Adroit application of roots: the

8 ared 7 v 3@
=9 forer an 9 i Al XIvi29
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coming examples will expose, saﬁrgﬂ 31§ % can be seen in

~

Cinmayanada Caritam ©. @@, the application of FW&Y can visible

in these context. The poet is skilled at using varied forms of noun.

Notice TAIT:62 where 3% occurs.
Care the coming usages, ST, I, TR

Sanskrit word ¥24M, the ] suffix ending is seen in a number of

slokas. It could be his love for Malayalam that usages him to repeat it.

Mentionable is the usage =™ Alternative use of fasmq and

%%THT[ 1s quite common. This experiment by KRW is a matter of debate.

They are suffix, ending of GSIAISETAIGRIRT AT, (7-3-4) 3f o0

> gg shTET A1 fore, e etsha|
%0 T FrIer e )
HARATGIARME @M Jae = 1l XIV.30
61 3firca decuret ST Higa = Tgehr:|

e fRrerol &g ffad feem =1 vIIL1o
62 anfecafawam gftrard samsRt o

et = Rifes @ TRING wivanil VIL4l
63 fopfoareard feremg e st foreg gefeh: -sTameT]

64

A FISTHIH YT |
D (=N ") ~
Sfer T ASTEd SgrEdd TR E | XVL6]

qe HT osal coHel HT e = |
=5 o fohardt oW draehA M|l XI1.88

66 aporieRfot TumirRt T ST e
faciafeTomes yaer agwfie:|l - XI11.102

65
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3T ITUF(GNG:, 3Tq: #W:, fauH: 3fd F=w) what teaches this formula or

rule? So, the forms should be &/ or fasm, grammarians, vrittikara and
kaumutikara accept this rule. But poets usually use the Elﬁﬂaq faem g,
Study Kalidasa’s word usages faumear: and faumq @wam, in

Meghasandesa and Sakuntala respectively. Melpattir Narayana Bhatta,

one of the famous grammarians, comments on the

IO usages inml
forsreTIRTsaE Iy ATEATE
AURATT AT o |
formremRes st fosm gea=r =
fersmerRidtieaTe HRrmaeer sssH ¢

In Cinmayanada Caritam KRW applies both forms. It bugles his
deep grammatical knowledge. He does not change words in Malayalam
or English. No attempt is made to translate them into Sanskrit. This
remarkable caution is to preserve the flavour of poetry either from
Malayalam or English. A curious picture of a land purchase by
Veliyanad Chinmaya International Foundation 1is drawn as,

HUsHTHFYAT No change in Pin Code® and Kilogram.™ he does not

67 gfgremaeeag p.107.Guruvayoor devasom publication

63 A58 AT TAAHLSHTHRVITH]

RTINS shid FerAaeeermn| X162
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change the name Cochi to Go$ri’'. Onam” too remains the same.

Interesting is the change of 3T=Jd into 3=l The poet dares to call I=gd
MmEeg 7| This is first phase in chapter thirteen Seemingly; some
awkward words are used. Examples - 3qUH *and g9’ The life of

Cinmayananda is a testament to the power of spiritual evolution. His
transformation from a boy consumed by material desires and nihilistic
tendencies to an esteemed yogi reflects the complex interplay between
personal struggles, external influences, and inner realization. The poet’s
narrative reveals the depth of his character, shedding light on his
spiritual journey without resorting to embellishments or narrative
festoonery. Each phase of his life from childhood to his role in the

Indian independence struggle, from his internal conflict to his

%9 T Faafie Iut i Fig Ty W)
SFEATTRHATEE R FfquTeam]l X VL6

R LR eI GE TG PIED Ce R H

AT 3 TihshHoT TS XVILS
" wonpefieaTe) HeTsherE it |

TRl RIS aET TR || 1.4
2 siufrenfiady Fefreasfy |

9T TEIaT STAHST HATBRYaFH]| 1.34
73 feerdet mafif=rfafir: awcfiea

I3 G 991 T g Tl XI11.46
74 TSI |6k ATt Tehi 9 |

TAVOMTHTNITI0 &9 & = 11 1X.58

foccdt AeafCaaTeAIIshy: hd:|

TLTAT T TSESERTEIHRTe T X116
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realization of spiritual truths contributes to the holistic portrait of a man
who ultimately embodied the ideals of selfless service and divine

realization.
Sri Mad Swami Vivekananda Caritam-2015-1516 verses

The final decades of the 19th century were marked by a
significant social and cultural upheaval in India, exacerbated by the
overwhelming influence of English education. This period witnessed the
erosion of traditional values and practices, leaving Indian society in a
state of confusion and instability. Amidst this turbulence, the question
arose: Was there no saviour to safeguard India's cultural legacy? The
answer came in the form of Swami Vivekananda, a towering figure who
embodied the response to this crisis. His efforts were not just personal
achievements but also a divine intervention, aimed at restoring India’s

heritage and spiritual vitality.

Within his brief lifespan of 39 years, Swami Vivekananda’s
contributions were monumental. His ability to carry out the divine plan
within such a short period is often considered a miracle. It is said that
Vivekananda himself once soliloquized that if there were another person
like him, he would understand him. This statement highlights the

uniqueness of Vivekananda’s mission and life.

The seven volumes of Vivekananda Sara Sarvaswam serve as a
comprehensive portrait of his life and teachings. These volumes provide

readers with profound insights into the varied aspects of Vivekananda’s
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intellectual and spiritual journey, from his reformist ideas to his
messages for global humanity. The multifaceted nature of his work
covered topics ranging from societal reciprocity, religion, history,

culture, and education to human welfare and self-realization.

His impact was immense in its breadth and depth. Within a span
of just fifteen years, he brought forth a vast array of ideas and
interpretations on subjects that affected every stratum of society. His
discourses encompassed nearly every major area of human existence
and knowledge, including the evolution of Indian culture, societal

structure, and religious practices.

One of Vivekanaanda’s core messages was that religion should
not merely be a subject for preaching or propaganda. Rather, it should
be a lived experience imbibed and practiced daily. He emphasized that
self-realization is a continuous and rigorous process that demands
perseverance, hard work, and constant vigilance. This stands in stark
contrast to the prevailing attitude of passive religious observance. For
Vivekananda, experiential spirituality was the key to genuine

transformation.

In his reflections, he often stated that belief in the self was
paramount, arguing that without it, even the most devout religious
observances or rituals would be futile. This is a profound insight into the
relationship between self-belief and spiritual practice. His teachings
pointed to the fundamental truth that self-realization and spiritual

fulfilment begin with a strong belief in one’s inner potential.
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Swami Vivekananda's thoughts on universal acceptance and the
rejection of narrow sectarianism have made his works applicable across
a wide spectrum of ideological and religious lines. His teachings are
quoted by materialists, agnostics, and theists alike, which demonstrates
his universal appeal and the timeless relevance of his proverbial

wisdom.

The Sanskrit rendition of Swami Vivekananda's biography by
KRW (the poet) stands out for its unique linguistic features. One notable
aspect is the use of long compounds (sandhi and samasa), which can be

found throughout the text. For example, expressions like:

. SN eRehTE R HTH TR, (Those who are detached from

worldly attachments and desire the attainment of the Divine)

. awlcnwianwa:nq (He who dives into the ocean of spirituality)

In these examples, sandhi (combination of words) and samasa
(compound words) are skilfully employed, demonstrating the poet's
mastery over classical Sanskrit grammar and stylistics. Additionally, the

use of roopaka alankara (figure of speech) is evident in the phrase

“STeATHTUIGHSSHId,” where the metaphor of immersion into the spiritual

ocean conveys profound spiritual concepts.

The text also showcases complex sentence structures, such as:

. qeaaHeRidetsRaa  (Upon the elements of thought,

regarding the geographical principles of East and West)
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Here, the poet uses intricate compound constructions to elevate
the text, encapsulating philosophical depth in a succinct form. This
technique is employed consistently throughout the biography, reflecting

the poet’s command over both language and philosophy.

Another feature of His translation is the use of verb roots and verb
forms in a manner consistent with classical Sanskrit grammar. The poet

frequently employs forms of vidhiling (future tense), such as afesafd (he

will speak), and the first- and second-person conjugations. For example:

. afesfd (he will speak)
. o (let it be)

. fIRRT (may 1 die)

This usage is in keeping with the Sanskrit tradition, where verbs
in the future tense often signify actions that are to come, often invoking
a sense of authority or prophecy. The frequent use of second- and first-
person pronouns in the text adds a directness to the narrative, making it

more engaging and personal for the reader.

The use of participles is also notable, such as 37&ard (he gave).

This choice of participial construction adds a level of elegance and

complexity to the text, while still maintaining its clarity.

Additionally, the verb forms used in the text are sometimes

accompanied by grammatical innovations, such as:
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. HALATT (no begging for food, and if received, it should be

consumed)
Here, the verb 31T1q is related to the word =191, meaning food, as

included in the sRfETOT (kryadigana) in Panini’s grammar. This subtle

but important usage emphasizes the poet’s attentiveness to linguistic

accuracy.

His text features an extensive use of compound forms and samasa
constructions, which are typical of classical Sanskrit poetry. For

instance:

. w?ﬁﬁh_@{(to make something evident)
. e (religious gathering)

The word & (religion) in Sanskrit means opinion or belief,

reflecting the poet’s philosophical stance that religion is essentially a

matter of personal interpretation.

Additionally, the poet’s use of naika (4%) often associated with a

singular, central figure appears frequently, contributing to the

individualized portrayal of Swami Vivekananda.
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In the text, Sanskritized words such as WUHRISHT: (European

people) are strategically used to convey culturally specific meanings.
The use of these terms reinforces the global applicability of
Vivekananda's teachings, illustrating his vision of universal brotherhood

and acceptance.

1. Where sandhi and Samasa is used very long, words occur freely

for an example.

o TlfheRTEThE MTHTHI AT HERTHAT |

o  FATHIVGHSSHIG-773HEATH TATUG: STEATCHTUI: A HSSH qEAT,

sTeTerTUiad| Here also Roopaka Alankara can be seen.

®  UEuiEHRNdcATshHIT 78-qai e ufarmer qeatert,qt = ot <t =
qﬁcrf\aﬂ%{sﬁ ,T‘Pil}f: ShH: ?‘lg'clfﬂ

o  fiSwemLETRcamfawiRricayH79-fsmeraTitcay
HfawrafaymH| RsemTaRdia Feieed, o v
fsToeTETitcad md: w: Afay: sfavihe afaym: stfaimriawm:, )

6 fogeHeaRay V.48
T fqdERay V128
8 fa@emeEiay  VIL23
7 fodereaiay  X.23
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o  TETEHYfTEATCH st e

) ~

o

o TG-S 8 AUUMART: WRIG: & TRH TR, R

IcchU3T

As is found in some other books, so in this works too, he has a penchant

for HHEAYq, Naika (ﬁ?m"). He has used the word, a number of

occasions.??

2. The poet seems to be satisfied with the use of root of verbs that

lakara (<ThT) and kruthantha (ha~d). First’ and second persons are
used, profusely. Usage of vidhiling (fafIfctg) is quite common.

Some examples in chapter four.®

8 ety X.64

8 fadepmeaitay  XIV.92

82 e e Tt fafaum=rem
SRR EETEeE g/ T I 119

S fhed 5 T ST TRTET:,

FTEATICHRHATIS: TASTEI ST V.28

SR qUAEAMT STeal: AEATI:|

R ST St a8 Hekenll 1X.3
8 Aftreper Teser @ qq: T

et farfaram R Teea s = 11 1v.87

A IAE-9g_ HTq:-W-{efg-H-9-T-a|
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KRW exercises more with the root 9¢ than < | For an example

afesafd in the sixth chapter.®*

It comes in this group. So, *F is proper, Certainly, *F is 9. But

after that the root will be in fgea|

318aTq 3fd S is noticeable®’

fafeife’g usages are many. First and second persons are in

application®.

One can be seen the usages of Yo, aard sidl®’

8% JuTEIT STk AT FarEEq

85

86

87

TR ST WAL | &AMl VST
IFERq-aT UTg: g W.9.0.F1,37 a1 o1g: Sereanie 707 T Iieqq|erd: 9 3o g

STITH: |15 ST I, 5 STTHI

g fged g qEnae: 3 e st @eEE: 3 W g
TET(, 30 31 AT THRE

AN, T2, TSNS SEIGE: 3 HSTH: Hea1q 3f ®4 g

SATHATNATR coratrsreAT 7t

RIS B REEEERRERIEEILA]

3 ST 9 ferferforg SO QA IRperet fa saferorifer afsdmias arar: o7 sf stmesr: 31
TR WM (YT T ATty o wevee™ fesa (g 3-4-103) 3fd
AT, 7 T, 508 (3-4-10) 3R SopRai:, 27, |, forg aeiis = (7-2-79) 3
-y uiq--fa A eay ik w9 sfagerm: 7 I

o, araaTqerTd TR 3 o s O, AT 31 A T4, eTenT: v A L, Ee, v
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The usage of ¥ is noticeable®®.
The suffix participle must come instead of 19

Examine this Ling usage 3793T1q| It means-no begging for food,

and if gotten the food shall be taken.

Panini includes 3131 with the meaning food in the SRITIGTOT| T (A7)
is the feRTUTIe™ | Here 3731 must be applied. Similarly, in the chapter
‘Listening to the words of friend’ %lfl:lﬁ i1s given. What suitable is

gua=Td| Try the usage HERRA) It should have been WSl There is a

possibility of printing mistake.

a1 T4 37t 3 (7-2-80) 3fd AT S AR WA g GO o R
ﬂé@%@ﬁ'&lﬁﬂ&:l
Wadrd-Y 9 WARTILEd  (16-67)M9q  Wadl,  3d ®USEH 1S
TAATSTRIIIAE, (7-1-36)3(d qTag STeETH|
HT oI Hf~Ted WIS |
e feaamearey wreAt foRaafafa 1| XVL67
Y- fo- -5 9. 3
88 Sfiet gepanted v & haaer:|
Sttt = R FHveE 9 SHall XVIL9T
- orq:-31-fa-fr.3.q. g
8 afe wisfy ot gama wgat= R aaa =
WEIU T | AT, 1T Al HISFAT || VIL36
SI&TeRT: ThAAT & FosTdl WafEaT: |
STl e TETell HENIRH dealondll - VIL113
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Consider two words FITaT and Rt Use of Samasa forms with
31 T is applied Till last ‘is the meaning of the word 31!, So is the
word 32 meaning of ‘all night’. The poet makes use of a T
forms. Check some examples, W?ﬁﬁo{%. For religious meeting, the
word gHEH is given. In Sanskrit, religion means only’ opinion’. A

Sanskitised word TUYIISHT: is conveniently used to present.

KRW’s Sri Mad Swami Vivekananda Caritam stands as a faithful
and scholarly translation of Vivekananda’s life, offering a unique
Sanskrit rendition that preserves the philosophical depth and spiritual
wisdom of the original. The poet’s use of elegant Sanskrit, coupled with
his ability to distil complex spiritual ideas, ensures that the text is both
academically rigorous and accessible to the reader. The work is an
invaluable resource for anyone seeking to understand the life and
teachings of Swami Vivekananda from both a spiritual and linguistic

perspective.

P! Regenier ATeTeRt TR AT AT
Siehd HTAR 3T J T SaRean|l - X148
TRIIGYeeed SR HTaT: |

HH: TG § ST SHETE=RvIiT | XVI91

P Tead T Tt afeEd)
ST U Sahiehg feier@M@Il X177

92
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Sri Ramana Maharshi Caritham-2017-702verses

The hymn "Entharo Mahanubhavulu", composed by Sri
Thyagaraja Swami, is a profound tribute to eminent personalities, both
known and unknown, acknowledging their greatness. It highlights the
self-effacing nature of truly great individuals, who rarely seek fame or
recognition. Ramana Maharshi, a revered spiritual figure, exemplifies
this ideal. Throughout his life, He remained largely unknown to the
wider public until after his passing, even though his spiritual wisdom

and personal presence had a profound impact on those around him.

Ramana Maharshi's life (1879-1950) is characterized by profound
silence and introspection. At the age of 17, he moved to Tiruvannamalai,
where he stayed until his death, never leaving the place after his arrival.
He approaches was not one of overt teaching or public sermons; instead,
his silence itself became a profound teaching. This characteristic is
vividly captured in his biography as rendered in the Sr7 Ramana
Maharshi Charitham by KRW, where the narrative delves into the quiet

but powerful nature of his life and teachings.

His silent spiritual influence became widely recognized due to an
important publication, Search in Secret India by Brendan, which
introduced the Maharshi to a broader audience, particularly in the West.
However, He never sought fame or publicity. The biography highlights
this self-effacing aspect of his life, especially in the context of the

following incident, which illustrates his taciturn nature:
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A student from Madras, end route to Kerala, regularly visited
Ramana Maharshi. One day, the student arrived with a question to which
he sought an answer. After waiting for a long time, He remained silent,
offering no verbal response. Just as the student was about to leave, He
spoke, providing an answer that resolved the query. This incident
exemplifies his subtle way of imparting wisdom often without words,
but with deep, intuitive understanding. Such occurrences were common

for those who sought his guidance.

His world influence began to grow after the publication of Search
in Secret India. Before that, his impact was mostly local, confined to
those who visited him at Tiruvannamalai. Following the publication, he
became a global figure, attracting many followers and spiritual seekers
from around the world. Several works were written on his life and

teachings, contributing to his posthumous fame.

The biography of Ramana Maharshi, as written by KRW, is based

on three primary sources:

1. Sri Ramana Maharshi: A Short Life Sketch by M.S. Kamath
2. Self-Realization by P.V. Narasimha Rao

3. My Life in Ramanasramam

He utilizes Anustuph meter for the composition, a classical

Sanskrit meter commonly used in epic poetry. The biography is rendered
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in 702 couplets, narrating RM’s life, wisdom, and teachings with clarity

and reverence.

A detailed linguistic analysis of the text reveals several distinctive

features of his Sanskrit usage:

The word 39719 (spoken words) is used extensively in the text. This

usage aligns with the recurring theme of his communication style silent

yet profound.

The term % (one) appears at least five times, often in contexts

referring to Ramana Maharshi’s solitary nature and the singularity of his

spiritual presence.

gat: vs. @d: In some instances, the word @a: (all) is used when Td

would be grammatically correct in the context of plural pronouns.

gﬁi%r . The use of ;ﬁ%r I (he did) raises a question about its

derivation from the root & (to do). More commonly, Ff or shed would

be appropriate. The usage here is somewhat unconventional and merits

further scrutiny.

TSTH: The term TS is used as the dative singular form of TS

(king). However, if this term were used as a proper name or form of

address, it should have been USH. The text seems to deviate from

standard conventions in this respect, perhaps due to stylistic choice.
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o Long Compounds and Samasa:

o The use of long compounds (samasa) is a prominent feature of
KRW's Sanskrit. These compounds are used to convey deep

spiritual concepts concisely. For example:

1. dfsd usage, as in WHHHY (belonging to me), is seen in multiple

contexts, indicating a focus on ownership or personal connection.

2. The phrase AUIH*H (a combination of two units) is used in the

text, suggesting an intentional play with linguistic form to convey

complex ideas.

Modern concepts like radiation are Sanskritized in the text. For

example, radiation is translated as 3TRIERUM (spread of rays), which is a
creative adaptation of the term into Sanskrit.

Similarly, terms like homeopathy, ticket (Zfifé=T), and ticket
charge (Zf¢hIgw) are introduced without fully Sanskritizing them,

showcasing the poet's adaptation of modern terminology into a classical

form.

Use of Ta and Other Pronouns:
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In Chapter 12, the usage of Udd (by this) appears somewhat
awkward, as it could be shortened to © for better fluidity. This seems like
a stylistic inconsistency in the translation.

Compound Words in Early Chapters:

In the first chapter, KRW opens with a striking compound:
m (from a spiritual perspective). This use of compound

words adds to the elevated style of the work.

3. A microscopic study of usages and grammatical issues in the work

of Ramana Maharshi follows: The usage 3919 is repeated in many

contexts,® 9% is put to use, at least five times®. dfgd Usages

%4 gfeean TETfHITARdCTaT € TRIqaH|
e ferRadamernts wnfi @ Sare =7 11 111.49
THETRRA TR i Weh: HereH|
HTT: T T FAUGAE = | 1V.3
ERINERCERIRIPEIER RIS il
AR e Wifts g3 = || V.19
cdd ST Tk TeNTeATeHaTieT:|
AT Afcehfo=d e Taramiid 1l VIL23
&g, Tafierior a99 &d o foreq e
T T GreEl g S T e | VL34
98 WP 21 ot STt e |
T it aeq wfEEgeEE = 1 X 19
gl TATTHAT B: il TGS x|
TG TR SRIRd SATTeNE o || X119

95 qui = STHAT HEA Hosirar AT oo
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wHeHH %, Tl 1wt 7, what must be the first person plural a

Sarva sabda with a-mHET? It should be |l What is used @di:

It is seen &&T: in the context - FATTHEIAT: Ta WoGET TUHT Fga=Y

|l 3fd, 31 Tl 3f TR | FAfd W is a noticeable usage.”

R TEREUTT SISl 11161
TETSRIAFATT e ST
RIS hT: TR IV.1
hIGRTErEhT Teh{GATH THOTS |
T EEHEHIA TR ma T || 1X.4
QUM et waf-a it i)
Sl T TTd et WEfSEd FAfed]l X1.20
g Fferd ehsa TR |
AT TGS = FeRIRTl X179
% et sfiomd: et = fagam)
TYIEY J HHAHOEOE] 1V.54
fiféag TR & ST TS |
AThI foRTeT SifeRd warar aeml 1v.64
T 3 3 WEl UHAIId HEHTOeAN JHEHHAAIAET @ 9 3fd @l
SEERLEICE LR LA el

TR THS AR THE W, APARR: eusa Tadqm 3fd T

STQRT: THeh $: ATGTIaHIG:
3t smfeafs: (e 39,7800 =9 ST AmehH: 3fl
AeqTEThalT=ealTHT Hell ST 3l

D

97

STETIHT Wa-d T=ad forRamvadll V.43
98

Falfd T-TTH! TeT FETEIG forsaTanTeTal |
NI STHEAT: | FaAfd & TheAd:1l VL0
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@ﬁ&r - Can @#ﬁr derive from the root [ ? It is doubtful. &fa
and F%d * are the correct employment. TSTH is the f&diam singular of the
word TS| If it were the name of a man, it should be =] In the present
context, it seems, the word is not a name. Had TS been an addressing,
it would be a TSITEE| Test the usage HAIFHFH No change in the word
3107'% 2-8. The word Radiation is translated as ARIIEROm|'! Striking is

the word used for ‘radiation’.

‘Homeopathy’ is not Sanskritized. It is the direct application of the

English term. Watch two other words, =feshr 12 and =ffeehremq'* are

used with the meaning’ ticket’ and ‘ticket charge’ Sanskritization

manifests clearly.
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The usage TdT in the twelfth chapter is discomforting. Moreover,
T is long it should be used as short, T | Use of compound words are

being used in many places. The very first stanza itself is an example'®.

The poet’s play with the word 3T, it is used as JIHI-d: when
vibhaktiprathyaya’s are added, the word becomes =0T with — TR,

H-ending.

The text provides a concise overview of key incidents in Ramana

Maharshi’s life:

1. Early Attachment to Arunachalam: From a young age, Ramana
Maharshi had a deep connection to Arunachala, which he
considered a sacred place of spiritual awakening. The significance

of this connection is highlighted in Chapter 4

2. Miracles and Healing: Ramana Maharshi’s miraculous abilities
are described in detail, such as the story of a devotee suffering

from dyspepsia who was healed by his divine grace in Chapter 4.

104 grgmrayg ToRaTET i ]
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This story illustrates his compassionate nature and his profound

spiritual power.!%

Harassment by Other Monks: Chapter 5 recounts the difficulties
and challenges he faced, including the harassment he encountered

from other monks, shedding light on his forbearance and patience.

The Concept of Death: Chapter 6 delves into his views on death,
particularly his belief that death is merely a transition, and it is the
awareness of the eternal self that remains unaffected by physical

death.

Acts of Mercy: his kindness toward animals and birds is depicted
in Chapter 8, showing his universal compassion. The text narrates
how his acts of mercy extended to all living beings, reinforcing

his non-dualistic worldview.

Rampage of Serpent Habitat: Chapters 8 and 9 feature the

rampage of a serpent’s habitat and how he dealt with the situation,
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offering another example of his mysterious and divine

intervention.'?’

KRW’s Sri Ramana Maharshi Caritham offers an insightful and
scholarly portrayal of one of India’s most revered spiritual figures. By
utilizing classical Sanskrit, he captures the essence of Ramana
Maharshi’s life, teachings, and silent wisdom. The text’s linguistic
nuances, grammatical choices, and modern adaptations enrich the
narrative, making it accessible to both traditional and modern readers.
The biography not only serves as a spiritual account of his life but also
as a literary artifact that exemplifies the sophistication of classical

Sanskrit.

Srimad Swami Ayyappa Caritham-2021-576verses

Every nation, over the course of its history, develops a unique
cultural legacy often expressed through myths, legends, and rituals that
reflects the faith, heritage, and societal evolution of its people. While
such stories may not always adhere to scientific or logical frameworks,

they play an important role in shaping culture and influencing
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generations. The legend of Ayyappa, central to the religious life of
Kerala, is a prime example of such a story that has continued to resonate

deeply within the local and regional community for centuries.

The tale of Ayyappa traces its roots back to ancient myths and
Puranic stories. One such myth is the Palazhimadanam or churning of
the ocean, where the gods Shiva and Vishnu, in the form of Mohini, give
birth to Sastha, the divine figure later worshipped as Ayyappa. Over
time, Ayyappa has transcended regional boundaries, with devotees from
states such as Tamil Nadu, Karnataka, and Andhra Pradesh making
pilgrimages to Sabarimala. The Ayyappa story and its associated rituals
have become a significant part of the cultural and spiritual fabric of the

Indian subcontinent, particularly in Southern India.

The Srimad Swami Ayyappa Caritham, written in Sanskrit by
KRW, narrates the life and legends of Ayyappa with vibrant poetic
expressions. The text is composed in Anustuph meter, a classical meter
that is prevalent in Sanskrit epics, providing rhythm and elegance to the
narrative. This work not only recounts the mythical story of Ayyappa’s
birth and his journey but also offers a detailed portrayal of the rituals,
penances, and vows undertaken by Ayyappa’s devotees during the

pilgrimage to Sabarimala.

The work exhibits distinctive literary characteristics that deserve

detailed examination:
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He predominantly employs the Anustuph meter throughout the
entire text. This is a common meter used in Sanskrit epic poetry,
consisting of 32 syllables per stanza in a particular rhythmic structure.
This meter enhances the flow of the narrative, making the text both
musical and meditative, ideal for storytelling that revolves around

spiritual themes.
. Use of Second Person:

. The second person pronouns, such as &A%, A1, and
A0, are frequently used throughout the work. These forms

engage the reader directly, which enhances the personal
connection between the text and the reader. This feature
emphasizes the inclusivity of the narrative, as though the reader is

participating in the journey and rituals described in the text.

At times, the language used in the Ayyappa Caritham exhibits a
colloquial style, which helps to make the narrative more relatable and

grounded in everyday experiences. Phrases like "no problem and no
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need" reflect a more casual, conversational tone that contrasts with the

otherwise formal structure of the epic.!!!

The text contains rich descriptive expressions, particularly in the

portrayal of scenes and characters. For instance, the term ﬂ%ﬁﬁﬂ'@l‘T

(meaning "having the face of a buffalo" or "of the buffalo-faced one") is

used vividly to describe a battalion of forces. Here, the word ARt
(feminine gender) is grammatically correct, but the use of @ (plural
masculine) is incorrect, as it should have been dT: (feminine plural),

suggesting a grammatical oversight.

One notable point in the analysis of the Sanskrit text is the gender

agreement of certain words. For instance, the term YIOTET“z (proboscis) is

correctly categorized as a feminine noun, emphasizing the poet’s

attention to gender consistency in his work.

. Alterations in Mythological Narratives:
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KRW?’s retelling of the Palazhimadanam !"*myth involves some
alterations in the traditional story. For instance, the narrative is
presented as Vishnu narrating the events to Lord Shiva, which differs
from the classical presentation. Such alterations reflect the artistic
freedom employed by the poet to bring new dimensions to the

mythological themes.

A number of unsensitized words are employed in the text,
showcasing the poet’s approach to blending modern vernacular with

classical Sanskrit. Examples include:

. W sRomzwr! 4 (Swamiye Sharanam Ayyappa) — This is a

vernacular phrase used by devotees as a form of worship.

. Ugdeatdl and AwTfeag S are other colloquial expressions

reflecting the local dialects of Kerala.
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. HERFpaH: This phrase could be interpreted as referring to

something akin to "ashes" or "dust," a term that aligns with the
ritualistic context of the story, although it deviates from standard

Sanskrit lexicon.

The narrative is enriched with rhetorical devices such as simile,
metaphor, and alliteration. These devices create a lyrical quality in the
text, allowing it to resonate emotionally with the reader and elevating
the spiritual atmosphere of the poem. The primary theme of the Ayyappa
Caritham revolves around the pilgrimage to Sabarimala and the
penances required of devotees. The text discusses the rituals, vows, and
fasts that Ayyappa's followers observe, offering a detailed guide for the
spiritual practices associated with the pilgrimage. These practices are
integral to the devotional experience and are described in the text with a

blend of reverence and practical detail.

The text emphasizes the transformative power of pilgrimage,
especially the observance of penances and fasts, which are believed to
purify the mind and body. Pilgrims undertake these vows to invoke
divine blessings, seek spiritual progress, and express their faith in
Ayyappa. Ayyappa is portrayed not only as a god but as a symbol of
peace and spiritual completeness. The deity represents the union of
Shiva and Vishnu, embodying the harmony of contrasting divine forces.
This dual nature makes Ayyappa unique among other deities and a

powerful figure for devotees seeking spiritual wholeness.
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The text also contains several unique terms and phrases, some of

which may require further interpretation or contextual analysis:

. grraee: ¢ Likely referring to a geographical or mythological

location, though its precise meaning would depend on the context

within the larger narrative.

. gA:' 7 This term appears to refer to the month of Sagittarius (a

time associated with certain rituals).

. Ad: "M A word whose meaning is less clear without further

linguistic analysis.

. ATfcTsheqeaF ;! 19 Likely a place or title with cultural significance in

Kerala.

. hicersig: 12° Possibly referring to a specific event or location

related to the pilgrimage or mythological story.
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The Srimad Swami Ayyappa Caritham offers a comprehensive
and vibrant portrayal of the life and legend of Lord Ayyappa. Through
the use of Anustuph meter, vivid descriptive language, and engaging
spiritual themes, KRW creates a text that both narrates and embodies the
experience of Ayyappa’s devotees. The grammar, lexicon, and stylistic
elements reflect both the classical and vernacular traditions of Sanskrit
literature, making the work accessible while maintaining the sanctity of

its subject matter.

For researchers and scholars, this text offers a rich source of study
in terms of its literary techniques, spiritual symbolism, and the cultural
significance of Ayyappa within the broader context of Kerala’s religious
practices. As an epic narrative, the Ayyappa Caritham provides insights
not only into Sanskrit poetry but also into the evolving practices of

pilgrimage, devotion, and ritual observance in the modern world.
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SrT Narayana Guru Caritham -2022-991verses

The biography of Sri Narayana Guru, written by KRW, is
approached with objectivity and presents an organized portrayal of the
Guru's life. It systematically details his birth, education, family
background, travels, and philosophical contributions. This review aims
to summarize the key themes and features of the text, offering an

academic perspective on its content and linguistic features.

The text begins by detailing Sri Narayana Guru’s birth, his family,
and early life. His caste is identified as Ezhava, a community that was
subjected to social discrimination during that period. His early life is
marked by peculiar events, such as his consumption of food from
ceremonial offerings, which foreshadow his future as a universal figure
transcending caste barrier. His early expressions of grief and joy are

interpreted as early signs of his spiritual awakening.

This section highlights Sri Narayana Guru’s unconventional
approach to education. He was known to travel alone and remain
detached from worldly concerns. His early education was under the
guidance of Putupalli Raghava, and later at Varanappally, where he
engaged in intellectual debates. He was deeply critical of romantic
literature and instead developed an interest in Vedanta, emphasizing the
importance of logical reasoning. Notably, his turn towards
vegetarianism and humanitarian actions, such as caring for a leper,

exemplified his broad-minded worldview.
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He began teaching at a young age, imparting education to the
downtrodden, including the Parayas and Pulayas, despite familial
resistance. His marriage to a cousin was conducted in accordance with
Ezhava customs, where the consent of the bride was not prioritized.
However, this chapter also marks a critical turning point in his life when
he chose the path of spirituality over worldly attachments. This decision

led him to embark on a journey of self-discovery.

He travels played a pivotal role in shaping his philosophy. During
his time with Chattampi Swami, he composed the famous "Kundalini"
hymn. His solitary retreat in the Maruthwamala cave, where he survived
on jungle leaves, symbolizes his journey into deeper introspection. The
story of the snake and leopard cohabiting in his cave illustrates the
symbiotic relationship between the sage and nature, signifying his unity

with all forms of life.

The establishment of the Shiva temple at Aruvippuram marked a
revolutionary act in Kerala's social and religious history. By installing a
deity from the Ezhava community, He challenged entrenched notions of
untouchability and caste-based discrimination. '*! He performed a
miracle during a drought by composing a Shiva hymn that caused a

downpour, further solidifying his spiritual authority.
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His role in reforming societal traditions, especially those related
to caste, marriage, and religious practices, is highlighted. He criticized
practices like animal sacrifice and advocated for simple marriages with
minimal expenses. His work in founding libraries and promoting
education among the lower castes reflects his belief in the
transformative power of knowledge. The establishment of the Sri
Narayana Dharma Sabha exemplified his vision for societal progress,

urging people to live virtuous lives and engage in collective action.

He influences on his disciples, such as Kumaran Aasan and Dr.
Palpu, is explored in this section. His teachings emphasized the pursuit
of an aesthetic life and the need for personal transformation. His
rationalist approach, particularly in his interactions with figures like

Sahodaran Ayyappan, further strengthened his role as a social reformer.

The Vaikom agitation, which sought to end untouchability and
caste-based discrimination in temple access, is discussed in relation to
his efforts. His meeting with Mahatma Gandhi and Rabindranath Tagore
underscored the Guru’s significance in national and international circles.
The movement catalysed broader social change in Kerala, contributing

to the rise of egalitarianism.

His philosophical contributions are evident in his concept of
monism, where he emphasized the unity of all religions and the oneness
of humanity. His famous declaration, "One caste, one religion, one

God," encapsulates his vision for just a harmonious society. The Sri
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Narayana Dharma Palana Sabha he initiated reflected his commitment

to religious tolerance and the eradication of caste-based divisions.

In his later years, his health deteriorated, but his spiritual
influence continued to grow. His teachings on fear, monism, and the
impermanence of life remain central to his legacy. His death in 1928,
predicted by him, marked the end of an era but left behind a profound
impact on Kerala’s spiritual and social fabric.
The text frequently utilizes krit-pratyaya and verb-root constructions,

reflecting the classical Sanskrit style. Phrases such as "3Iamg-a9q &1g:"
(derived from the root "vas"), and "IT:-AT &Tq:"1** (derived from "ya")

are common in the description of actions. (I 9Td: %n‘én%@-u.g.q.a)

Grammatical Innovations:
Vinasa and pratisabda constructions are used to emphasize

consequences or counteractions.

. The use of the sampradana case, particularly in phrases like "aea
3gr 123 strates the action of giving or offering, which is central to
the Guru's teachings. (37 FHoT FWNIT ¥ EEH|) The text

incorporates colloquial Malayalam idioms like "Poojari" and
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"Ashan" that reflect local vernacular while discussing
philosophical concepts. A notable aspect of the text is the use of

passive voice in describing events and actions, such as in "d¥:
=T 1?4 (He was appreciated by them), which highlights the
Guru’s humble acceptance of praise. (F=FYii ST

YT

The Sri Narayana Guru Caritham by KRW provides an insightful
and well-rounded account of the life and teachings of Sri Narayana
Guru. Through a detailed exploration of his biography, social reforms,
philosophical views, and influence on Kerala society. The text captures
the Guru’s transformative impact on both religious and social structures.
The linguistic analysis reveals a blend of classical Sanskrit constructions
with regional nuances, offering a rich text for both philosophical and

linguistic study.

. KRW’s Sri Narayana Guru Caritham is a seminal work in
understanding the social and spiritual revolution brought about by
the Guru. Further readings can explore the Guru’s hymns and

other writings, which continue to inspire millions worldwide.
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The study of Sri Narayana Guru's biography by KRW offers an
in-depth and systematic examination of the life and teachings of the
Guru. Through this analytical approach, he provides a comprehensive
understanding of his spiritual and social contributions, while

maintaining a neutral and factual representation of events.

The text highlights several significant grammatical constructs that
reflect the depth of Sanskrit and its application in the Malayalam

context. Noteworthy examples include:

l. "T:" - The term is derived from the root "TRT" (roga) meaning
disease. The term "<FRIT:" is explained as the one free from disease

(nir-rogah), with references to grammatical rules such as the

gs=Ht (fifth case) used in a Vartika. The compound structure is

explained with an emphasis on the Repha lopah (elision of "r")

and the elongation of the vowel before the compound "#RIT:” to

form a correct form.

(T -Fiet: TAT: T 137 e shiwdrared ge=ea i s e T
T 3t Feerar T 3T Tt W, o, gty e eisor:, e )

2. "9 3fd FANT:"- This refers to the term "Naika" (one) being broken
down to "9 Th:" (not one), which further extends to its plural form

"an€ka" (many). This grammatical usage exemplifies the
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linguistic flexibility of Sanskrit to articulate singularity and

multiplicity.

% 3T JART: - T Teh: T 101G, e 3fd SRIMT: 31 |

"ISITY, SR ST - The terms "Pajart” (priest) and "Asan"

(teacher) exemplify how common Malayalam terms are derived
from Sanskrit, preserving the classical language's roots while

making them accessible for daily use.
"fefihe” 12 — The =3 suffix is applied in this term, derived
from the root "MH&", meaning "purified". The suffix "&” forms

an action verb, meaning "having purified", further illustrating the
grammatical richness of Sanskrit in conveying processes of

transformation and purification.

"HIHSRTIIEA:"12¢ - The compound structure formed by "HTHeRM"

N

(mamakina) and "ﬂ@TF&H:" (anugaminah) is an example of the

Taddhitanta usage, signifying "those who follow me" or "my

followers". The combination of "HH" (mine) and "&H" (having)
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conveys possession, while "ﬂfl;Tl‘f'EFr :" refers to followers, showing

how Sanskrit allows for precise relationships of possession and

action.
(ATRHIATTIHA - ARGATSRINT:, - H9 373 3l ISR @ve] o 3l
T U, W AR wewsel Yo, dMm Sfd S|

JaRAHeThIa Si STTHeqE HHeh $Q¥l:| qfedsaammre: 3fd snfeafs:

HTHhI: | T SIgarel HTHehIT: | HIHERIATS  STIHA: = HIHhHTI: |)

The use of "@[" and "&" suffixes in conjunction with various

words further highlights the Taddhita forms, which can be pivotal for

studying Sanskrit morphology in Malayalam expressions.
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°  IUEIY U -fAENLL A, foramaeetsh i 58 S|

The author KRW provides a factual and respectful depiction of
Sri Narayana Guru, ensuring that no deviation from the core facts occurs
throughout the biography. The narrative is grounded in authenticity and
maintains a balance between admiration for the Guru's contributions and

a methodical presentation of his life events.

The detailed analysis of Chapter IV earlier in the study shows the
immense respect he has for the Guru. However, to avoid repetitiveness,
the conclusion has been kept concise. By emphasizing Sri Narayana
Guru’s monumental role in social reform and spiritual guidance, he not
only highlights the Guru’s relevance but also his timeless influence on

Kerala’s social fabric.

The biography underscores Narayana Guru's unifying philosophy,
which transcended traditional barriers of caste and religion. His
emphasis on equality, education, and humanitarian principles is reflected

in his personal interactions, social initiatives, and religious reforms. This
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biography stands as a testament to the Guru's lasting legacy and his

objective portrayal of his life.

In conclusion, the study offers an exhaustive exploration of Sri
Narayana Guru’s life, his reformation efforts, and his philosophical
outlook. The linguistic features, such as Sanskrit grammatical structures
integrated into Malayalam discourse, further enrich the text, offering a
valuable resource for understanding the intersection of language,

philosophy, and social change.

The academic journey through his work concludes with a sense of
contentment for having examined the multifaceted impact of Sri
Narayana Guru, whose teachings continue to resonate profoundly within

contemporary society.

The study of KRW, a renowned Sanskrit poet from Kerala, is a
critical endeavour that reflects the profound contributions of the poet to
Sanskrit literature. His life and works offer invaluable insights into the
preservation, expansion, and transformation of Sanskrit in the modern
age. His unique journey, beginning his Sanskrit studies at the age of 60,
serves as an inspiring model for young scholars and poets. Despite
entering Sanskrit at an advanced age, his natural talent and devotion to
the language enabled him to become an eminent composer of Sanskrit
poetry. His ability to merge classical tradition with modern expressions
offers a valuable model for contemporary Sanskrit writers. The critical

study of his works not only helps in appreciating his literary
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contributions but also provides future generations with a roadmap for

creative Sanskrit composition.

KRW’s nine Sanskrit Kavyas occupy an important place in
Kerala's literary canon, highlighting his effort to popularize Sanskrit
beyond the confines of academic scholarship and religious orthodoxy.
His endeavour to release Sanskrit from academic isolation and integrate
it into daily life has proven to be transformative. It is noteworthy that
there is even a village, Mathoor in India, where Sanskrit is spoken,
which further attests to the impact of his work in reviving the language.
This study critically examines his compositional skills, grammatical
innovations, and the errors he made, contributing significantly to the

linguistic and literary discourse on Sanskrit poetry.
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CONCLUSION

Structure and Focus of the Study

This study is structured into four key chapters, each focusing on a

critical aspect of KRW’s life, works, and impact:

1. Chapter 1: A comprehensive review of Kerala’s Sanskrit
culture during the time of KRW. This chapter provides an
analysis of the intellectual climate of Kerala and discusses the
literary environment that shaped his works. The comparative
study also examines other contemporary poets and their
contributions, positioning KRW within the broader scope of

Kerala’s literary tradition.

2. Chapter 2: The biographical sketch of KRW, detailing his
early life, marriage, entry into literature, and the societal context
that influenced his poetry. This chapter also tracks the
chronological development of his works, providing valuable
insights for future researchers and scholars. The availability of
historical records from the modern era allows for a vivid
depiction of his life, contrasting with the lack of biographical

records for earlier poets like Kalidasa or Shakespeare.

3. Chapter 3: A detailed comparative study of the Sanskrit

translations of Rabindranath Tagore’s "Gitarnijali" by three
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Kerala poets, including KRW. This chapter explores the thematic,
linguistic, and stylistic differences between their translations,
highlighting the nuances of each translator's approach. It also
examines the complex interplay of fidelity to the original text,
creative expression, and the philosophical and cultural context of

the translators.

Chapter 4: An expanded analysis of KRW?’s literary works,
with a focus on his Kavya’s. This chapter highlights the spiritual,
philosophical, and cultural themes present in his poetry, offering a
detailed investigation of his linguistic choices and the influence of
Malayalam on his Sanskrit compositions. It also discusses the
occasional grammatical mistakes in his work, which contribute to
the unique flavour of his poetry and are important for

understanding his creative process.

Key Findings and Observations

The study reveals several key insights into KRW’s literary legacy:

l.

Sanskrit’s Current Status: Sanskrit is no longer widely used as a
communicative language, especially in contemporary contexts.
However, KRW’s works represent an important attempt to
preserve the aesthetic and intellectual traditions of the language,

even though it exists in a non-verbal phase.
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Malayalam Influence: KRW’s works reflect the interrelation
between Malayalam and Sanskrit, with elements of the former
influencing the linguistic texture of the latter. His ability to
creatively use Malayalam in Sanskrit verse marks his poetry as

both regionally rooted and linguistically innovative.

Absence of Critical Studies: Despite his profound contributions,
critical studies of his works remain scarce. This study fills this
gap by providing a comprehensive examination of his works,

offering new avenues for future research and comparative studies.

Comparative Potential: There 1s significant potential for
comparing KRW’s works with those of other contemporary poets,
especially in terms of linguistic, thematic, and philosophical

similarities and differences.

Philosophical and Socio-political Themes: KRW’s works engage
deeply with philosophical and socio-political issues. His
exploration of Advaita philosophy, the depiction of historical
spiritual leaders, and the intertwining of personal and collective

identities all form important aspects of his literary corpus.

Interdisciplinary Approaches: The study of KRW’s works opens
up possibilities for interdisciplinary analysis, particularly through
the comparative study of his poetry with classical Sanskrit

sources and modern interpretations.
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7. Innovative Intertextuality: KRW’s poetry draws from a wide
range of classical texts, including the Upanishads, Bhagavata, and
Kavya tradition, using them as sources for intertextual reflections

that add depth to his works.

8. Symbolism and Linguistics: The symbolic application of key
terms and 1images across KRW's poetry underscores the
philosophical depth and thematic diversity of his work. The study
also highlights the influence of his stylistic choices on his poetic

impact.

9. Tagore’s Mysticism: The Sanskritization of Tagore's mysticism in
KRW’s translations is a significant aspect of his work. By
incorporating philosophical traditions and cultural nuances, KRW
effectively conveys Tagore’s mysticism within a Sanskrit

framework.
Scope for Further Research

This study provides a solid foundation for further research in the

following areas:

. Comparative studies of KRW’s work with other contemporary
poets, particularly focusing on thematic, linguistic, and

philosophical differences.
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. Intertextual analysis between Malayalam and Sanskrit works,
shedding light on the cultural and literary interplay between the

two languages.

. A critical survey of lesser-known Kavya’s by KRW, offering
further insights into his stylistic innovations and philosophical

reflections.

. The translation of regional literary works into Sanskrit, examining
how regional contexts influence the interpretation and expression

of broader cultural themes.

To conclude, this critical study of KRW’s works underscores the
enduring significance of his literary and philosophical contributions. His
efforts to revive and popularize Sanskrit in the modern era have left an
indelible mark on Kerala’s literary landscape. The study of his poetry
offers profound insights into the linguistic, philosophical, and cultural
aspects of his time, while also highlighting the interdisciplinary
potential of his work. Through this critical examination, he emerges as a
central figure in the preservation and transformation of Sanskrit
literature, inspiring future generations of scholars and poets to engage

with and contribute to this rich tradition.

283



BIBLIOGRAPHY

Achuthan, Mavelikkara. Baspabindu. Prabhath Books, 1994.
Achuthan, Mavelikkara. Ujjayini. Santhwanam Books, 2004.

Bhava Gitanjali (Transcript). Translated by Mangattusseri Krishnan
Nambudirippad, 1136-37.

Geethamani Amma, S., and S. Sobhana. Bhaja Govindam. Parimal
Publications, 1998.

Gopala Pillai, N. Gitanjali. Prashanthi Publication, 2007.

Nair, C. Raghavan. Jiianagitam. Published by the author, 2004.

Nair, K. Kesavan. Dipavali. Published by the author, 1992.
Narayanapillai, P. K. Dharmasagaram. Published by the author, 1990.

Sarma, Harisankara. Kavyaprakasa. Chowkambha Samskrutha
Samsthan, 1982.

Sharma, Kavishekara Badarinath. Dhvanydloka. Chowkambha Sanskrit
Series, 2013.

Shastri, Pt. Shiv Narain. Kavyadarsa. Parimal Publications, 2009.

Sreedhar, Muthukulam. Sri Subhananda Gurudeva Carita. Brhmasree
Guruprasad Gurudev, 1998.

Sreedharan, R. E. Shishya Sinusca. A. K. Oriental Research & Public
Library, 2005.

Sundaram, N. Nastikavijayah. Ponna Publication, 2006.
Unitiri, N. V. P. Ujjayini. Government Sanskrit College, 1996.

Viswanathan, Chandra. Kavyaprakasa. New Bharatheeya Book
Corporation, 2002

Warrier, K. R. Cinmayananda Caritam. Chinmaya International
Foundation, 2012.

Warrier, K. R. Gitanjali. Chinmaya International Foundation, 2008.

Warrier, K. R Srimad-Ayyappasvamycaritam. Sudharma Prakashana,
2021.

Warrier, K. R. Paritosikam. Bharata Mudra, 2005.

284



Warrier, K. R. Sri Narayana Guru Caritram. Sree Sankaracharya
University, 2022.

Warrier, K. R. Sri Ramakrsna Caritam. Chinmaya International
Foundation, 2010.

Warrier, K. R. ST Ramana Maharsi Caritam. SriRamanasramam, 2017.

Warrier, K. R. Srimat Svami-Vivékanandacaritar. Ramakrishna Mission
Vivekananda University, 2015.

Warrier, K. R. Vivekananda Kavyamrtam. Ramakrishna Mission
Vivekananda University, 2011.

WORKS IN ENGLISH

De, Sushil Kumar. Sanskrit Poetics as a Study of Aesthetics. University
of California Press, 1963.

Fuller, C. J. The Nayar Today. Cambridge University Press, 1976.

Hatim, Basil, and Jeremy Munday. Teaching and Researching
Translation. Pearson Longman, 2001.

Hermans, Theo. Translation in Systems. St. Jerome Publication, 1999.

Hogan, P. Colonialism and Cultural Identity: Crises of Tradition in the
Anglophone Literatures of India, Africa, and the Caribbean. SUNY
Press, 2000.

Jagadananda, Swami. Sri Ramakrishna: The Great Master. Vols. 1-2,
Sri Ramakrishna Math, 2017.

Kane, P. V. History of Dharmasastra. Bhandarkar Oriental Research
Institute, 1977.

Keith, A. B. A History of Sanskrit Literature. Oxford University Press,
1920.

Miller, Barbara Stoler, translator. Love Song of the Dark Lord:
Jayadeva's Gitagovinda. Columbia University Press, 1977.

285



Menon, Sreedhara. 4 Survey of Kerala History. DC Books, 2007.

Munday, Jeremy. [ntroducing Translation Studies: Theories and
Applications. Routledge, 2001.

Narayanan, M. G. S. Cultural Symbiosis in Kerala. Kerala Historical
Society, 1972.

Nida, Eugene. Toward a Science of Translating. Brill Publishers, 1964.
Nilakanta, K. A. History of South India. Oxford University Press, 1955.

Osborne, Arthur. The Teachings of Ramana Maharshi. Rider & Co.,
1962.

Pollock, Sheldon. The Language of the Gods in the World of Men:
Sanskrit, Culture, and Power in Premodern India. University of
California Press, 2006.

Pollock, Sheldon. "The Sanskrit Cosmopolis." Journal of Asian Studies,
vol. 57, no. 1, 1998, pp. 4-37.

Raghavan, M. Modern Sanskrit Poets of Kerala. Kerala University
Press, 2011.

Raghavan, V. Kerala's Contribution to Sanskrit. V. Raghavan Centre for
Performing Arts, 2023.

Raja, K. Kunjunni. The Contribution of Kerala to Sanskrit Literature.
University of Madras, 1990.

Robinson, Douglas. Western Translation Theory: From Herodotus to
Nietzsche. St. Jerome Publication, 1997.

Schleiermacher, Friedrich. The Translation Studies Reader. Edited by
Lawrence Venuti, Routledge, 2000.

Sen, Amartya. The Argumentative Indian. Penguin Books, 2005.

Sinha, Jadunath. Outlines of Indian Philosophy. New Central Book
Agency, 2013.

286



Subrahmanyam, V. Principles of Sanskrit Poetics. Vani Vilas Press,
1999.

Swami Mukthidananda. The Life of Swami Vivekananda. Vols. 1-2,
Advaita Ashrama, 2001.

Tagore, Rabindranath. Gitanjali. Rupa & Co., 2002.

Thapar, Romila. Asoka and the Decline of the Mauryas. Oxford
University Press, 1997.

Veluthat, Kesavan. The Early Medieval in South India. Oxford
University Press, 2009.

Winternitz, Maurice. A History of Indian Literature. Motilal
Banarsidass, 1981.

Zvelebil, Kamil. The Smile of Murugan: On Tamil Literature of South
India. Brill Publishers, 1973

WORKS IN MALAYALAM

Balakrishnan Nair, G. Sreenarayana Gurudevakrithikal
Sampoornavyakhyanam. Vols. 1-2, Kerala Bhasha Institute, 2003.

Kurup, O. N. V. Ujjayini. Kerala Sahitya Akademi, 2007.

Narayana Pisharody, K. P. Natyashasthram. Vols. 1-2, Kerala Sahitya
Akademi, 1971.

Raja, K. Kunjunni, and M. S. Menon. Samskrithasahithya Charithram.
Kerala Sahitya Akademi, 2003.

RajarajaVarma  Raja, Vadakkumkoor. Keraliya Samskrita
Sahityacaritam. Sree Sankaracharya University of Sanskrit, 1997.

Ullur S. Parameswara lyer. Kerala Sahitya Caritram. University of
Kerala, 1995.

Vijayan, O. V. Khasakkinte Itihasam. DC Books, 1969.

287



Warrier, K. R. Balkani Piivu. Self-published, 1980.
Warrier, K. R. Marakkattha Nimishanngal. Self-published, 1978.
Warrier, K. R. Sarvam Saha. Self-published, 1985

Citations
scholar.google.com
WWW.SCOpUS.com
link.springer.com
www.researchgate.net
www.webofscience.com

WWW. jstor. org

288



APPENDIX 1

PHOTOGRAPHS OF THE INTERVIEW

289



APPENDIX 11

RARE BOOKS AND DOCUMENTS

290



291



- 455

—?_

o
FETANTEARYE FSIRFH |
\ﬂ%ﬁg\'{wmgﬁhﬁﬁ uftare=d 112 1
it W SAmrEuTRiged, |
TEFAsARe Ty ragges 2 1)
et S vafen e g |
Ecickrnciieisn CEHTER]]
eIkt wTerGvTee |
= e wefawfoa B 1y 1
e forat o afas |
Fuat AW AR AeEaiggrE (| Y 1
ISR AA: H2F Feeh: |
T ArEu R e we =g e
fedra wreATY g hee: et |
g g enfyiien ZaEE 1l e |
et sfafiereaea Wige: Seear 39 |
St 79 areisd ufEdad ¢ )
erel OA TSR, TR 3 B |
A € T wen Tea: 1] 1

2ejl 411 r.,;_u‘,y.;; J?l’r,'ggj l‘,;-,ll—_l,x‘ﬁ'-?-l\

- 1 A <, *.aa
2 el Horacic A ain 22 1

b ot AT a0
S HMA A=y 4ileg TR TR RS

B S E AR S s AL 4
FHH G 0TS of o FIES e 12 B2 o)

- U HA U gsu‘?—x gy
s Td A g o g el

[d ‘-\ A N A )
lelch] 2] ¢ -él}'flg'c{lcl ;}..:],,JAJL.

UM .
= dild =

(”3/@ -3 7)“#*—%!\'))&1@-‘ O’>

292



0066000 T
Olduestd [k e

O, MIDZaN’emaddIwd

MOAUM@D 60y qQRID
. BhIGWo

el @, 2.75

293



