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preface

The Dasam Granth, the Book of the Tenth Guru, is the second most sacred granth of the Sikhs. 
There are three most well-known birs (compilations) of this Granth, viz. Bhai Mani Singh wali Bir, Patna 
Sahibji di Misl and Sangrur wali Bir. They are rare manuscripts, too tender and fragile for consultation. 
There are other manuscripts of the Granth found in certain libraries and with certain individuals, but they 
cannot be considered authentic. There is, further, a large variety of printed versions both lithographic 
and stereo-typed. Giani Kartar Singh Hitkari mentions nine such versions, some of which are without title 
pages* It is, therefore, difficult to trace them or give any authenticity to them. One of these is 5W Dasam 
Granth Sahib Ji published by the Khalsa National Agency, Amritsar. But this is out of print. I have, there
fore, depended upon Sri Guru Granth Sahib Ji Dasam Patshahi, published by Rai Sahib Munshi Gulab Singh 
& Sons, Lahore Samvat Sri Guru Nanak 444. Its manuscript, as indicated on the title page, was prepared by 
a Sodhak Committee at Akal Takhat, Har Mandir, Amritsar, after consulting thirty-two old manuscripts. 
Dr. Indu Bhushan Banerjee has, also, consulted it in his work, Evolution of the Khalsa (1947). I have myself 
compared this printed work with Bhai Mani Singh’s Bir in possession of S. Gulab Singh Sethi, New Delhi, and 
found it dependable. I have, therefore, accepted its text for my wrork.

This Bir has 1399 foolscap pages with 19 lines on each page. The total number of verses in it 
goes up to 17,155. It is a collection of various works dealing with a variety of subjects, viz.,

1. Japu, popularly known as Jap (^TT'T), is a prayer to be read or repeated in the morning, as it
continues to be, by pious Sikhs.

2. Ustat, commonly known as Akal Ustat, is a hymn in praise of the Timeless, to be recited in *
the morning.

3. Bachitra Natak Granth, often known as Bachitra Natak, is an incomplete autobiography of
Guru Gobind Singh.

4. Chandi Charitra Ukti Bilas, popular as Chandi Charitra Pahila or Chandi Charitra Chhota$
describes the exploits of Chandi, performed in her wars with demons.

5. Chandi Charitra known as Chandi Charitra Dooja or Chandi Charitra Vadda, treats the same
theme in a different metre.

6. Var Sri Bhagauti Ji Ki, known as Chandi di Var, is a ballad in praise of the goddess Bhagauti,
a supplement to the Chandi Charitras.

7. Gian Parbodh Granth is devoted to the praise of God, with illustrations from ancient legends.
8. Chaubis Avtar describes in quatrains and couplets the twenty-four incarnations of Vishnu•
9. Mehdi Mir Badh is a supplement to the Chaubis Avtar.

10# Brahma Avtar describes seven incarnations of Brahma.
11. Rudra Avtar is an account of the two incarnations of Rudra i.e. Shiva.
12. Ram Kali Patshahi 10, widely known as Shabad Hazare, is a collection of ten hymns in seven

13. Sri Mukhibak Swaiya is a collection of thirty-two hymns. They give an exposition of the divinity
and of different religions followed in India.

14. Jo Kichh Lekhu Likhiyo Bidhna Swaiya, generally known as Khalse di Mahima, is a poem in a
couplet and three stamps in praise of the Khalsa.

15* Sri Sastra Nam Mala Pur an gives a catalogue and description of the weapons of war.
16. Pakhyan Charitra relates 404 tales of men and women.



17. Jafarnamah is a letter in Persian addressed to Aurangzeb.
18. Hikayats, which immediately follow the Jafarnamah, are eleven tales ip. Persian, similar to

those given in the Pakhyan Charitra.
Bachitra Natak, Chandi Charitra Ukti Bilas, Chandi Charitra II, Chaubis Avtar, Mehdi Mir Badh, 

_ Brahma Avtar and Rudra Avtar may all be included in the Bkchitra Natak Granth. While 
Bachitra Natak is the title of Guru Gobiiid Singh's autobiography, the stories of the Chaubis and 
other Avtars, and Chandi Charitra Ukti Bilas and Chandi Charitra II constitute the other part of the 
Granth. This is suggested by the same concluding remark repeated at the end of each one of 
these : lti Sri Bachitra Natak Granthe............... samapatamastu subhamastu etc.

The Granth provides an excellent evidence of the influence exercised by the Hindu theology, mytho
logy, philosophy, history and literature in the life and activities of Guru Gobind Singh. Tile accounts relating 
to the mythical heroes of the Purans deal with the glorification of arms with the object of awakening heroic 
sentiment in the Sikhs, thereby encouraging them to fight against political cruelty and oppression. According 
to Bhai Sher Singh,‘Ad-Granth began the process of esoteric rendering, but authenticated versions of connected 
myths were not added thereto, as it was then not considered necessary. ( Guru Gobind Singh Ji compiled a 
sister volume to fulfil this need, and in order to give such a stirring form to old inspiring myths as may 
awaken the slumbering Indian masses in a manner in which the Guru's ingenious pen alone could have 
accomplished'. Dasam Granth, as such, serves as a monumental reference book of all the classical allusions found 
in the Guru Granth Sahib. It has, therefore, a very important place in the Sikh literature and theology.

The whole of the Granth is in verse, with a large variety of stylistic devices. From the point of 
view of theme, the various works it includes mn, / be broadly classified into subjective and objective poetry. 
The devotional works like the Jap, Akal lister, Benti Chaupai, Shabad Hazare, etc., come under subjective 
poetry. A very good specimen of subjective poetry is the verse (shabad) composed in the forest of Machhiwara.

The narrative compositions are Bachitra Natak, Chaubis Avtar, Mehdi Mir Badh, Brahma Avtar, 
Rudra Avtar, Khalse di Mahima, Hikayats, Sastra Nam Mala, Chandi Charitras, Chandi di Var, Gian Parbodh, 
and Pakhyan Charitra. These may be said to come under objective poetry.

The Granth reveals an elaborate use of figures of speech. Its variety of apt and numerous metres 
coupled wu/n some strikingly original ones, and its forceful diction are unique in the literature of the Panjab.

The Granth is composed in more than oue language. Jafarnamah and Hikayats are in Persian; Japr 
Akali.U&tat, Bachitra Natak> Chaubis Avtar, Brahma Avtar, Rudra Avtar, Sri Mukhibak Swaiyas and 
Pakhyan Charitra are in Bra} \ Chandi di Var is in Lehndi Panjabi—the western dialect of the Punjab,
while the hymn like Mitra Piare nun__ _ is in the Central Panjabi. The script, however, of all the works
is Gurmukhi.

The people in the Panjab found it difficult to understand Braj, a dialect of Hindi, in which most 
of the works are composed, whereas non-Panjabis could not have access to it because of the provincial 
character of Gurmukhi script of the Granth. Consequently, this led almostito a total eclipse of the whole Granth 
so far as its literary contribution was concerned. An eminent Scholar, like J)r. Mot an Singh Diwana puts 
it rather pungfotl^H#henf he sa^Sf “The historians of Hindi literature baiCe deliberately insulted his (Guru 
Gobind Singh’s) genius by either ignoring him or including not more than a dozen lines from him, misquoted 
and selected from amongst the Comparatively unimportant parts Of his -works." 5 It is, no doubt, true 10 some 
extent that the poetfy of the Dasam Granth has been briefly or insufficiently taken notice of by the historians 
of Hindi literature like Shiv Singh Sengar, M shra Bandhu, Grierson, TaSsey, Shukla, Hazori Frasad Dwivedi, 
while others l&e Shfam^SundariHass have taker! no notice of it at alt. l|ut the charge of ignoring it 
deliberately rs rafchfer Unfair* The real cause of this neglect has,'however^ beep a different one.

Gurmukhi script was originally adopted by the Sikh Gurus to record their compositions in it. Compo
sitions of the non-Sikhs were, however, written in PersMn of Devtiagdri script; Bebause df the alleged sectarian
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character of the script, it was not adopted by others. It was, therefore, believed that all compositions in 
Gurmukhi script, related to Sikh religion, theology and history. The Dasam Granth was accordingly treated 
as such. Being in Gurmukhi script, its contents remained obscure to the students and scholars of Hindi. Nor 
did the Sikh scholars themselves take pains to examine the text critically or appreciate its literary values. It 
was only recently that the Shiromani Gurdwara Prabandhak Committee, Amritsar, brought out Devnagari 
transliterations of the Jap, the Akal Ustat and the Bachitra Natak. It is, however, hoped that the Hindi 
knowing people would now come forth to appreciate the literary wealth of the Dasam Granth. The reasons 
for th e obscurity of the Granth have, therefore, been in the main, the provincial character of the script, the 
paucity of Braj scholars in the Pan jab and the text being continuous and lacking in spacing between words.

My objective in taking up the study of this Granth is to revive and re-orientate the study of it by 
attempting a dispassionate estimate < f its literary values. In my study of the Granth, I have tried to deal 
with its authorship, its poetic back-ground, a brief critical study of its works, its thought value and art value, 
its stylistic features and finally its place in Hindi literature.

My approach to the Granth is primarily oriental, though, of course, here and there I have followed 
western standards of literary criticism.

In order to give those who are interested in a deeper study of this Granth, an opportunity of first-hand 
acquaintance with the authorship, thought and art of the poetry of the Dasam Granth, I have given quotations 
liberally in the footnotes in Devnagari script, closely and faithfully following the original text, as far as 
as possible. The texts in the appendix are extracts from the Krisanavtar, Gian Parbodh and Pakhyan Charitra, 
which serve to illustrate discussions on pages 83, 92, 112, 150-165, 228-230, and 306. These are the traditional 
forms of poetry attempted in the Dasam Granth besides many others some of which have already come in 
their proper contexts. Tne need for a ready reference to these texts for the proper evaluation and 
critical analysis of thought and art contained therein, has obliged me to put them as such. In giving 
references, I have used figures in brackets to indicate verses and figures without brackets to indicate 
page-numbers.

Here and there some repetitions may be noticed in the language, thought, treatment and quotations 
of passages. These are unavoidable as they arise in discussions in different relevant contexts and serve as 
good illustrations.

As is well-known, transliteration of words, sounds and symbols with correctne g and consistency in 
a foreign language is difficult. Scholars have adopted diacritical marks to bring an exact representation of 
texts. Others, however, have used corresponding syllables instead to meet the same end. I could not use 
the diacritical marks in the representation of words and textual quotations for want of facilities in the press* 
I have therefore followed the latter method i;e- without the diacritical marks. Accordingly, I have used the 
following characters for the Hindi transliteration of the text and other Hindi and Sanskrit words.

a for ST (b) ch for
MM

aa for m chh for
. •

i for % s for ST
ee for i sh for *Ef,
u for r ■ for and •

oo for ■ & ■ rh for *

e for d for
ai for dh for .... 5, and
ou for t for cT - and 'rZi
ng for : & ■ c for and .. . 5
nj for ' ■ oT n for rf and

ksh
.If l' ' '• c.

for
I have, however, deviated from the above system in the following cases :

(a) Rasa, Guna, etc., for Ras, Gun, etc.
(b) R, %m for Rama.
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(c) Conventional spellings of some words like ‘Lila’ have been kept intact.
(d) The forms of spellings used in the translations and texts of certain authors have also 

been preserved.
For a faithful representation of the text, the spellings of words are in conformity with the spellings 

in the original—Gurmukhi script—which vary not only among themselves in the case of a single word but 
also from their spellings in Hindi frequently, even on the same page.

I have consulted and frequently quoted translation in English of Sri Mukhibak Swaiya by 
Principal Jodh Singh; of the Jap and ten swaiyas in the Akal Ustat and Shabad Hazare by S. Brijindar Singh; 
of various texts by Macauliffe given in The Sikh Religion, and the translations by Dr. Mohan Singh Diwana, 
Dr* Trilochan Singh, Sardar Khushwant Singh and Prof. Teja Singh, etc. At times these writers have 
translated the same passage differently. I have adopted the translation which has appealed to me the most 
in a particular context* In other cases, I myself have attempted the translation in English of different 
pieces of the Dasam Granth and also have tried to improve upon the existing English translations here and 
there where I felt the real spirit was mt brought out. My acknowledgments, however, are due to the 
scholars on whose translations I have drawn with gratitude.

Iam grateful to Dr. Nagendra, M. A*, D. Litt., Head of the Department of Hindi, Delhi 
University, and Dr. Mohan Singh Diwana, M.A., Ph. D., D. Litt., Head of the Department of Panjabi, Panjab 
University, who guided me in the selection of the subject of my research; to Giani Harnam Singh B&llabh 
who placed his personal library at my disposal, lent me the block of the letter of Bhai Mani Singh 
addressed to Mata Sundari given on page 7 of this book and helped me in resolving many a knotty point 
in the Dasam Granth ; to S. Bandhir Singh, Librarian, Guru Ram Das Library, Amritsar, for lending me 
the blocks of a page from Bhai Mani Singh’s Bir and Guru Gobind Singh’s handwriting produced on page 
11 and 12 respectively ; to late Dr. Banarsi Da.-s, M.A., Ph. D„ who wras my supervisor for sometime until 
his sad demise, for his initiating me into this research work ; to Dr. Roshan Lai Ahuja, M. A., Ph. D., 
Principal, Sohan Lai Training College, Ambala City and my present supervisor, for his valuable guidance.

My gratitude no less great and no less deep is due to Dewan Anand Kumar, M. A. (Cantab), formerly 
Vice-Chancellor of the Panjab University, now member of the University Grants Commission, for his kind 
patronage, without which I would not have been able to bring out this work.

New Delhi Dharam Pal Ashta
April 16, 1958
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CHAPTER I

AUTHORSHIP OF THE D AS AM GRANTH
The Dasam Granth is variously known to be Daswen Padshah ka Granth, The 

Book of the Tenth King, The Granth of the Tenth Guru, The Granth of the Sahib Tenth Guru, 
The Granth of Gobind Singh, and as Sri Dasam Guru Granth Sahib Ji.1

It is, therefore, held sacred and treated as one of the holy books, second in 
sanctity only to the Adi Granth, or a “Sister Volume2” to it. In certain gurdwaras, it 
is also given a place of honour. Some parts of it, like the Jap, the Swaiyas, Akal
Ustat and Benti Chaupai are included in nit-nem or daily recitations by pious Sikhs.3

But while the tradition about authorship of the Dasam Granth is so strong, 
there are historians who hold that all the works included in the Dasam Granth were 
composed not only by Guru Gobind Singh himself but also by some other poets kept 
in his service at Anandpur.4

On the authority of Suraj Parkash by Santokh Singh, Macauliffe in his The Sikh 
Religion, says :—

\

“The Guru kept fifty-two bards permanently in his employ and others occasionally visited him. 
They wrote on all the nine subjects* which in the opinion of the orientals are suitable themes for 
poetry ; but the composition of eulogies on the Guru occupied most of their attention. The 
Guru once had the curiosity to weigh their compositions. They amounted to about two and a 
half hundredweight. They included them in a compilation which he called Vidyadhar. He so 
valued the book that he ever kept it by him—even when he went into battle—but it was lost in 
one of his engagements. Some of the bards’ compilations are preserved in the Suraj Parkash, 
where they may be perused by the curious.”5

Cunningham in his History of the Sikhs, also holds the same view :
“Five chapters, or portions only and the commencement of a sixth are attributed to Gobind him
self ; the remainder, i. e., by far the larger portion, is said to have been composed by four scribes 
in the service of the Guru ; partly, perhaps, agreeably to his dictation. The names of Sham and 
Ram occur as two of the writers, but, in truth, little is known of the authorship of the portions in 
question.”6

3.
-•i.

H. S., 356 ; S. R. Vol. V., 223, 260; T. S , 336 ; H. H. L., 64 ; G. G. S., 3 ; M. M. I., 105 ; D. D., 2f ; A. G., CXXV1.; P. S. 58. 
M. K., 1845.

T. S. 336, 342 ; D. D. 3 ; In New Delhi, Hanuman Road, Kothi No. 47, I have noticed a manuscript of the Dasam Granth 
bound together with one of the Adi Granth in the same volume in the possession of Ra ja Gulab Singh Sethi who has 
secured it from Nader. This fact is further corroborated by a writer in Jiwan Sandesh, May, 1951. page 145.

Bhai Kahan Singh on page 1252, phoio-stat No. 5, of Guru Shabad Ratanakar Mahan Kosh, Vol. II, refers to an edition of the 
Dasam Granth at Hazur Sahib and has given a photostat of page 746 of this Granth. This very edition is now in the posses
sion of Raja S. Gulab Singh Sethi.

R. N. G. (13), R. N. D., 32 ; S. I. I., 100 ; Jap, i. preface.
T. S., 342, H. II. L., 64 ; S. R. Vol. V., 161 ; H. S. 356 ; H. P. L. 40 ; P. S.f 59.
_ *The nine subjeats are love, mirth, pity, anger, heroism, terror, hate, wonder, and contentment. S. R. Vol. V., 161.

5. S. R. Vol. V., 161. In his Mahan Kosh Vol. IV, p. 2530, Bhai Kahan Singh has given the names of these fifty-two poets.
6. H. S., 356.



2 THE POETRY OF THE DASAM GRANTH

The critics of this school firmly believe that certain portions of the Granth could 
never have been the composition of Guru Gobind Singh. The works like Pakhyan Charitra 
and Hikayats, they argue, seem to be quite out of harmony with the deep religious and 
philosophical portions of the Granth. A poet, they add, who had written extremely 
devotional verses could not have indulged in purely earthly matters, relating to women and 
their “wiles”.

Macauliffe also records in Volume V of The Sikh Religion that the sentiment 
of disapproval was voiced by several learned Sikhs at Talwandi Sabo or Damdama who 
met to examine the compilation of the Dasam Granth after Mani Singh’s execution in 
1734 A. D. (1791 B). He says :

"Several intelligent Sikhs were of opinion that the tales and translations in the volume, as at 
present found, ought not to have been included in it, for many of them are of Hindu origin, others 
not fit for perusal and none comparable with hymns contained in Adi Granth. The Sikhs, therefore, 
maintained that the Hikayats or Persian tales, and the whole of the Triya Charitra or stories 
illustrating the deceits of women, should be omitted and included in a separate volume which 
might be read not for religious purposes but for the entertainment and delectation of the 
public1.”

Dr. Mohan Singh Diwana is of the opinion that :
“Rama and Shyama of the fifty-two poets said to have lived at the socio-religious court of the 
Guru at Anandpur, are the writers of the anthology Triya Charitra, women’s wiles2.”

It is probably this composition which provokes a similar opinion in Dr. G. C. 
Narang :

"It is a miscellaneous collection and only a part forms the Guru’s own work, the rest being 
written by a number of Hindi poets, whom the Guru kept in his service. The collection does not 
do credit to Guru’s name and much of it, except the Guru’s own composition, might well have 
been omitted. The book does not command much respect among cultured Sikhs who look upon 
most of its contents as spurious3.”

From all this it appears that there is a strong difference of opinion on the authen
ticity of the Dasam Granth.

Besides the question of the authenticity of the Granth, there is another difficulty 
about the date and the place of its composition and compilation. The critics generally, put 
it in 1706 A. D. (1763 B), at Damdama.

Quoting Cunningham, Indu Bhushan Bannerjee writes in the second volume of his 
Evolution of the Khalsa : -

“That at Damdama the Guru occupied himself in composing the supplementary or the 
Book of the Tenth King, to rouse the energies and sustain the hopes of the faithful”. “But this,” 
adds Bannerjee, “cannot be true. The Dasam Granth is a huge unwieldy medley of hetero
geneous matter and there is clear internal evidence that different parts of it were written by 
different writers at different times. The Guru is said to have kept fifty-two bards in his employ,

1. S. R. Vol. V., 260. 2. H. P. L„ 40. 3. T, S., 342.
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the names of some of whom are given in the Panth Parkash1. Together with these, the Guru 
had commenced abridged versions of the more interesting works on the Hindu mythology and 
from a few references, here and there, it appears that much of it had been completed even
before 1699V’

This, however, does not rule out the possibility that a part of it might have been 
written at Damdama.

Dr. Narang says that the Guru compiled the Dasam Granth at Damdama3, but we 
know from the Sikh records that the compilation by Bhai Mani Singh took place twenty- 
six years after the Guru’s death4.

We shall now carefully examine this formidable body of evidence and try to find 
out as to which of the works included in the Dasam Granth are from the pen of Guru 
Gobind Singh, and which others, if any, may have been contributed by his court poets.

External Evidence

\ There is sufficient external evidence to contend that the Dasam Granth was 
written by Guru Gobind Singh himself :

1. Kesar Singh Chhibber5, who claims to be a grandson of Dharam Chand8, a 
Dewan in the court of Guru Gobind Singh, and the son of Bhai Gurbaksh Singh, 
Darogha, Darbar Sahib, Amritsar, was, in his early life, intimately associated with Mata 
Sundari7, wife of Guru Gobind Singh. He wrote his work Bansawali Nama Dasan 
Patshahian ha* (Geneology of the Ten Kings) in 1826 B. and revised it in 1836 B8 
(1779 A.D.).

1. P. P., 164 ; S. R. op. eit-Vol. V, 67.
2. E.K., 189. 3. T. S., 166. 4. S. R. Vol. V., 223 f, n.

o. He seems to have been either unfortunately ignored by, or most probably unknown to, the authorities quoted already.

6- jp ik to 5ft ukmr ft=TR TORFh qie I
dt| 5* *ft ira dl^TT II B. (301)

..............*T^sfT.................................................................  1
ndtTTH mtfrer nr % fgfssrc; f'faR I 
fRf sms ?tp? q* ht% ffaRr % tor i 

to w imt ^ =nrf|% i
#TR ffaR TOT f #fR fTR 1TRHTS % II B.,(i66)

7- nnr to hr- i qftnt d ^ tot! i
ffdt TOR IRT 5ft t TO %r fVR ^ TR TOlf II b. (420)

*This work, though not of high order from poetic point of view, is very useful in determining the authenticity of the 
Dasam Granth.

gft frodt qft qfint iQ\ ^ ^

|?t IRt 5ltf 5TTf If HRn q* ^tnt I
TORf H §f=nt sftn Rt*T qNt fT TO^T I 

355 rto ft =fRt ^t fH 5nft sR^rri^rtii b„ <42o>



4 THE POETRY OF THE DASAM GRANTH

The manuscript is in the possession of Bhai Vir Singh, and an incomplete copy of it 
is available in the Khalsa College, Sikh History Research Library, Amritsar. He tells us in 
this manuscript that Guru Gohind Singh completed his Granth in the year 1755 B1. 
(1698 A. D.) at Anandpur. He tells us further that it was composed by the Guru 
himself:

Sahiban nun si pyara apne hathin likhia ate khidaya8.
i,C

(It was dear to the Lord who wrote it himself and got4acted.)

He may have dictated, partly at least, to his court poets :
Ate ap rasnan thi uchar banaya.3

(And the composition he uttered from his own lips.)

He further adds that some of his courtiers requested the Guru to add the Dasam 
Granth to the volume of the Adi Granth which he had already completed in the same 
year, but he declined to do so4.

2. The view that the Dasam Granth was finally completed at Anandpur is 
further confirmed in the Report of Sodhak Committee Dasam Patshahi Shri Guru Granth 
Sahib Ji, Khalsa Dewan, Amritsar, Katak 1, 1954 B. (Nanak Shahi 428 or 1897 A.D.).

“Bachitra Natak, Chandi Charitra Vadda, Chhota, Var, Gian Prabodh ad sabh banian da uchar 
Anandpur men hoyaV’

(Bachitra Natak, Chandi Charitra I & II, Var, Gian Prabodh, etc., all the poetic works 
“Baniyan99 were recited at Anandpur.

3. Still further light is thrown on the sanctity and the Guru’s authorship of the 
Dasam Granth by the Report which says in clause 20,—

If this Granth (Bani) had not been the Guru’s, the ten swaiyas beginning with Sravag 
sudh, etc., and the quatrain (Benti Chaupai), Hamri karo hath de rachha would not 
have been recited at the time of the Sikh baptism ; the recitations from Ramavtar would not 
have been given on the Dussehra days, the recitations from Chandi Charitra would not have

1. .......R 3ft STflW *TT%T TTRraT? % 4R I
■3

srarcr # jtpft ii B.j (222)

2. *n%f n' sft iwrcr wift 53ft r%r%^n ir 1 B., (244)

3. W<J &RI «ft 3^ | B., (294)

4. B., (223)

W3R £q«4 I ^ | |
m firar^r, ^ 1 B., (244)

stow, #rt Rfci, war, star, tor site, rr to wftw <r tok sr’^ if
I R. S, P. II, cl. 2.

5.
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been given during Nauratas (the nine nights preceding Dussehra), the recitations from Kristian 
Avtar would not have been given at the Harmandir during Hola Mohalla1. )

It appears that historians like Narang, Cunningham and Macauliffe did not 
come across this piece of evidence, which is dated 1954 B. and a printed copy of which is 
with Principal Jodh Singh, now at Ludhiana.

4. In 1944, from December 21 to December 25, on the occasion of the birthday 
celebrations of Guru Gobind Singh, there was held an Akhand Path of the Dasam Granth 
at the Akal Takhat by Jathedar Mohan Singh who was then the Jathedar of Akal Takhat 
Sahib as well as the President of the Shiromani Gurdwara Prabandhak Committee2.

5. During his retreat at Damdama (1704-7)* in the Patiala State, between Feroze- 
pore and Hansi, it is said by Dr. Narang and Cunningham that the Guru compiled the 
Dasam Granth3. But as Indu Bhushan Bannerjee has pointed out, the Sikh records 
noCwhere confirm the view. The writer himself has gone through Snraj Parlcash by Santokh 
Singh, Panth Parkash by Gyani Gian Singh, Twarikh Guru Khalsa, but has found no 
mention of Dasam Granth having been compiled at Damdama Sahib. Dr. Indu 
Bhushan Bannerjee himself, however, is of the view that a part of it might have been 
written at Damdama4. It is, no doubt, true, as Trumpp says and Gur Silas confirms it, 
that Damdama became a new centre of literary activities and the Guru called it “Hamari 
Kasi5” (our Banaras). The study of the Granth became much in vogue there and the 
“Gurmukhi” writers of Damdama came to be regarded as the best, for the Guru himself had 
blessed the place saying that howsoever foolish a man might be, he could become wise by 
his stay there6. But there is no evidence to prove that the Dasam Granth was compiled there. 
On the authority of Bhai Kahan Singh and Macauliffe, it may be contended that it was 
here, in 1705, that Guru Gobind Singh wrote his Bachitra JSlatak which was later 
incorporated with his other literary labours of Anandpur into Dasam Granth7. But there is 
no evidence to prove the same. The account of the events narrated in the Bachitra 
Natak precedes 1(199 A.D., long before Anandpur Sahib was evacuated. Sikh tradition, 
however, maintains that the Adi Granth, not the Dasam Granth, was thus dictated to 
Bhai Mani Singh by the Guru from memory in as much as his personal copies of the 
Granth were lost in the confusion that followed the battle near the Sirsa. It was on the same

9

3.
6.

“ wsft flr |'Ct ar ?® ws t
^■1? sTRfr T15 sifaa 5?twilit ft qrc 'i =^’€t ? qjs ^

mr tsegrtctcu?; k 33 or ?tr §*fr 1 % sm?
§ 1 fa | I ” R. S. P. II cl. 20

The testimony is reliable because it was given to me by S. Randhir Singh, Research Scholar, Sikh History Society, in the 
employ of Shiromani Gurdwara Prabandhak Committee and who was one of the reciters of the Akhand Path (a continuous 
recitation) of the Dasam Granth.
*4‘According to Giani Gian Singh, the Guru stayed there for nine months and nine days only.” T, G. K., and according to BbaL 
Kahan Singh for nine months and a half.” M. K. 1857.
T. S., 159 ; H. S. P., 80. 4. E. K., 190. 5. G. B.f 488;M. K„ 1857.
E.K., 139 A. G. XCI1I ; I. E. P. 219. 7. M .K., 225, 282 ; S. R Vol. V.-223, 226, 260; I.'E. P. 218.

P
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occasion that the Guru’s mother, Gujari, with her two younger grandsons, Jujjhar Singh and 
Fateh Singh had got separated from the Guru’s party1. Unfortunately the two copies of the 
Adi Granth prepared here are believed to have been lost in Kulba Bahmani Ghalu Ghara 
in 1762 B2.

6. Kesar Singh Chhibber tells usTurther in his Bansawali Nama that Bhai Mani Singh3 
came to Amritsar and compiled the Granth (1782—92 B). Dr. Kshitimohan Sen> in his 
Medieval Mysticism of India, also supports the same4. Here Macauliffe also holds the same 
view about Mani Singh’s achievement 5. Macauliffe, however, adds that it was compiled at 
Amritsar6. Mani Singh made a long search and cast his net wide in order to find out manu
script-copies of the Dasam Granth from everywhere. He spared no pains and no expenses in 
achieving his object7. He secured five of the leaves from a Sikh, in Lahore, found folded 
three times and tied up in a piece of cloth. Seven more leaves were found with another 
person in Delhi. These manuscript-leaves were genuine, because they were in the handwrit- 
ing'of the Guru himself8. The original compilation made at Anandpur was not bound in 
a single volume9. On account of a hurried evacuation of Anandpur and the sudden attack 
from behind, of the imperial armies on the evacuees, the works of the Dasam Granth were 
almost cast to the winds10. And Bhai Mani Singh collected these with the help of many 
Sikh followers and friends.

I. E. K„ 137. 2. J. S„ 131 f ; P. P., 226

3- .......141 ii
a 4t «tt *t41 rfts 41 |t4 <*41 n

. 9 H^frrr 41 n
ftiw *tii Far fifo sft ST3T ^ n

iDg to Dr. Kshitimohan Sen the Granth was compiled in 1734 A. D. (1792 B.) 
6. S. R. Vol.V, 260. 6. S, R. Vol. V, 233.

7' 3ft wm r%"T | srfijjwr n
sft 3Tiftr ^4)3 m%srr u

4r ftnar 4% w|rr 1 4t u
fft^r jt t % snuft s^i^rr n

8‘ J*r 415TT 1441 4T 4^* ||
fN- lit: fiNr 41 4,jj;t n

?T| 41 |t|||
T5f jt'st f fe?4l |ffj 4lf || 
re quCf qrer 41 «ntn

^rf| 4fcft ii
C ^Iwr ii

41 V
ST firs n

— ^ Vri ii
qsrr ^ •T15T wt arcft sit ii

f^jft 5r«ft^ tt4i 41 Hf it
41

WJ 41 4tf ii
10. s. R. Vol.V, 161.

B.(375)

B. (376)

B. (373)

B. (374)

9. B., (373)
B., (377)
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The tradition says that Bhai Mani Singh made copies of the manuscript that he 
recovered, while he sent the original to Mata Sundari per Jhanda Singh to be delivered to 
Shian Singh. Bhai Mani Singh kept the copies with himself. In this way there were 
compiled, in course of time, two copies of the Dasam Granth, one made by Mani Singh 
himself at Amritsar and the other by Shian Singh at Delhi, under the supervision of Mata 
Sundari. The former manuscript copy is now in the possession of Raja Gulab Singh Sethi 
of New Delhi and the latter is in Gurdwara, Sangrur. The index of either is the same 
and their paging is continued from the Adi Granth. In other words, there is a continuity 
in pages from the Adi Granth to the Dasam Granth indicating that both form two parts of 
the same Scripture. Both the manuscripts are found existing to this day and it can be

_ I

verified by any critic.
^ / 7. By fat the most valuable evidence is available in the historic manuscript letter by

Bhai ManirSingh, a playmate, classfellow and a devoted disciple of Shri Guru Gobind Singh 
Jr and a top-ranking scholar of his time, who survived the Guru by many years and was 
martyred at Lahore1. He wrote it from Amritsar to Mata Sundari Ji (the wife of Shri Guru 
Gobind Singh Ji) at Delhi in April 1716. This manuscript is in the possession of Giani 
Harnam Singh ‘Ballabh’, Gurdwara Rakab Gunj, New Delhi, a photostat of which is given 
below, along with a photostat of romanized copy of this letter taken from The Sikh Review 
April, 1955.

i • cttS ^07rjk ftwa

aft Vvv >» -vt zpyr*. yyph: ‘3^
vr^s- ara A eft

-srcfl vrs
ua nTsn. o?°t sng; ^ iswt > •

wf "'
-pfb’ pax** vrrji. yfb <7Tm

2ft ^•^TTh 3

x' * "^t gjVvyp

aoA fftua \v«rar05< M ;rw*nfe

Romanized copy of Bhai Mani Singh’s 
letter to Mata Suncjri ji

ik onkar akal sahae

puj mat'd jl de camdfi, par mani sihgh kl dahdaut bahdnd. bahoro 
samdedr vdend ke idhar don par sddd garlr vdyu kd adhik vikdri hoe 
gaed hai-suast ndhl hoed, tap kl kald do bar surfi. par mandat kl 
sevd men hoi diak ndhl. des vie khdlse da bal chut gaed hai. 
sihgh parbatdh babanan vie jde base hain. malechoh kl des men dohl 
hai basil men bdlak juvd istrl s(llamat ndhl. much much kar marde 
hain. guru darohl bl undh de sang mil gae hain. hahdalle mil kar 
mukbarl karde hain. sabl cak chod gae hain. mutsadl bhdg gae hain. 
sdde par abl to akdl kl rack'd hai. kal kl khabar ndhl. sdhibdh de 
hukam dial hain. binod sihgh de putrele da hukam sat hoe gaed hai. 
pothldn go jhahdd sihgh hath bhejl thl undu vie sahibah de 303 caritar 
upkhiydn dl pothl jo hai so slhdh sihgh nun mahal vie dend jl ndm 
maid kl pothl dl khabar abl mill ndhl. karisndvtdr pur bar a dh to mild 
utrdradh ndhl. je mild asl bhej derange, des vie gogd hai ke bahdd 
bahdhan mukat hoe bhdg gaed hai. sahib bdhudl karan ge. told par 
sond sdhibjdde kl gharnl ke dbhukhan lal guru kid khahdur se bhejd hai 
17 rajatpan bl jhahdd sihgh se bhar pdneh. 5 rajatpan ise tosa did is 
nuh badrakd bl hai. is se uth jdnveh ge. mutsadloh ne hisdb nahldtd 
jo dende tdh bade Suhir se hufidl kardi bhejde. asdde sarir dl rachtd 
rahl tan kudr de maliine dvdnge. mill vaisdkh 22. daskhat mani sihgh 
guru cak buhga. judb porl main
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The English version of this letter by the learned Giani runs thus :
4‘May Almighty help us !
Mani Singh makes his humble prostration at the holy feet of his venerable mother. Further news is 

that the climate of this place has aggravated my rheumatism and my health deteriorates fast. 
Twice I have heard the healing parable of the tertian fever. But my illness has caused no slack
ness in the performance of the holy service of the Hari Mandir (Golden Temple). The Khalsa 
no more holds sway over the country and its power has waned. The Sikhs have migrated to 
the mountain retreats. The Malechhas reign supreme in the country. There is no security for 
the (Sikh) children and women in any habitation. They are hunted out and killed. The 
apostates have also joined hands with them. The Hindalians spy on the Sikhs. All the Sikhs 
have deserted the Chak1. The mutasaddis (priests) have also fled. So far the Immortal Lord 
has protected me. Tomorrow is uncertain. What is ordained by Lord shall prevail. The 
adopted son of Binod Singh has passed away. Among the books I sent per Jhanda Singh, there 
is one entitled 303 Charity a Upakhians by the Lord (Guru Gobind Singh). Give that to 
Shian Singh in the Mahal2. So far there is no trace of the book Nam Mala. I found the 
first part of the Krishna Avtar but not the second. I shall send it. when available. There 
is a rumour in the country that Banda (Bahadur) has made good his escape from the Emperor’s 
jail. May the Guru protect him. The Guru’s family,3 at Khandur has sent five tolas of gold as 
a gift for your son’s4 bride. Recover seventeen rupees from Jhanda Singh. I gave him rupees 
five to meet the expenses of the journey......? These expenses will be incurred by him. The
mustasaddis have not yet settled accounts, otherwise I would have sent you a draft from the 
big city5. If my health improves, I shall come in the month of Asoj.

Baisakh 22 
Sd/~ Mani Singh 
Guruchak, Bunga.

P. S. Reply in bamboo stick 6

1. The earliest name of Amritsar. 2. Matia Mahal i. e. in the interior of the city.
3. The descendants of the Gar us.
4. An adopted son of Mata Ji as all her four sons were martyred already. 5. Presumably Lahore.
(3. As being confidential.”*

In this document, Bhai Mani Singh says that he is sending her a manuscript contain
ing “303 tales7” of women by the Guru and another manuscript containing the first half of 
Krishnavtar, the second part of which has not yet been traced out. Further, he regrets 
that he has not been able to recover so far any manuscript copy of the Sastra Nam 
Mala. The year of the composition of the letter is most probably 1774 B (April 1716 A.D.) 
as it makes reference to what appears to be the death of Banda in the same year. It shows 
that Pakhyan Charitra and Krishnavtar were written by Guru Gobind Singh himself. This 
evidence is as definite and authoritative as any.

Summary :
After weighing the external evidence given above we arrive at the hypotheses that 

(i) The Dasam Granth was composed at Anandpur;

*t. t. a., AlX.
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(ii) The Dasam Granth was recompiled by Mani Singh at Amritsar, after a 
long research covering a period of about nine years;

(iii) Chavitra Upakhyan and Avtars were regarded, and recovered by Mani Singh, 
as genuine writings of the Tenth Guru ;

(iv) Ten swaiyas of the Akal Ustat and Chaupai, Ramavtar, Chandi Charitra, 
Krisanavtar being taken as the Guru’s compositions were in the beginning 
recited on sacred occasions by the Sikhs.

Now with the help of the internal evidence we shall try to establish that all the 
contents of the Dasam Granth, found in the authentic copy compiled by Bhai Mani 
Singh and now in the possession of Raja Gulab Singh Sethi, are genuine works of the 
Tenth Guru :

1. Some of the works included in the Dasam Granth begin with the phrase 
Sri Mukhwak Patsahi Das (From the lips of the Tenth King). These are :

(i) The Jap, (ii) Bachitra Natak, (iii) Swaiya and (iv) Sabad Hazare.
All these four are unquestioned as genuine writings of the Tenth Guru. The (i), 

(iii) and (iv) are, as stated in the beginning, parts of the Sikh scriptures, recited daily and 
especially on all sacred occasions. The (ii) is quoted by all historians as an authentic 
document.

The introductory phrase suggests that the Guru dictated these words (wak) to 
amanuensis, i.e. to some of his fifty-two court poets. Such a practice was not uncommon 
in those days, for, gurus, saints and other scholarly sanyasis sometimes dictated their 
thoughts or hymns to their disciples. It would, therefore, be too much to suggest that all 
that the court poets wrote were their own compositions. This introductory phrase warns 
us against such a presumption.1

2. In the Bachitra Natak which is a fragment of his autobiography, the Guru

says : —
“ Just as intuition awakened in me the knowledge of the Avtars, so I composed my works in 

giving their accounts.
I will describe what 1 have learnt of Satyug in my account of the Goddess (Debi Charitra).”
I first composed Chandi Charitra. I related it from the beginning to the end in proper order..

Then I dealt with it at length. Now I wish to re-compose it in praise (of her)2.

1. R. s. P. II, cl. 12.
2. fipq 1 FW frTTT q>| HI *«T SRlt ||

stqrr 3TTT fasfafaasr I sreft ^ni b.n., xiv(io)
qf# ^3? wiTFti i q*sr ww wn$r gurct u

ww spur i'm fart ^r| u b.n.,xiv (n)
Dr. Trilochan Singh, Giani Narain Singh and others however translate the last line as “It was a short version. Now I wish 
to give a more detailed version.” This translation does not seem to be correct as would be clear from examples given 
under Evidence of Style, (i) 24, in this Chapter.

avi
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This bit of evidence is a plain statement about the composition of Chandi Charitra 
I and II. The first version contained 23 5 stanzas and couplets, while the second version has 
262. Secondly, this evidence tells us that the Guru had composed the stories of incarnations 
even as they suggested themselves to him. In other words, Chandi Charitra—two versions, 
and stories of Avtars, according to his own admission, are his own compositions.

3. At the end of the story of Ramavtar, the author gives his name as ‘Gobind’ 
and gives also the date of completing the story as 1755 B (or 1698 A. D.) at the foot of 
the Netra Tung (Naina Devi) mountain, besides the Sutlaj1. It may be recalled that in the 
following year, i.e. 1699 A.D , the Guru was re-christened as Gobind Singh by his founding 
the KhaJsa Baptism of the Khanda (two-edged sword). This confirms Guru’s own statement 
of the composition of Avtars before the Baptism in 1699 A. D.

4. The composition of Krisanavtar throws considerable light on several impor
tant points.

In the first place, the poet says that he composed 1192 chhandas :
Je Je Kisan charitra dikhaye Dasam bich sabh bhakh sunaye,
Gyara sahas banve chhanda kahe Dasam Pur baith Ananda2.

At the end of Krisanavtar he farther adds :
Satrah se petal mahi Sawan sudi thiti dip 
Nagar Panvata subh karan Jamana bahe samip3,
Dasam hatha Bhagaut hi bhakha kari banae 
Avar basana nahi Prabh dharam judh ke chae4.

That is, he finished the composition in Bhakha, of the tenth skandh of Bhagwat 
at Paunta in 1745 B, besides the Jamana with the intention of the “Holy War” (dharam 
judh). The phrase dharam judh. ke chae (for the love of Holy War) indicates that it was 
Guru Gobind and no other poet who had the high ambition of waging a holy war. 
This view is supported by Giani Harnam Singh who says in his Dashmesh Kavya Pradip, 
that Guru Gobind Singh commenced the composition of Krisanavtar at the age of 18 
and completed it when he was 22 i. e. in about 1687 A. D.5
1. ; #rf—SFHcT ST5[g; TTrfJT I ST? efTT JptTRR II

<3 sraift wfc q'«r f-iRr i qff srf &§ prrcr ii r.a.,(86o)

?t^ gap* tifu n

*T3WcT 35|€t TjmK W 5RTU 11

^ sirfe pit pjrr zmi n

2. % it i •am pm n
rpmi gj'fr i Is 11

3. SSt? WM Tp fsTRT ^7 II

wr pr trr ii
4- ^r— ^«rr ^rrrfrr 4) trt srt? i

TO! SfTSTCT sw '4RIT IS % II K. A., (2491)

R. A., (861)

R. A., (864)

K. A., (4)

K. A, (2490)

5. S. D. K. P., 15.
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In Bhai Mani Singhs Bir on 
Page 615/i (a photostat copy of which 
is given here) in chhandas 2255, 22 
2257, 2258, 3444, 3445, 3786,
3921, 3922, 3923, 3924, 3925, 4800, 
4801, and 4802, Guru Gobind Singh, 
while staying at Paunta, says he had 
composed at Anandpur 1186 stanzas 
of the Dasam skandh. He further adds 
that he has composed more chhandas 
as under

227
875
340

O

Debi Path (TTt'Trs) 
Judh Prabandh 
Ras Mandal 
Gopi Biruh

Ab Ka (now composed)
1576
2038

3614

The photostat copy and 
contents1 help us to prove that Guru 
Gobind Singh composed Krisanavtar 
partly at Anandpur and partly at 
Paunta. The handwriting, as affirmed in his Guru Shabad Ratnakar Mahan Kosh 
by Bhai Kahan Singh, the great lexicographer, who has produced a photostat copy
i.

wr tp? ^ i rastwl n
i ^ 3?^ i^ir«Tcr k <rir ii 

frsrg TJfj <|wt I 3?? ^rt 11
3?^ % srsR it HttJt ^-ot? i

(2255)

nsrcr ?i^r % mi n
=%f—it =rfer %tTT | ‘fSffl’ *0? *T«TTT II

frrt ^ ^Tr i w£ ‘twi' 3t ks ii
T>r fftm%

(2257)

(2258)
(3444)^<3T il IIVv

(The above line clearly shows that the Guru himself wrote on loose sheets and gave the necessary instructions to the copyists.)

=TP?|—-^ 3R T5§J R^qTT’ I UfPI %K um *FT PTW II
?fR *P?3 'SR TJ?. I % *[« ‘tie H (3445)

kw ?i^r ii il ?iW. ii (>785)
=Tt«?|—Tfrt ‘ttWtHT 3RKT I Rtf. RR R?5 TJRT fsURRT II

WR RT3l*l | RT 5TTv3f k sftfT TUT II (3786)
II TTl% II ir^rWlI (3921)
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of another page in the same hand-writing, 
Singh himself1. It is also clear from the 
photostat copy of the Guru’s hand-writing 
produced here. This photostat copy is
taken from the article Afghanistan Cha Ik 
Mahina by Dr. Ganda Singh, appearing in 
the annual number of Itihasik Patra Samvat 
484 Guru Nanak=2009B= 1952-53 A. D. of 

the Sikh History Society (S. G. P. C ). The 
evidence is, therefore, authentic and establi
shes the authorship of the composition.

It confirms further that Chandi 
Charitra called here Debt Path (Mr tts) is also 
Guru Gobind Singh’s composition.

from the same Bir, is that of Guru Gobind

5. In some chhandas of the Krisanavtar, the name of Rama2 occurs as a narrator 
of the events of the story. In some others, the name of Syam3 as a poet, similarly

l.

2.

slaf—sssfafa saifa stars i tsl % fftfa asr^ ii
3fi|K § ‘1*4 SSS’ Stars! I fas mfa SK STOU todj 3TSI I! (3922)

^TT3 taas aasa ssrs i ssr § ass’ w^tis ii 
%r wt as ssist; gfcr i gsts it qti ft a^r n (3923)

ait sis *ni 1 ss si sifai ssit 11 
Ii afa sir's asfas m srg 1 %a=R ^13 sir ^ 3W§ n (3924)
5i3sfat it q>ST asrs 1 qtat 5ns 11
^taraisi gjara stl 1 ^r srs sts srs q;t 11 (3925)

arfsfat ara
11 sa*r gsrrc m an® a 1 ariar fasrct H 

ais si alt ^ifa 1 ‘sifaa’ qrs §sk 11 v>Ai(. ii 
^ ‘1st ars’ 11 ass’ii ‘arts’ 11

krsr ss^’ 11 r<W ‘slat %s’ 11 «rs% U
^doo n spRsf a>f n fassr 5iasn: s^sqr 11 osooj
5ffa s^t% st: 'Wrap; | 11 ‘sts smt’ ii arc 11 n

SS fa+wr Jjsgsrt sailer ^ ass 11 ar^sTat; 3ft......... s*t fatsa fs^s sga assa
fatal ns.........  . . . . . . 1 syslar? | gsssTfs^rr I ststaa s;ir it ^tatatr fa^s sts^r
SSil SS I M. K, Vol. II, 1252.

*sst—as fas et srt sk sk ^fs t:ts a>| stasias srcsr h k. a. (1119)
|ts nsfaa a>saai at ass trs at as- air srs 11 k. a. (nso)

Also cf. K. A. (1116, 1117, 1148, 1222, 1300, 1412, 1430, 1449, 1453, 1481, 1530, 1562, 1707, 1751, 1776, 1853, 1872).

ntsT—atfs nsTs fssK s» alt ssi? asr «tTf afar i k.a. (1121) 
arfa ssts ar| snls ssks art fas a sst ajj a*st ii k. a. (1131)

Also cf. K. A. (368, 369, 381, 383, 384, 388, 389, 442, 444, 447, 449, 454, 458, 1122, 1192, 1235.)

3.
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occurs. This has led certain critics like Cunningham and Dr. Mohan Singh to believe that 
Ram and Syam were two of the Guru s fifty-two court-poets, who composed entirely or at 
least partly some of the works included in the Dasam Granth. Krisanavtar is cited as an 
evidence for this contention. But this cannot be accepted.

(a) The report of the Sodhak Committee throws an interesting light on this point 
by telling us that the original name of Guru Go bind Singh was Syam as suggested by the 
time of his birth. It may, therefore, be taken provisionally that Syam was a favourite pen 
name of the Guru and he adopted Ram also as an alternative to it1.

(b) In his Dasam Granth Da ltihas, Randhir Singh points out that in the two 
versions of the Dasam Granth in possession of the Patna Gurdwara, there are chhandas 
which show that the pen name Ram is used in place of Syam in these two, at many 
places They are interchanged therein, /. e., the same chhand is associated with Ram in 
one version and with Syam in the other2. This evidence, therefore, suggests that Ram and 
Syam are most probably two pen names of the same poet.

Dr. Trilochan Singh also affirms this view when he says :
The flames Ram and Shyam are used in some places as pen names. Actually speaking, they were not

pen names but poetic translations of Guruji’s names. Guruji’s name Gobind is an attributive
name of God; so also are Ram and Shyam. In Sikh theology the three words Govind, Ram and

' Syam mean the same thing as the following quotations from the Guru Granth prove:
¥Syam Sunder taj nind kion ai b’gr i

Guru Arjan Suhi ^^

Govind Govind Govind Har Govind guni nidhan 
Govind Govind Govind jap mukh ujla parihan

Guru Ram Das : Var Kanra

Ram Ram Ram kirtan gae. Ram Ram Ramsada sahae GF GF FR II GF *7F OF 037 II

Guru Arjan : Rag Gond (3^ F, W\ F>V)

In all the above quotations from the Guru Granth the words Ram, Syam and Govind mean the same 
thing and so also do they in the fcasam Giantl/ where they stand for Guru Gobind Singh. That

the 0is why two or sometimes allAthree of these names occur in the same composition.*
«—■—i—rnmmm     ——————" 111 w ■1111 —■ ................................... .................................... 1 --

ut 3^ dt v m fw?r I fir |ter i & wxk ^ sft ?r wv dt,
53*"* mz* fsra dt 3^ 5ft ^ m ($t m W fav&r) ^

s^hir ^ir) 3^ ^ |Tr ^ I'm f ?r 1 pr ir spi ^ *rt
I I 'StK STi^tJT *11% $ ^IPT m I |t ^ II R. s. p. n, cl. is

2. D. G. I., 26, f. n.; K. A. (1930, 1211).

*ii% *rt% jit% fR *Tt% g?ft Rmg ii
*Tf% *TT% *Tt% 3lR 5^ 353J5TI TOlg II

(3* wnu, 3TC

*In the Guru Granth the name Gobind is written both as Govind and Gobind. Butin Guru Gobind Singh's writings it 
always occurs with “b” as Gobind. Guru Gobind Singh spent most of his life in Doaba area of the Punjab

Y are pronounced with “b” sound. Guru Gobind Singh used it very often in his 
0bade for vade vade ; maru bajia for maru vcffia / abigat foj^ aVigat ; Bishnu for Vishnu /

barn for varri j and in innumerable other cases. So Guruji preferred tor™^~ *wM~~
/a«wtuaw — TAe etv

s name as Gobind and not aa
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This practice of writing a synonym for the proper noun in the Dasam Granth applies not only to his 
own name but to many other names also. In the Dasam Granth, Guru Gobind Singh writes 
Netra Trung for Naina Devi, Satdrav for Satluj, Dasmpur for Anandpur, Shah Sangram 
for Sango Shah, and Madra-desh for the Punjab.

(c) This suggestion is further supported by a tradition among the Sikhs that the 
name of a new born child was obtained from the lips of the Guru. So Guru Tegh Bahadur 
who was in Assam at the birth of his son at Patna, was requested to give a name to the 
child. He, it is said, named him ‘Gobmd.’ But when the child came to be called 
Gobind, his mother still called him by the original name, ‘Syam’, since his new name was 
similar to that of his grand-father, liar Gobmd, the sixth Guru, and she would not use 
that name out of regard for him, according to the old custom among the Hindus. The 
words Gobind and Syam have the same meaning. Because the mother hesitated to call him 
‘Gobind’, she preferred to call him ‘Syam’.

(d) In the Introduction to the Chaubis Avtar, the Guru says :
“Now I am telling you the storks of the twenty four incarnations as I have come to understand 

them.
O, ye, all saints, listen carefully. Syam is going to tell you, as he has found them interesting2”.

In other words, the stories of the Chaubis Avtars webzmg narrated by the poet
‘Syam’, but the author of Bachitra Natch, has told us already that before writing his 
autobiography he has written the story of Avtars3. in other words, the author of the 
Bachitra Natak is also the author of the Avtars i.e. Guru Gobind Singh is the self-same 
poet as Syam.

(e) In Krisanavtar, the poet Syam expresses his desire to die as a martyr4. He says 
that he is not interested in getting rich, for riches come to him from all parts of the country 
if only he wants them5. He is skilled in warfare, too, besides being a poet of note. He is 
respected by all.

2. rstI—?r ^^ftst ^mst i fafifsp* Rr 7>r rrr il
SR SR RR ollf I 7SrR SRR JR Stlf II Ch-A‘ (1)

3. B. N. XIV. (10, 11)

4. sistsr rats srr% ft ssr tffas sre nsr stra qtfiR 11
SR Stiff StfT RU tfff RRf qjfs S^FT f| ^ ^ II K. A., (1900)

sr ^sf rst qft ffs ^7t '<73 ?sr fst % rr 11
sr fs^R re^sr t insf ?tft If CRT sisRit n

^5*1 RR fq# TRJT fft rtq $33 vtR II
^S*k. r rrfa r asr f| tr n k,a,(i9oi)

5,
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A person of this stamp who is venerated and who can command money as well 
as influence all over the country, can be no other than Guru Gobind Singh himself. 
These lines reveal the great awareness that the poet feels about his own fame and name 
both as a poet and a warrior. An ordinary court poet could not have dared to express his 
sentiments so strongly and so openly. Therefore, these lines indicate that Syam is no 
other a person than Guru Gobind Singh himself.

(/) The poet concludes Ramavtar with the verse :
“Of all the doors, I have chosen to knock at Thine,
Thou shalt honour me by Thy protection, Gobind is Thy slave1.”

This is a clear indication that Ramavtar, in particular, was composed by Guru
-y 2Gobind Singh himself. The date of its composition is further indicated to be 1755 B.

6. (a) It is on the basis of this assumption that we agree with the report of the
Sodhak Committee that Pakhyan Gharitra3 also is the Guru’s composition, in as much as 
the pen names, Ram and Syam are, also, employed in it for the author of the composition . 
The chhandas 14th of the 28th tale, 22nd of tale No. 122, 10th of tale No. 401, bear out 
this suggestion5. In particular, the chhandas 19 and 32 of the 109th tale contain both the 
pen names,Ram and Syam,indiscriminately6.

(b) In Pakhyan Chariira the pen name Kal (t$TH) occurs at three places together with 
other pen names.7 This is interpreted by some to be the pet name of some poet 
Kalidas or Kali Charan, but this seems to be unwarranted because Kal (3UH) cannot be read 
as Kali (3>THft). Randhir Singh concludes, therefore, that this ‘Kal’ is another pen name8 like
i. ’■N

TTfU—UU«T T3IR ^
♦ fN 3TTT%

’•n
tirt T37R 11

4
O 9

Uftf Uf 3ft STU UttUT II R. a. (864)

■HUT U3T 11 |Tf Ucft II

33% m guru ii uh iG guRr ii r.a-(8«»
The reader may recall to his mind in this connection that Bhai Mani Singh had secured 303 women’s tales and sent th& 

manuscript to Delhi per Jhanda Singh to Shian Singh through Mata Sundari.
D. G. L, 28.

‘uu’ uu %u fsR wu mfei;
w.fk C.

rsr^TT^T

6.

*3TU’ ;<JTU UTT TU ft 33UI UUU II 
% urn U§ IUU % HU |

u 3;% ‘uuu’ uut uu ft uuu n
TJ.UT TT -f,# 33% UU gUTT UHt HT% UIUI II

T3iu uu u% Ht3G 3ft urn| utu% ug uifg srrut

P. Ch., 28 (14,2)

P. Ch., 122 (22, 2)

P. Ch , 401_ (10, 2)

P. Ch, 109, (19, 3) 

P. Ch., 109 (42, 4)

7, 37% £R 33 uraft TH33 H UR Ut .1
U33%
'O

‘33I3I’ UUT, TU ^t 3JUT 3UU l| P. Ch., 195 (29)
#sft SfHUI ff U%5T % HU 1

H35% ‘3fH’ ft uut <£u 33«rr UHU II P. Ch., 217 (52)

8. D* G. I., 28*
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‘Ram’, ‘Syam’, ‘Hari’ and ‘Gobind’ of the Guru, who had a special feeling for the God’s 
name Akal Purakh 3^) or Akal (qfRrra).1

(c) There is also another bit of evidence which lends support to the view that 
Pakhyan Charitra is also a genuine composition of the Guru. We noticed in paragraph 
1, above, that some major compositions of the Guru begin with Sri Mukh Wak(^>ft gtq ^FS). 
Compared with it there is another phrase : “Thus speaketh the poet2.” It suggests that the 
poet himself employs this phrase speaking of himself in the third person as the poets in 
Persian and Urdu have been doing from the earliest times. While speaking of his birth in his 
autobiography, the author writes not the ‘story of my birth’, but the ‘story of the poet’s 
birth3, speaking of himself again in the third person. But at the same time in the 
same context, five lines below, he writes,

<%There was I born in the city of Patna4”

In this way, he confirms our view that the word Kabi (q>f%) stands for Guru Gobind 
Singh himself. The phrase ‘Kabi bach’ or ‘Kabyobach’ occurs twice in the Bachitra Natak. 
This leaves no doubt that the phrase ‘Kabi bach’ or ‘Kabyobach’ is adopted by Guru Gobind 
Singh for himself, Now a very similar phrase occurs in Pakhyan Chritra at the end 
as the title of the epilogue: The poet’s plea (Kabyo bach benti q>s^t ^Rft)*.

1. G. D. I. 28

(i)

*>m

*ET3T 3W ft ^ ‘^T’ (God) ^ *jt |tt II P. Ch., 128 (22)

tr m 3% wlr srert £h*t’ 11 p. ch., m (is, 2)
^ sut 5til 11 p. ch., 193 (7,2)

It 1st % % rrra ‘31%’ uft rriq-i 1 p, ch., 212 (19,4)

^ft ‘fft’ fa* q sp|t sjTcr wr % set l
fitlt ^r*r fire 11 K-A->(1656>’

Ov ^ o

tt wi ?rt 3^ 1 p. ch., 227 (n.4)

35* *T*t m It W SW*T I P. Ch., 290 (11, 2) 

*TT W m SR It W FRR I P. Ch., 336 (47, 2)
«CTT *»5FTt ‘tTR’ ^ ft<T «TT? II p, Ch., 18 (1, l)

sis' w # rtF 5tt?t ^ Frc Fftti II
q* ** stjt^ rr st^ 3 it 3Rg 11 b. n., vi (30)

3.

4.

ft^r— ^t F^3t sw tt! *rt *rt D mfl n 
STf % 5Pg ^ T%3TT^ t skr $t srrfl 11

5F3 spfa 5RFT spR
rrI— w|t ar-sra irkt 1 FfI *ft 11

^t % rr 1 *ir% stIr* ^rr 11

B. N., VI (59)

B. N., VII, (head line)

B. N„ VII (2)

P. Ch. 405(377, head line)
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This epilogue is in twenty-six quatrains1. In the second quatrain, the poet says :
Hamari karo hath de rachha, etc.
‘O God give me Thy hand of protection and the desire of my heart be fulfilled,
My mind may remain attached to Thy feet. Protect me as Thy own.

Throughout the epilogue, the poet uses for himself the first person plural Hamari,2 

Hamara3 Hamre4 as is the fashion or wont with him in other books5 as well. The trans
lators invariably render this in the first person singular. In other words, then, it is Guru 
Gobind Singh who, after finishing his tales of Pakhyan Charitra, offers thanks-giving to his 
Creator, using both the terms Kabi and Hamre for himself.

(d) In Pakhyan CharitrafWQ find echoes of the Bachitra Natak. There is, for instance, 
a swaiya in Bachitra Natak6 in which the poet declares his laith in the sword :

“In this Kali Age and at all times there is great confidence in the powerful arm of the sword.”

This faith is further affirmed in Pakhyan Charitra1.
There is again a couplet in Bachitra Natak in which the poet says that the grace of 

God works wonders :
“The dumb would recite the six shastras, cripples would climb mountains ; 
the blind would see; the deaf,hear ; if God would only favour8.”

The same couplet with a little change is transferred to Pakhyan Charitra9.
There is another echo in Pakhyan Charitra of an early work like Chauhis

Avtar :
“There is one spirit, one reality assuming forms radically different from one another.
Verily, He is in the king, in a petty chief and in the pauper10.”

1. In certain printed texts the number is twenty-five.

2-3 fr*r f i gR i^r ii
<jcr =tr;t rt irrrcr» «prt sir srtkt ii p. Ch. 405, (377)

4- ^ gHer SJRf I........................................................... It P. Ch. 405, (378)

5- ^ t g^R 757M I

5PR 7R?r §str <rgr sara 11 p. ch., 71 (2,2)

HiNf—trt fsmr % gff 3trf| * gR 1

^ri^ § 7>pjr rctr % it jtrIrIri b.n., 1(92)

7i% RT 751% r%7R it g^TR it Rtf RPEft I p. ch., I (47, 4)
8. filR =7ff ^tri 11

fsfi7I mt% 11 B. N„ II (2)
9. l%T KIR 11

NO W* mt 11 P. Ch., (1,43)

10.
#rf- ^7 *3? Wh 1 ve vwt RR TJf 3J77 1 Ch. A, Intro. (37)
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The same idea is found in the same words in the epilogue of Pakhyan 
Cliar it r a'.

(e) In the prologue to Bachitra Natak, there is a swaiya in which the Guru
says :

“It is difficult to win the Grace of God by any means other than prayer2.”

The same spirit of piety and devotion is found in the same verses in the Pakhyan 
Charitra.3

(/) There is another similarity between Pakhyan Charitra and Ramavtar. In 
Ramavtar, the poet, instead of giving the whole story (of how King Dasharath granted two 
boons to his wife), has made only a passing reference to it as,according to him, he himself 
had already dealt with it in Bachitra Natak and also in Pakhyan Charitra4.

From this it is evident that the author of Ramavtar and Bachitra Natak is also the 
author of Ramavtar and Pakhyan Charitra.

From this sixfold internal evidence, besides the external evidence given above 
on pages 3 to 8, we can safely assert that Pakhyan Charitra, too, like others is a genuine 
work of Guru Gobind Singh.

If we add to these the epilogue to Pakhyan Charitra, the evidence appears to be 
conclusive. The last Chaupai known as “Kabyobach Benti” is one of the five daily 

• prayers of the Sikhs. This, “poet’s invocation”, is also used for preparing the Amrit in the 
initiation of a person into Khalsa brotherhood.

This is also corroborated by the Nirmala view that the internal evidence of style, 
idiom, and general form of presentation bear ample proof of Guru Gobind Singh’s author
ship of Pakhyan Charitra5.

All the facts mentioned above clearly prove that all the parts of the Dasam 
Granth were composed by Guru Gobind Singh himself. Most of his works seem to have 
been written while he was at Anandpur and even the work like the Pakhyan Charitra 
came from him. If at all, any of the court poets had any hand in the composition of 
the Granth, it was purely in the nature of an amanuensis. It is quite possible that the 
Guru dictated his poems to his court poets. This does not necessarily mean that they had 
composed any part of the Granth. The personality of Guru Gobind Singh, is indelibly 
stamped on almost every line of this Granth. It may, therefore, in the end, be said with 
confidence that the Dasam Granth is the work of Guru Gobind Singh himself and of no 
body else.
1. ^rrq|—qqj ^q- sqjrq ^qr | OTJ I p. ch. 405 (394)

2. ffirst fwl ^ crs grr €t sr roTiff i N->1 (101)
3. P. Ch., 266 (14)
4- cfta 5R I HTcf JTj'gnfsRR ^ II

=qfbl W I spi 3T3TI II R'A-’ (17>
Cf. B. N. II, (20, 21) ; P. Ch., 102. . . . ’

5. P. S., (59)
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The Evidence of Style

The saying that style is the man, holds good in the works of Guru Gobind Singh, as / 
does in the case of other poets of note. The excellencies as well as the peculiarities, 
manners as well as mannerisms, imagery, diction as well as metres of his works, bear the 
stamp of his versatile genius. In his treatment of different themes, the Guru consciously 
or unconsciously projects his personality in his works and gives or lends his personal 
touch even to conventional themes. The unity of style in all his works is a further proof 
and internal evidence of the common authorship of these works.

(a). After the manner of ancient poets and dramatists, the poet begins his works 
with an invocation1, not, however to a god or goddess, but to God Himself seeking his 
blessings in his adventurous song. It is a poetic convention that he has adopted, but 
with a different note that is ringing in the voice of the rebel architect. He ends again, 
Ramavtar and Pakhyan Charitra of his works with a thanks-giving to God, expres
sing his gratitude for successfully accomplishing the work with all the humility, as a slave
to God.2

(b). (i) A peculiar feature of his style is his Sirkhandi Chhand which is his own 
invention in Punjabi literature. This is the sole metre of Chandi-di-Var3, which is composed

dstr— § % fog Wf 1

ItF FT<Sf gfr. 3R?
o

*I|T? 1 B. N. I, (1)

US*? - qjR Wt ^ RJT
*

SIR 1

■3«T w,ii sr^rtt i Ch. Ch. I, (5)
d^T— ■'ns ttdtf srri *HT 1

mi ?tnt m SfRt W q>FT i S. M., (27)
^T— strt sff? faqr? i

qfRl *RReT %qr JRtf? 1 Pv. A., (862)

rr— TTI 3t| m % IRt SIR eft R|t StlRrl 1
tpr tgta gtR £TcT t&B ?T

RTfrii II

stf it? m na> ^ sTRsir i

‘srcrqR foqr §*Ttl wfi ^ mi ^tf| n
K. A.. (863)

§nw w, geltt 1
^rff it| qft stM SR JTtfq? ?R gSK II R. A., (861)

^q|— tff i q*r sfcr cferqjRr 11
qr§R m <tr I =r fr £it it p. ch., ros <403>

rt # i ^ w^rmr Jdm fit i
wk 'HRt ypK I | ^ ^ mim II Ch. V, (27)
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ia Punjabi, in 55 verses. This chhand has also been employed in Ramavtar1, and also in 
Nihkalanki Avtar2 while these latter compositions are in Braj, not in Panjabi. In his times
no one else employed nor since then, has any other poet employed this metre in 
Braj.

We may add to this, his predilections for Persian Phraseology, which he introduces 
in Braj versification. This again was a poetic idiosyncrasy of no one other than Guru- 
Gobind Singh himself.3

(ii) It is customary in the use of the Arilla chhand to add a particle to a word 
in the very last line. Such a particle is the peculiar mark of a poet who uses it. Invari
ably while employing this very chhand, Guru Gobind Singh adopted ‘ho’ as a sound 
particle. This is found in all the specimens of Arilla chhand, used in the Dasam Granth:4

This stylistic device proclaims his'authorship of the works in which it is found.

(iii) . In the course of his treatment of a subject the poet when, having dealt with

:2.

3.

4,

— 5Jf' TFt spnf qsitTsrf | 35% Ft?

i srr;
For further references see R. A., (468,469,470)

ll R. a. (467)

^5% fg Ftift q-jqr | F=e% fafFt qs% 1
^ j^f 1 Ftqqr wit fst quqqft 11 n. a., (179)

Also cf. N. A., (180, 181)

WTcft 8f’?— FtflJp - 71%^
vffMF - FFR
SR-ff srr rfr i

For further references see R. A., (655-63, 665-68)

I - FWF, RF'tgoT - 3tFFF l Jap., (122)
'N r\

11
t Ur. A. (664)

• ^ JJ
«rr*R

Also cf. A. U. (260).

%rr
Fqr

qqrt
I%q

3TFF qFffT qft
fqqr itfhF fp

qqtstT W'Rgrw *ftf

%R 1

F ^RTfF qtlF II
Km i
m

^trf^T

FFT RFF tR q>I Tt^ I ^ FFt FtlH itq §<rrFr?i 1
5fsr Frqq> tr if ^ftf 11 ^tff <j3i mfi qtF qf qri 111 b. n. iv, (7> 
ff €t fir qgt; sift; trrcffe 1 ff ftf ^mq ^titjftq 1
fif rff ff q;fi qg ft FRi(fq 1 it ff tq'% % fif Ft% qp(t§ 11 S. N. (37)
FT?F RFIST FTF IF FT If 5% I FFF RqiF | |F fFF FFt I
|tnr ?tq n r%rqi if qt %tqtq 1 it qsr^it; %t qf u K. A. (283)

Tj’fiqiR Ft ft: t:| i feq f^q fhq # qp i
^t q^t q^; ^rtf # i it ifqq ^q fqqri I 11 p. ch„ 265 m

Senapati has used ‘ji’ as a distinguishing sound-particle in all his Arilla chhandas.
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one point,takes up the next, he employs certain phraseology, thereby giving a hint to his 
readers, though inadvertantly, of the change-over1.

(c) Lest there should be created any misunderstanding in the mind of the 
readers at some future time, the poet cannot help telling us that he does not believe in 
incarnations, gods or goddesses of Hindu or Mohammedan religious books :

(i) While treating the story of Ramavtar, he says,
"Since I have embraced Thy feet I have paid regard to none besides.
The Puranas and Quran, Ram and Rahim express various opinions, but I accept none of them.
The Simritis, Shastras, and the Vedas all expound different doctrines, but I accept none of them.
O holy God, by Thy favour it is not I who have been speaking; all that hath been said hath been 

said by Thee2”

(if) Similarly in “Introduction to his Hindi translation of the Krisanavtar”, as 
Macauliffe puts it, we find the touch of„poet’s personality when he says,

“I do not at the outset propitiate Ganesh; I never meditate on Krishan or Vishnu;
I have heard of them but 1 know them not; It is only God’s feet I love.3”

(Hi) In Krisanavtar, he has created new characters : Kharag Singh, Karam Singh, 
Anup Singh and many others with ‘Singh’ as a second part of their names4, for which there 
was ample scope in the account of war in which many heroes and warriors played their 
part. But there is no evidence of such names in the days when Krishna lived. It was only 
Guru Gobind Singh who could venture to take the liberty of using anachronisms. There 
are other similar instances also in which we find the touch of Guru Gobind Singh.

(d). Now we shall see that certain verses and words which are favourites of the 
poet, help us to establish his craftsmanship of these works. In Bachitra Natak, for example, 
we find these lines :—

Nahin jan jai kachoo rup rekham, kahan has toko phirai kaun bhekham 
Kaha nam tako kaha kai kahave, kaha main bakhano kahe mo na auve.5

1.

+> •

3.

<1? ixtr r! wt n strt it u
w h ?ni vrt 11 ^ fax rlR ^ n

■O

Rit—us 7t| ui % gru; <r it uTs ^rhir ut frst URit i
tin 1ifa !UR 3?tR II
f«5tr% etH5t %x st§ <tu i

^tttiift fuu <sft r r utHr r^ru n
r ft iw rut, i t%hr rrr uif r? rur i
UR UR if^RR it ERRl I f%1 qtTUl RttT 1R fRUl II

Jullundhar A. (12) 

P. Ch., 109, (22)

R. A. (863)

K. A., (434)

4. See K. A. (1352-1476)

6 r^ ^rRurt i uxr'UH RiuiTut u^r
1|1 RTR Rut U5F U U5J# I U5T t WRtlRl it RT R Ult ll B. N„ i (U)
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These very two lines are repeated in Akal Ustat, with a slight variation in two 
words only1.

Happily, this very stanza occurs again in prologue to Gy an Prabodh? with no differ
ence; at'all, and also in 'Pakhyan Charitra?. ..........

The context of all the four is the same an invocation to God in the same mood and' 
spirit. The sameness of their author is unimpeachable and it leads us to hold that all the 
four compositions (Bachitra Natak, Akal Ustat, Gyan Prabodh and Pakhyan Charitra) in 
which this stanza occurs bear the stamp of the author.

There is again a verse common between Akal Ustat and Bachitra Natak :
Kite Krisan se keet kotai upai4 Kite Kris^n se keet hotai hanae5

(Millions of Krishnas are created there.) (Millions of Krishnas are made there.)

(e) . There is another common point of similarity in Akal Ustat and Upavtars 
(containing incarnations of Brahma and Rudra). There are two verses rhyming together in 
the 38th ehhand in Akal Ustat, which is again found, in the introduction to the Upavtars. 
The only difference being in one word ‘Bhagat’ in Akal Usiat8 and ‘Nam’ in Upavlar?

This similarity also points to the same conclusion that Akal Ustat and the Upavtars 
are from the same author.

Again, a line found in canto XI of Bachitra Natak (Apni katha) in the description 
of war in which the Guru himself was an active participant, appears without any alteration 
in Chandi Charitra II in which the exploits of the goddess Chandi are narrated8.

Expressions like these, repeated in almost all the works indicate the oneness of the 
author of all these compositions.

(f) . Apart from these common verses suggesting common authorship of Bachitra 
Natak, Akal Ustat, Gyan Prabodh, Upavtars, the DICTION of the poet also provides 
evidence of common authorship of works like Bachitra Natak, Akal Ustat, Gyan 
Prabodh, Pakhyan Charitra, Avtars, Swaiyas and Sabad Hazare.

i.

3.

4.

5.
6. 
7*

■S,

3?0 5?lf W I Sfisr afah Pfit 3TR if**’ I!
w 3nr ri^t i i r^rt *r r Rrt u a. u„ (93)
Rft ^ I RTH Rrai rat W

qir 3R>n€T i r sr^Rt it r rr n g. p. (s>
stir ^ I ^it qrn mit fast* €1r wr n

qwrRt fitq|r rir r-}.t i ^?t q.:
f¥?r r%H3 qh? sqrq 11
f$% R5HH H qsif RRTR I

hr %rr hlh i t%3 rrr
T!R ^t

3 P. Ch. 265 (37)
A. U. ( 0)
B. N. 1(72)

1%
23>T

HR RRR tHR I HR
stq

R II A-U-i38)
q' II Vp. A„ Intro (12)

37«t II B' N'> Xf <48)
This verse is found repeated in Ch. Ch. II, (162).
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;i (i). As a religious reformer Guru Gobind Singh condemns what he regards as
■4 O

corrupt practices, ceremonies and customs. He expresses this attitude of his towards 
them, by employing a set of these words: jar (af), pasu (to), and mvrh (as).

(ii) These very words y'ar 0*rf), pasu (qg) and murh (gs) are made use of under 
similar circumstances in the secular works also of the Dasam Granth1.

i.
t •l

(i) Devotional Works t =aS nil itw U ^Tf TUT fiqf f>a TIT T I

qr? qh qra*rc % qmr a qraar aiff i 
an airt I g(a sts ^t[q iffaaf aa i 

i q. q^r ms | "t rag ant q^. ar f | I
air gaR raaK an; *r?, aia lan tpt if ara i 

- %a t %<r n%a an 51?, ata % ita ngia a q| i
$fi aaaa afaaf a gi ta gaa aaif i

For Further references, see S. (24,. 30, 32)

B. N., I. (98) 

B. N., I. (99) 

S.H., (5)

S. Li. (9)

S. (15)

S. (18)

S. (20)

(ii) Secular Works
___^

^nrr«. q§iraa | a an ^nit aaiq rag gr argf i 
q.ia Ct qqa tht m Cl q»Rt i fra aCf 11
qucfr if ata faaiaa 1a? ar a q>|f au% aa fafi i 
T%a sff vgg qra |R fas aa itea a fag aa f?rqiq; i 
ara mg sis- aif an a? aifg rr a faqTg i i

For further references, see K. A., (70), P. Ch. 37 (11), 48 (2), 80(9), 92 (!()), 107 (5), 120 (15), 145 (12), 156 (12), 171 (15)g 
196 (10, 19,) 213 (22), 228 (18), 232 (9), 235 (18), 238 (12), 239 (10), 251 (14), 255 (9), 312 (11), 341 (7, 9) 364(11 ).

P. Ch. 266, (12) 

P. Ch. 2C6, (22) 

P. Ch. 266 (56) 

K. A. (2376)

K. A. (238")

q’g;
(i) Devotional Works ^?a | qg ifaa if aqg a Sftai % ga ait I

aa \ aa ^%a agna ns if air nistf ^'| i 
if s; gala if gaa t qa if a fnsra qra gaa argat i 
nka an sq|aa | qg affC 7?:ifa a ^raf i

(U) Secular Works %a\%S «lia THsT qg ^If % ^RT a ^ I

ir% ait qg aia ga faa ga aii .sr*a;i 
ait fafhsr aiqiif %a qr faRaf ^raa I
a|fqfa aT grar fan i air ara qr^qg it i 
qrca it faa g* if qg aia q.^ a g 11

c\ *
:{i) Devotional Works ^T% a gf aiif a fia HWiaff ^1# I

ifaf ^f.a aa' afra ifa i an af§a ®3aa qaa^a i 
\ aa gs ngf ag afar ^rrqa §? ^41 aia:af 1 
> aa gs saf aa atf| ^|f f^i% ara garh 1 

gs ^s qg aa a gsar if qia ga a a arff wl r ft ^311 
aa «fla aa araa aift 1 aag? fia* a ^aa aif|i 
ar-T ara g? spt i faar raarr, araar fan a i > nt^rra ii faarr g\ \ 

gs qa gai ^<a 1 r%s ara gua fgaai

S'. (29)

S. (.>2)

A. U. (3C)

S. H. (3)

DC A. (492)
i

P* Ch. (13)

P. Ch. 275 (10) 

P. Ch. 266 (21)

B. N., I. 1,96) 

B. N., XI (3)

S. (25)

S. (7)

A. D. (74)

A. U. (233)

A. U. (S3)
A.U. (234^



24 THE POETRY OF THE DASAM GRANTH

(g). The poet employs the names of the weapons of war for God Himself. And 
this he does, not only in his devotional works but in his secular ones also. These weapons 
are Kharag (fefn), Kati (felt), Katari fefe), Asi fefe), Bhagauti feM), and the like1.

{«) Secular Works
WW tRI
"^n wt

wtr nq nfe tnn fent i 
inter nwt nwli n ^ fewrrt u 

wifewr — otIr 5R|i sun lit wsi^r It nfe mwt ntn wt It It ^t wtI nrti i
5iwrn-T?r wit tr sraw n'mit i to nrn nr It nt tnw writ n

P. Ch. 170(4)

K. A., (39)

P. B. A.. (9>

to-

nr?
nt ijl?T

nr anrr tnnn 
ift tito

N___ftglT— ^rfwnr writ fto trnrlt •s

~ ^rmn mjfk few nln fenr ^ft

|t?^T- nfe nfe nw few T|Wf
to

to
i

ns ftonwr nto

to— to
wt

tow
SJg[ nn>

nf?

nto ^rfern; fenr? $ to „«rx. ^

to—

C\A

tTW ng.fto to trto
n gj^r *{

tor €t IT It ft
nr? rrtrs z

f}?n— If ^
iT *Ntut

nto
n wrtn

%T[Z
tnfe trn trnt

wrnr e?rt i 
n n? fwnrfi n

win i 
ftn ii

wrrt i
rto ii 

nr? i
^rr? n 

nr? i
CIS II

P. Ch. 45, (9)

P. Ch., 90 (7)

P. Ch., 87 (7)

P. Ch., 105 (16)

P. Ch., 143 (30)

tiwrrt ii p. ch., i68 <28>

tor- mrawiit It n %t to g t?g twg ar? i 
gin to fetw ?? §n gr? nrtg n?r? i

^jT'n nwra-to to?) gwiit i w?t to tot feqrnj asrtt i
nig toffe* ng §5 to i wg to nrn n| % to I

iprfe nwrn-nnt m to' fmm‘ tor* i tor n?r fnifeto i
nit mw w’ ^It to - nr fin' i fen tof to to fewntw i

ntwrt i
PTTt i

B. N., I. (1)

B. N., 111(9)

B. N„ 1. (87)

gtstr nfe sRttft n'R ^rtr eftt g,qr^
trains ^wnn%

- wx t^
^rtr fewrn nnr ntt n'R ^ wn
^wwrnw; tr^fn =5t ■ *\ ntt

srer feqrn twwt iwfn gq^ nwi
nd^t to*t ?nrt

ntt §|t nwt §it
nm feirit It nq raw
§tt U?r I4t Tn^'n
lit n^r trn gn?t $t?
feaW nntnt rant ^ Qt mnT at
fet ^i*n? qi % ?wt fin tin<?ra ^ r

^iwrs- 
Iti i 

fli i
ntwrt i 

nit i 
wrn i 

fton i 
ftor? i 

trgr? i

S. M. (1)

S. M. (2)

S. M. (3)

S. M. (4)

S. M. (6)

Ch. Y. (1)
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(h). The poet has also coined a few martial phrases which are found in several of
bis works, both devotional and secular. These phrases are :—

Asipan (srfeqH)1, Asidhuj Asidhari (WRRRi)3, Asiketu
Kharaglcetu (TRfR%g)5, Chhatram-chhatri (gjsjg^l)6, Satram-pranasi (RR-5R»nRt)7> 
Sasatrapane (RFRIR!)8, Asatrapane (^r«5rir%)9, Dhanurpane (RgFrRt)10, 
Kharagpane Kharag-dharam Banpanam (RR-RRi)1S,
Sarangdhar (rrrsr)14.

i.

2.

3.

4.

6.

6„

7.

; 8, 9.

10.

11.

12.

b -L

\v

it? rr ^ siM <r R|f ^rrj i

fr rifa gtR $rr qjf tr qq> r rrrt n
trrr rirr ir? rr Rg r? «! gR q-s r strrt i

‘WR<7R’ T%qT §R0 $R R R qjgRf RR RtftR*RRRtll B.A., (863)

sng giR f gRi rr?t;r i rrt RRftR i

I^T Rffi ftrft i m ^Rfurg ii p. ch, 405 (ssi>

Rt ‘w%r’ sir Rq 1 <jjr rtj r‘r rcfemii

RRRrsR w rir Ril 1 533 r f?rR trrnr r1| 11 p. ch., 405 (403)
firftarc fR^t; ta reg f?rcfai RT3>-fRRpft 1

%IT - TOR - t - - STRIOR^ II

rrfrr irrrtr rttrt 1
^ r^rr ‘rcr - rtrtret m % RRrtt 11 s. h., (4)
srffr ^rg* ri grefa rtrt 1 *trr % rtrt i

?Irr rr Rt %t> uRm:i rir ^*rftrfpr jr rtit; 11 p.ch.405 (374)
*&&m* § rJr %Ri 1 ̂ ng m t %g RRitf 1
RTR ZK R fig RgTg I % % RRT? I! Ch. P.,405 (401;

1% focft | 1 11 .
T% RgR* R^t I T% 3TRR3 SFjjrll- Jap, (106)

Rgr R=RgR? ‘eR‘5R/R? 1 qaftgsi $fRgr RRRgsr fMrrcfr 1 
^frtsr fagR R^ugR RRlft 1 g<ra*Rfter' ^rtgqr ^ 11 Jap, (19.)

rri ‘rar^’ 1 RRt Lmmi^ 1
RRT qrRfjT^nrrr I RRT ^IRRRT 11

fW|tqR’ fRRRTR RUR* ^TRrm^Fr wbwJ I
ft rrfiRff ^^RRnfir qR Rfi; lt§ 11
RfT q^ sitei ?r^ft 11 qgrgqgq 1
R<qjR fqR •? fsRmr 1 rai 1
RRt RTF I RfT q^ Rti f^RR^R* |
RTF RR=E RTR^W l RRf fRtff^R RRt ^R^^ |

1 RRT -qj^Rr’ I RTT> iTRRRItj |l RRt I RRIHJ RR^ |l

T3fiT TSERTRT RRR I RRT q^^T Rfl 
RTTl RRlIRf RRT ^’RRTRR I fR# ffRlftq |

Jap. (52)

S. H„ (4) 

B.N., I (3)

B.N., I (85) 

B.N., I (86)

B .N., 1 (87)

13.
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(i). There are a feW expressions, words and phrases, Which occur here and- there in 
different works, both devotional and secular, which seem to be peculiar to the' poet 
and are seldom found in any other poet’s works. These expressions are : —

Bhagauti (unwt, mnft)1, Granth badhan te ati dam maniat or Katha badhan 
te adhik draun or Katha bridh te mai daron, etc. (sr RgR I
^ utruu qmr rsr u q»m fm u u uti

Deg teg (5 it ^u)3, Bhut bhavikh bhawan (35T UUR)1
Rf?t RR UR! HR^q RR'UR I
WRRRirwRRiir snfu wur? strrr l 

qqgf ^rr%=firr wr mRiRR ?5r4?R 1

w4tr 4?r 1 1
^tirruti ‘RRmw’ *?fmuy gcRRfsun 1
R*;m; rIr Rr?$ f^rqftg rrt rust «ra m *44 1 g- p. 05)

1- 41 ‘RRSUl’ 41 351* I Ch. V; S. M; G. P; Avtars.

(first line)

fa*m ‘rrrV Irr* % 3* RRqs fasn? 1 ch. v. a, 0
‘rrr4’ r*r erf, q* muR rt*1 11 ch. v„ (53, n>

2 ug ruk q>cr sir ^rrftqflrar 1 ‘r'r rur u wfu s* wRi^cr’ 1 b. n., u oe, u)

41 trr % q»(| rtr 3ri4 11 ‘w rsr I ^traq; u*i^’ 11 b. n., n (19, iv>

rr % 4 sir w qjfi r??rr’ 1

fRRigu «t^sr 41 *rc % *RtfngRi suraj a. (27, i>

SR S ^RTT 4t Tft 44 II sR'R RSR R UtR’ II

RT% 4l*l q>RT URT<1 II 3=6 gl? q3R 4g §mtl II p. Ch., 320 (XO)

41 wm sr qsrc qmr n 44 rsr r ‘rprs s*r;‘n v. a,., m (20)
3 <rr 5^ mu qfil 1 =gR ^ rr irr r*Tu 11

£|r rr’ str rf Ite; rr 1 w ^rq 3% ^n* r gin k. a, (436)

(This verse is a part of the Beh Ras, an evening prayer of the Sikhs).

fuutiu trm %w. 3d 11 £rr In’ <i;§wr $f* 35T11 p. ch. 304, (i)
qiR gq> foqfu qfrar u ‘|r 4r’ 41 mfe R*rar 11 p. ch. 307, (2>

This expression is also found used in the following verses impressed on the seal of Banda Bahadur (1708—1716) and adopted 
by Maharaja Ran3it Singh for his coinage.

‘|u IjtI’ 3^ 4 fr’rrii

UfTU ^ ^R'T 3^ IT!T% RTT l|
4. ‘JJjr ^UR’ % 3jqn UR R^l 3TR TqRR 11

4iqu 41 unuR ?r'u 4u % mu remt 11 a. u.(23>

U ‘3% Uf|4 II A.U, (98)
4Ir ^tur ‘uru^u uurj’ h b. n. 1, <8>

3 Jju* ‘u^rd uutr’ u%f 11 b. n. i,(9)

‘3jr ufiuu uur um’ I u 111 p.ch. 217 (33)
qfe qn'U 3^’uu ‘3jT ur%^ UUR’ URin: 11 a. u, (24S)

‘5JU U<W URR’ ^fRl |l RU UR % qR q? «n41 II A. U., (7)
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Ant ke dham (?r % HR)5, Jatra tatra (sr hh)6, 
(rfHT fHHT RHHT TfHT m*jy, Afju («T^)8, 
qxu,9, Jim,in jaman (RHtH *RR)10, Dimbh

Disa visa or disa bidisa 
Phokat dharam ('fifajar 
(t%h)u, Tawan (<thh)12

jjcf hr^h hhr m gqg hvR ng gft hirt rthr 1 
gftqg. ' gft, hhhr nit i%3 w‘fT $3 ‘ rh % hr’ ranit 11 A. u., (23)

ff^TM Rq5R fqg %i g ‘rh % HR’ feHlt II A. U., (251)

€ri 5Ct HR HfR R5qR ‘«ig % HR’ q5Tf f HI II K. A., (1565)

6. ‘3T3 gg’ ffsr f«rar rs
If HTgun 11 jap, (so)

‘3T5[ ffW T%Rf f3Tf SR HR 11 Rudra. A., (116)

‘m gg’ f?HT fsraT fgqnsr hm rhr 1 str ^ir nni siI; qn f=g tn h*?r i

3TR 3TR HHR HT H* HR % 'QH?H l| 5lU<RR HH ^ 3R H> Wflpq I! Rudra. a. (139)

7. R5T HH ‘f?R RR ft %VhT R^RTI Jap. (80)
f% % f5t WE RTH 3JJE t I § sf’4 g‘H If *ft ‘ffR IHR’ H g*E 11 N.A. (386)

RR Hjft g ‘ffR faffST’ HR RR gtt faf it 3* UH ! £ a., (222) 

htm ft iif gug* hhh gnq ‘f^rr fafrar’ f i b.n., i (m)

8. This Persian word is used in Dasam Granth throughout to indicate total number of verses and to show that the matter is
continuous.

u^- <cRl^2r HR’ h>r H ^TTH 1 B. N. I. (63)

q>ra H HHTf HR’ R?R 1 B.N. VI (47)
HR’ ndt HR HR! 1 fH% €t| H5RT 1 B.N. VI, (49)

Hrnr HR qiqjTH 1 <tRtq? HR’ ?r qiHH't ^R 1 B.N. VI, (57)
‘'Smz
-x

HR’ HTTT H53;ft
^ ' " < '

1 g?:f%
■ 4^.

W'G
rv TN

% q*fl 1 B.N. VI. (58)
Rf -^WZ HOT’ HH R3T I m PHH %qiRH *fct HH I l A. U. (169)
"W HR HH ft fH qq» ft 4\ RH HH> JRRHt I s., (13)

err ft *£t «HT5 hhr r fh ‘$mz hr’ gift i s„ (i8>

'‘#B£ HR’ HHt 1 fasTf ifq- HHff I s„ (19)

10. H? gRT qRH fRT ‘fswjtH HHR’ HHR % q&| a.u.(24)
‘fafft RfR* % fq#’ RRR qHJ | | a. u. (166)
Ifr fd l sfi id i ‘#Rt fft i srt fd; I a. u. (63)

f% rt ^ 5CRH3 Rfrfo Rf|

3RI’ U H^Hfq qieRJTf I j. n. (71)
11. ^r T%g q»fr g h*r hhrI fin fgg qjfg &e g hrIi b.n.vi(so)

HHf & fiil RTT t ffRT^ 3TRT <R<mf> JTHTHt I P. Ch. 266 (24)

H I H IfI R §>HR3f ^HI3: | H ite^t ^fI3; I b. N„ VI (52)

R ^ WT fin TfiaR I RRTH 3jff HR | b.n.,vi(67)
12. ^ fH €r qRHi: r^r I i % hh hr^ Hf^ qft |i

nt ^ fig ‘gcR’ 'Hrnt i ht t h q^Rt i b.n., vi (32)
is r%q fn g^Rt 1 «rifq Rqn’ ^t rr rrri i b.n„ ix (2)
<jffT RTTst qrOc g^R gft I ^g q^R 1

335% ?pc er^H q?t gfrr ^rr i p. ch. 21 (38>

lff?r’ f^rr ft €tiT3: m ^r i errff §3jr mvs w jt^rhrht ®ir i p. Ch., n (2>
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Keet {'fitz)13, Moond mundana (3^ g'sifft)14, Madra des Samapata-
masatu subhamasatu (ffffrqffffffcf Fweg)16, Kal (ffiff)17, Mahakal (fff Tfftff)18,

13.. fffftff 3^ fftff fff ffff I B. N. VI (5 f)

ffff ffTf !*F.R I fftff UffTff ffffR’ I B. N. vui (24)
ff| ,It fff ffffth i b.n.,ix(i7)

14. fTff faff % fTff ff ffttfft I fftfff fffffft ‘35 g'ST^t’ I P. Ch. 83 (14)
is. fffrct fffft i ffffffT fff*: faff ffff ffffti

fff^ Iff’ fff w It 5ffTq i ffitff ffrfa iTfffff i b.n.vxi(2)

?tff ffff fftt fafftfft ‘ffff Iff’ It 35 qsrfft i b. n., xni (i)
ffi^lff’ stff i ffr% fffr%% sffff i b.n.vii (23)

m4V ffm ffffftiff w i <*% Is’srfe *fa i p. ch., m (2)

fffiT fartt fftff fft stiff i faff It ^ Iff’ I srr| ! p. ch.,lie (2i)
16. This^expression is found at the end of almost each part or work of the Dasam Granth.

17. fai*t’ ffti fffft ffffffrff § ffTw fft ^Tff fft u't ^ffr ii b. n.,i(84)

Iff I ffff W^fft *ftet ff faRt’ fafft faff ^Tff ff It I B. N„ I. (98)

Sfffltffff Stfa* fffftfft I fans’ TRff It ffffff ff ffTfft I B. N., XIII (2)

fa;*!’ ^ fftffff2I faff \ffff |ff fff|ff fffffft ffff sffsfaf I s. (23)

W>% ‘W It 35T m faff Stfffetr faff ffffTt B.A., Intro. (23)
fftff 3Rff ffff ffffltfalffl’ I ffTg 3>M fffa ffff 'Sf<?TT I Ch. A. Intro (9)

fa%‘; fftff ffttfafftr |tff i ffff It ffiffr Ita t
ffff fftff fftfffft ffffff I ffft Stiff 5tRff ffffff I B. A., Intro (22)

^fftfafa’lt m fflff fa! t I ffT% ffffST fafft? ffff It I P. Ch. 405 (398)
STff STff ffa Stftfffa StffTCt (| ffff ffff |f fffff StffffPTlI

35TST ffffff It Ifft fffftfft II Sffffffffff ffRff | fftfft II Ch. A. Intro. (2)

ffffff ffffff ffff ^ff ffffTff II Slffffffff fftf ffHffffffff II

Wlff Stffffff U ^iff ffff fftff 3ff ^ II Ch. A. Intro. (3)

ffffff Wlfft ffTg STfftf II Stfftff % faft | gfafft? II
STTffff^fff faffffff ffff I II fflff ffff fflffr ff ffff % ll Ch. A. Intro. (5) 

tffff , ffTff fft fffffffa I B. N„ I. (1 f)

Tffi fff^ufa ffrl ii ff# fftff tiI ii
fff fftff Kt ii fair ^ 1^1 II B. N. Vlil (.4)
ffffff ^Tff ffff ffffff ffffTfft I Iff Iff ff^ff ffTfflfft ' P, Ch. 405 (386) 
ffffff fffff ffff fftff ffffTff ffff^ffR | fftff fffW II P. Ch. 405 (384)
%ff I ffff SffffT fftff ff fff fflff faff faff fflff ff ||il B. X. I (98)

18 Sf Iff ^tfa^ fffffffT fftfft I ‘ffftffTff’ fffffffT ^RlWt | B. N„ VI (2)
‘fffTff/ff’ ^ffR fffRt I ffftff/f ff ffffff fflh I K. A. (435)

faff ‘ffftfftff’ fftSff fan ff fair ffff fffff ff 3fTff> I P. Ch. 226 (124) 

faff fff ‘ffftffTff’ fft fftff | TIfff ^ ffff ^ fffa fft! I P. Ch. 266 (91) 
fft ‘fflTffTff’ fff ffj! I ffffasT fff ff fftl I P. Ch. 266 (89)
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19.

20.

Ol4 i.

22

# ’

Akal (spRM)19, Sarah kal (rir qqR)20, Karam kal or karam rekli ov Karam jar (fW 
g)M wqm qjRT WAm q*R Rll)21, Asidhuj (^rfe'^ST)2, Asiketu (^mlg)23, Chhor (gfR)24

ftR ‘srqgR’ *rit fgg ^jg It ^*r % gra fRgft ii a. u.. <252)

qqq>M rrr ll jap, (192)
Riff RqR RRR ^RRR ‘SPUTR’ RRTRT I Ch. Ch., I (l)

RRt RTR qSRt II Jap. (19)

‘rri gra’ rt ft r^rt ?rr 1 Rig|i§; aft ft r?i r%rt ^rr 1 a. u. a>
‘Rig ^ra’ rr rir 35)ft 1 II ftift rr fft 1 b. n., xiv (i)
/mg gg^’ I %t srqrR 1 ffg qq^qg rir ?rtr l b. n. xiv (4)

‘RIR *391 - a* ^ I $gq> Rlfa fqr IR II B. N. xiv (7)
‘Rig q>M’ REgfl RR q3TR I RT^l^ RigfT fgRTR 11 B.N., xiv <»)

gfft fggrig gifgg i feft r rtt%; Rifag i
V? '.. Wef’ ^ Rf I R 5|R fR it RflB.N.V,(l)

__♦ ^ _ ._fV *\ f *\ 1KV0fRf RIRR Rfg^ girgt 1 ‘grg gRT’ It rir ^ r qrgt 1 B. N. XIII (2)
1%R^ fggR gtg gg gg RR sgqig 1
gg ^gr rr! gaft ‘ggg "tR’ giR 1 K. A. (44)
RIRt RgsiR RIRt qgn 1 fggfiRt RfjRR -ftg?

! t
11 A, U* (272)

gft Trr gfg gi gRil 1
fgg qi RqRi ?ig t RR ggr? 1 P. Ch. 405, (307)
R13 srg | 3I ggftg 1 rir qqg jtTR

1
fRgftg" 1

fRT^ cp^f i gft ‘R%gRJ ^ q»ftgf l P. Ch. 405, (381)
Rt " ‘RfR^R’ gg RRft q\ 1

i.
fRRlt ^FRR f" R^ 1 P. Ch, 405, (397)

% >jrt ‘srfirlg’ g5t Jrr gfg gf gar? 1
ft* qi ^TTRt m I ^ffR^R RR ggi^ l p. cb. m,, ,3«7)

ifg rsjr gg Rt?r R'tRi 1 ift%rfR%a’ rrr % Iri 11 p. ch. 405(375)

3Rit sftr w% Rg gf| ft 1 ?g Rg ft gg q>f| ft 1 b.n.,ii(8)
#; # gftg gargt 1 rh fegr a nr w RRggt 1
‘sfa* w gg qgg RRrf 1 m Rt^g flft git gsrf 1 b. n. xiv, (m)
% Rtfr ^rgg r| Rti fqgr % rr i

Sift RT5 f# -TIT RfR fRRRt §?Tl I P. Cl.. 45 (6)
g^ grg Ctf^R ar? rri i‘#r’ R^r ^rfgR g§ ggt i P. ch. ios (u>

R?gft rt% ^Rigt Rfr i rtr RtR rr RiRt ^g ‘ajtft’ rr i p. ch. no <12)
fR rr RrgR r| qTR in RtR R^rti p.ch. 119 <i2>

rr ^Riit Rti Rg gi Rfq> % Rift 1 ‘#ft» M f%g # ggr% ^ 1 P. Ch. 44, (6) 
‘^tft’ ■$m: «rfim rr ffgt 1 gf|gr |g fg^r f%gt l p. ch. m {ny

M.
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Rai or Rae or Ray fat wqqT tTq)25, Mahadin (q?Tfaq)28, Tapodhan (qqiqq)27, Mare reechh 
rojh jhankhara fart tts; jfaR *fit*RT)28, Ka [kaha) bhayo jo far qfa fa q»?r *ffa fa)29.

(j) There are certain words and expressions, frequently used by the poet in his works, 
which have left a precedent for the Sikhs to follow in every day life. These words and 
expressions are :—

Sattinam fafasTTfr)1, tk Onkar Wahiguru ji ki Fateh (qq; fa'mt stifle fa fa

25. ii

26.

27

28

29

fatr tw? fair ‘?rf’ n b. n. xiv, (9)
rvTttfT? I

trtq qrrsr t^f i trrit^ trtq?r
fa? ?T ffaqT i qfa
gsra ‘?rfa fa qqq ^rqq fqq qq faqq:
fat fat fa? i r%*§qq f?fa srm? ii p. ch. 21 (59)
5? m fafa em.’ vnr wrfa 1 w qsrfa 1

fa? ^ifa? q qrfa I qrfa fa ?tff.t 5|tlfa I p. Ch. 22 (9)

‘tr?’ tmr fa| w*r sqfa i qfat «nwft 5$ ?fat 1
far? lit qqT# i ?r% q>Rf fqqi? «rft ll p. ch.23, (3)
ffar f#qq % fa? fa# qqrq 1 ffaf trq fa fafe qrt ?qrq i

*

‘q?rfaq’ far fqfa qp* gq 1 qq =qrqfa ̂ rrqfa ijq 11 B, N, I (27)
fa 5pt qtq 3t^ sq^rrq 1 rfar r?q =qqfa tr? q^rrq n
^rfaq* qfq sr nqtr^r 1 wtq far fa fafa tr^r 11 b. n. vi (26)
faffa^rraq tq fat' ^i^fa 1 fatiR Qt fatrst fat qrfati
tTRfaf, qtiqq 5iwt 1 ‘q?fa?’ gtqsq q?qrqr 1 b.a. Kaghu Raja (I4O)

•\ *qtfa stfa faqq qtq 11 ^rqfa sqfafa stsiq 1
«: ' 1 {

^ki *m$ qrqq qqjq n ‘q?rfaq’ fafa q?rqiq qrfa U b.n., 1 ue)
fat«r fa? faq faq qg?Tq q?Tfq? qit I
far ffaftfa fat fatr ‘qqrqq’ far fa: q fqfa fat fq^rt 1 A-u-(252)
•-.?Tqq)fa qt q?r § ‘qqrqq’ fa farq fa»q ffanfa I K- A- <2237>
far? fafh qq rfar Tfaqritr 1 fart fagp ti« fatRitr’ 1 b. n. vm <i>
fa ffaq *farq q?r rfaqqtr 1 £tw ti^ qrt *F.farti’' p. ch. 344 (4)

nrt 1. ‘fate .fas’ qf fafa fqfat 1 b. n. vm (»>

£q>?r *rfa’ fa fa?: fa/=q? 5# I qfe tf?fa wqr fasrr? sRTjffa 1 A-u-{29)
:*t *rfa’ fa qt 3? ^r?r § ?qfq? fa 5nr faq f^rfa 1 k. a. (2237)

*«t qfa’ fa fa?: cf/q? fa? qfa fq? fa fat 3? qrfa 1 k. a. (2237)
%?T vfa’ fa' fan fafafaf* qft jqrt 1
fa ?q ^ rfatart t?? trvr ^r^q? 1 p. ch. 266, <so>
‘^ir qfa’ fa fa?: faq? fa?# Ife tflfa q^ ffa^rr? 5RTr?fa 1 a.tr.(29)

j, fan fa qf q^ ?qtTqT 1 ffat fq^T trq trsq 1
trq % wq?r qrg ̂ rqrfar i faf? ?r3’ qr? q %rfa 11 b. n., vi <27)
q?trq faq’trrgfa?: ^rfa 1 ‘trffa qnt’ fa q'q qgfar 1 f
fartrrq^ qr fa <rrfq qrq 1 ^qq) ^r?t qfat qf? ^rr# 11 p. ch. si.oi)
‘trfirqiq’ fa faq ^r?q qrt 1 qT% qrra ifaqr? q^ ̂ rq 11 p. oh. 21 <u'

2* Ch. I (first line) ; Cb. V. (first line) Ch. A. (first line), S. (first line) ; S. M. (first line), P. Ch. (first line), J. N. (first line).
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Ek Onkar Satgur Prasadi sar?/, Akal Purakh (^ur gits)4, Kal
Purakh Ot>ta gits)5, Sack he Pat shah (n^sg; s ssmi)6. Yazdan Akal (sst?r 
^ntsa)7, Twa prasadi ps wrfr)8, Ardas (^Rsia)9, Kes (la)10, Sardar (aiSTi)11, 
Singh (fs|)12, Kuar or Kunari or kaur (f ai stSST f.'stfi gjssr s>ti)13.

\ The seven-fold external evidence and six-fold internal one together with that of a 
matchless style with a vigorous uniformity of its own, when fully weighed and considered, 
lead one to the conclusion that the whole of the Dasam Granth, with all its parts, without 
exception, is the work of one poet alone and that that poet is no other than Guru Gobind 
Singh. He is himself Ram, Syam, Hari, Kal and Gobind. , He was a versatile genius, a 
warrior, a saint, a poet, gifted with a sense of humour and a love for drama,as it is evident 
from the anecdotes of his life, narrated by Macauliffe. He was himself the greatest actor of 
his time on the stage of the Punjab. In every line of each of the works of the Dasam Granth, 
there is a characteristic ring of his voice, a characteristic touch of his hand, and every 
word of it bears a characteristic impress of his mind.

3.

4.

£>*'

6,

7.
8.

9.

10.

11.

12.
11

Jap (first line), A. U. (first line), B. N. (first line), G. P. (first line), B.A. (first line), Rudra A (first line) S. H. (first line).

ma ^ts mi asjsfs ‘mm ^r|a 1
sis mu a ais 11s ^tjs srits ass 11 jaP) m 
‘sism gits’ sft 1=^1 iss 1 aisati ft if@5aT iss 1
aissta at *0 tfijar iss 1 aismi at set it%sr 13# 11 A. u. <n
ats ?is fasst ¥trt 1 sg fsfs agis s>is astir 1
^ mi 11 §igi art 1 ‘^rt gits’ at iss astf 11 BiShen a. 4
‘srar gits’ |r| at s&tfesj fsas aga l

is sgsr fs>% is afa *ti ala 11 Shesh Shai A. (1;

% m s g^isag nrgrs nrg i firs'tsr ssr \\ j.N.(7j)
t% ^stiT s^i ^ras si ga£t sm 1 s snr smss ‘saj assist’ 11 j. x. m)

G. P. (39, 40, 41, 42, 43, 44, 45 46, 47, 48, etc.), Jap, (In the very beginning) ; A. U. 267 ;

sts at si a a# ssrari at ar s*t ga ‘aimat’ 11 b, n, xiv, (3) 
mi atst s'tis | siar 1 gig fsfs ais S5<t ‘^isiat’ n p. ct, 336,(14) 
stis si? stq lasts Tfi sgsts sgrfss srt 1 
In fariat sri aa ‘sstss’ ‘%a’ si s firl |fi rqstri 11 a, u.

s| faff nr% si 31; nta 1 atifs sssr fits fas its r
m <s <fir fni ‘%n’ s^a 1 atl sia#5rT% % sis g^s 11 B, A, Aj Raja* (58)

niss €t sfg # gs; itss ala g; % na ‘%a’ ssrf 1 p. ch. 266 (so> 
is ast 11 atfs astir 1 gass s>t aiim ‘raisin’ 11 b, n, xii, <d
star gairfs a sas § <ma ‘asri 1
arfi sis tsig sf it srs sta ‘aifti’ 11 p, ch, 255, (i> 
ttanr la ^nrrtt 1 aaias sii ^t ‘aisrn’ H p, ch, 271, <d

, B. N., IX (3), XII (3) ; K. A. (1352-1476).
‘alas si’ af| € ^ irss a'ta 11 aa %a sqtiii p,Ch, 266,(5) 

§afi’ sR>t i^ its! i fsis its ^fisisrsti 
sfi> ma m §s sr^t i i? fssr sr% fas st|t n p. Ch. 2s <*)



CHAPTER II

THE POETIC BACKGROUND

The poetry of the Dasani Granth is a brilliant, though apparently an isolated pheno 
menon in the literary history of the Punjab. The Tenth Guru of the Sikhs (1666-1708) with 
a century-old tradition of ‘Gurbani’ before him, took to Braji Poetry. In his darbar at 
Anandpur, he patronised poets of Braji and himself composed verses in the language of 
the east. In the Punjab itself, the Poets of- Braji, if any, were few and far between and 
wooed the Muse in the blissful obscurity of their private lives or in the hills ol the north. 
Some of them who were touched by the martyrdom of the Ninth Guru and admired the 
youthful ardour of Gobind Singh, sought his patronage and wrote verses under his 
inspiration. The impulse to write Braji appears, therefore, to have come from two sources. 
In the darbar of the Ninth Guru, there were according to Kahan Singh, the great Lexicogra
pher, several poets who attempted verse in Braji. The poetry of the Guru himself is 
considerably, if not wholly, Braji in character as it is evident in the last verses of his in the 
holy Granth.a The other source of inspiration must be the contemporary Braji poetry3, the 
waves of which came to the Punjab like the waves of light or the waves of thought from 
the east, unlike the hordes of barbarians that came down upon it from the west. The 
poetry of Kabir and Sur, like that of Tulsi and other Bhaktas, had come in this way and 
spread over it like the sun-shine and flooded the parched hearts of the Punjabi Hindus. 
It may be, therefore, surmised or even presumed that some of the poets who enjoyed 
his patronage, hailed from the Braji region, bringing with them the gift of charming Braji 
verse of their day.

When the Dasam Granth was composed, the early Riti School of poetry was flour
ishing. When Guru Gobind Singh came of age, Chintamani was dead, Raja Jaswant Singh 
had recently, in 1681, been killed in action against the Afghans, and Satasai of Bihari Lai 
(1603-1663) had become a rage. The story of how these 700 dohas had come to be 
composed at the court of Jai Singh, the ruler of Jaipur, had gone abroad to each province 
and awakened a universal curiosity about it. Satasai had become the Bible of young poets 
and lovers. Mati Ram and Deva Datta were, however, his contemporaries, though the 
former was senior to him. Mati Ram’s Rasaraja treated rasas in general, and Nayika-bhedct 
in an elaborate manner and is still regarded as one of the classics of Riti poetry.4 Deva 
Datta, too, a representative of his age, was keenly interested in love and feminine beauty.5

All these were scholar poets, who had fully studied the art of poetry ancPits 
technique. They had led a new school of poetry, patronised by the court, the rich and the 
idle. It was secular, sensuous and lyrical. It combined in itself the various cults like Rasa, 
Alankara and Dhwani.« The poets were not so much inspired by the passion of love, as

*1 *—   —s - ‘Vi ~——---------------------------------L.-------------------- ------------------------------- ................................................"-i    -------------- -——:  —; —  —....................... ...................*    ■ ................................... .....................

1. M. K, 2, Adi Granth, Shalok Mahala Nawan, 3. Adi Granth Bhagtan di-Bani. 4. H, L. 100 f.
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were concerned with Nay ika-bheda, Nakha-shikha, the minute details or physical features of 
their object of passion or praise. Their method became, therefore, descriptive, elaborate 
and analytical. Its effect was rhetorical. Its use became, consequently, conventional.

The composition of the Dasani Granth bears evident marks of this influence of the 
Riti School. The composition of Ras Mandal Varnan and Birah Natak is a specimen 
of love poetry, the old motif of which is Radha-Krishna romance. The Ras Mandal Varnan 
contains an account of Krishna’s stay at Kunj Gali, his sports with cowma'ids and his 
intimacy with Radhika, and her Maan Lila (nFT^Wr/. Birah Natak describes in two Barah 
Mahas1 the pangs of separation felt by Radhika and her maids. The poet has not, however, 
indulged in any passion of his own. There are no love lyrics in the manner of Bihari, 
Mati Ram or Deva Datta. The wonderful effect of the Riti School can, however, be traced 
in the description of characters or portrait-painting, of which there are numerous instances 
in the Granth2.

The other great tendency of Braji poetry which seems to have exercised considerable 
influence on the poetry of the Dasam Granth, and which must have made a greater appeal to 
the son of a martyr, was the poetry of vir rasa narrated in a long poem. The great exponent 
of this school of poetry was Bhushan (1613-1715) who is believed to have entered upon his 
career about 19 years before Guru Gobind Singh was born in Patna. He enjoyed the 
patronage of Shivaji and Chhatrasal of Panna, and paid homage to them in immortal 
verse. What Dr. Dwivedi says of him may aptly hold good in the case of Guru 
Gobind Singh also :

“This great poet virtually ignored sringara and dedicated his great talents to other rasas, 
particularly vira and raudra. Thus the presence of Bhushan who flouted the tendencies of 
his degenerate age is an agreeable surprise and a refreshing fact. His bold and clamant voice 
must have sounded like a clarion call, seeking to rally the down-trodden Hindus 
suffering from despair to a new effect at revival3.”

The clarion-call, no doubt, echoed and re-echoed all over the country and had a 
tallying effect on the Sikhs of the Punjab. They heard it in the person of Guru Gobind 
Singh and answered it with the voice that has not died yet.

Speaking of Bhushan1 s popularity, Dr. Dwivedi adds :
“Bhushan was not a mere court poet but had a large audience and touched the hearts of
the common man of his times.......... Bhushan’s name is a byword and his poetry is recited in all
parts where Hindi is spoken4.”

No wonder that Bhushan’s heroic poetry might have been recited in the darbar 
of Guru Gobind Singh, and it stirred the hearts of the rebellious Punjabis. His Shivaraj 
Bhushan, Shiva Bavani, and Chhatrasal Dasak must have been read and recited while the
1. ‘‘Barah Mah is an account of the twelve months of the Punjabi year,

in each of these months”.—P. S. P„ XXIII.

In Hindi it is known as Barah Masa

The poet describes the pangs of.......separation

2. See chapter on Art Value : Art of Description 3. H. L.j 99. 4. ibid.
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Moghul tyranny had made the Hindus sullen and sore. It would, therefore, be not unseemly 
to presume that Guru Gobind Singh drew inspiration from the revolt of Shivaji, particularly, 
from the Rajputs whose n a me - s u ffi x-Singh and saffron-coloured banner he adopted ! His three 
versions of Chandi Charitra, two in Braji and one in Punjabi (Chandi-di-Var), bear an eloquent 
testimony to this suggestion. His descriptions of battle-scenes, skirmishes and duels^are 
numerous and met with in almost every part of the Dasam Gramh. They are informed with vir 
and raudra rasas and are a thrilling fare for the audience which was called upon to wage 
an eternal war against political and religious tyranny of the foreign rulers.

In the Punjabi verse, the poetic tradition of the Sikh Gurus and Bhai Gurdas must 
have influenced the minds of Guru Gobind Singh, more deeply and intensely. The 
Dasam Granth itself is a compendium of verse in various metres, rags or forms, with a 
rich content on numerous themes, ranging irom mysticism to satire The main body of 
the verse is, no doubt, devotional but it is set off with the didactic on the one hand and 
the satirical on the other. Guru Gobind Singh was a profound scholar of the Adi Granth 
and is believed to have dictated orally the whole of it to Bhai Mam Singh at Damdama. 
It is, no wonder, therefore, that he should have been deeply influenced by the thought, the 
music, the sentiments and the style of the hymns of the Gurus, as well as those of the 
the Bhaktas, the select pieces from whom in Braji have been included in the Granth in 
Gurmukhi script. It is, therefore, suggested that his devotional, didactic and satirical verse 
owes a great deal to the Gurbani of the Adi Granth.

The secular culture of the Punjab in the Mughal period cannot but have exercised 
a considerable influence on the young poet. Romances of love were very popular in those 
days and were sung on social or festive gatherings, it was probably these which provided, to 
some extent, the motif for Pakhian Charitra, popularly known as Triya Charitra. The Punjabi 
mind loved romance into which it escaped irom the sordid realities of the political 
suppression and religious tyranny, from the despotism of the kings and the ever-haunting 
shadow of foreign invasions or eruptions. Humour and romance were, therefore, always 
welcomed, next to religion, as the saving grace of life. Once the story of Gopi Ghana 
was recited in a gathering in the evening. Some of the Puritans objected to it for its secular 
exoteric character. Guru Gobind Singh, however, allowed it for its deep moral and spirit
ual significance1. On another occasion he staged a skit at the expense of the Masands2 who 
had begun to tyrannise over his Sikhs as petty rulers and who exercised religious sway 
over them in his name. The young Guru had a keen sense of humour, satire and irony 
as well as of romance; and this may be detected in abundance in his secular verse.

The composition of the Bachitra Natak Granth in the Dasam Granth seems to bear 
ample marks of influence,both in subject-matter and style, of early popular Lila narratives 
which came into vogue as early as Nand Das’s Ras Punchadhyayi, Maan Lila, Daan Lila, 
Virah Manjari,etc. This approach is supported by a passing remark in the Report of the 
Sodhak Committee Dasam Patshahi S ri Guru Granth Sahib Ji that Hanumannutak was so 
dear to the Guru that he always kept it in his Gatra®. Hanumannatak, it may be added 
in this connection, falls in the category of Lila narratives and is quoted side by side with 
the Bachitra Natak Granth4

1. S. R. Yol. V., 119. 2. S. R. Yol. V, 86 f, 3. Scabbard-strap 4. H- N, pp 154—157
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CHAPTER III
BRIEF CRITICAL STUDY OF WORKS IN THE DAS AM GRANTH.

i. Jap
The Jap is one of the noblest hymns in praise of God. It is inspired by an ardent

faith in the benevolence of the First Cause.
The Creator and Lord of the Universe (Akal) is formless, invisible, immeasurably

great, King of kings, God of gods, the Moon of moons, the Sun of suns. His mystery is 
impenetrable. His glory is indefinable. His holiness is unsurpassable. His sovereignty 
is eternal and His law is constant.

It is impossible to know Him fully, to represent Him in any form, to identify Him 
with any religion, caste or sect, to confine Him to any place. But He manifests Himself in 
countless forms and in countless ways. He pervades everywhere in His creation, in its 
permanent or fleeting phases. He is changeless, immortal, everywhere, ever-active, ever- 
luminous.

He is the Creator, Preserver and Destroyer of all. He is the enemy of miscreants 
and strikes down the tyrannous. Yet out of His infinite mercy He provides daily bread to 
all. He redeems man from hell and from birth and death. He hears the prayer of every 
heart.

He is Light, Love, Good, Beauty, Truth, Energy. He is Glory of kings, the Support 
of the lowly and the Home of grace. He is accessible to the soul alone through a life of . 
prayer and praise. After playing the wonderful game of creation, He resolves everything into 
Himself and becomes the Absolute again. His word to us is the Yoga, His name the highest 
gift and honour. In short, He is the highest ideal to man. He is more real than all rites and 
ceremonies. He speaks in all things. He is the master -mind.

The Jap was composed by the Tenth Guru himself for daily recitation as a supplement 
to the Japji of Guru Nanak. It was probably suggested to him by “ Vishnu Sahasra Nam’— 
Vishnu’s thousand names, a popular book of religious recitations amongst the Hindus.2 It is 
a long poem composed in nearly eight hundred verses, in 199 distichs, in ten metres:3 
Chhappai, Bhujam Pravat, Chachari, Rual, Bhagwati, Harbolmana, Charpat, Madhubhar, 
Rasawal and Ek-Achhari which are often repeated with varying effects.3 ________________

1. A. G., CXIII; S K. Vol. V, 261 fn.
2. S. R. Vol. V, 260; H. S., 356; H. P. L., 39.

3. Metre Serial No. Total No. Metre Serial No* Total No
Chhappai l. l. Rual 79- 86— 8 s.
Bhujang Prayat. 2— 28 = 27

44- 61 = 18
Bhagwati 103-132=30

150-160=11 41.
64- 73 = 10
96— 98= 3 Harbolmana 171-184=14 14.

1 5-188= 4

Chach* ri
r>7—199= 3 
2 43 = 15

65. Charpat 74— 78= 5 
142-114= 3 8.

62— 63= 2 Madhubhar. 87- 93= 7
94— 9 = 2 161-170=10 J 7.
99 — 102= 4 Rasawal. 145-149= 5 5.

133-141= 9 32. Ek-Achhari 189-196= 8 8.
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Besides its rich variety, the Jap's metre is a powerful instrument of expression as 
controlled by the dynamic personality of the Guru and his spirit of devotion. It is, there
fore, full of vigour, enthusiasm as well as piety and devotion. Vir rasa as well as shant rasa 
alternate even as the mood of the verse controls them.

The language of the Jap is Braj, a variety of medieval Hindi, with a mixture of San
skrit, Persian and Arabic words as well, which form nearly 7% of the diction1. The language of 
the Jap, like that of the Akal Ustat or the Swaiyas, is characterized by ‘‘Profusion of colour 
and sound form”. This is due to the rich variety of diction drawn from all possible sources.2

, The Jap contains Stotra (Mantraic or Incantational) form of verse3. It is composed
in Sanskrit phraseology, in familiar Hindi rhythms and rhymes. The words are simple and 
familiar to a reader of Hindi. The diction consists mosly in substantives which are the 
names of God, and epithets which are the attributes of God. The lines are short and the 
words vary often from one to four. The rhythm is, therefore, quick. There is often a pause 
in the middle of a line and both parts appear to rhyme together. This makes the verse 
most suitable for recitation4. _______ ________  ___

1. Compara :
(a) Eraj with Sanskrit

W5T TRT '-TET f

TTg*rrc gff— ttit il rrflm srrrc
— wtfrrt li wkR I

| u sranr f
(b) Mixed with Sanskrit, Arabic & Persian.

f% trspi; | h r% teIr f
ii ^stwOetr

^rkfisEER f 11 w&t I f

II SIUWR *TTW5RR *TER rtrf| ||
Il rsirst tt frit a.w> ii jap, (sp

11 Jap, (87) 

11 Jap, (133) 

II Jap, (134)

II ^TSR
ii

I|-«RT^ I

ii I

n*r

|| SRJT
n |
II f

ii % 
il 
ii

II Jap, (110) 

Il Jap, (123) 

II Jap, (124)
2. H. P, L., 40.
3 In Hindi literature stotra form of verse came from Sanskrit stotras written as prayers to gods and goddesses. It was extremely 

popular with the poets of the Bhakti School and it was a medium of devotional singing. In the Riti Kal that followed the Bhakti 
Kal, it has not been a favourite with the poets of secular works. There were however, poets here and there who still continued 
attempting the mantraic verse. In Hanumannatak and Hanuman Bahuk we meet with examples of this verse. Guru Gobind Singh 
has employed this form of composition in many of his works in the Dasam Granth.

4. Compare :
sefe?1 il smstR t%<w ii jtttcr ii -

jmsrer ii ii ;pur ssRrk ii
ms ^Erf n ?ptt ms f^rk n rut ms li sst

RUt THR TJM II ?W5RfltR f^Erf II SERTk H RUUrf ^PUk
ffkr sp# ktd ii rut ms qlu

II

Tjtjfar uurR-

m-
v : i

f5RR

II »Fi!T K
.. *\II ^*PjT f

Il «rk |
11 fRRFR I

: n tor ?

II RUT SPR TTrtT l| JPTI gVir
H 11 ^ I
II ^TRTU | II mPT \ II
II f II | II
n mRTU IH I il
il | 11 I ii

11 Jap, (2)

II Jap, (4)

II Jap, (19) 
II Jap, (23)

11 Jap, (27) 

Jap, (29)

Jap,. (30) 

Ja<p, (31)
9

•Jap, (32) 

Jap, .33)
I

/
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z Aral Ustat

The Akal Ustat is a hymn written in praise of the Timeless (Akal). A portion of 
this composition {Swaiyas: Sravag Sudh...etc.) is also enjoined to be recited by the faithful 
in the morning together with the Japji and the Jap. It was composed by the Guru himself.1

The Akal Ustat, as it appears from its themes, was composed not at one time; its 
different parts were rather composed at different times and were later on compiled together2.

The main themes of this long devotional poem are God, religion and rituals, the 
world and Chandi. This work may conveniently be sub-divided into six parts, though the 
theme of godhood occurs again and again in almost every part.

In the invocation (1-20) to the Timeless {Akal), All-steel (Sarab Loh), the poet dwells 
on His Omnipresence, Omnipotence and Supreme Nature.

In the second part (21-30) which is written out in ten swaiyas, the poet dwells on 
the vanity of worldly pomp, power, valour and pilgrimages, rituals, charities, yoga and 

idol-worship.
In the third part (31-200), there is a satire on the various penances and austerities,

practised by various sects in India. This parfends with a homily on the equality of men 
and on the Hindu and Mohammedan forms of worship.

ii | n
t ii f ii
| |l tTt'T | II

fojJR | || | ||
sren* I H I ii

ii ffrafo | n
snra I ii f ii

ii | 11
srsfa11 n sm'ta | ii 
5WH I II fa'TW I II

f ii ? ii
I ii | ii
| II 53^-4 | |!

mra | ii sRrar | ii
| ii | n
I. n I 11
| i| t ii
I ii | ii
I ii I 11
| 11 | n

Jap, (34) 

Jap, (35) 

Jap, (36) 

Jap, (37) 

Jap, (38) 

Jap, (39)

Jap, (40) 

Jap, (41) 

Jap, (42) 

Jap, (43)

1. H. P. L., 40 ; I

II II
II II
II II
II TO ll
II II
II 5prr?r il ^T3-.T5fr

63 ; S. R. 261 ; H. S. 336,

II ii Jap (189)
II ii Jap, (190)
II ii Jap, (191)
II ^EIW<? il Jap, (1£2)
II ii Jap, 193)
II ii Jap, (194)

Cunningham, however, holds the view that “the>initiatory verse alone is the composition of Cobind”, but no other authority^ 
supports his statement, for both in spirit and style the initiatory verse and the main text are of a piece together and claim to be 
the work of the author of the Jap. The error of judgment on the part of Cunningham appears to be due to the introductory line to 
the initiatory verse ‘Utar Khase daskhat Ka, Patsahi Das’ (Copy of the Tenth King’s own handwriting).

2. D. G. I., 6.

#

¥
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The fourth part contains ten couplets (201-210). The first couplet (201) is an intro
duction to the remaining nine. In these nine couplets the poet deals with theological queries- 
on the spiritual aspect of life, popular along with the philosophy of the Hindu Shastras.

The fifth part (211-230) sings the praises of Chandi, the incarnation of the martial 
spirit. This portion is not believed to be a part and parcel of the Akal Ustat, since it has no 
link with the remaining subject-matter of the work. It appears to be a misfit here. Its 
right place has yet to be established1. This is, in fact, an exact translation in twenty 
Tribhangis of the 30 Tribhangis in Bhagwati Padya Pushpanjali Stotra by Pt. Ram Krishen. 
In some cases the fourth line of each chhand is, except with minor changes, almost the 
same, both in the Akal Ustat and the original2.

The poem concludes with the sixth part (231-272), with a hymn to God in all 
His splendour.

The last chhand, viz., 272 is incomplete. It should have had four verses as . 
in others, under the heading Padhari Chhand. The stanzas 267-268, 269-270
and 271-272 go together in groups. The first group ending with stanza 268 and 
the second group ending with stanza 270 have the ending line in each as 
ggr* *pPT I The third group should also have ended with the same verse. Accordingly, the 
third and fourth verses of the last stanza should have been :

In the middle of the poem (194—200), the Gum gives his conception of divinity 
which is after that of the other nine Gurus. This conception is also contained in 
ten swaiyas which bring out the mystery, the benevolence and the power of God. Along 
with the ten swaiyas mentioned in the beginning these form part of the pahul or the 
baptismal ceremony of the Sikhs. Throughout the poem, the Guru lays stress on the- 
importance of devotion and the love of God’s name.

In the long devotional poem containing a mixture of ecclesiastical satires3 are-

1. Dr. Trilochan Singh believes that the verses 211 to 230 fit more properly into some version of Chandi Charitra than in 
the Akal Ustat—The Sikh Review, May, 1955, P. 34.

2. S. D. K. P., 96.

3. Satire in religions verse in Hindi Literature appears to begin with the IShaktas of the school of Rama Nand. Most of 
them belonged to the lower class and had inherited unconsciously the spirit of revolt against the formalism, caste superiority and 
cultural aristocracy of Brahmanic religion of those days. Rama Nand. in his hymns or songs protested against the oppressive 
nature of religion with its insistence on pilgrimage, observance of vows, worship of image, rituals, etc. Kabir was a very powerful 
representative of this school and the most popular of all the Bhaktas whose influence dominated the Pan jab. “He has left many 
fiery sayings against caste, image-worship and sectarianism.” (M. M. I, 101) To me it appears that Kabir is the first religious 
satirist who influenced Guru Nanak and his followers down to Guru Gobind Singh in didactic and satirical verse,
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found interspersed here and there, gems of pure poetry1. There are beautiful pieces imbued 
with Shant rasa, typical of the style of the poet. One such piece is Jale Hari, thale Hari,ure 
Hari, bane Hari, ending in a trance of ecstasy : tuhi tuhi, tuhi tuhi, tuhi tuhi, tuhi tuhi, tuhi 
tuhi% i e. Thou in truth art Thou, Thou, Tbou; Thou in truth art Thou, Thou, Thou3 ! He 
loses himself in the most elevated state of realisation, feeling the entire universe losing 
its separate entity and melting into the Supreme Being he is addressing.

i.

2.

Compare :

qW fatq JTR qtq % fR^t *TR qftqt | qtq | II 
qim % nW n npr n w if nt n ustt nq gti qt wa | il 
fnq n nqnt qrrfi mm n n qi qrU n^fflit; nt nqrln^rr n | u 
frmra q Ritn qraqrn % ^Rtn nir inn qft fit 11it a. u., (76) 
nrfeqit | qR nR me qR nit; nir *RRft *r qR# f qt;n | n 

m qri si% mr sr t tR fm, ^q ^ s qR gt? qrrqn win 
qrn sRq in qq qra qt qrn sre* In ^n faw | n 
RT^nn % fq£R RfTfR t q |t nta nRR itn q*t I w In A. u., (si)
^ir q$ mint q§; lint^r tun't src qwg nfnqrrn nn qn q f|^rrq| n 
qg q^n^riRt q| ts stti irit qg nw qt tgnnt nr gn nrq| n 
qg RgiRTit qg gw q nnrt qiU qg ®‘qqr<t il q ^rmqf il 
qmqr qRtn qfeit nrqq I nrq* nr fn?TR % fq|ta qtt afirntq qrqf n A. u.,(82) 

fn^qit fq git: n^qr itfq gin % gq it fq irat ngriR£j u 
STR % qqqr fq <jjT % ffqqi itq ill q W?qf fqqt tTPft *TgRR it 11
fqfi^r %fqqrt: it fq qrg «rqqrt it fq rnwir qt gjfer r% gqqr qt nrn ini 
^tqn % wn it fq qrag % qra it fq rr % ^ it fq rn=R q qjq it n A. u„ (i9) 
|tqq qt qiqR qt; rqq ni nsfltR nR n

rxq^sr q*i nn nm nuqq nt;q nn nn it qfiqr< n
qfqn | n^r ^ q^t n q^t n q^t % nit qt;t? fqqil n

??3nfafq ittqn | m It n ir ii a.u.,(2«)
iq |q<TR qf ir^r qf n|n nnir-t m ^rnn q|t?r§ f i> 
rI <iftq nn ^q n qq'tn ^t qr|;qq iti nrq wqtn q^«rg 111 
qr|^ q qrt: nqg'n n ^qrt: ntq fqfiwr q ^?r | srqrt; q|t?^ | n 
liqtql gqR qnqit qfqnnifi qrl fqqR qf|% |t gtftqrg I n A.u.,(256) 
gftt: qnt §fttiqq gfigf qnt ^qrq< gfqrqt: qnt m qrfirit % n 
|n^t nt n'tir itn n't fnqrqi? nnr qnt qit: qnt nrir fnq ^ % n 
qiu n't qnrsnq int nkr nt nfnrqri sft% t:it ^ % 11 
qqr n't qiUqis ^rri*ft n't qrfinr? q^i% fn^itfr t;it nr^?ft nt q u A.u., (204>

|Cr il ^ i<t it ^ i<tn q^ |<t n A. u. (oi)

9it git ii git git ii git git n git git n
3. G. G. G. S 56. The beauty of this piece cannot be fully expressed in any translation.

A.U. (69>



the poetry of the dasam granth

Many of the quatrains or Swaiyas are marvellous compositions, strong in diction, 
rich in poetic fancies and superb in imagery. Here is, for example, one such piece:

“There are many that swim and many that waddle,
And many that eat them up,
There are myriad birds—the feathered beings 
That in a trice can take to wings.
But up in the sky are many another 
That on these warblers sup,
Where are the waters, where the land,
And where the vaulted blue,
Yet all that “Time” has brought forth,
Both “Time” itself subdue,
As darkness mingles with the light.
As light embraces dark,
All will at last dissolve in Him.
From whom they got the spark1.”

C/This piece of verse is full of pictures and images. The whole drama of life and 
death has been set forth in picturesque and vivid poetry. So compactly the whole thought 
has been condensed in just four lines that to translate it aptly in English,it has taken fourteen 
lines. In other words, what a sonnet ordinarily contains, the poet compactly condensed 
in a quatrain. Brevity and lucidity are the outstanding merits of his compositions. His 
words not only convey an idea, but, at the same time, also paint a picture and play a tune.^ 

The poet’s power of expressing subtle truths in a familiar picturesque manner is 
best illustrated from the verses like this : —

“As sparks flying out of a flame
Fall back in the fire from which they rise ;
As dust rising from the earth 
Falls back and on the earth does lie :
As waves beating on the shingle 
Go back and in the ocean mingle,
So from God come all things under the sun 
And to God return when their race is run.2”

This long composition is written in stotra,3 didactic4 and satirical5 forms of verse and 
is imbued with Adbhut6 and Shant1 rasas. The luxuriant fluency and the musicalness of the 
vocabulary can be felt everywhere. It is reeking with Prasad3 and Oja gunas9.

%% sfH wz&i gl q^tf ^ li
qj|T W W rjTR eg TRJT q;fl % 3RFS FIsr Cl II

rPrT fsn FT ^5R3T ^ sfR fflCt ^ ^q^T Fft Rft q FRlff*! II A. U-, (87)

2. This verse is a free translation by Khushwant Singh and an improvement upon Macauliffe.

stsr q;q> srm ^ froft gg i 3 n
^ ^ ^ ^ TFcr | ^ It frtifI ii

qqs % dtn qsR ^q^R | qR % crC*T Fit qR C[ Wit li
t sqtjrt 5|5f SR 2 g^ nrCt t 3q5T FR FT FRTg*t II

This passage, perhaps, shows the predominantly vishishtadvaita position of the Guru’s thought. G. G. G.
A. U., (87) 
S, 33 fn.

3. Compare : A. U., (5l-6!», 211—230, etc).
4. Compare : A. U., (22—26, 28, 79 etc.)
5. Compare : A. U., (21, 24, 29, 30, 71.72, 73, 75, 76, 79. 82. 83, 81).
6. Compare : A. U., (11—20, 106—120, 129—140, 166)
7. Compare : A. U., (51—69 etc).
8. Compare : A. U., (201—209, 243—251 etc)
9. Compare : A. U.. (211. 212, 213, 214. 215. 223. etc.)
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The Akal Ustat is composed in twelve metres, v/z., Swaiya, Kabitta, Chaupai, Totak, 
Tomar, Diragh Tribhangi, Dchara, Maraj, Padhari, Bhujang Prayat, Ruarnal, and Laghu 
Naraj, very appropriate to the theme and situations. Swaiyas are repeated twice, Kabitta 
and Padhari three times each1.

Considering from a literary and philosophical point of view, the Akal Ustat would 
appear to be one of the best works of G uru Gobind Singh. It shows the poet’s mastery
over language and style and his deep vision in the eternal glory and self-completeness 
of God. This composition is sure to have a prominent place in the Sant Kavya of Hindi 
Literature,with the growth of study of the Dasam Granth.

Bachitra Natak Granth

While the Bachitra Natak is the title of Guru Gobind Singh’s autobiography, 
the stories of Chaubis Avtar of Vishnu and those of Brahma and Rudra and Chandi Charitra 
I & II, also constitute a part of the Bachitra Natak Granth. This is suggested by the con
cluding endorsements made by the author in almost all these compositions, such as

Iti Sri Bachitra Natak Granthe......  . ......... ..... samapatamastu subhamastu.
Although the Bachitra Natak is an autobiography, this as well as the other com

positions, are nearer, both in matter and form2, to the miracle-narratives (^ftsn3-spip4) which 
in Braj Bhasha came with Nand Dass, near about 1625 B. These miracle-narratives essayed 
to narrate the miraculous and salient, human as well as supernatural, events of the lives of 
gods, goddesses or other mythological heroes. Ras Panchadhyayi, Maan Lila, Daan Lila, 
Virah Manjari, Ramayan Malta Natak, Hanumannatak, Samayasar Natak, are some of the 
popular miracle-narratives6. The only reason for naming such compositions as Natak seems 
to be that they displayed to the devotees the various marvels or wonderful performances 
of their favourite deity.

The Bachitra Natak Granth also narrates the wonderful deeds or actions of Guru 
Gobind Singh as well as those of gods and goddesses who were sent by Akal Purakh 
on a special mission6. This part of the Dasam Granth has, therefore, been aptly named as 
the Bachitra Natak Granth i. e., the Book of the Wonderful Performances. The word Natak

Metre Serial No Total
Swaiya. 21- 30. 10

243-252. 10 20.
K abitta. 11- 20. 10

71- 90. 20
253-2,6. 14 44.

Chaupai. 1- 10. 10 10.
Totak 141-160. 20 20.
Tomar 31- 50. 20 20.
Diragh
Tribhangi 211-230. 20 20.

Metre Serial Noi. Total
D ohara. 201-210. 10 10.
Naraj. 161 — 180. 20 20.
Padhari. 121-140. 20

231-242. 12
267-272. 6 38.

Bhujang Prayat 91 — 120. 30 30.
JKuamal. 181 — 2o0. 20 20.
Baghu JSiraj. 51-70. 20 2q.

272

2. H. N. 105.
3. Compare : ^ I

m wfm s<st 15$ n K-A-’ ^
4. Compare: I tS. A., concluding line after (15)
5. H. N. 154-57.
6. B. N. VI, (28, 29, 42, 43) ; Ch. A. 8 (3), 9 (3, 4), etc.
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has been used by the Guru as a synonym of the teim Lila* 1, the wonderful performance2 and 
not in its widely accepted sense i.e7 drama, a form of literature. This is evident from the 
use of the word Natak by the Guru in his autobiography3.

3- Bachitra Natak

The first narrative composition of the Bachitra Natak Granth is the Bachitra Natak, 
Guru Gobind Singh’s autobiography, which begins with a couplet invoking the blessings of 
the Holy Sword:

*‘1 bow with love and devotion to the Holy Sword.
Assist me that I may complete this work4.”

The first canto is devoted, like the very last, to the praises of the Almighty. The 
second canto commences with the life story of the author in his own words. It is 
related in twelve sections and in three parts. The first part, second to fifth cantos, gives the 
genealogy of the Guru's family from the ancient times. The second part, the sixth canto, 
deals with the Guru’s divine mission of emancipation and reformation. In the third part, 
seventh to thirteenth cantos, the author describes his wars with the hill rajas and the 
Moghul armies. This autobiography, like any other, is incomplete as it holds out a promise 
to relate further experiences of the present when it has receded into the past5 *.

Cantos II to IV give what may be called a mythological account of the Sodhi and 
Bedi sub-castes of the Kshatriya race, of the rulers of the Panjab at Lahore and Kasur 
and the descendants of Lav and Kush, the sons of Ram, who traced his descent through 
Dasarath, Raghu, Suraj and others to Kalsain, a primaeval monarch. There is at the end a 
prophecy that in Kalyug Nanak would bestow blessings on the Sodhis, and would, on his 
fourth mortal appearance,become one of that tribe®.

In the fifth canto, the Guru says that in course of time the castes got mixed up. The 
Brahmans began to follow the ways of the Sudras; the Kshatriyas the ways of the Vaishyasj 
the Sudras the ways of the Brahmans,- and the Vaishyas the ways of the Kshatriyas.

In good time,Nanak came with a message of his own. After his death, he was reborn 
as Angad, as Amar Das and as Ram Das successively, as one lamp is lighted by another. 

Apparently these were four Gurus but in truth in each body, there was the soul of Guru 
Nanak. When Ram Das departed, his son Arjun became Guru, who was followed in order 
by Har Gobind, Har Rai, Har Krishen7, and Teg Bahadur who gave up his life for the 
Hindu religion in Delhi at the Moghul court8.

The sixth canto takes the reader to Hem Kunt9, near the Seven Sr mg (Peaks), where
1. Sankshipta Hindi Shabda Sagar (Nagari Pracharini Sabha, IV. Edition, 2002 B. P. 1104). qjfjr
2. Bhargava's Standard Illustrated Dictionary of the Hindi Language (Hindi-English 6th Ed., P. 963) ‘Wonderful Performance1
3. B. N.,V (14)
4. S. K. Vol. V, 286. Compare : ^ tT II

5. B, N., XIV 6. H. S. 367, B. N„ IV (7, 9). 7. B. N„ V (7-12)
8. Compare. 5W 3FFJT II. WfT ^ Rf| STFtiT II

^ t%t% u * ^dii
9. B.N. VI, (1»2). In Sanskrit ‘Hemakuta,’ the Golden Peak, is a chain of mountains between the Himalayas and Mount Meru

—S. rt. vol. V, 296. *

B. N.,V (13)
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the Pandus exercised sovereignty. The soul of Guru Gobind Singh meditated on the Almighty 
and became absorbed in the Divine essence. The parents of the Guru performed penance. 
God looked on them with favour and (the soul of) Gobind was called from the Seven 
Peaks to become one of mankind, much against his will:

“Then my wish was not to reappear,
For my thoughts were bent upon the feet of the Almighty;
But Godpiade known to me His desires.”
And..................sent me into this world1.
“The Lord said, ‘When mankind was created, the Daityas were sent for the punishment of the 

wicked,
But the Daityas being strong, forgot me as their God.
Then the Devtas were sent.
But they caused themselves to be worshipped by men as Siva, and Brahma, and Vishnu.
The Sidhs were afterwards born;

«

But they, following different ways, established many sects.
Then Gorakhnath appeared in the world.
And he, making many kings his disciples, established the sect of Jogis.
Ramanand later came into the world,
And he established the sect of Bairagis after his own fashion.
Mahadin (Muhammad) too was born, and became lord of Arabia.
He established a sect, and required his followers to repeat his name.
Thus they who were sent to guide mankind perversely adopted modes of their own, and misled 

the world,
None taught the right way to th^Jgnorant2”

1. H. S. 368. Compare :
#rt—for r rri shu surr ^ n gRt q(t sr ^rr nf| n

fa* fN sr* ?r £r hrh*rt n vj ^ tsjrI 11 b.n., vi (5)
2. H. S. 368-89. Compare :

=5fh|— qf^ faufe rrt| ii ^ is <|hs n
r gRRsi rr^ rut 3ur uq ii b. n.,vi (6)
ir RR% RRR5 rT «T*hl f^TR 4ft Z$1 ^RRT RTR l|

% *iw 3*tt ii ^rirr ^ <rrhi; ii b.n.,vi(7)
r^tIr ^hjr r^rir) ii {rhr ss ft z^us ii

R^RT SS RPR^R R1RTRI 11 RR R f$Rg UTRT l| B N”v (8>
RR gft THS HR II TRR Rt 'RH 3R*R R^t RTC II
$ ftR HR) ^Tfat fa^IRT II T%R fRR RIRRl Rg RHIRT l| B-N.> VI (14)
3R 5.R qft 3qURl II fHRR f%R f ii

' RTRR RvlR; gxr RRl II 5ft sflfrT R fRRRl II B-N-AI (24)

3% gft URR"? £t m II r\tr) fan rh ii
w,z\ ^r% mz Rft Rrfr n w H fowrR R^fRRrcf n b-n.vi(25>
% RR R?R 3UR RRRTq l| f?R frTR ^rq^ US WR II
RfrfH JTR ■ TOTSTT II *HR fa ^ .^11 B-N-VI (26)
fRR Rf Rf qg ?qu^r II fau fRRl HR URI II
HR ^ SrqRT Rig faqTRt II HfRRTg RRg R ftfTRt 11 B-N-.VI(27)
HR SfRift SRRt RU&TRT II RRSfR R>Tf R WRI II B.N.,VI(28>



44 THE POETRY OF THE DASAM GRANTH

*'Wherefore, thou, O Gobind ! has been called,
That thou mayest propagate the worship of the One True God* and guide those Who have lost 

the road’*
On this account God sent me, then I took birth and came into this world*
As He spoke to me so I speak ucito men : I bear no enmity to any one.
But whosoever regards me as the Lord, shall be dashed into the pit of hell,
For I am but, as other men, a beholder of the wonders of creation. .
The religions of the Hindus and" Muhammedans have become corrupt.
The Jogis and the readers of Korans and Purans are but deceivers.
The sanyasis and bairagis no less show the wrong way.
No faith should be put in the worship of images and stones.
The modes of worship of Brahmans and Khshatriyas and others are idle and vain.
All shall pass into hell, for God is not in books and scriptures, but in humility and truth

fulness1 !’
The next seven cantos relate the conflicts in which the Gum was engaged with the 

rajas of the hills and the imperial forces. The following details have been given at length 
in them :

“An account of the battle of Bhangani; the dispatch of Mian Khan and Alif Khan to Jammu and 
Naudaun respectively to collect revenue ; the victory gained with the Guru’s assistance by Raja 
Bhim Chand over Alif Khan; the dispatch of General Dilawar Khan against the hill chiefs and of 
his son against the Guru, who was left unmolested owing to the son’s flight; the dispatch by 
Dilawar Khan of Husain Khan to reduce the Guru to subjection ; the failure of Husain Khan to 
carry out his orders; his attack on the weaker of the hill chiefs; the victory of Gopal, King of 
Guler, and of Ram Singh, King of Jaswan, over Himmat, one of Husain Khan’s officers ; whom 
they put to death, the single-handed combat between Raja Ram Singh and Jujhar Singh, Raja of 
Chander, in which the latter was slain; the dispatch by Aurangzeb of his son to the Panjab, where 
the masands, fearing that he would attack the Guru, deserted him and fled to the highest moun
tains; the dispatch of an officer named Mirza Beg to support the young prince and the subsequent 
expedition of an army under four other officers who, believing that the masands were men of 
wealth, destroyed their houses and plundered their property.2”

The fourteenth and the last canto is an invocation. Here is an abstract of this canto 
as given by Cunningham :

“O God 1 Thou who hast always preserved Thy worshippers from evil,
And hast inflicted punishment on the wicked;
Who hast regarded me as Thy devoted slave and hast served me with Thine own hand.
Now all that I have beheld,
And all Thy glories which I have witnessed,
Will I faithfully relate.
What I beheld in the former world,
By the blessing of God will I make known,
In all my undertakings the goodness of the Lord hath been showered upon me.
Loh (iron) has been my preserver.
Through the goodness of God have I been strong,
And all that I have seen during the various ages will I put in a book;
Everything shall be fully made known3.”

1. H. S. 368-69. Compare; I l| W ^ HRT II

snf| I *<**5 n wtsr ii B-N>VI w
Also*, Compare : B. N. VI (31, 32, 33, etc.)

2. S. R. Vol. V, 304
3. H. S., 369.
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This autobiography relates the chief events of the Guru’s life up to the advent of 
prince1 Muazzim (famous in Indian history as Bahadur Shah)2 in the Punjab. After this 
begins the unforgettable period in the life of the Guru, full of woes and miseries when he 
was a fugitive3. This period which represents a land-mark in the struggle for freedom from 
the political aggression and religious tyrannies of the Moghul rulers unfortunately remains 
unrecorded. However, even in its Present form the Bachitra Natak has attracted the attention 
of literateiirs like Dr. Trilochan Singh and Dr. Mohan Singh Diwana:

To Dr. Trilochan Singh) the autobiography appears unique for the following 
reasons :—

(i) “Guru Gobind Singh gave a detailed account of his previous birth.”

(ii) “Guru Gobind Singh’s discourse with God when he was not quite willing to leave His lotus
feet, but to fulfil His will and purpose he had to go.”

(iii) “The battles which are described could never have been depicted by other writers in the way
Guru Gobind Singh has depicted them, even if he had used available contemporary accounts”

(iv) “Towards the end of the autobiography is given the plan of Bachitra Natak that was yet to be
completed. He said, T will write about the life story of Avtars as Thou revealest to me, 6 
God.”
I first wrote Chandi Charitra. It was a short version. Now I wish to give a more detailed 
version4,”

Dr. Mohan Singh regards Bachitra Natak as—
“a model piece of the art of self-portrayal and self-estimation for its prophet’s self-consciousness 

its simplicity of statement, its frugality of effects2”
It is, in truth, an enchanting life story told in a confident, serene and charming 

manner. By the sweep of his epic imagination, he brings even the pie-historic past to bear 
on the grim present. The supernatural seems to him as real as the hard facts ot his harassed 
existence.

The Bachitra Natak reveals the Guru's great love for describing battle-scenes. Out 
of fourteen cantos, in the eight he has described battles out of which in the seven he was 
directly or indirectly connected. In such contexts he has often exhibited good taste in the 
employment of figures of speech. He modifies the spellings and the forms of the words also, 
in order to extract musical value from them.

The Guru himself gives the following description of a single combat and of the fighting 
in the battle of Bhangani:—

“Mahant Kripal, raging, lifted bis mace and smote the fierce Haiyat Khan on the head, 
upon which his brains issued bubbling forth as butter from the earthen vessel which Krishan 
broke. Nand Chand raged in dreadful ire, launching his spear, then wielding his scimitar. When 
the keen weapon broke, he drew forth his dagger for the honour of the Sodhi race. Then my 
maternal uncle, Kripal, advanced in his rage. The brave man’s body received many arrows, yet 
he emptied the saddle of many a Turkish chief. Sahib Chand, as a true Kshatri, strove in the 
battle’s fury and slew bloodthirsty heroes, shining lights of Khurasan. Many excellent warriors 
were slain, and those who survived fled with their lives. Sango Shah, lord of battle, gloriously 
acquitted himself, and trampled underfoot bloodthirsty Pathans Raja Gopal shouted as he stood in 
the battle-field, like a tiger in the midst of deer. The brave Hari Chand planted his feet firmly on

1. B. N., XIII.
2. L. Gr. Gr. S., 95.
3 Ibid 220.
4. The Sikh Review, June 1955, pp 45—47.
4>. H. P. L., 40.
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the field and in his fury discharged sharp arrows which went through and through his adversaries1”'

The Guru himself confronted Raja Hari Chand and afterwards thus described the 
combat that ensued :—

' Hari Chand, in his rage, drew forth his arrows. He struck my steed with one and then 
discharged another at me, but God preserved me and it only grazed my ear in its flight. His- 
third arrow penetrated the buckle of my waist-belt and reached my body, but wounded me not. 
It is only God who protected me, knowing me His servant. When I felt the touch of the arrow, 
my anger was kindled. I took up my bow and began to discharge arrows in abundance. Upon, 
this my adversaries began to flee. I took aim and killed the young chief, Hari Chand. When 
he perished, my heroes trampled their enemies under foot. The Chief of Korori was seized by 
death. Upon this the hillmen fled in consternation and I, through the favour of the eternal God, 
gained the victory. Having thus held the battle-field, we raised aloud the song of triumph. I 
showered wealth on my warriors2.”

1. S. K. Vol. V, 39-40. Compare :
JfsflT 5RR — folRT fHHT HHRt II ftft *HR PTlcT % wO II

HR II *RT HHsR Hfqft II
?rp *rm u <jHTr| hir^i mud hhri ii

^ SfWT^I* l| pft ^ 5ffi SR| II
Hp %115T II §5xft qRHt HS* II

If PI?’ *TfrffcW!f II 3*1 *sTR HIHtH TOTW II
ffeqi HTpT H? ^H^RHRrll pT ^R w't HR ||
riir ntr h% vrrfd uR ll h% str II 11
gp hi? HRtr Oft rhr n hh Hi *str u
fsrq jttwr *?Rt jtiI ll Hfen hr fan uh ii

HIT HK fft^f IlftlR II HifcT qR
HP sflR I cfk 5f§jft II SR hN I Hlf| HR qHR ||

B.N., VIII (7)

B.N., VIII (8) 

B.N., VIII (9) 

B.N,, VIII (101

B.N., VIII (11)

B.N., VIII (12)

2. 8. R- Vol. V. 44. Compare ;

*J3RT— HHR II JRH HTHW pTU HRT 51 £R II
|cftH m I efa HTht HWT 11 H qSR gj# | f^RTH 11
fecftq srTUT HfRR § W 11 qR qHR 11

fHHWNl.HTf H^TRII m %HH 'HR pH HHR II
5TW HR oT^Rt II 3H SHHHt II 

I qJHHO II PIT HRJ HRT II
H# cfk HR l| SRiH WR II 
HH Hlfe HRT II ^RtqqJ^RT II

HT^ II gHtHT II
g HRlf HH II h| HTH HR l|

feTOlf&T HHt 11 H# HR qi^ lj 
Hf sftH ^0 II fifcqT q5TH II

sftfcT STR || 3R iftT RH II

HH HR II HH ^ H

B.N., VIII (29)

B.N., VIII (30)

B.N., VIII (31)

B.N., VIII (32) 

B.N., VIII (33)

B N., VIII (34)

B.N., VIII (35> .
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The imagery of the Bachitra Natak is varied because the nature of the work is 
mythical,1 historical2 and realistic,3 while the scope of it is vast. The poet has drawn on

1. Mythical. Cosmogony i. e, the theory of the origin of the universe and its inhabitants :—

four 5r«t 3*1 qwr ii «h«j$rc ^ raw sqm u
*** gqr ii ^rfarq; ^rgfar *far $q ^qr II B-N-n> (10> 

3** *fsrr n mx. qt* 5*r ii
qjRTSJll faq ^t| II ^T** W | II B.N.II, (ll)
srfsrcig? g* ^r| n ^tt% ** *t| ll
fatq*!* q* gr?q) H fa| fa?q gif 3=*^ II b.n. 11,(12)
335 ^**T % W f*35HT II *fa *g3fe* <1* *HT II
fdterr qii* ir % f*3*tf 11 *r* *| farafa^wt II b.n.ii,(13>
fa* gt mm *1* w 11 fa* *fa ^ w •>
fara* *t* «ig qcfat: xft 11 fa*T *t* **fa % 3>r£l tl B-N-n* (14)

Historical. History^ of the origin of the Sodhis :—
^q|_ fa-^ % fa4t ra *r*r 11 t;*«rafa fail ^r*fa *^r*l ll

*i%3* sfa **t ii » B-N-n>(2°)
fa* fa* fai* mt «r*t 11 usttr ?*** #r ll

tl**qt *fa ffo,r 11 di*farar* q* fat? ^f*3* 11 b.n.u, (21)
forar fa? jpt fmtr 11 *ra-r ts^** srafafrcr 11

fir* w q»*T*t 11 3>r«r qr? gtgrfa T%*i^r 11 B-N-n> (22>
rf«rr *ifa II *ror n wir **# srrar 11
fjjr ^ ** 11 *ifa*rfa%*t*tqftq*711 b.n. 11,(23)

fa* *ifa 35 3^r 11 ̂  qsgt ^fta ggtar 11
^rf*^ 3<t * fisfawt 11 f*ra m m^t 11 B-N* n> w
*pr 3>Nir fa* ** 3$*r*r n ^r* * ^r* q>sr*r11
fa* % 3* qfa fa *q ii tr* ^t:* **?u b.n. 11,(25)
^ *3 fa*ir*st 11 *t* **w* *ra g*ra* 11

mm\% ** 11 far* * m 3* *t:ra*** 11 b.n. 11,(27)
3srt%* ¥rfa ^rqrtr 11 ̂ t:r? farfa **^ faqsRi 11
?n* * *q 11 gfr ^r«rr fawrc* *1 11 ®.n. n, (28)
faf * 3* w ^1 *r*r 11 *1 *t:r fa^ *r*r 11
*’gH*fa* fa* * *t^n 11 w *fa3t gw ^^r 11 b.n. 11,(29)

- 3. Realistic. Account of the battle of Bhangani : —

flftr— ^3 sfar «rm sr* fkm * fa* 3* ^r* 11
§ *ifara! ^tr* ^r*?3^ Tri* ll b.n.vih, (36)

fa ^ *c *f§; *t f*t ^ **n: fa^rt; 11
fa fa§ *fa f*^ fa* fafaq* 11 b* N- VIII> (37* 

#?t— *f* fa** 15 *ifa f**rRi g* *^k 3^* *r**rc u
*i**r*'FR f*^T*r 1 ?>f* fa# fa* *^sn*r 11 ®. n. vm, <3«)
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his encyclopaedic knowledge of the past as well as of the present and has enriched his argu
ments;1 by drawing on all his wide resources.

The Bachitra Natak is replete with Adbhul, Randra and Vira Rasas, and Ojas and 
Prasad Gunas. Its verse or metres closely correspond to the poet’s dominating mood. Its 
beautiful invocation to the sword in the beginning of this composition is a master-piece of 
vigorous and powerful style rendered into Tribhangi metre.2 According to Dr. Narang, the 
following four verses of Gobind Singh forming an invocation to the sword are among the 
finest of their kind to be met with in any literature of the world and as they are almost 
wholly in Sanskrit they will be easily understood in all parts of India3:—

Khaga Khanda Vihandam, Khala data Khandam atx ran mandam bara bandam.
Bhuja danda akhandam. tej prachandam, joti-amandam bhana prabham.
Sukha Santa Karnam durmati darnam, Kilbikh harnam asa sarnam.
Jai, jai, jagkaran, sristi ubharan mama pratiparan jai tegham4.
‘Thou art the Subduer of countries, the Destroyer of the armies of the wicked, in the battle-field 

Thou greatly adornest the brave.
Thine arm is infringible, Thy brightness refulgent, Thy radiance and splendour dazzle like the sun.
Thou bestowest happiness on the good, Thou terrifiest the evil, Thou scatterest sinners, I seek Thy 

protection.
Hail! hail to the Creator of the world, the Saviour of creation, my Cherisher, hail to thee, O 

Sword !5”
But when he describes his mission of championing the cause of truth and the 

suppressed humanity, he adopts the Chaupai metre in a quieter tone:
“And this great mission did Father, then entrust Himself unto me; and I took birth.
And as He doth command I speak on earth sans jealousy, sans hostility, sans distrust, to any one* 
Those who call me god shall go to blazing fire of Hell.
Indeed, am just His humble, humble slave let all men know.
Am but his bondsman, only come to see this earthly pantomime—this pageantry65'.

1. waj ^ spai# i Rfsfrr mfr m srit n
ffcrr 3T;w r%R fjr ^ qri | iff il B-N-n> (4)

I fm Prr *Tf| 11
SHT ^ S'TSTcr uiq fas |t N# HUff| II b.n. vi, (eo)

snqq 11 b. n. xi, w
2. Compare H. P. L. 40.
3. T. S., 142. It is, however, difficult, to fully agree with Dr. Narang that these verses are wholly in Sanskrit as most of the Wordst

ar© in Apbhransha form and the compounds and forms do not completely follow the Sanskrit grammar rules.
4. Compare: ’fWS# 3^11

*ri5T II
II

^ UTT SiraTRIJI ^ %3T l| B- N*I- (2>
5. S. R. Vol. V. 286.
6. The Spokesman, Guru Gobind Singh Number, 1952, p. 18.

Compare : =%! — so? urf| Tsr^r 11 tt sret u
t%r qrfir ft ii srec ft ^ qf? ft ii B- N->VI- (31)

| n % ii
i i ht H ^ qgfRT 11 B-N-VI* (32>

$ d w gw ^rar H awer rwrani b.n.,vi, 03)
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The metres used in the Bachitra Naiak are Swaiya, Totak, Tribhangi, Bohr a, Naraj, 
Bhujang Prayat, Rasawal, Chaupai, Chhappai, Bhujang, Arilla, Madhubhar, Padhri. Dohra, 
Bhujang Prayat, Rasawal and Chaupai have been repeated a number of times, as is evident 
from the data given in the footnote1.

Metre Canto No. Serial No. Total
Dohra I 1. l.

II 2,9,18,35. 4.
IV 8. 1.
V 2,4,15,16. 4.
VI 30,47,56,59,

60,64. 6.
VIII 19,23,36,37. 4.
IX 15,24 2.
X 9,10 2.
XI 4,5,7,53,57-59

65,66, 9.
XII 9,11 2.
XIII 22 1. 36,

Dohra
(Charani) XI11 24,25 2. 2.

Tribhangi. I 2. 1.
XI 25. 1. 2.

Bhujang-
Prayat I 3-19 17.

24—30 7.
35—36 2.
59—69 11.
76-77 2.
83—85 2.
87-88 2*

III. 1- 5 5.
9 1.

52 1.
IV. 1— 3 3.
VIII, 4—12 9.

17—18 2.
20—22 , 3.

X. 5-6 2.
XI. 1— 3 3. 72.

Bhujang. III. 39—44 6.
49. 1.

VIII. 24—30 7.
IX. 3— 7 5.

16—22 7.
XI. 26—32 7.

45—52 8. 4l.
Swaiya. I. 84. 1.

92—101 10. 11.

Totak. I. 53—58 6. 6.
Naraj I. 45-52 8.

78—81 4.
III. 10-18 9.
V. 1. 1.
VI. 34-40 ■ 7.
X. 7— 8 2.
XI. 55—56 2. 33.

Rasawal. I. 20—23 4.
31—34. 4.

Metre Canto No. Serial No. Total
37-44 8.
70—75 6.
82 1.
86 1.
89—91 3.

Ill 6— 8 3.
19—38 20.
45—48 4.

IV 4— 6 3.
VI 51—52 2.
VIII 13—16 4.

31—35 5.
IX 11—14. 4.
XI. 33—42 10.

60—64. 5.
XII 6— 8 3. 90.

Chaupai. II 1. 1.
3— 8 6.

10—17 8.
19—34 16.
36. 1.

in 51 1.
IV 9-10 2.
V 3 1.

PC — 1 Afj """JiTt 10.
VI 1—29 29.

31—33 3.
41—46. 6.
48—50 3.
53—55 3.
57—58 2.
61—63 3.

VII 1— 3 3.
1— 3 3.

38 1.
IX 1- 2 2.

23. 1.
X 1- 4 4.
XI 6. 1.

8-15 8.
54 1.
67—69 3.

XII 1— 5 5.
10, 12 2.

XIII 1—21 21.
23. 1.

XIV 1—11 11. 162.
Chhappai. Ill 50 1. 1.
Arilla IV 7 1. 1.
Madhubhar. IX 8—10 3.

12.XI 16—24. 9.

Padhri. 43—44 2. 2
•Grand Total. 471.
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The diction of Bacfritra Natak ,has *a.scharacteristic of its own. It has all sorts of 
words, monosyllabic as well as polysyllabic, simple as well as compound, current as well as 
poet’s own coinages, but words ot Persian and Arabic origin are conspicuous by their 
absence. The poet’s mastery of the diction is evident from the fact that the poet, though a 
Panjabi, has rarely employed Panjabi words of common usage into this Braji composition 
which is influenced by Avadhi and archaic Hindi

With the exception of Gosain Charitra by Beni Madhav, Ardh Kathanak by Jain 
poet Banarsi Dass and few works of its kind, biographical poetry in the history of Hindi 
literature, as found at present, is rare*. However, in the Hindi literature of the Panjab, 
which, being in Gurmukhi script, still remains unrecorded in the history of Hindi literature, 
are to be found two types of biographical poetry, i.e., biographies and autobiographies. 
The works known as Guru Bilas and Janam Sakhis by different authors are the poetical 
compositions of the first kind. Those which have come to light so far are Guru Bilas by Bhai 
Darbara Singh, by Bhai Sukha Singh and by Mohan Kavi and Janam Sakhi by Baba 
Ganesha Singh based on the lives of the Gurus. But the Bachitra Natak by Guru Gobind 
Singh is an autobiography which is unique in the history of the Hindi literature,

4-5. Chandi Charitra I & II
The theme of Chandi Charitra (1& //), the exploits of Chandi, is the same as that of 

Chandi-di-Var, the ballad of Chandi. Both are the free versions—the former in Hindi1 and 
the latter in Panjabi—of Durga Shapta Shati2, i.e., the seven hundred verses describing the 
exploits of the goddess Durga in the Markandeya Puran in fourteen cantos (81-94) :

Racho Chandka Ki Katha bani subh s^bh hoi3

hi Sri Markande Purane Sri Chandi Charitra Ukti Bilas...... ...adhyaya samaptamastu subhamastu4

Both the Chandi Charitras and the Chandi-di-Var are Guru’s renderings, in different 
metres, of the wars of the goddess with eight demons: Madhu, Kaitab, Mahikhasur, 
Dhumar Lochan, Chand, Mund, Rakat Bij, Nisumbh and Sumbh.

Chandi was the ruling princess of Ujjain. She succeeded to her father’s throne on his 
death. Being the only child of her royal parents, she led a secluded life, but had a great repu
tation for her ability and valour. While on her way to the river for offering ablution^, she 
was approached by Indra who could not get access to her otherwise. He had been driven 
out of his kingdom by the demons Mahikhasur, Sumbh, Nisumbh and others and had in 
his utter humiliation no other source of help than Durga’s. She laughed at him, for, his 
overweening pride lay now in the dust. But then she took pity upon him and riding on a 
tiger she marched her forces into the field in order to destroy his enemies, the demons. The 
demons led by Mahikhasur were very brave warriors but were at last defeated and driven
* H. S. 1., 216.

1. wren gw ww qsfrit wfrwt few i
2. wm afet gw WW tif ||
3r w’w wfew^fT efcftwt................... II

trs wwrfwr ww W3ffer ii 
4. ffw .... w^wwg g«wwg i

Ch. Ch. I, (6)

Ch. Ch. 1/2)

Ch. Ch. r, (233) 

Ch. V. (65)

Ch. Ch. I,
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out of Indra’s kingdom. After her return they began to harass the king again. This time 
the battle waged fiercer and more havoc was wrought on either side. At last Durga succeed
ed in extirpating them one and all,and reinstating Indra in perfect peace.

The first Chandi Charitra begins with the line
Ek Oankar Sri Wahiguru ji ki fateh. Ath Chandi Charitra Ukti Bilas.
The only one God! Victory to the holy Wahiguru ! Now the tale (bilas) of the deeds of Chandi will 

be told1
Then comes an adorational invocation. The poet, after invoking blessings to begin 

the work, prays for the safe completion of the work undertaken and says :
Oh, the giver of happiness, the remover of all the fears, called Chandika ! If you grant me light 
and intelligence, I shall compose a wonderful tale2. »

I no\ystart composing the Granth if you permit me.
I shall stud the composion with sentences full of jewel-like choicest words.
Kindly help me in putting in a propitious language this entire composition,
Which I think is a wonderful narrative3.

In the end, the poet says :
I have narrated Chandi Charitra in verse. It is imbued with raudra rasa (the martial spirit).
Each verse is more stirring than the other. From the beginning to the end all the similies are 

luscious, fresh and new.4
He says that he did it for amusement5, but adds :

He who heareth or readeth this for any object shall assuredly obtain it6.
He further refers to a special object ot his own :

I have translated the book called the Durga Sapta Sati, the equal of which there is none.
Chandi! grant the object with which the poet has translated it.7

The Chandi Charitra l is divided into eight adhyayas. Each one of the first, second 
third, fifth, sixth and seventh adhyaya ends in :

hi Sri Markande Purane Sri Chandi Charitre ukti bilas.......... dhiyayi8
And the eighth adhyaya has no such ending line at all. But strange enough to say 

that the fourth adhyaya ends in :
lti Sri Bachitra Natake Sri Chandi Charitre Chand Mund badh Chatrath dhyayi9
Thus ends the fourth chapter of Chand Mund badh of Chandi Charitra in Bachitra Natak Granth.

1. S. R. Vol. V., 81.

2.
3-

4.

5.

6.
7.'

8.

? Tier n sr ^ n

STTTH d? JT«T ?F3 *N4hl *eR 3RJT 4lR eTR II

sro wit fk%r $ 11 ^r?^ qRT mir hjw tt n
441 ^%eTTT t SKFmt infill
^ t ttiM *rfwt ^ fkig g | ll
3Rcrq> |?r qnl ^ nfiiTRT 41 w %% *rf | u
srrrl nfhxr q| §r| fit: Rf rs# mfk ?t|n

jr nr%e^r 4r ^rr wt * 4if u
faf. RU eT 4 i I? 4^ hi? ii ,

ffa ^faRsira........... fimt n

Ch. Ch. (First line) 

Ch. Ch. I. (5)

Ch. Ch. I. (6)

Ch. Ch. I. (232)

Ch. Ch. I. (232)

Ch. Ch. I. (232)

Ch. Ch. I. (232)

9.
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This line alone is sufficient to establish that the Guru had planned this composition 
to be a part of the Bachitra Natak Granth1.

The Chandi Charitra / is composed in 232 couplets and quatrains. The poet has 
made a liberal use or Swatyas and Dohras with a sprinkling of Sortha, Kabitta, Totak,
Punha and Rekhta metres in it2. , ,

) ■
The Chandi Charitra II begins in the same way as the Chandi Charitra I but without 

the words Ukti Bilas.
The prologue of Chandi Charitra II which is in praise of Chandi ends with the 

following couplet:
“The saints who continually meditate on thee, O Chandi,
‘Sljall at last obtain salvation and find God as their reward3.’
Even if a foolish person reads the life of Chandi, immense wealth will be bestowed on him;
If a coward reads it, he will be able to fight most bravely: j * *
If a jogi keeping awake the whole night mutters her name, he will achieve the highest yog with all 
its sidhis4.
If a student reads it, he will be enlightened with knowledge of all the shastras.
If any jogi, sanyasi or bairagi mutters her name, he will attain the highest virtue5.

Each adhyaya generally begins with :
tfAth...............................................................judh Kathnam6”

And ends in:
Iti Sri Bachitra Natake Chandi Charitre .................— dhiyaya sampuranmastu subhmastn,7

3.

4.

5.

Dr. Triloehan Sigh contends that Chandi Charitra 1 is not a part of Bachitra Natak Granth—The Sikh iteview, May 1955, 
pp 36—41

Chandi Charitra I 
Ukti Bilas 

Cantos 8.

Total MetreMetre
Sortha.

Swaiya

Serial No.
12, 20, 87, 117, 122, 129, 172, 7
1, 4, 7, 11, 14-18, 26, 32, 34, 36, 40, 41, 43, 
46-50, 54, 65, 59, 62, 64-69, 71, 73-75, 78,
79, 88.92, 97-99, 101, 108, 110-116, 125,
126, 127, 130-135, 137 138, 139, 140, 142,
143, 144 146. 147, 148, 149. 150, 151, 153,
154, 1E5, 156, 157, 158, 159, 160, 161, 162,
164, 165, 166, 168-173, 173, 175, 177, 179,
180, 182, 184, 185, 186, 188, 189, i90-199,
200, 201, 202, 205, 206, 207, 211, 212-218,
219, 221, 224, 225, 22', 228, 229, 231, 232. 134

Total
Kabitta.

otak.
Dohra.

7.

2.

Punha,
Bakhta,

Serial No.
52, 89, 181, 209, 210, 227, 230.
8, 9.
2, 3, 5,110, 19, 21, 23-25, 27-31, 33. 35, 37- 
39, 42, 43, 44, 45, 51. 53, 66-58, 60, 61, 63,
70, 72, 76, 77, 80-86, 90, 91, 93-96, 100,
10 -107, 109, 118-121, 123. 124, 128, 136.
141, 145, 152, 163, 167, 174,176, 178, 183,
187, 203, 204, 208, 220, 222, 223, 233. 80.
6, 13. 2.
22. l.

Grand Total 23?
% it gift; fkR fa=T 3% fait 1 3d i| 5t|Jt W II Ch- Ch-IL <262)

q? sr

qt fa^rrsff
*rq 5TR HRR

SIR II §3 TTlt II

srrq *11^ n srt qur ^*t fos: 11
fa?I ifa II sT| HR5IR II

II KV* 3R*IR II

Ch. Ch. II. (260)

Ch. Cb, II, (261)

7.
SR........................ .............. ..................................... I

.......... ........ sRjR JTR fa^IR QWTHg II
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The Chandi Charitra II is divided into eight adhyayas as Chandi Gharitra I and
is composed in 262 couplets and quatrains. A large variety of metrical patterns, viz., Sortha, 
Sangit Naraj, Sangit Bhujang Prayat, Sangit Madhubhar, Kulka, Chaupai, Totak, Dohra, Naraj, 
Bijai, Beli Bidrum, Bridh Naraj, Bhujang Prayat, Madhubhar, Manohar, Rasawal, Ruamal and 
Rual metres have been employed to suit the thought, emotion, character and situation1.

To Guru Gobind Singh, Durga was an incarnation of Bhagauti (Sword) who is herself 
a symbol of the divine power. Her spirit, that protects the weak, awakens the suppressed 
and inspires and stirs them into action against injustice and tyranny. Guru Gobind Singh 
wanted to revive the ancient spirit of kshatriyas and breathe valour into the veins of the 
old dying nation. It was with this exalting notion of his national mission that he regarded 
heroic literature as a means to this noble end. Jt was in this martial spirit that he regarded 
God as All-Steel and Shakti and gave expression to his burning desire for new shakti in 
both his devotional and secular works, and thus founded the cult of Shakti. He always 
invoked the blessings of Shakti to give him strength in order to champion the cause of truth 
justice and oppressed humanity:—

“Give me this power O Almighty, from righteous deeds I may never refrain.
Fearlessly may I fight all battles of life, full confidence may I ever have in asserting my moral 

victories.
May my supreme ambition and learning be, to sing of Thy glory and victory.
When this mortal life comes to a close may I die with the joy and courage of a martyr.”

Well does Dr. Diwana say that Chandi Charitra unveils Shakti in all her affection 
and awe1.

-r

1.

:2.

3.

Chandi Charitra 11.
Cantos 8.

Metre Serial No. Total Metre Serial No. Total
Sortha. 78. l. Bijai. 109, 111. 2.
Sangit Naraj. 175. l. Beli Bidrum. 133-138, 215-218, 220. 11.
Sangit Bhujang Bridh Naraj. 147, 1.

Prayat, 112-118. 7. Bhujang Prayat. 13-15, 22-25, 55-58,
Sangit Madhubhar. 166-172. 9. 124-126, 157-163, 205,
Kulka. 39-42. 4. 206, 211-214, 223-261. 70.

Chaupai. 26, 27 44, 45, 66, Madhubhar, 28-31,201-204. 8.
67 79-89 193, Manohar. 110. 1.
195-2 0, 221-222. 20. Rasawal. 6-11, 49-54, 59-63,

Totak. 16-19. 4* 90-108, 121, 122,
Dohra. 12. 38, 43, 4b, 64, ' 127-132, 148-156,

65, 77, 23, 139, 164, 176-187, 189-192, 207-210. 69.
188, 1«4 . 219, 262. 14.

Ruamal, 32-37. 6.
Naraj. 1-5. 20, 21, 47, 48,

119, 120, 140-46, Rual. 68-76. 9.
165, 173, 174 21. 262

The Sikh Review, May 1955, p. 39.

H.P.L., 41,

ft qsure ^ ^ >1
?T &rt wr 3TcT 3Tr? 5FU ^ WTTjff ^ 11

TfRT JR qt ff f11
5PT *TT5T qft 55T3"3 RfR 5R 5TrT UT rfW 11

I
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In the Chandi Charitra (I & II), the poet has shown his mastery of similies and epi
grams. He has not merely told the story of the goddess and her battles but has described in 
details all the various incidents interring them with similies and metaphors and thus has 
given vivid and lively pictures of the field of battle and the various fighters1. Each Verse, 
each line and each syllable breathes the fire of life in the dead, inspires the cowantdly to love 
war and Singles new courage in the blood of both the reciters and the listeners. :

In the Chandi CharitrafGuru Gobind Singh has forged a new style, an inkling of 
which we find in the Bachitra Natak in his invocation to the Sword. The rhythm of the 
verse,' the use of alliteration and the diction, all combined together produce a music, which is 
played in accompaniment with the twanging of arrows, the clashing of swords, the beating

1. Compaq r ;
• > ‘‘ r-‘ •

Chandi Charitra I.

sfrc fromrtir g i fron? I tag ftwR^t h
qq> ?iwt to ^ gsrc q>if< % fee it

tor at q^R Riwt nfi mft tot q* mft# 11 
fro toto a? mi qa qa er«r qwftwr n
t wr to fro rto egr toto at n #atn

|f TO Ta|R l=ER §TO l|
taat m mri it efar wra et q>i% is to =ata! ii 
fro wirrt TOf srftrrTOmst I wa am
ara gal TO ^ TO TO?! R* f*Rt |f TO wfm | l|
5T| qf wk a mi i ara i| eeafe ffoqt | ii 
TO gt aR 3to qt wra i to 4 gg ga fSfgfrot I li 
aft ri ag t to gai tot qrtar qftm |ii

|r% to,, aimer qft wft ai fa's TOa- aftwi | ii
TO* wpr TORI TO To TO TORq> 15 TO^I I II 
rto ^ wfe % to a pa arm egg tor qftm 1 n 
mm fro qmgm gm toV ar to t faftr a aaftm | n
ll era w 15 qfem hr 4 wirir R fama urarn gr w ii 
gfir to tor tor tot gfa ear ami aftwr tow h
RR R5IR % TO TO qRTO sga r& wft% TOWN
TO! TORT W HTOITO mi TOTTO | rg^T TOW. II
*£**> qft to to Raft TOat aimer toq toir^i ii 
to qaa % arsfi mi agwiTO rito raa aawftm u 
gaf’S t mra aft § TOfr ar to Tiqr strwMi 
^ I^tr ’sto q|R w rrTO % to mRwl u

to gr Rmr r%i ^ i^r qTO5tr ^ n
rl| TOTO Riq- VT|TO RtTO qR q^ fnR wfei TO W> || 
TORcT qmq 1^ Rtmq g WTO TO u| to€ II

wft rag?: % ^ qs I iito f^TH tor ir#; ii

Ch. Ch. I, (34)

Ch. Ch, I, (36)

Ch. Ch. I, (40)

Ch. Ch. I, (41)

Ch. Ch. I, (43)

Ch. Ch. I, (46)

Ch. Ch. I, (S0>
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of drums, the blowing of conches and the shouts of war cries. The verbal music produced 
chiefly by employing the devices of alliteration and onomatopoeia seems to reproduce the

^ -

^ns

TO 3TOS €1 RSIT S 1^1 11
TOS q>Tt SSR SS SS ^cTJRT 11
q^ rrr fat ^ str sts srcgft st n
*?S trR £t gift 7 SRtWt SRT sir RTSS?! II
is fag's s?^r Tftrat tot s rto qtt| qtfHt 1 n 
st*R ^qft smqft m sta farsrsfa sig sftqir f 11 
3S st far Itr it fro qs qqrs str qfr^t 111
SR§ SSRT €1 S? it Sg ttS # *TS €l StT sWt 1 ||

■TO fatTO SR % 53T § fa* faR m fat *RT II 
qsr ^gs^i wsft ?tsfa 5s jjsjt qfa str 11

S=f> §ST ?S 35RJTRT StT S SRS faR S® faf STR II 
rR SS fag'S §f fats TR* SR qj(t R S STR II
^tq fa =sfe SfSS *ft sPS fa st 3* rNft II 
tot ffaqns srr sst *q sf Rcsft qtr q;ft 11

STT fa gfat S Rife ^5 R$ fag Stf fatgffatll
RcT SST Sg*T ctg fa^TIS fa faf qfafa % Slffc fatfa II
qsw Sqfa? S^SSS sffSTgt SRSTR q>T«T *TS qTSRqq ||

?pi fas sts st m wrT q>rs sfe 9r sifa to rte II' V' v9 vO

TSRftrs ?r trkt s*sr ^ ^rss rtit fts *§q>r n
1 *r«5r«i3 % ^ R^qsr n

Chandi Charitra II.

Ch. Ch. I, (62)

Ch. Ch. I, (68)

Ch. Ch. I, (69)

Ch. Ch. I, (97)

Ch. Ch. I (230)

SRR Sn TS^ SS <m sis |! JR 11
*Eiq Riq fqst% SRS fss# ss 11

Rftrlf 11
®\ 3T*fi sir TO !pirlt 11 Ch. Ch. 11, (69)

ss q'^r lit ss? 11
sfcsr 3R<r ^TT3W Is Is r- »\»fas 11
TTlfl Rf| frl qts^ss srf| srf| ScfS 11

•*T*T SA qtf' rst rs 11 Ch. Ch. 11, (70)

3fER! 3T.tr TTTRS Rfr feqR It
RcrT ^ T3IT 3*51 ^'sr sts SSR 11

5R5 3R §R3R sqqt % m 11
nwm frrqis Rss^r srs^ 11 Ch. Ch. n, (71)

qtn^ q«r|t mil fsr Is 11
qtfir si Sl*TTS srft $ss 11

R% RTS fsSR ^3ft ^r 'TT s str 11
q| 3fi■ % Stffrr ^ifrr e Itr1 11 Ch. Ch. II, (74)
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actual action which this verse sets out to echo. The galloping verse, the best of accented 
siounds and the varying pause reproduce the speed of action and the hurry of movement 
in actual fighting. It is indeed a rare verse that shows a mastery of technique and elaborate
3Ft. that of

The Chandi Charitra (l & II) has a character different frontal) other works. It has 
nothing of a sectarian spirit, little of a religious tone, rarely inserting prayers and invocations 
to any deity, and such,as are inserted, are brief and moderate. It deals little in precepts, cere
monial or moral. It presents an uninterrupted succession of legends. Its leading feature is

«ni qif ftsriq q|5T stftq l|
3ftat qft HRT 331 rut 5<?r ii

qnu WWT ftftt Q3T ^3Tr i!
S’* €lq wsr qsqir n Ch. Ch, 11, (',6)

ftwft *\ *\ • ft*T rET §ftft stm i %tft fFRft ^tuT 3rft *FKK‘ II
^ 3T? ■ q>f SETTUr 1 RT%^f spijjf. qqRi ii Ch. Ch. 11, (84)

q%ftr ftft ^3% 3S3f% 1 i i wi ftk wq% II
r%qj i uftr fq^r* qr? ft% qqqq> u Ch. Ch. II, (85)

Wl Wi ^ I g's $£ $f’ UT§ l|
WK H ilH <sT3 fa %ft I ■ f^. Tt sfa faqft II Oh. Ch. Il; (89)

33^ 3ft 5TJ73m TO i ITST SWlfspT 3Rqt ^ ^ II
hut ftqirq w qsmsfft r«q rtu 11
ft? vjTJ gr'rr 3ftJT Hi fttfftq §5* 11

farFRT || Ch. ch. ii, (iio>

ftftfa 5g5HT5|*iTS Wftt ^?Tft

HOT?WET??U qi^t

*TFT??*T Hr 
HFTff ?T HH5f‘
qpT^iT qsft qfHffT fttr*
iTrUf^T JT55t

qET? ?RT HTJTf 31% 
gfRffJT

^ f%qtt!lft

s=rr
SR HFT qftqift

qjftusRRsfc— si<?i
fttr* w strit hft

qj^JTSFffir 8j*?— srt qwT star aw jgqq; era
HHT Hf ft at

i RJiifiT m n1 TTI3TfT«rT RfPTq TTI^ II
Ch. Ch. II, (112)

i q[JTf?TT tut qrq rlq !i
1 q;rTf?JT qlr || Ch. Ch. 11, (113)

t rrFTf^rt nt^ qq <fft' n

1 ^ITTf^U Ii Ch. Ch. II, (114)
1 TTT^fl Struff IT ITI% II
1 qinffu uft qfr% ii Ch. Ch. II, (115)

i qf| q§q qtr § q€iq.n
l uf TT§;q q q HHtttjq 11 Ch. Ch. II, (133}

! m qiT qrfq5?r n
i qqq'q qtr h n Ch. Ch. II, (134)
I aw 3^ aft q% fqq^rtaf II 

i qft ^tat far gfftiqT wit arft || Ch. Ch. II, (162)

1 3|T IT^T fq-* qtar 11

l qiq qrfr zz aiq wv li Ch. Ch. II, (213)
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narrative absolutely devoted to the heroic achievements of Chandi, ‘the Fierce’. Such a 
dynamic poetry which was written with the purpose of insipring bravery, dispelling 
cowardice and filling the hearts of the troops with valour, and which induced in them the 
dreams of battle-scenes and made them feel the very presence of Ran Chandi the
Goddess of war, dancing in the temple of their hearts, thus inciting them to spare no suffer
ings until they had put an end to the political and religious oppression of the Mughal 
rulers and liberate their motherland, the Panjab, will undoubtedly find a prominent place 
in the immortal ballad poetry of the Hindi literature as and when it becomes easily available 
in Dev Nagari character.

6. Chaubis Avtar
*

The Chaubis Avtar begins with an introduction running into thirty-eight quatrains 
(Chaupais1). This introduction, though brief, reveals Guru Gobind Singh’s conception of 
God and his belief in the cause, purpose and form of the descent of a deity upon earth. 
The Guru firmly believes that the One-God Himself is unborn2, garbless3 and unseen4 but 
is contained in all things5. He is the Creator6 and Destroyer7 of the whole universe^U acts 
ultimately proceed from Him8, though they appear to be done by His human instruments9,; 
He Himself remains completely detached and hidden in this universe10. He does not 
accept censure from any one (for destroying him) but rather casts censure on others11 
and as such whenever there is a portentous phenomenon foreboding a great misfortune,

38.

Ch. A. Intro (13)

Ch. A. Intro (15)

Ch. A. Intro (13)

Ch. A. Intro (15)

Ch. A. Intro (34)

Ch. A. Intro (35)

Ch. A. Intro (36)

Ch. A. Intro (12)

Ch. A. Intro (3)

Ch. A. Intro (30)

Ch. A. Intro (9)

Ch. A. Intro (6)

Ch. A. Intro (5)

Ch. A. Intro (5) 

Cn. A. Intro (6) 

Ch. A. Intro (38)

1.
2.

3.

4.

5.

0.

7.

8. 

9.

10.

11

Introduction
Chaupai 1-38

q>q§r si «rmr il ai a sail «rar9r
r?§ n q^f il

q>| ft aif? il I? sr: Jiig 11
ftafaf; sum ii %5 q* srm «ltaTOT5n u

r%r%qj ^nrh % sftq 57537571 il qq> etr sft n
II 5151 57737 II

3TTi *75757 nT ft^rrqr il ^if brR faR q^r il
*w 5i% 757 ri^i n. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  n
3757 w *75757 % il a f?!3 wi n
q37«7 *7*75* qq qSR TOHI ||  . . . . . . . . . . . . . .   II
37% 3T5ffi 5737 fsfCRm II  . . . . . .   II
^73 q>*3 *7*7 3157 Sfi!q3|577 II  . . . . . II
STIT *% «T1T ^ 37<7 II #1' |37>7 l|
qqst ^snq^l 57757. ^qr| ll % f%7* 11

Compare the JPanjabi proverb :
157 57717 «uq !| 57757 35n? anil
Death cometh to take one, but it is called by the name of fever.
^71357 15757^57 37?T % II «7R *7*7 37*7 357 % II
^713 f35J«7§ 557 57 q737 II ....................................... ..II
snq fq^Tt 57 ii fa?; fter 11
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He bids gods to descend on earth as saviours of humanity, called Avtars*, to fulln 
His will and purpose1.

The Guru maintains, as revealed to him by Akal Purafch2, that all the various in
carnations have failed to find even a trace of God, have got themselves confused in false 
conceptions and useless ceremonies and have confused others equally3.

He says that the Yogis and the Sanyasis, the Jains and the Muslim faqirs are all loot
ing the world with various types of hypocrisy and display of religious fervour. The true 
saint, the lover of God, can never remain hidden. The true love of God is always rewarded 
and the evil doers are ultimately punished4.

The Guru asserts that God is one for all and the primary aim of religion is to realise
Him and that if a person rises above the narrow sectarian views and knows the one 
Supreme Being even a little, he knows the Real Thing5.

The Chaubis A vtar is a romance of twenty-four legends of as many incarnations of 
god Vishnu6. It is composed by Syam7 who is no other than Guru Gobind Singh himself8.

These twenty-four incarnations are :—
(1) Machh (The Fish) (2) Kachh (The Tortoise}.
(3) Nar(The original eternal man) (4) Narayan. (Who resides on water)
(5) Mohini. (6) Bairah or Varah (The Boar).
(7) Narsingh (The Man-Lion). (8) Bawan or Vaman (The Dwarf).
(9) Paras Ram. (10) Brahma.

(11) Rudra. (12) Jallandhar.

THE POETRY OF THE DASAM GRANTH

* Avtar is a Sankrit word which means ‘a descent’ or ‘an incarnation'.—C. D. H. M., 33. The title is given to thos9 champions of 
humanity who come to its rescue in national crisis or emergencies.
God manifests Himself in striking forms whenever new adjustments have to be sought about. The special revelations are 
called in Hindu mythology avtars or descents of God. — An Idealist View of life by S. Radhakrishnan, p. 337.

ww srftwfe stqru ll aa aq ^ ^ n1.

3:

5.

6.
7. -
8.

Compare :

wr w^rqa *ra aarca l l waa qsr
f| aika Riftwafa wrca i 

aeiRiw i
qfbnajiq ftaren* w i^aig i 

, tdkfcaiqaiwta waaifa gw gw h

it

2. B. N, VI (6-28)

^ iq 11 fhw wl fsr*r it qrq 11
ww |t wn wrft wauw ii arit: Rig -fwier n

The Sikh Review, June 1955, p 48.
SffRWTSft f II 5II
^ ll siq?r Rg ii

fwa aq> q§;jiTMi faa ft qrw aw $35 wraHi
faw a* Rw at sgtpit ll fwwr |t qrw aw qrat ll

*s>*0The great deity of preservation and restoration.—C. D. H. M„ 36,
...... ——* ii wm mfm- *w|ii

For the discussion on the name Syam see Chapter I.

Ch, A. Intro. (2)

B. N. VI, (43)

Bhagwad Gita, IV, (7) 

Bhagwad Gita, 1V, (8)

Ch. A. Intro. (7)

Ch. A. Intro (23) 

Ch. A. Intro (22) 
Ch. A. Infcro. (36)

Ch, A. Intro. (1)
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(13) Bishen or Vishnu. (14) No name specified, but understood 4o
be a manifestation of Vishnu (Shesh- 
shayi Avtar).

(15) Arhant Dev (considered to be the founder of the saravagis sect of the Jain 
persuasion, or, indeed, the great Jain prophet, himself).

(16) Man Raja. (17) Dhanantar (The Doctor of Medicine).
(18) Suraj (The Sun). (19) Chandrama (The Moon).
(20) Rama. (21) Krishna.
(22) Nar (Arjun) (23) Baudh or Buddha
(24) Kalki or Nih Kalanki to appear at the end of the Kalyug, or when the sins of 

men are at their height1.
Prominent among these are the following ten8:—;
(1) Machh.
(2) Kachh.
(3) Bairah or Varah.
(4) Narsingh.
(5) Bawan or Vaman.
Of these the major and most

(6) Paras Ram.
(7) Rama.
(8) Krishna.
(9) Baudh.

(10) Kalki.
important are Ramavtar (864 Verses) and Krishnavtar

(2492 Verses).
The brief stories of the wonders and marvels of each of these Avtars as given in the 

Dasam Granth are given below. The metres in which they have been narrated are indicated 
in the foot notes.

(I) Machh Avtar (The Fish)
Once a demon, Sankhasur by name, harassed the entire world. Upon this, Vishnu 

appeared in the form of a fish who churned the ocean, and thus troubled the demons. 
The latter got enraged" and threw away the Vedas into the ocean. This naturally upset 
Brahma. Now Machh Avtar came to his rescue. A terrible fight ensued in which he over
powered the demon at last. He seized back the Vedas and restored them to Brahma.
1. C. D. H. M, 38. Compare : H. P. L. 39; H. S , 358.

2- 11 fcR u'irar uu %mu 11
=5RrT II Sfifj ^ faff #1^11^11 Ch- A.. Intro (4)

Compare : According to the generally received account the incarnations of Vishnu are ten in number, each of them beinj;
assumed by \ i&hnu, the great preserving power, to save the world from some great danger or trouble. —C. D. H. M, 35.

f^pt gwf w- li G 311 a) 
Total Metre Serial No. TotalMetre Serial No.

Chaupai,
Tribhangi.
Bhujang.

1. Machh Avtar, 
39, 40.
54.
48-53.

2.
1.
6.

Bhujang Prayat. 41-44, 4.
Rasawai. 45-47. 3.

it)’
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(2) Kachh Avtar (The Tortoise)
(3)—(4) Nar-Narayan (5) Mohini Rup Avtar.

The churning of ocean by gods and demons was the occasion for the advent of these 
three incarnations. In order to help churning the ocean with the help of the Mt. Mandra- 
chal, Vishnu assumed the form of Kachh to fix up the mountain. When the gems (ratna, 
etc.,) discovered from the bottom of the ocean could not be amicably distributed among 
them, Nar-Narayan appeared; but when he failed to achieve his object, a fight ensued bet
ween the gods and the demons, and Mohini Rup appeared and charmed them into accept
ing her award.

(6) Bairah or Varah Avtar (The Boar)
The story of Varah Avtar is taken from Shiv Puran. There were two demons, 

Hirankashyap and Hirnachhas. By virtue of their physical prowess they played a lot of 
mischief in the world and made it impossible for people to live under their sway. A great 
chaos prevailed everywhere and when Hirankashyap pressed the Meru mountain with the 
toe of his foot, the earth was sub-merged into the water. Then Vishnu came to the rescue 
of the people in the form of a boar. This boar became a source of terror to the demons 
until the stronger of the two demons, Hirnachhas came forward to extirpate it. But 
Hirnachhas was killed in a fight that continued for eight days and nights. Thus peace was 
restored to the land.

(7) Narsingh Avtar (The Man-lion)
The story of the Narsingh Avtar is related in Bhagwat and Vishnu Purans and 

partly in Padam Puran. Prahlad, the son of Hirankashyap, the demon king, while yet a 
boy refused to acknowledge his father as Almighty God, but asserted his faith in Gopal 
whom he believed to be omnipresent, even in the pillar that supported the ceiling of the 
court. As the king struck his sword at the pillar in defiance of Gopal, there appeared all

i ■

Metre Serial No. Total Metre Serial No Total
2. Kachh Avtar. 6. Bairah or Varah (The boar) Avtai •

Bhujang. 2, 3, 4, 5, 4. Bhujang. 2-14. 13.

Bhujang Pray at. 1. 1 Bhujang Prayat. 1. 1.
5. 14.

Samudra Chhir Mathan
Chaupai. 12, 13. 2.

Totak. 1-10. 10.
Dohra. 11. 1.

Bhujang. 14. 1.
7. Narsingh (The Man-lion) Avtar.

14- Chaupai. 28, 29, 35, 36, 37. 5
3 -4. Nar-Narayan Avtar Totak. 5-18, 26, 17 16.

Bhujang. 15-20. 0. Tomar. 21, 22, 2.
6. Dohra. 34, 1.

5. Mohini Avtar Padhari. 1, 2, 3, 4, 10-41. 7.

Chaupai. 5. 1, Beli Bindram. 19, 20. 2.

Dohra 2. Bhujang. 31-33, 38, 39. 5.

Bhujang. I. 8. 2. Bhujang Prayat. 50, 1,
Bhujang Prayat. 2, 3, 4. 3. Bodhak. 23, 24, 25. 3.

• 8. kz .
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of a sudden, out of this column Narsingh to whom Hirankashyap gave a brave and long 
fight but fell ultimately. Prahlad was then made the king in the place of his father^

(8) Bawan or Vaman ( The Dwarf )
Bali, a demon king got proud of his status, power and dominion and almost ruined 

Indra’s capital. Upon this Akal Purakh ordered Vishnu to descend on the earth as the
Bawan (Vaman) Avtar. Thus Vishnu appeared in the form of a poor, lean, thin dwarfish 
Brahman, well-versed in the Vedas which he recited standing before the court. The king
was much pleased with his recitation and offered him much wealth as a reward. The dwarf 
refused to accept anything except two and a half karamas (steps) of land. The king readily
agreed to this apparently modest proposal much against the advice of his minister, Sukra, 
who suspected a great fraud. In the first step that the dwarf took, he covered the whole 
earth and in the second he reached up to Brahma Lok. There being no further ground to 
measure, Bali offered his own body for the remaining half-step. This banished him to the 
Patal (under-world) and Bawan with him as his door-keeper, bound as he was bv the term
of his boon.

(9) Paras Ram
This story is also drawn, like the Krishnavtar, from Bhagwat. The gods having been 

harassed by the Asuras who had, appeared in the form of Kshtriyas, approached Akal 
Purakh and invoked His help. He was pleased to order Vishnu to descend on the earth to 
kill the evif doers. Vishnu, accordingly, appeared in the form of Paras Ram. In the 
award of gems, discovered from the churning of the ocean, the Rishis got Kam Dhenu, 
(desire-yielding cow) as their common share. The king Sahasrabahu forcibly carried it off * 
and killed Paras Ram’s father. In revenge, Paras Ram killed Sahasrabahu arid slaughtered 
Kshatriyas wherever he met them and wiped them out of the earth twenty-one times.

(10) Brahma Avtar.
The story of Brahma Avtar may be traced back to Brahma, Brahma Vaivarta, 

Brahmand, Bhavishya and Markandeya Purans. Brahma is regarded as the inspirer and the 
presiding deity of the Vedas, the Smritis and the Shastras. Whenever there is a decline of 
learning or culture, he appears as the tenth Avtar of Vishnu to resuscitate, foster and 
spread the Vedas and other forms of knowledge and learning. He has assumed the human
form again and again in course of ages as the

Metre Serial No. Total
(8) Bawan or vaman (Tne Dwarf) Avtar 

Chaupai. 8-11, 13-16, 20-25,

27. 15.

Tomar. 17-19, 3,
Dohra, 12, 26, 2.

Naraj. 4-7, 4.

Bhujang. 2, 3, 2.

Bhujang Pray at. 1, I.

greatest scholar of Indian learning.
Metre Serial No. Total

9. Paras Ram Avtar.
Chaupai. 1-4, 35. 5,
Naraj. 12, 13. 2.
Bhujang. 6-11, 27-30, 32-34. 13.
Bhujang Prayat. 5, 31. ■ 2-
Rasawal, 14-26. 13.

35.
10 B rahma Avtar.

Chaupai. 1-5, 7. 6.
Dohra. 6. I,

~7.27.
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(11) Rudra Avtar
In order to punish the wicked persons, the enemies of humanity and the demons 

Vishnu appears as Rudra (Shiv). Accordingly, Vishnu descended as Rudra to punish demon 
kings particularly those like Tripura and Andhak. The latter possessed great wealth and 
power and used both to serve his nefarious purposes. After a long fight between the two 
armies arrayed on either side in the manner of Chandi’s wars, Rudra and Andhak came in 
close grips with each other, the former killing the demon with his unfailing triskul (trident).

(12) Jallandhar Avtar
The demon, Jallandhar, who had extended his power far and wide sent an ultima

tum to Shiva asking him to surrender his wife or to face death. Thus ensued war between 
Shiva and Jallandhar which continued for years, but in vain. At last Vishnu came to 
rescue and thought of a device. While Jallandhar was engaged in the fight, Vishnu
assumed his form and approached his wife Brinda as Jallandhar and received her homage 
and flesh, thus depriving Jallandhar of the spiritual strength of his wife’s chastity, This 
resulted in the death of Jallandhar and the triumph of Shiva.

The Bhagwat Puran also tells us that Shiva killed three sons of the demon, and 
Tarak and Andhak, and others who were a source of great annoyance and fear to the gods, 
on account of their increasing power and predatory ways. > .

(13) Bishen or Vishnu Avtar
Whenever mankind is in distress, wickedness takes the upper hand over virtue or 

whenever the gods are attacked by demons and forced to leave their homes and hearths, 
the god Vishnu is called upon to come to their rescue and save them from humiliation.

(14) Sheshshayi Avtar v
Once, as the story goes, Vishnu lay asleep in water on the couch and under the 

canopy of Sheshnag, a serpent having thousand heads. Out of the dirt of his ears there came 
two demons, Madhu and Ketab, who created a great havoc. Thus, alarmed out of his com
posure, Sheshshayi (Vishnu) rushed to them and after a protracted fight, succeeded in killing 
them. ..... '
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Metre Serial No.
i

Total
11. Kudra Avtar

Arilla. •
r-eo00C

O 2.
Chauoai. 53 35. 3. -
Totak. 1-6 9-16, 38, 39. 16.
Naraj. 21. 22. 2.

Padhari. G
O

• 2.
Kasawal. 23, 32. 10
Huamal. 17-20.

Gaur Badh Katbnam

4.
19T

Dhaupai. 4. 5, 7, 8. 9, 10, 11, 12, 
13. !4 15. 16. 17, 18. 
19, 20, 21. 22, 23, 24, 
26, 27, 28, 29, 30, 42,
43, 44, 48, 49, 50. 31.>

Totak. -3. 3.
Dobra. 6, 25. 2.
Naraj. 31-33, 35-38. 7.

Metre Serial No. Total
Bridh Aaraj 31-34, 39-41. 4.
Bhujang. 45-47. 3.

50.
12. Jallandhar Avtar.

Chaupai. 1, 2, 3, 5-9, 11.14, 24-28.- 17.
Totak. J 5-20. a.Dohra. 4, 10. 2.
Bhujang Prayat. 21, 22, 23. 3.

~2s7
13. Bishen or Vishnu Avtar.

Chaupai. 1-2, 4,5. 4.
Dohra. 3. 1.

yr
14. Shesh-shayi Avtar.

Chaupai. 2, 3, 5? 6. 4.
Dohra 1, 4, 7. 3.

7.
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. (15) Arhant Dev
\ Once demons assembled together in a temple under the leadership of their Guru to 

think how to protect themselves from the gods and challenge their superiority. In their 
deliberations they resolved that like gods they should adopt the Vedic religion and perform 
sacrifices which would lend them spiritual strength. When the gods heard of it, they became 
uneasy and debated on how to defeat the demons in their objective. At last they approached 
Akal Purakh who ordered Vishnu to descend on the earth to do so. He took his birth as 
Arhant and founded a new cult, the Sravag. He became popular among saints and 
preached his cult far and wide. He forbade himsa, discouraged sacrifices and promoted 
asceticism. He had followers who shaved their heads, gave up sacrifices and developed a 
passion for the sanctity of life. This gave the gods the much-needed relief, for the power 
of the demons declined.

(16) Manu Avtar
There was, however, an unhappy result of Arhant’s preaching, i.e., the Jain Dharma 

came to be established and the Vedic Dharma had a set-back. Vishnu came down again as 
another Avtar in the person of King Manu who revived the old religion and codified the 
laws known as Manu-Smriti. He patronised charities, sacrifices and pilgrimages and thus 
restored the Vedic religion to its former position.

(17) Dhanantar (The Doctor of Medicine)
With the increase of wealth, prosperity and the life of ease which the people led, 

many diseases and maladies began to overtake people. Both the kings and the people were 
worried be9ause no effective cures were known. God enjoined upon Vishnu to under take 
this mission. The gods churned the ocean and got Dhanantar Baid. The Baid founded a 
system of medicine which ensured a better health and a longer life.

This story is found in Harivansh Puran also.
(18) Suraj (The Sun)

When the demons born of Aditi became powerful, they established a reign of terror. 
As desired by Akal Purakh, this time Vishnu assumed the form of Suraj, and destroyed 
them all. Later on, another demon Diragh-Kaya arose as the bitterest enemy of the gods

Metre Serial No. Total Metre Serial No. Total
15, Arhant Dev Avtar. \. *

Chaupai. 1-13, 15-18 17.
Dobra. 14,19,20. 3. 18. Puraj Avtar.

20* Ardh Naraj 5, 6, 21, 22. 4.
Arilla. 9, 10. 2.

16. Manu Raja. Chaupai. 1, 2/ 8 3.
Chaupai. 1-7. 7. Totafc. 25; 26. 2.
Dobra, 8. 1. Dohra. 7, 27. 2.

8. Naraj. 3, 4, 19, 20. 4.
17. Dhananter Avtar. Beli Bidram. 23, 24. • -Chaupai, 1-3, 5. 4. Anbhav Clihand. 11. 1.

Dohra, 4,6. 2. Madhur Dhun. 12-18. 7.

6.

,r
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and the Brahmans. It is said that he grew incredibly taller in status and once held up the 
chariot of the Sun. This was a signal for another long battle between the gods and the 
demons, with these two as their heads. This time,too, the gods won the day and Diragh- 
Kaya was killed.

(19) Chandrama or The Moon
In the evolution of the world,there came a stage when nights were perpetually dark 

and the sun ever shone hpt in the day. No vegetable or food could grow for long under 
the heat of the sun. The women, too, were loveless and indifferent to their husbands. In 
response to the prayers Akal Purakh asked Vishnu again to go out for the help of mankind, 
to play the role of the moon. He acted accordingly. This quickened new life in nature as 
well as in women and cooled down the heat of the sun for the night hours. But in course of 
time the moon grew vain and took to evil ways. He enticed the wife of Brahaspati and that 
of Gautam. Cursed by the Rishis, he developed black marks of infamy and suffered from 
periodical waning. -

(20) Ramavtar
The Ramavtar is the story of Shri Ram Chandra, son of King Dashratha, the ruler of 

Ayodhya and the hero of the epic, “the Ramayan.’’ As pointed out at the end of the 
composition} it has been taken from the Bhagxvat Puran and versified in couplets and

r * YWlYtyHKS
quatrains.-It begins with the story of Raghu, the founder of the solar dynasty*up to the
1. R. A* (861)

Metre Serial No. Total

Chaupai.
19. Chand Avtar or The Moon

12-15. 4.

Tomar. 5-H. ' 7.
Dodhak. 1- 4. 4.

20. Rama Avtar.

15.

Chaupai 1. 2, 3, 158, 159, 160, 161, 162, 163,
161 165, 166, 167, 16% 818, 819,
820. 821. 828, *29, 830, *>31, 832,
833, 834, 835, 837, 838, 839, 84t>,

. 842, 843, 844, 845, 847, 849, 851, 45- 
852, 853, 854, 855, 856, 857,^^^60,43-

Totak Chhand.

Padhari Chhand.

ISTaraj Chhand. 

Ruamal Chhand,

Rasawal Chhand.

4. 5, 6, 7, 8, 9, 10, 11, 12, 13, 14,
15, lr, 17, 18, 19, 20, 21, 2% 356, 
357, 358, 359, 360, 361, 362. 36?, 27

23, 24, 25, 26. 27, 28. 29, 30, 31,
32, 33, 34, 35, 36, 37, 38, 471, 472, 
473, 4 74, 475, 476, 477, 478, 479, 
480, 481, 482, 510, 511, 512, 513, 
514, 515, 516, 517, 518, 519, 520. 39

39. 40, 41, 42, 43,44, 45, 46. 8

47, 48, 49, 5«, 51, 52, 53, 54, 55, 56,
57, 58, 59, 60, 61, 62, 63, 64, 65, 66,
67, 68, 22

69-112, 426-445, 630-654, 669-679. 100

Metre Serial No. Total

Bhujang Prayat. 113-117,398-411, 413-421, 680-694,
708-736. 72

Sangit Bhujang Prayat 575-587 13

Anant Tuka Bhujang-
Prayat. 695-702, 8

Sundari Chhand. . 118-127, 332-339, lj
Madhur Dhun Chand. 128-138 H

Chatpat Ci heega ke-
adkrit Chhand. 139-146 8

Swaiya. 147-157, 610, 623,3*"* 26

' Swaiya Anant Tuka. 608 j

Chabol Swayya. 609. j/

Kabitta.

D®,dhak Chhand.

Samanka Chhand.

Saraswati Chhand. 

Kag Sarupi Chhand. 

Kag Sarupi Adha- 

Cuhand. 
Cgadh Chhand.

169. 170, 171, 172, 173, 174, 175,
176, 265, 266, 300. • 11
177, 178, 179, 180, 181, 182, 183,
184, 185, 186. 10
187, 188, 189; 190, 191, 192, 193,
194. 8
195, 196, 197, 198,199, 200*, 201, 202. 8

203, 204, 205, 206. -g*
4

207, 208, 209, 210, 211. , , 4-
212, 213, 214, 215, 216, 217, 218,
219, 220, 221, 222, 223, 224. 13
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death of Sita and Ram who left Lav and Kush to rule after them. The population of 
demons multiplied so fast that the gods found it impossible to lead a life of peace and 
honour. It was for their protection that Ram was bornjand he ultimately cleared the whole 
country, from the Gangetic Valley down to Ceylon, of demons, though he paid a heavy 
price for it. Vir rasa or heroic sentiment is dominant in this part.

Metre
Ugatha Chhand 

Dohra

Sortha

Manohar Chhand

Bijai Chhand 

Apurab Chhand

Kusum Bachitra 
Chhand

Kanth Abhukhan 
Chhand

Jhula Chhand 

Jhoolna Chhand

Serial No Total
225, 226, 227, 228, 229, 230, 231,
232, 233. 9
234, 235, 236, 237, 238, 239, 240,
241, 242, 243, 262, 264, 323, 412,
466, 751, 806, 807, 808, 809, 823,
827,836, 841, 846, 848, 850, 858.
861, 862, 864, 31
244, 245, 216. 3

247, 24:, 249, 250, 251, 252, 253,
254, 255, 256, 257, 258, 259, 260,
261, 348,349, 350, 351, 352, 353,
354 355. 23
263. 1

267, 268, 269, 270, 271, 272, 273,
274 275, 276, 301, 302, 3u3, 304, 
305, 3l6, 307, 762, 763, 764, 765, 
766, 767, 768, 769, 770. 26

277, 278, 279, 280, 281, 282, 283, 
284. 8

285, 286, 287, 288, 289, 290, 291,
202. 8

293,294,295,296. ' 4

297, 298, 299. 3

Anoop Naraj Chhand 308, 309, 310, 311, 312, 313, 314,
315, 316, 317, 318, 319, 320, 321, 
322, 570, 571, 572, 573, 574, 789, 
790, 791, 792, 793, 794, 795, 796, 

797. 29
Sukhda Chhand 324, 325, 326, 327, 328, 329, 330,

331. 8

Tarka Chhand

Geeta Malti Chhand

Chhappai Chhand

San git Chhappai 
Chhand

Utangan Chhand

Biraj Chhand

340, 341, 342, 343, 244, 345, 246,

347. 8

364, 365, 366, 367, 368, 369, 370,
371. 8
372, 373, 374, 375, 376, 377, 378,
379, 499, 500. 10

390. 391, 392, 393, 394, 395, 396, 

397. 8
380, 381, 382, 383, 384, 385, 386,
387, 388, 389. 10

422, 423, 424, 425. 4

Metre
Mohan i Chhand

Nav Namak Chhand

Tilkarva Chhand 
<►

Sirkhandi Chhand 
Sangib Padhisataka 

Chhand

Hob a Ch'aand 

Ajba Chhand

Trinnin Chhand

Trigata Chhand 

Anad Chhand

Bahia Chhand 
Sangit Bahra Chhand 
Ardh Naraj Chhand 
Tribhangi Chhand

Kalas Chhand

Chaubola Chhand 
A lk a COhand

Makra Chhand

Mritgat Chhand 

Anka Chhand

Chachari Chhand 

Aruha Chhand

Akra Chhand

Bahora Chhand 

Tilka Chhand

Arupa Chhand

Serial No. Total
446, 447, 448, 449, 450, 451, 452,
453. 8
454, 455, 456,457, 458, 459. 6

460, 461, 462, 463 , 464, 465. 6

467, 468, 469, 470. 4

483, G
O 485, 486, 487, 488, 489,

490. 8

491, 492, 493, 4° 4Tt< -2~ y 495, 496, 497,

498, 527, 528, 529, 530, 531, 532. 14

501, 502, 503, 504, 505, 506, 507,

508, 509, 521, OmJ » ? 523, ■524, 525,

526, 758, 759, 760, 761. 19

533, 534, 535, 536, 537, 538, 539,

540. 8

541. 542, 543, 544, 545, 546, 547,
548, 549, 550. 10
551, 552, 553, 554, P* mr p*5 DO, 556, 557,

558. 8

559, 560. 2

561, 562, 563, £64. 4
565, 566, 567, 568, 569. 5
589, 591, 593, 595, 597, 599, 601,
603, 605. 9
588, 590, 592, 594, 596, 598, 600,

602, 604. 9
606, 607 2
624. 625, 626. 627. 628. 629. 6

655. 656. 657 658. 659. 660. 661.
662 663. 664. 665. 666. 667. 638. 14

703. 704. 705. 3

706. 707. 743, 744, 745, 746, 747,
748, 749, 750, 752., 753, 754, 755,
756, 757. 16
737, 738, 739, 710, 741, 7 12. 6

771, 772, 773, 774, 775, 776 6

777, 778, 779, 780, 781, 782, 783,
784, 810, 811, 812, 813, 814, 815,
816, 817. 16

785, 786, 787, 788. 4
798, 799, 800, 801, S02, 803, 804,
805.» 8

822, 824, 825, 826. 4
Grand Total. 864



THE POETRY OF THE DASAM GRANTH

The Guru, with the joy of an author at the end of his toil, was pleased to note 
the date and place of the completion of Ramavtar,

On the first day of the dark half of Har, a day of pleasure to me.
In the sambat year seventeen hundred and fifty five (1755 B.)
Through Your grace I composed this Granth.
As to the errors of omission and commission, poets may please correct them.
At the base of lofty Naina Devi by the side of the Satluj,
Through God’s grace I completed the history of Ram from Bhagwat.

This part of the Chaubis Avtar is the Ramayan which is evident from the conclud
ing remark : Iti Sri Ramayan Samapat.

(21) Krisanavtar.
The story of the Krisanavtar is also taken from the Bhagwat Puran, Tenth Book.1 

It is divided into five parts. The first part ( Dasam : 1-440 ) deals with Krishna’s parents

1. K. A. (4)., Ibid in (2491).

Metre Serial No. Total
21. Krisanavtar

Ari?a 107, 283, 783, 1419, I4S9, 1500,
A

1508, 1664, 1690, 1691, 1715, 2071, 
2072, 2073, 14

Swaiya (1782) 5, 8 9, 10, 11, 12, 21, 24, 27, 33,
34, 37, 43, 46, 49, 50, 51, 53, 55, 57,
63, 65, 67, 69, 70, 71, 73, 74, 76, 
77,80, 82, 84, 87, 89, 92, 96, 99,
100. 39

301. 103, 104, 105, 106, 108, 109,
110, Hf, 112, 113, 114, 115, 118,
] 19, 120, 121, 122, 123, 124, 125,
126, 127, J 28, 131, 132, 133, 135,
138, 139, 142, 143, 144, 146, 147,
148, 149, 150, 153, 154, 156, 157,
158, 159, 160, 162, 164, 165, 166,
167, 169, 170, 171, 172, 173, 174,

175, 176, 177, 179, 180, 181, 182,
183, 184, 185, 186, 187, 188, 189,
191, 192, 193, 194, 195, 196, 197,

198, 199, 200,

201, 202, 203, 204, 208, 209, 210,
211, 212, 213, 214, 215, 216, 217,
218, 219, 2 0, 221, 222, 223, ' 225,

226, 227, 228, 230, 231, 233, 234,
235, 236, 237, 238, 239, 240, 241,
242, 243, 244, 247, 248, 249, 250,
251, 252, 253, 254, 255, 256, 257,
259, 260, 261, 262, 263, 265, 266,

.267, 269., 271, 272, 273, 274, 275,
276, 278';,279, 280, 281/' : 282, 2 4,
286, 288;, 290, 292, 293, 294, 295,
296, 297., 298,

Metre Serial No. Total
301, 302, 303, 304, 305, 306, 307,
309, 310, 312, 313, 314, 315, 317,
3J8, 319, 320, 321, 322, 223, 324,
325, 326, 328, 329, 330, 331, 334.
33J, 338, 339, 340, 341, 342, 343,
344, 345, 346, 347, 348, 349, 350,
351, 352., 353, 354, 355, 356, 358,
359, 360,, 361, 362, 363, 364, 365,
366, 367, 368, 369, 370, 371, 372,
373, 374., 375., 376, 377, 378, 379,
380, 381 382, 383, 384, 385, 386,

387, 388, 389., 390, 391, 392, 393,

394, 395, 396, :397, 398, 399, 400, 91
401, " 02, 403, 404, 405, 408, 409,
410, 411, 412, 413, 414, 416, 417,
418, 419, 420, 441. 442, 443, 444,

445, 446, 447, 448, 449, 450, 451,

452. 453, 454, 455, 456, 457, 458,

459, 460, 461, 462, 463, 464, 465,

466, 467, 468, 469, 470, 471, 472,

473 j 474, 475, 476, 477, 478, 480,

481, 482, 483, 484, 485. 486, 487,

488, 489, 490, 491. 492, 494, 495,

496 497, 498, 499, 500. 75

501, 503, 504, 505, 506, 507, 508,

509, 510, 511, 512, 513, 514, 515,

516, 517, 518, 519, 520, 521, 522,
523, 524, 525, 526, 527, 528, 529, -

530, 531, 532, 533, 534, 535, 536,
537, 539, 540, 541, 542, 543, 544,

545, 546, 547, 548, 549, 550, 551,
552, 553, 556, 557, 558, 559, 560,
561, 562, 563, 564, 565, 566, 567,
568, 569, 570, 571, 572, 573, 574,
575, 576, 578, J579, 580, 581, 582,
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and his childhood. The second part (Ras Mandal: 441-756) deals with Krishna’s stay at 
Kunj Gali, his sports with cow-maids, his intimacy with Radhika and her Maan Leela 
(RFTSftstT)- The third part (Birha 756-1028) describes the pangs of separation felt by Radhika 
and her maids on Krishna’s departure for Mathura and during his stay there, etc. In the 
fourth part, (Judh Prabandh : 1029G951) we have accounts of Krishna’s duels and battles 
with Kans, his father-in-law, Jarasandh and their loyal followers. The fifth part (1952-2492) 
contains other incidents, described in a milder tone because they are of a domestic nature.
Metre Serial No.

583, 584, 585, 586,
590, 591, 593, 594,
599, 600,

601, 602. 604, 605,
609, 610, 611, 612,

616, 617, 618,, 619,
623, 624, 625, 6i7,
631, 632, 633, 634,
639, 640, 641, 642,
646, 647, 648, 649,
653, 654, 655, 656,
660, 661, 662, 663,
667, 668, 669, 670,
674, 675, 676, 677,
681, 682, 683, 684,
688, 689, 690, 691,
695, 696, 697, 698,

701, 702, 703, 704,
708, 709, 710, 7H,

715, 7i6, 717, 718,
722, 723, 724, 725,
729, 730, 731, 732,
736, 737, 738, 739,
743, 744, 745, 746,
750, 751, 752, 753,
760, 761, 762, 763,

768, 769, 770, 771,
775, 777, 778, 779,
784, 785, 788, 790,
795, 797, 798, 799;

801, 802, 803, 804,
808, 809, 810, 811,
816, 817, 819, 820,
829, 830, 83], 832,
840, 841, 843, 844,
8i8,, 849,, 850, 851,
855., 856.> 857, 858,

863, 864, 865, 866,
870, 871,. 872, 873,
877, 878, 879, 880,
884., 885,, 886, 887,
891., 893;, 894, 895,
899, 900,

Total Metre

587, 588, 589,

595, 596, 598,

606, 607, 608,
613, 614, 615,

620 621, 622,
628, 629, 630,
635, 636, 638,
643, 644, 645,
650, 651, 652,
657, 658, 659,
664, 665, 666,
671, 672, 673,
678, 679, 680,
685, 686, 687,
692, 693, 694,

699, 700,

705, 706, 707,
712, 713, 714,

719, 720, 721,
726, 727, 728,
733, 734, 735,
740, 741, 742,
747, 748, 749,
754, 757, 758,
764, 765, 766,

772, 773, 774,
780, 781, 782,
791, 792, 794,

, 800.

805, 806, 807,
812, 813, 815,
824. 826, 828,
833, 835, 839,
845, 846, 847,
852, 853, 854,
860, 861, 862,

867, 868, 869,
874, 875, 876,
881, 882, 883,
888, 889, 890,
896, 897, 898,

Serial No. Total

901, 902, 903, 904, 905, 906, 907,
908, 909, 910, 911, 912, 913, 914,

915, 916, 917, 918, 919, 920, 921,
922, 923, 924, 925, 926, 927, 928,

929, 930, 931, 932, 933, 934, 935,

936, 937, 938, 939, 940, 941, 942,
943, 944, 94% 946, 947, 948, 949,
950, 951, 952, 953, 954, 955, 956,
957, 958, 959, 960, 961, 962, 963,
964, 965, 966, 967, 968, 969, 970,
971, 972, 973, 97-1, 975, 976, 977,
978, 979, 980, 981, 982, 986, 987,

989, 990, 991, 992, 993, 994, 995,

996, 997, 998, 999, 1000, 96-

1001, 1002,.1003, 1004, 1005, 1006,

1007, 1008, 1009, 1010, 1011, 1012,

1013, 1014, 1015, 1016, 1017, 1018,

1019, 1020, 1021, 1022. 1023, 1024,

1029, 1035, 1036, 1037, 1039, 1040,

1041, 1042, 1043, 1044, 1045, 1047,

1049, 1050, 1051, 1052, 1053, 1055,

1056, 1057, 1058, 1059, 1060, 1061,

1062, 106.!, 1064, 1065, 1066, 1067,

1068, 1070, 1071, 1072, 1073, 1075,

-1076, 1.077, 1079, 1080, 1081, 1082,

1083, 1081, 1085, 1086, 1088, 1089,

1090, 1091, 1092, 1093, 1094, 1095,
1096, 1097, 1098, 1099, 1100, 8a

1101, 1102, 1103, 1104, 1105, 1106
1108, 1109, 1111, 1H2, 1113, 1114,
1115, 1116, 1117, 1118, 1119, 1120,
1121, 1122, 1123, 1124, 1125, 1126,

1127, 1128, 1129, 1130, 1131, 1132,

1133, 1134, 1135, 1137, 1138, 1139,

1140, 1142, 1143, 1144, 1145, 1146,
1147, 1148, 1149, 1150, 1151, 1152,

1153, 1155, 1156, 1157, 1159, 1160,
116 i, 1162, 1163, 1164, 1165. 1166,
1168, 1170, 1171, 1172, 1173, 1174,
1175, 1177, 1178, 1179, 1180, 1181,

1184, 1185, 1186, 1187, 1188, 1189,
1190, 1191, 1192, 1193, 1194, 1195,
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Vatsalya Rasa in the first, Shringar Rasa in the second and third and Vir Rasa in the 
fourth and fifth parts prevail in this story. The translation is mostly in quatrains adorned
with similies and metaphors.
Metre Serial No. Total

1196, 1197, 1198, 1200. 88

1207, 1211, 1212, 1214, 1216, 1216, 
1217, 1219. 1220, 1221, 1222, 1223, 
1224, 1225, 1227, 122!', 1230, 1231, 
1233, 1234 1235, 1236, 1238, 1239, 
1241, 1243, 1245, 1247, 1249, 1250, 
1253, 1254, 1256, 1264, 1269, 1270, 
127-', 1274, 1275, 1276, 1278, 1280, 
1285, 1286,1289, 1290, 1293, 1297, 
1298. 49-

1302, 1304, 1306, 1308, 1309, 1310,
1311, 1312. 1313. 1315, 1317, 1320,
1327, 1330, 1331, 1332, 1333, 1335,
1336, 1341, 1344, 1347, 1349, 1350,
1352, 1357. 1358, 1362, 1363, 1365,
1366, 1367, 1368, 1369, 1377, 1380,
1383, 1385, 1387, 1388, 1389, 1395,
1396, 43.

1402, 1404, 1405, 1406, 1407, 1408,
1409, 1410, 1411, 1412, 1413, 1414,
1415, 1416, 1417, 1422, 1423, 1424,
1425, 1426, 1427, 1428, 1429, 1430,
1432, 1435, 1436, 1437 1438, 1440,
1441, 1442, 1445, 1446, 1447, 1448,
1449, 1450, 1451, 1452, 1453. 1455,
1456, 1458, 1459, 1460, 1463, 1464,
1465, 1466, 1467, 1472, 1479, 1481,
1484, 1486, 1487, 1488, 1490, 1493,
1494. 61.

1504, 1505, 1506, 1512, 1513, 1516,
1517, 1518, 1519, 1520, 1521, 1522,
1523, 1524, 1526, 1531, 1532, 1533,
1534, 1544, 1545, 1547, 1548, 1554,
1558, 1559, 1560, 1561, 1562, 1563,
1564, 1565, 1573, 1574, 1575, 1576,
1577, 1578, 1579, 1580, 1581, 1585,
1586, 1587, 1588, 1589, 1593, 1600, 48.

1601, 1602, 1603, 1604, 1606, 1611,
1613, 1614, 1615, 1617, 1618, 1619,
1620, 1621, 1623, 1624, 1626, 1627,
1629, 1630, 1636, 1637, 1638, 1640,
1641, 1642, 1643, 1644, 1645, 1646,
1647, 1648,1649, 1650, 1652, 1653,
1654, 1655, 1657, 1661, 1662, 1663,
1666, 1667, 1668, 1672, 1678, 1679,
1680, 1684, 1688, 1689, 1693, 1700,

Metre Serial No, Total
1701, 1702, 1704, 1705, 1706, 1707, 
1708, 1709, 1710, 1714, 1717, 1718, 
1741, 1742, 1743, 1744, 1745, 1746, 
1748, 1749, 1750, 1753, 1754, 1755,
1762, 1763, 1764, 1766, 1767, 1768, 
1769, 1771, i772, 1773, 1774, 1775,
1776, 1777, 1778, 1779, 1780, 1781,
1783, 1784, 1785, 1786, 1787, 1788,
1789, 1790, 1791, 1792, 1794, 1795, 
1796, 1797, 1799, 1800. 58.

1802, 1803, 1804, 1809, 1810, 1811, 
1812,1813,1814, 1815, 1817, 1818, 
1819, 1820, 1821, 1822, 1823, 1824, 
1826, 1827, 1829, 1830, 1831, 1832, 
1833, 1835, 1836, 1837, 1838, 1839,
1843, 1844, 1845, 1846, 1849, 1850, 
1851,1852,1853, 1854, 1855, 1856,
1857, 1858, 1859, 1860. 1861, 1862,
1863, 1864, 1866, 1867, 1869, 1870,
1871, 1872, 1873, 1874, 1875, 1876, 
1877, 1878, 1879, 1880, 1881, 1882,
1884, 1885, 1887, 1888, 1889, 1890, 
1891,1892,1894, 1896, 1897, 1898,
1900. 79.

1901, 1 02 ,1903, 1904, 1906, 1907,
1908, 1909, 1910, 1911, 1912, 1913,
1914, 1915, 1917, 1918, 1920, 1921,
1923, 1925, 1926, 1928, 1931, 1934,
1937, 1938, 1939, 1940, 1941, 1946,
1950, 1953, 1954, 1955, 1956, 1957,
1958, 1959, 1960, 1961, 1962, 1965,
1968, 1969, 1970, 1971, 1972, 1975,
1976, 1978, 1979, 1980, 1981, 1983,
1984, 1985, 1986, 1987, 1989, 1990,
1992, 1993, 1994. 1995, 1996, 1998,
1999, 2000. 68.

2001, 2002, 2004, 2005, 2007, 2008,
2009, 2010, 2011, 2012, 2013, 2014,
2017, 2018, 2026, 2027, 2028, 2029,
2032, 2033, 2034, 2035, 2037, 2038,
2039, 2042, 2045, 2046, 2048, 2049,
2050, 2051, 2052, 2053, 2054, 2055,
2056, ! 057, 2059 2060, 2061,2062,
2063, 2064, 2065, 2066, 2067, 2074,
2078, 2081, 2082, 2083, 2088, 2089,
2090, 2091, 2092. 2093, 2095, 2096,
2097, 2098, 2099.54 63



BRIEF CRITICAL STUDY OF WORKS IN THE DASAM GRANTH 69

The Krisanavtar, which the poet says is the Das am Sikandh of the Bhagwat, was 
completed at Paunta, with the Jamuna flowing nearby, on the seventh day of the bright half 
of Savan, 1745 Bikrami1 (1688 A. D.).
1. K. A., (2490, 2491)

Metre

Sortha

Serial No. Total
2102, 2104, 2105, 2106, 2107, 2J0S 
210', 2110, 2111, 2112, 2113, 2114,
2115, 2119, 2120, 2121, 2123, 2124,
2125, 2126,2127, 2128, 2130, 2131,
2132, 2133, 2134, 2135, 2136, 2137,
2138, 2139, 2141, 2144, 2145, 2146,
2147, 2148, 2149, 2150, 2151, 2152,
2153, 2154, 2155, 2157, 2158, 2160,
2161, 21C4, 2171, 2172, 2175, 2176,
2177, 2178, 2180, 2181, 2182, 2185,
2186, 2187, 2189, 2191, 2192, 2193, 
2194,2198,2199. 69
2201, 2202, 2205, 2206, 2207, 2208,
2210, 2211, 2212, 2213, 2214, 2215,
2216, 2217, 2218, 2219, 2220, 2221,
2224, 2225, 2226, 2229, 2230, 2231,
2232, 2233, 2234, 2235, 2236, 2237,
2238, 2239, 2240, 2241, 2242, 2247,

2253, 2258, 2258, 2259, 2262, 2264,
2265, 2266, 2268, 2270, 2271, 2272,
2273, 2274, 2275, 2276, 2279, 2280,
2283, 2284, 2285, 2289, 2290, 2291,
2292, 2293, 2294, 2295, 2296, 2300. 66 

2301, 2303, 1304, 2306, 2307, 2308,
2310, 2311, 2315, 2316, 2318, 2319,
2320, 2321, 2322, 2323, 2324, 2325,
2326, 2327, 2328, 2329, 2330, 2331,
2332, 2333, 2334, 2337, 2336, 2338,
2339, 2340, 2341, 2342, 2343, 2344,
2345, 2346, 2347, 2348 2349, 2351,
2352, 2353, 2354, 2356, 2358. 2359,
2360, 2361, 2362, 2363, 2364, 2365,
2366, 2367, 2368, 2369, 2371, 2372,
2373, 2876, 2377, 2378, 2379, 23S0,
2381, 2386, 2388, 2389, 70
2401, 2402, 2403, 2404, 2405, 2406,
2407, 2408, 2410, 2411, 2412, 2415,
2416, 2417, 2418, 2419, 2421, 2422,
2423, 2424, 2425, 2427, 2431, 2432,
2437, 2440, 2443, 2444, 2448, 2449, 
2450,2451,2452, 2157, 2458, 2459,
2460, 2461, 2462, 2463, 2464, 2466,
2467, 2472, 2473, 2474, 2475, 2481,
2482, 2483, 2484, 2485, 2486, 2487,
2488, 2489, 2492. 57.... 1782

26, 822, 1027, 1034, 1305, 1399,
1421, 1474-, 1489, 1540, 1569, 1571,
1610 1612, 1726, 1730, 1761, 1765,

Metre\

Kabitta

Chaupai

Chhappai
Jhoolna
Totak

Tomar

Serial No. Total
1922, 1924, 1929, 1930, 1933, 1942,
1943, 1948, 2016, 2188, 2204, 2223,
2249, 2255, 2257, 2263, 2313, 2317, 
2456, 37.

7, 19, 28, 35, 39, 52, 54, 72, 136, 
163, 190, 224, 229, 232, 245,246, 
270, 285, 287, 308, 311, 327, 332,
333, 337, 357, 407, 502, 538, 836, 
837, 1054, 1074, 1078, 1110, 1141, 
1267, 1281, 1294, 1295, 1296, 1300, 
1379, 1397. 1418, 1445, 1*97, 1608, 
1632, 1635, 1751, 1752, 1798, 1816, 
2246, 2250, 2254, 2269. 58
1, 2, 4, 43.4. 435, 436, 437, 438, 4-39, 
440, 1031, 1032, 1033, 1202, 1205, 
1258, 1259, 1324, 1337, 1354, 1355, 
1360, 1391, 1392, 1400, 1470, 1471, 
1475, 1476, 1477, 1480, 1482, 14S3, 
1485, 1491, 1492, 1495, 1498, 1515, 
1527, 1528, 1529, 1530, 1535, 1536,
1538, 1539, 1541, 1543, 1549, 1550, 
1551, 1552, 1553, 1557, 1566, 1572, 
1599,1659,1660 1669, *670, 1671, 
1673, 1674, 1675, 1676, 16 41, 1682, 
16S3, 1688, 1696, lt-98, 1712, 1713, 
171.1,1720,1721,1725, 1731, 1732, 
1734, 1736, 1737, 1740, 1759, 1782, 
1840, 1841, 1919, 1935, 1936, 1952, 
1966, 1988, 2019, 2020, 2021, 2022, 
2023, 2024, 2040, 2u68, 2069 2070, 
2085, 2100, 2101, 2103, 2117, 2142, 
2162, 2163, 2165, 2166, 2167, 2168, 
2169, 2173, 2174, 2183, 2184, 2190, 
2195, 2198, 2200, 2222, 2227, 2228, 
2243, 2244, 2252, 2277, 2281, 2582, 
2286, 2287, 2298, 2299, 2312, 2314, 
2337, 2382, 2384, 2385, 2387, 2390, 
2391, 2392, 2394, 2395, 2396, 2397, 
2398, 2399, 2400, 2429, 2430. 2433, 
2334, 2436, 2438, 2445, 2454, 2465, 
2468, 2469, 2470, 2471, 2478, 2479,
2480. 172
1026, 1359, 1372, 1633, 1729. 5
1805, 1806, 1807, 1808. 4
1507, 1508, 1509, 1510, 1511, 1537,
1944, 1947, 2248, 2297. 10
2383. 1
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The poet says that he has translated the whole of the Dasam Sikandh with the sole 
purpose of inspiring the people with the will to be perpetual fighters of the battle of 
Dharma, “Avar basana nahi Prabh, Dharam judh ka cheii1" and prays for the fulfilment of 
the object for which the stories of Krishna’s battles have been composed, “Jih lalach ih 
mai rachiyo mohi wahai barn dehi'-.

(22) Nar (Arjun) Avtar
Arjun is the twenty-second Avtar dealt with in this book. He was as handsome as 

Krishna. He defeated great warriors like Daryodhan, Karan (the son of the Sun), 
Bhishma (the son of Ganga) and fought with god Shiva himself and won his praise. On 
another occasion he relieved both Daryodhan and Bhisham from the pangs of death and 
wiped off the sorrows of Indra’s father. He performed many wondrous deeds and won the 
great war of Kurukshetra.
1.
2.

Metre
Dohra.

n m tfif 11
Serial No. Total Metre

3, 6, 13, 14, 15, 16, 17, 18, 20, 22, 
23, 25, 29, 30, 31, 32, 36, 38, 10, 41, 
42, 44, 45, 47, 48, 56, 58, 59, 60, 61, 
62, 64, 66, 68, 75, 78, 79, 81, 83, 85, 
86, 88, 90, 91, 93, 94, 95, 97, 98,102, 
116, 117, 129, 130, 134, 137, 140, 
141, 145, 151, 152, 155, 161, 168, 
178, 205, 206, 207, 258, 264,268, 
277, 289* 291, 299, 300, 316, 335,

406, 415, 433, 479, 493, 554, 555, 
577, 592, 597, 603, 626, 637, 755, 
756, 759, 767, 776,786, 787, 789,

793, 796, 814, 818, 821, 823, 825, 
827, 831, 838, 842, 859, 892, 983,

984, 985, 988, 1025, 1028, 1030,

1038, 1046, 1048, 1069, 1087, 1107, 
1136, 1154, 1158, 1167, 1169, 1176,

• 1182, 1183, 1199, 1201, 1203, 1204, 
1206, 1208, 1209, 1210, 1213, 1218, 
1226, 1228, 1232, 1237, 1240, 1242, 
1244, 1246, 1248, 1251, 1252, 1255,
1257, 1260, 1261, 1262, 1263, 1265, 
1266, 1268, 1271, 1273, 1277, 1279, 
1282, 1283, 1284, 1287, 1288, 1291,
1292, 1299, 1301, 1303, 1307,
1316, 1318, 1319, 1321, 1322,
1325, 1326, 1328, 1329, 1334,
.1339, 1340, 1342, 1343, 1345,
1348, 1351, 1353, 1356, 1361,
1370, 1371, 1373, 1374, 1375,
1378, 1381, 1382, 1384, 1386,
1393, 1394, 1398, 1401, 1403,
1431, 1433, 1434, 1439, 1443,

K. A., (249.1)

K. A., (1899)

Serial No. Total
1454, 1457, 1461, 1462, 1468, 1469,
1473, 1478, 1496, 1497, 1501, 1502,
1503, 1514, 1525, 1542, 1546, 1555,
1556, 1557, 1570, 1582, 1590, 1591,
1592, 1594, 1596, 1598, 1605, 1607,
1609, 1616, 1622, 1625, 1628, 163J,
1634, 1639, 1651, 1656, 1658, 1665,
1677, 1685, 1687, 1692, 1694, 1695,
1697, 1699, 1703, 1711, 1716, 1722,
3 723, 1724, 1727, 1728, 1733, 1735,
1738, 1739, 1747, 1756, 1757, 1758,
1700, 1770, 1793, 1801, 1825, 1828,
1834, 1842, 1847, 1848, 1865, 1868,
1883, 1886, 1893, 1895, 1899, 1905,
1916, 1927, 1932, 1945, 1949, 1951,
1963, 1964, 1967, 1973, 1974, 1977,
1982, 1991, 1997, 2003, 2006, 2015,
2025, 2030, 2031, 2036, 2041, 2043,
2044, 2047, 2058, 2075, 2076, 2077,
2079, 2080, 2084, 2086, 2087, 2094,
2116, 2118, 2122, 2129, 2140, 2146,
2156, 2159, 2170, 2179, 2197, 22d3,
2209, 2245, 2251, 2260, 2261, 2267,
2278, 2288, 2302, 2305, 2309, 2350,
2355, 2357, 2370, 2374, 2375, 2393,
2409, 2420, 2428, 2435, 2439, 2441,
2442, 2446, 2447, 2453, 2455, 2476,1314,

1323,
1338,
1346,
1364,
1376,
1390,
1420,
1444.

Bishenpad 

Bhujang prayat

2477, 2490, 2491. 392

1583, 1584, 2413, 2414, 2426. 5

421, 422, 423, 424, 425, 426,427, 
428, 429, 430,, 431, 432. 12

Chaupai

22. Nar (Arjun) Avtar. 

1, 2, 3, 4, 5, 6, 7,

Grand Total 2492
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(23) Baudh Avtar
The twenty-third Avtar is the Baudh Avtar, the nameless champion of humanity, 

whose whereabouts is unknown, whose forms are unknown, whose very name has not been 
recorded and whose very stories have been forgotten. But these stories have played their 
part well. These are now like stories unknown and unsung.

(24) Nih-Kalanki (Kalki) Avtar
It was prophesied that when sin and wickedness would again rule the world to 

the utter destruction of religion and virtue, a prophet would arise at Sambhal (which some 
scholars have identified with Muradabad, while Pandit Raj Narain Parmahansa in his work, 
the Chetawani, has after long research stated it to be a place in the Gobhi desert in Mango- 
lia, in the north-west of Korea)1. Years passed away, religion and culture declined, evil

1. I). G. G. S., VI, 375 fn.

Metre Serial No. Total Metre Serial No. Total
23. Baudh Avtar. Ch&nchala Chhand 408, 409. 2

Chaupai 1, 2. 2 Chaturpadi Chhand 68, 69, 70, 71. 4
Dohra 3. 1

3
Aila Chhand 72, 73, 74, 75. 4

Bisekh Chhand 404, 405, 406, 407. 4
24. Nihkalanki Avtar.

Ghatta Chhand 76, 77.
Chaupai 1, 2, 3, 4, 5, <5, 7, 8, XU, 11, 12, I 3,

14, 15, 16, 17, 299, 300, 301, 302. 20 Nav Padi Chhand 79, 80, 81, 82. 4

Swaiya 141, 142, 143, 144, 145, 146, 147, Arilla Dooja 83, 84. 2

148. 149, 150, 151, 152, 153, 154, Kulka Chhand 85, 86, 87. 88, 89, 90, 91, 157, 158,

155, 156, 388, 389, 390, 391, 392, 159, 160. 11
393, 394, 395, 396, 397, 398, 399, 28 Padmavati Chhand 92, 93, 94, 3

Tlrthm. 9, 78, 115, 116 279, 375, 493. 7JL/Ulll cl Kilka Chhand 95, 96. 2
Sortha 117, 118, 138, 576. 4

Gita Malti Chhand 18, 19, 20, 21, 22, 23, 24, 25. 8 Madhubhar Chhand 97, 98, 99, 100, 101, 102, 103, 104,
161, 162, 163. 11

Hansa Chhand 119, 120, 121. 122. 4
Malti Chhand 123, 124, 125, 126. 4 Harigeeta Chhand 105, 106. 2

Atmalti Chhand 127, 128, 129, 130. 4 Tribhangi Chhand 107, 108. 2

Hari Chhand 109, 110. 2Bridh Naraj Kaha-
tumo Chhand 26, 27, 28, 29. 4 Padhisatka Chhand Ill, 112. 2

Abhir Chhand 131, 132, 133, 134. 4 Mahar (Marh or Mar ha)
Kundiria Chhand 135, 136, 137, 139, 140. 5 Chhand 113, 114. 2

Taran Raj Chhand 30, 31, 32, 33, 34, 35, 36, 37. 8 Trirka Chhand 410, 411, 412, 413, 414, 415, 416,

Tarak Chhand 307, 308, 309, 310, 311, 312, 313, 417, 418, 419. 10

314, 315, 316, 317, 318, 319, 320, Padhri Chhand 164, 165, 166, 167, 168, 169, 170,
321, 322, 323, 324, 325, 326, 327, 171, 172, 173, 174, 175, 176, 177,
328, 329, 330. 24 178, 420, 421, 422, 423, 451, 452,

Kumar Lalit Chhand 38, 39, 40, 41, 42, 43, 44, 45. 8
453, 454, 507, 508, 509, 510, 511,

Nag Sarupi Chhand 46, 47, 48, 49, 50, 51. 6
512, 513, 514. 515, 516, 517, 518,

' 519, 520, 528, 529, 530, 531, 532,
Raman Chhand 52, 53, 54, 55. 4 533, 534. 44
Somraji Chhand 56, 57, 58, 59. 4

Sirkhandi Chhand 179, 180, 181. 3
Priya Chhand 60, 61, 62, 63. 4 Samanka Chhand 182, 183, 184, 185. 4
Supriya Chhand 400, 401, 402, 403. 4

Tomar Chhand 186, 187, 188, 303, 304, 305, 306,
Gaha Chhand Dooja 64, 65, 66, 67* 4 583, 584, 585, 586, 587, 588. 13
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dominated the world, Sudras came into power, the worship of gods was given up, bad 
customs prevailed, tyranny and oppression demoralized the people. In such times, there 
lived a Brahmin who worshipped Chandika Devi who had killed many notorious demons, 
patronized and protected many gods and held Indra in terror. His wife could not stand his 
constant devotion to the goddess. She quarrelled with him and at last complained against 
him to the king who forbade him to do so. But the Brahmin preferred death to apostasy. 
Consequently, he was ordered to be beheaded with a sword. Before the sword could fall on
him, there arose suddenly a noise like the rumbling of the earth from underneath the floor 
of the court. The sudden rise of Kalki Avtar armed with a sword and riding a beautiful 
winged steed of Turkistan, created confusion in the court, giving rise to a tumultuous 
noise. The warriors came rushing to the place, arms were taken up, bugles sounded, 
challenges were hurled, drums were beaten, horses neighed, swords were drawn and arrows 
were shot. The court changed into a battle-field and a war ensued that raged for days and 
nights, and weeks and months. At last the Sudra king was killed along with his strong 
warriors, his army was routed, the era of peace was ushered in by Kalki and the world 
swung back to its ancient glory of material prosperity and spiritual grandeur.

Metre Serial No. Total Metre Serial No. Total

Bharthua Chhand 189, 190, 191, 192, 193, 194, 195,
196, 197, 198, 199, 200, 201, 202, 
203, 204, 205, 206, 207, 208, 209, 
210, 211, 212, 213. 25

Ancop Naraj Chhand 214, 215, 216, 217, 218. 5
219, 220, 221, 222, 223, 224. 6
225, 226, 227, 228, 241,' 242, 243, 
244, 245, 246, 247, 248, 249, 250, 
251, 252, 253, 254, 255. 19

229, 230. 231, 232, 233, 234, 235, 
236, 237, 238, 239, 240. 12

256, 257 258, 259, 260, 261, 262,
263, 264, 265, 266, 267, 268, 269, *
270, 271, 272. 17

273, 274, 275, 276, 277, 278. 6
280, 281, 282, 283. 284, 285, 286,
287, 288, 289, 290, 291, 292, 293,
294, 295, 296, 297, 298, 424, 425,
426, 427, 428, 429, 430, 431, 432, 
433, 434, 435, 436, 437, 438, 455,
456, 457, 458, 459, 460, 468, 469,
488, 489, 490, 491, 535, 536, 537,
538, 539, 540, 541. 53

Sangit Bhujang Prayat 361, 362, 363, 364, 365, 366, 367,
Chhand 368, 369, 370, 371, 372, 373, 374,

441, 442, 443, 444, 445, 446, 447,
448, 449, 450. 24

Haribolmana Chhand 331, 332, 333, 334, 335, 336, 337,
338, 339, 340, 341, 342, 343, 344,

Akva Chhand 
Chachari Chhand

Kripan Krit Chhand 

Bhagouti Chhand

Bhawani Chhand 
Rasawal Chhand

345, 346, 347, 348, 349, 350, 351, 
352, 353, 354, 355, 356, 357, 358, 
359, 360. 30

Pankaj Batika Chhand 376, 377. 2

Chamar Chhand 378, 379. 2

Nispalak Chhand 380, 381, 382, 383. 4

Naraj Chhand 384, 385, 386, 387, 439, 440. 6

Bhujang Prayat
Chhand 461, 462, 463, 464, 465, 466, 467,

481, 482, 483, 484, 485, 486, 487,
504, 505, 506. 17

Asta Chhand 
Badhup Naraj Chhand 
Totak Chhand

Utbhaj Chhand 
Anjan (Or Aja) Chhand
Chhappai Chhand 
Mad ho Chhand 
Anhad Chhand 
Tiloki Chhand 
Mohan Chhand 
Mathan Chhand

Suklida Brind Chhand 
Ravanbad Chhand 
Ban Turangam Chhand

470, 471, 472, 473, 474.
475, 476, 477, 478, 479, 480.
492, 49 % 494, 495, 497, 498, 499, 
500, 501, 502, 503.
521, 522, 523. 524.
525, 526, 527.
542, 543, 544, 545.
546, 547, 548, 549, 550, 551, 552, 
553 554, 555, 556.
557, 558,
559, 560, 561, 562.
563, 564, 565, £66, 567, 568, 569, 
570, 571.
572, 573, 574, 575.

577, 578.
579, 580, 581, 582.

6

11
4
3

4 
7 
4 
9

9
4
2
4

Grand Total 586
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1. The Ghaubis Avtar reveals that Guru Gobind Singh has been deeply impressed 
by the idea which runs throughout the Puranie literature, the idea of a saviour1 appearing 
from time to time to destroy the unrighteousness and uphold the righteousness, to uproot

srq 3iq itq stftqfe wqrtT II 
qqrr^t TPTT 3* qqt I! 
q=e§? ?qqqrt «rrq 3q qtr 11 
qq fq «nq qstqt |q? ?uq 11

wit qrqqq fqqq fqTqart 11

Mq qq qtq II
%% qtq 5R qqj it|t IW? II 
q?qrq qqq *ftqt ^rqqTt ii 
qq f?qq qtfqqrqqrt ii

qstt wtrqqr qtq ^q H
qtqt sqifq qr^tt* ^rcit; ii
stq qtqt qqqt ’qqqttr II
qrq srq q^ ?rra iii II 
3fq sftqq qR qft q^qjlf ||
§ qssqt §q ^ q^q qtt II 
«rq q qqt fqqq ^rqqrtr 11 
fq^HW tig WT qq qitT II 

tqqq fr% q^ri n 

qrtq 3tk qfqr qt qrtr ii 
qtiq stq rqqq't it qrtT u

qrt ft §t3t ^ri u

inti—qrtq | qqr 
qq q^sth §tq 

qq 3tq qrqq q>tq qqrtr u 
^rrqiT qq qq it sr m*t ii 
qqiq qt qqf fft^qr H 

qirh srqifq qq ?3 qq n 
qiqr3ttt wqqr qq itqt H 

qq^r fiql q«r qqiiq 11
qiqif^r qq it qq iinr n 
qtq3ttr qt qrtt qfil n

if it glq ?qqt q^fqRT n
sjqqqr qt*it % It 11 
^tq qq |i q ^T'pqq n

*\ jj Ch, A. Intro., (2J

v
cr 3$ w

qg fqfq <| qij ^t |qr qqt II
^Tfqq 3ffq g^cf ?h qjq II Maehh- A., (39>

gf qt;q qrqt qf sftq qrq 11 Maehh- A-> (53)
q| |qq #qt qf sqrt 11
qqirtql q«t qrq qr qrfi qtq n Bairah-A- (u> 
qqt qt f|RTs?qi II Narsingh-A >(2 >
qq qtfq fnq qqq qwrt 11 Narsin8h-A- (4>

3qc ijq qj qiq qrfl’qt ^rqit 11 Bawan A-’ (4)
stq;q qq ^ra3tfq II Bawa«. a., (2)
qq qjqqi fqqq qrq?qjqqit II Bawan A-> (3) 
qq qqi qi qrq ^tqtq 11 Paras Ram A-(35^ 
qq qq 3*t q^qr qn^rih n Brahma A-> (2) 

qtq «rraq qrq q|t qtqfl II Rudra A"(2)
qq qtqq qfq qTq %XJ I I Rudra A., (4)

^qq» qq q^°r gqtr 11

^rq3^q qi ^tq 
gjlq qq 
qtrqsuq qq

3^rtr 11
sfqf n 
f^qrtr 11

qf fqfq ?rgtq q^q qqrtr n
^rq3ttq qt ri;q qqrt 11 Blshcn A-’ (J> 2- ^

rqqq qt^qql ^qqrc il 
qfqq ?rqq qqrt 11

qq qq fqqq ^tq

Sheshshayi A., (7) 

|j Arhant Dev A., (1)>

qrq it qrq qrt iftqqT II 
qrft q itq qf fq^T qtq (I

spiqq Trg qn qqrt 11

qtq q.tn qq it qq qrh n 
m q qrqq q Qtiqr n
qtq ^tq qq| qq n 
fqqqq? qt| fqfq ^fitht 11

qiq ^tq % il Manu A-, (L 2,3 >
gq^ti qsrr ^t qtqr il
fetqT q.tt fqq qt irttrl 11 r)hanar,tar A-> (2>

trq qpq fqq ^t fqfq qRi 11
qqs^jq fqi; q ^5 qf || Saraj A., 12)

qrfq =q|r fqq qrq 3tr^ 11
qr% qqfiq qq Qtfqr 11 
qhq it tl§ f^t ^rt?r qrq 11 
qrq fqqi #q: ^15 q qil 11 Char,d A"(4)
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some great evil and to establish some great good, to rescue the weak and the innocent, to 
protect the saints and the devotees, to dispel their sorrows and to shed favour on them and 
to lift them high in this world.

2. A critical study of the composition would disclose that the Guru did not accept 
in toto the Puranic conception of avtar. Having been imbued with the firm faith in the 
one-ness of God (Ek-Onkar), he could not reconcile with the conception of the descent of 
God Himself. Thus, his view of avtar appears to be quite different from that of the 
Purans inasmuch as he firmly believed that avtars are not descents or incarnations of 
God; they are rather the elevated souls blended with Kal Purakh*, their Master, Who in 
response to the prayers of the sufferers directs them to descend on the earth in a particular 
form, human or supernatural, with a special mission to be fulfilled. To the Guru, thus, 
God and avtar are two separate entities, the latter emanating from the former as and when 
He wishes1.

The Guru vehemently objects to the idea of an avtar being an independent divinity, 
co-equal or co-powerful with God and worthy of human worship. He maintains that God

wgr dd dg 3R TTdrr-rr n fadg d fa# ddq; d dFdr li
crd d<? ii eftr dsfa fac in? li

df ddd dT fa | zm II Tddd dfad 5F|dF FdlgdrdFll
dir dR ft d*dd 11 35Fd 'dft ^ % ^Fd STRd 11 R- A-> (2>3)
ffdd ^ dr # sr # sj df dg dir f| drrt u

dr| fa ^3 d# dr % d|RF frr? # d^F 3'Tirt 11
sfd TfTi §tt| grr g fad 5trfa dfi I dddirVu
serf fa* Tdddl rv r\Tdf fa rgdid gfa gg dFd gdfa ii K. A., (9)

dFUfad fad dd dr# 11 qrd ddd l did d dr# 11
did did dd fid ddqTdT 11 3dg fad fadd d dFdr II N. A., (2)

dlTIdid qrr d| 7d d d$d sgug ii
^FdgrdF

fa fadTd qr fadd d| ddFg II
fadd c

m ddif qiq »rr d dr d?fa I'

dgFJJUdAlso see N. A., (138-:
dir d|§

166)
Tdfd did d dufa II N. A., (137)

scrags
fa ffg fa faad dgrr l Sheshshayi A.

gr grgr dr| ii W3U3 dF rgd ddFg 11 Bishen A., (4)

'Compare : “He (Guru Gobind Singh) says in his autobiography, the Bichitra Natak, that his own unembodied soul reposed in bliss,
in the Father’s Mansion, wrapt in meditation and His life-giving Darshan. But God called him forth, and much against his will* 
for he did not wish io leave the Divine presence, sent him into this world, charged with the following mission : —

God : — I install and cherish thee as my own son; And create thee to form and spread the Panth.,
Go and spread the law of Dharma in every place; And restrain people from senseless acts,

Xu G* G. S., 119*

l- 3Tsr dd difrrrfe ii dd dd tg to- «RT3ro II
5BTd ddd fa ddTOT II ^dg d5Td ddd I dTTFF II Ch. A., Intro (2>

fafa dniri ^tft il qfa diddF fared ^raddrddR* ll
fand 'doFdt drgilfa u girfa ajq diir ^faii BawanA-* (3>
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is Infinite and that even the twenty-four avtars have not known a bit of Him.1 According to 
the Guru, they are not even intermediaries as the prayers are sent direct to God. They are 
just on mission2.

Some of the avtars narrated by the Guru in the composition are not as the avtars of 
Vishnu found in the Purans. Jallandhar, Sheshshayi, Arhant Dev, Suray, Chandra and Nar 
(Arjun) are the avtars of this type.

_ -̂-----------------------------------------------------------------------------------------------------------------_------- 1---------- --------------- ------------------------- ----------:__________ ________________________________________________________________________________________________________ __________ ________ _______________________________________________________________________ _____________________ _________________

fipT 3Rr^qq SRTR RT it?q II IRR sfe qRR sqqq iftqq l|
qs qq qir fqqq ^rqqro u iqt % qq qqRr n Paras Ram a., w
§ $$qt gq ^ q^q qh ii sqqitqq it qfa qrq pt il Jallandhar A., (20)

qq ^t fq^ ^5 q^q quit il sprier iqp; i i)q q^qt ii Rudra a., (q

fqqq siqNr: qh n 31% ftqq it qrq qqr i\
q| qftqt rqqq p 11 qrq qur qqqi qrq 5|? 11 Jalla,idbar a., (2i>

W3W qq ^ ?l«traT 11 qra ^rm ^ qqq rhmtii
, S=R «5R^T i’q it II qrH 31p % ijjr li Arhant Dev A., (7)

nraqtq ^rrfit^r qq ul ll it q>fl qqif i)

3J3T miA ^ 5R ^4) II WI* STS* it qq =q^Tqni Arhant Dev A-, (8)
snfa ^retrfq qq §3 nq 11 err qqf qq q3 11
qq^3r<q winqi qq itit 11 fqqqqq ii| fqfq itql 11 Manu Rai A-> (2)
R3 1 q tpqqqR ^rqqtr 11 R3 rant qfir qq qqr 11

«q55t ^qit qq 11 qjq qqq *\q ^TTH i 1 Manu Rai A-» (3^

fqqqiq it qi?T i^rl 11 qc ^rqqir qqqr ^rri il

^tritq? it qit q^mr 11
im qqr ii qjftqf T 11 ^Fianantar A. (3)

qq^t3uq it ?T!qqT qr| 11 ^rqqR qtqt i;%it 11 SurajA- - (3)

qq ^ra3t^q 3R!| ii jr* ^fqqq ^|qi Rqqir^ 11
it qr| ^iqqR 11 qft «rrq qrq j| Chandra A., (7),

qq fqqq it a fqqri 11 itt:
m\% II

qftCf fqqrqqqrt 11 f^q dt ^rqq SPTR |l ChandraA., (8>

fqq^H §qf ii §« qit t3qq^q 11 R-A- (5-

qfRT qqt ^ttfqq q?r 11 qq^ttq sqfqq m 11
q>5lt f4qq m fqqjq <ptrt 11 fiqq srqqR «Rt §r qrf ii k- a-» (2>

^3tRT % qqq q HRR |R R|I| |l
RqtiRq^t % fq# *rqg qrlt ifttn 11 K- A-> <3>

it =R35ftR srqRTr qijq 11 fqq it §r qq qqq; q qm n
wq it qq RtR qqnq II RTR RTR Ofsiq qiSR l| ch„ a„ intro (;>

|iq qrq m qru 11 ^31^ q| w 3^ri ii Bishan a., (p
qtR3t^q it qstt qfi| 11 feuu q^t fqq qr irtuf 11 Dhanantar A„ (2)

sET^uq ^nqqi qq itit 11 fiiqqif Jit; fqfq itq't 11 ManuA,(3)
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It is surprising to find Brahma and Rudra appearing as the avtars of Vishnu, also 
although they are dealt with separately and in detail as independent avtars elsewhere in the 
Dasam Granth.

3. The Chaubis Avtar contains the Ramaite and Krishnaite poetry almost of the kind 
met with in the Hindi literature.

The composition of Ramavtar represents the Ramaite poetry. It embodies accounts 
of the life and exploits of Ram, the incarnation of Vishnu, and of his wife Sita, the embodi
ment of purity, tenderness and conjugal affection. The mild and gentle Ram, the husband 
of one wife, pure in thought and noble in action, is in many places held in the highest 
esteem, and the worship paid to him and his faithful wife Sita is the purest and the least 
degenerated of many forms of Hindu worship.1 * This composition is full of episodes that 
touch the heart and make a powerful impression. For instance, we might mention Ram’s 
departure with his wife and younger brother for the forest, Bharat’s meeting with Ram in 
the jungle, Sita’s carrying away by Ravan, Ram’s search for her, and the like. The poet has 
presented these episodes elaborately and has sought with care and enthusiasm to develop 
their full implications in terms of moral ideals and human feelings. The most commenda
ble feature of this narrative is its pure and lofty moral; tone. There are no sensual 
wretches, no epicurean and Seductive stories. Lustful and greedy characters go dis
appointed. The composition continues to hold up a high moral ideal before its readers. The 
moral outlook which permeatefthe whole work is never allowed to mar or vitiate the human 
or aesthetic quality. An atmosphere of purity and devotion broods over it from start to 
finish without losing the human touch or without growing cold in its appeal. Ram is 
depicted as a saviour and deliverer, as a god rather than a man*.

A verse in the epilogue says, ‘‘He who reads and repeats this story is liberated from 
all his sins and troubles. A worshipper of Vishnu will be free from all the mental and 
physical ailments3.”

It is a valuable work for the high level of its technique, for the sincerity of its 
religious content and particularly for the heroic sentiment which the poet wanted to inculcate
1. C. D. H. M.Intro, XIV.

2- ^tTTlfq ^
T%71qT

SET

1 1 n
II r^r«r || R. A., (20i)

II II
II || R. A., (205)

II ^ Rt <TR 1% I! R-A., (693)

II fireft t*\ % II R-A-> (694)

t

II 31^1 || t II WT t l| R, A., (706)

SRtIII I || II l| E.A., (707)

3. B. A.. (859)
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and this last feature alone distinguishes this composition from the rest of the Ramaite 
poetry* inThe Ramavtar has in all 864 verses, out of which 425 are exotusively'#evoted to the 
heroic poetry.1 This composition will always rank as one of the great literary works in 
the Hindi literature.

Lord Krishna has been the most popular and celebrated of all the deities around 
whom a vast mass of legend and fable has been gathered. In the Hindu mythology, he is 
considered to be the direct manifestation of Lord Vishnu himself and thus worshipped the 
most. The attitude of the devotees towards him is not that of reverence as in the case pf 
other avtars but one of love and joy which found full expression in the mischievous pranks 
of the child Krishna, feats of the miraculous strength of his boyhood, and the romance and 
amours of his youth, these being the subjects of boundless wonder and delight to the 
popular mind.

A glance at the history of Krishnaite poetry in the Hindi literature would reveal that 
all those who composed this type of poetry, were the true devotees of lord Krishna. The 
intensity of their devotion was so much that they could do away with all other deities 
and be devoted to him exclusively. To them, Lord Krishna was an incarnation of love 
and joy, in whose devotion they found full satisfaction. This idea found full expression in 
their poetry which was not a means to anything but an end in itself. But the attitude of 
Guru Gobind Singh was quite different. He was neither devoted to lord Krishna in the 
sense and to the extent2 the other devotees were,nor did he consider this poetry an end in 
itself. On the other hand, he had set a great aim before him—that of preparing his followers 
for the Dharam Judh (holy war) which he had been waging throughout his life against 
the evil forces of his time.3 Being a Kshatriya himself, he could not even think 
of adopting the attitude of escapism towards the disturbed conditions of his time. 
He, on the other hand, thought it fit to face the enemies of religion and society boldly, aiming.

1.

2.
3.

ibah Marich J udh 
am Parsuram Judh 
iradh Danav Badh 
har Dookhan Dait Judh 
kampan Dait Badh 
Bvantak Narantak Badh 
•ahasta J udh 
rimund J udh 
ahodarMantri Judh 
tderjit Judh

67-
118-
301-
337-
372-
388-

- 95 
-153 
-322 
-347 
-375 
-393

394-—440 
441—443 
444—466 
467—482

*r 3 rwr
§3 qfl^H 3

3RI3T 51 iff

srtesrsrm 33i? ?t 33
sr?3t 33

29
36
22
11

4
6

47
3

23
16

JRT^ II T%*R

ii

Atkai Dait J udh 
Makarachh Judh 
Bavan Judh 
Bam Ashwamedh 
Laehhman Lav Kush J udh 
Bharath Lav Kush J udh 
Babbikhan Lav Kush Judh 
Sugriv Lav Kush Judh 
Bam Lav Kush Judh

5W
5*3 I 

3T3

fif=RU

3T35I
3t3^ 

f€=3
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fastis;
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=3?
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3 3TVT

33RTIR 3R

ft?! 3T 35I3^3T f33IT 5?T?

483—517 35
518—526
527—622 96
731—750 20
752—770 19
771—783 ia
784—785 2
786—795 10
796—819 24

n

42$

11 K. A., (434)

II
II K. A., (2491)

II
II

K. A., (2492)
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at blasting them whenever, and wherever he could find an opportunity.1 In Krisanavtar, 
he has undoubtedly aaarrated, and at times elaborately too, many stories connected 
with the childhood and the youth of Lord Krishna; such as, sucking away of Putna, a 
female demon, who tried to kill him by suckling him; the dashing to pieces, of the cart 
of the demon Saktasur who tried to drive it over him; the bringing down to the ground with 
great violence and killing of the demon Trinavartta who took up the form of a whirlwind 
to fly off with him; the uprooting of the two trees when he was fastened by his mother 
with a rope round his belly to a bowl which got stuck between the two trees as he dragged 
it and thereby earning the name of Damodar (rope-belly); compelling, by exercising his 
divine powers, the great five-hooded serpent which dwelt in a deep pool of the Jamuna, 
with numerous attendant-serpents whose mouths emitted fire and smoke and laid waste all 
the country around, to free the river and to move to the ocean; baffling Indra by lifting the 
Gowardhan mountain and holding it upon his finger for seven days and nights to shelter 
cowherds and their cattle from a heavy rain and thus earning the title of Gowardhan-dhar i.e., 
upholder of Gowardhan mountain; and the kind, which made him an embodiment of 
the highest and keenest joy for all. Having once taken up the theme of Krishnavtar, the 
poet could not escape describing the stories connected with him. But he did not dwell on 
them like other Krishnaite poets but went ahead, devoting himself keenly and vigorously to 
the heroic incidents of Krishna’s life, the depiction of which did rouse his followers to spare 
no suffering until they had put an end to the political and religious oppressions.

This composition has in all 2,492 verses, out of which 923, from 1,029 to 1,951, are 
exclusively devoted to heroic poetry. In the rest, also, there is a good deal of war-poetry 
sprinkled here and there, as if the author was very eager to come to his mainstay, the 
heroic sentiment.2

In the Krishnaite poetry Rup Madhuri has found a prominent place. The attitude of 
the devotees of Lord Krishna towards him being one of love and joy, he has 

Rup Madhuri throughout been portrayed as one possessing the most fascinating personality.
The descriptions of Jaidev in Sanskrit and those of Sur and Mira in the 

Hindi literature deserve a special mention in this connection. Not only his physical appear
ance infatuated his devotees but his expressive movements and the traits of his personality
had also a captivating effect on whosoever came into his contact. There was hardly any 
person who was not infatuated by his lovely appearance. Right from the early days of his 
childhood to the prime of his youth, people around him enjoyed his presence so much that 
they always anxiously sought his company.

*■ fsft srrr r?| # <rg | r n
^ srst smrc f*mf m, fifRTR 3^t fecr ?tt $ Rtf n 
^ # |g. SR 3*3 RFS £5 fiR<ft 3* Rtr !|

3R m? 3ft SRR R7R SR srfct tR R RRi Rtf II K. A., (2489)

2. Compare : K. A., (212-214, 647-648, 761-764, 768-769, 770-782, 788-789, 820, 831-847, 848-849, 850-8S4, 1962, 2015-2035, 2037-2061,
, . 2066-2084, 2117-2125, 2126-2138, 2161-2183,2184-2242, 2252-2272, 2273-2284, 2285-2288, 2309-2327, 2328-2330,

2331-2342, 2365-2381, 2382-2404)

THE POETRY OF THE DASAM GRANTH



BRIEF CRITICAL STUDY OF WORKS IN THE DASAM GRANTH 79

Guru Gobind Singh did not fail to make the most of the everlasting impressions 
of Lord Krishna’s infatuating personality sunk deep into the minds of his followers. 
He presented this most favourite deity of the Hindus in all his charms. Not only did he 
reveal that Lord Krishna had a charming personality but also went ahead of them to show 
that His victories1 in the battlefield against the enemies of the ancient religion, culture and 
society were wonderful. To elaborate this thesis, it was almost incumbent on him to 
depict the Lord’s winning personality from the very beginning.

The innocent appearance of Lord Krishna’s childhood captivated the hearts of all 
the young and old around him. His movements, gestures and childlike pranks*, were all 
fascinating and endearing3.
1.

2* Childhood

fauu guur sut ugt; ufeut II
feujRUT u UUUt uife ufa urfe fuguul II

frit feqjR ulu ufe 'utu uquu* II
UFRq uu uq> tfUl uu gfeuil murgt: II
qsut § U5^ iuq> guul <ugu UU URUt 11
uft: gust % ur ffr uiu %u ufe: urut u k.a., (k>26>

* K. A., (123-130)—Maakhan Lila ; K. A.,(251-298)—Cheer Haran.

UToR^q ifc 5ft qUUT q* apR | UU lu II
UR U^TUU I # apTUU | Ulfife 1% II
ctT §sfu uft uqur urfe q>fu uutu qs^t 5^ % $fe 11
gfu 55ft uu u qqfe ^ ^9 'trrt I feu fuu ^u 11 k. a., (io3>
utfe u^t uu t 5ft qst uu't feruruu uri 11

gft ut uu ufu fuurc fuuiu 31% ujfe ^iui^ n
uur tfe uuur uu ufe ui fes % 11
UT^ § 3R feuU UUf feu RT qFU qfe II K. A., (113)

utut UR q>t: mm fe? uut 11
«irau qft uu f%’4! ufe UU UU fef % UU uut 11

ms u| UgUT fw pfl fuu ufe u urul- 11
A--J

TT TTTg53 *11 <1 ufe fuu% UR feUUT II K. A., (114).

uru fecftu ufe uu UU ^IU ufe q> qu u 1!
5TU UR uu?u u| UU u fq^u uruu m uu u II
ur utqu Ul UUT vSa I uu RU ^ ll
3R ^rfe ^ UU uut % uu u II K. A., (118)

URf UTU TUrffe U3 g UU UTTUU Ulf II

g’ft: ^q uuul %% I ^ uu uuuu uri 11 k. a., (is9>.
uu futruu I urfe ^ feru *£t fqau % uu ur 11
ufeR qsF? hr fe$ ut? u?f fer? sur ui u* uii 11
RTU pft % uu URrT uu qi qfe II
URUq> UU i UU UU UR UU 3R ll K. A., (194>
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In his youthful form he was an object of a sensuous and joyous worship.1 To the 
devotees he was the Supreme Deity from whom all creation is but a sportive emanation and 
who is full of love for them. The Gopis were so much infatuated at the sight 6f

*t HH ft 5* % SR 3TRJT gf a af*l trfc II K. A„ (237)
a *jta | are afTf WfaTWt II

q qarw ga a*aa 3a | $fa tara are! H
srere Wat ?qq£r aa a a*ar aa t qjfaaT gf siat n
g<qa €t fa % na g*a q^a §ti at afg anat ii K*A,(239)

i. Youth qia it *g fga art: £r qar fa* a;q* alt H
I arat a* at a*<a aa ^rraa q afa qirfaqs £r | il ,
faa q>t ara q>gT qr^W fag ^t fro % f*q qit aa att ll
arag a faa % rt «nq fat faaar *a arfg faatl ll k. a.,(317)
area qrpg fagr* rear fga^q i qia aft aa gg ii
ttg at aa $ fag qft aa ^ asat fag qaa at ^g ll
rera a| faa # fa*gTafa at a*qft fag aa at n

g$*i tto gaq; ataa ata aat aa atg ar *jg « k.a.,(319>
^raa aifg faaiqfa at fga qtaa | q^aar fa ii
| a*a aa % a*at a* a* a* aa % gw % n
q>ra qft ara % are aa araa % q>a% ait ll
qjaa % qa Wat afa are ait q>fa §‘g* aaia “at it n k. a., (442^
a^ t aatar aaata* *$t*a qit aa argq; ait n
sr£ | wc Wat aa a aa q fa* q agar <a ara n
ara g^q g$q aat afa ft gg a^q; qjt n
aa aa ft zz a^B % aa atga ara qtaa* wa ii K. A., (443)
at as srra Wat aa sja ata* a qfa are atar ii 
aaar afg aa % ^r*a aa afa ara a sfWt gtar ii
faatr a* #a % aaa ^t aa atqa ^t aa at* sftar ll
q;fa aara q>| aaara Wat *a q»r*a ̂ t saaa qitar n k.a.,(444)
ffa aiff WrataW #■ aa | ga arft faarqW at g^fa qT? i>
arff f*aa % f*q *rt q>aa a^ aa a §?fa g?rt ii
qra a^- qfalfa ^ arer q* atta at ga art H
^a qaa a g’f* p.ra ^ aqar a,ft qa ft art n k a„ (445) 
gra arft faarqfa ^t aa t aa $ faa *fta f*aat ®ra arat ii 
aT §* ^t ga araaa a faa | qft atar aa ft aa qrat ir
aif a^ft fft % fu^ta q>g aa aa % aa a aa arat ll 
q5Rf aat jaaat ^aat ^ra aaq> f* aarat ii xca.,(446)
aaa | qtwd qa qia fa*raa | faa % Wa ftar ii
^Taa t aa at a* a aftwrafa ara atq ^a are: n
^r-f W* faa atfqa a Wf # aa I aa gWa a £re u
rer*a <ta *ft faa ^t ata: *taa | ^ t<qa are n K A„ (501)
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his fascinating beauty that they abandoned themselves to him and forgot all about their homes 
and their husbands, and did not entertain even the fear of their mothers-in-law.1 According 
to the poet, the earth also was pleased to see Lord Krishna’s face and felt like becoming

l.

_________ -f-J............................... _   ^   A ^ rv V

f3Ff fauna JaTTa n atfa naW qfa mait qjfg n^nr
am it ara it aa> fsrsr % rfa wa q;rat aa nam
ar it nt nai aa nr its; maa i na fnsria faaaai
mm q a<fat nqnr nat <jrrn rt arfa rrna §raar
tiNra | nta; »arca n its; anr qta at aqrsar
it far nan % ffrar its nraa it arara faaaai
ata rfat an i rfa i afa to. at fafit ga ^aai
rrna at sra# farait nit a fa um rt ^rfa s?aar
itr & aia frn % aaa ifara. 1 nta; ita 5(tar n
it nn naa ata raat a rfat rra nraa ata ftar nC*v

m §jfn it an aa n|i ff nr<rn it 'aa aartar i
nr rn it .5n ara aft its; rraa a n auat | itar n
fasta in »aira i afa narn at it a: ar?fr arui
rraa | itl a'ta art § fauna I fart' %f arw
to rt <af to nit fafa f ara ft nf a'f anim
nrfaa nan if § nat qfit nnara § inanrar
»atra rtn rft ffr qfa nn afa nrfa^i m nr mat
it in atnr | araT ntas | an a attar aa *tti
aufa §raat afarrin nit fan na f^ nr irq fsti
?arra rtn. rft arnt n at na ntaa I § tnti
faa fanat nr nrn fat ff fa a ffr t<aa aa rnti
aar n nn ^t jyften fafa gna in art ffr nri

11
11
11
II K. A., (599)
II
II
II
11 K. A., (600)

II
II
II
II K. A., (601)
II
II
I!
11 K. A., (602)

|l K. A., (606)

II
II
II
II K. A., (607)

II

-'■7*

sin ^an aaat faa n fro n far? mn it maa nr a 11 k. a., (210)

nraa ita fauran n nn ft fafi ntia asnn wrt 11
33Ffr it nrar ^rn afaa t Tait ^ra nrrt 11 k. a., (24i>

it to TOtfaa nt 5ur rtn rst nn ft fannrrr 11 k.a., (293)

itaa ^Ff fafir fam fan I qra nffaa ft 11
fla nt aa n faf it na at aant fas naa nt il
ram art faa it farfrnfa at nrit fag an nt a| 11
faa a^ir fan a‘a^ ifaa atn nat itf it nf n k. a., (319)
6FF? it an fafrr faaT faa sn aaat an ar n>? | 11
nt^nnra it fa^ arrt faa n nn nq faaTf ns | H
^traa tffa % naw aat faa ata ana? fan na I n
faa aaaranat aa it ar arn faarr fR - I H k. a., 020)



82 THE POETRY OF THE DASAM GRANTH
j.

his queen, and, therefore, tried to present herself in a form which could make her look so.1

Lord Krishna, the great Hindu avtar, was according to the traditional belief, an 
accomplished flute-player. His flute produced such a ravishing music as took in its 

Flute grip the hearts of human beings, goddesses, demonesses, and the Nag women.
Even cows and deer could not help following the bewitching melody of the flute.

...      '  —  -    —    ■■■— — -■ -    ■  — —      — ■■ —- —■ ............................ ................... ""    ................................................ ................—        —" ' ' " "1_

fSFf % fit! Tf| 5T3J ft qq ft tPT 5TI'?fT itq gtllf II
itt fiR I ^ WpR ZZ 3t| T%q fr«R II
qsi?f it fafft tri git^u qsfq trqR *r| fq> t^r H
ftf qf qqi ft fq; tq- ?rt t»qr itq i trw il k. a., (45i)
iiqq *t« Tr| fhf it gq ^i?f ^t % ttr itat tiit u
*re? wft qsrtt qtit tro. Cl ^3 ** i ^T^ft n
ilt fq ttr *qif *rit ^wipt ft it tw writ n
itwr zi <r q fft % nit iqq $ gqtw 11 k.a„ (452)

it ^q ftfTt tft fiq i gq'tw srftr fTsft 11
trqq stiff fiitqcRq fqtrsrq° §'ft | wr qisft 11
itWI | i SR JTHt ff $isft 11
^qqfit fiit qqqrq f^iqq wq ft ffq? wit 11 k. a., (453)
ffi i g qjft qdtw fir* it ;$rq rut q>| fft it ttf tT^r 11 
qq faitqft i faf % %* =qT^: =qt faq *T?|qt RBI II

gttr *F? it itqq wft mk ft? it g* vmt 11
itt q^ I (R I ^ zz ?ii qq % oust it qiit 11 k.a.,(463>
fis f^JT qtq f%rrft fq^sfft fft ftq qq *qitq % nft it 3 II
^ftr fill ftq tfq; t| q>fq trqiq qft qq itat iw 11
fftr fii feq qjqq ftrq istl q f# <sq it i 11
it sr itq fqtTqq qspf its fq^r# i%f ir qq itq ll k.a.,(47o>
q^ i srqi ¥Rqr fqtt Tift qFf ^ ^qfr itff tit 11
^rm ft qJT ^nr^ti sqit §tr # fq^q qff suq ^it 11 k.a.,(47i>

fafi t^t m gift q>i?f it qqR?r 11
tr^rtr gtf qft fif % g fttisrq ^Rff II

is «T5R it fft it *r iiff ®it ttr it wfimJR 11
ttl it?iq qRf-R i qg qqq iq g isr i SIR* || K.A., (567>

*qiR tft fft qftr ti^ crfi ^nfi g «t tfiir 11
^iit | its ftf q *TRrt q.| * ^ tirit 11
»««•••••• *«••••■••••• mi • »•• ••••••••••••«••• • • •••••*•••••• >-•••*••• m-m-m *■•••••••••••

itft fit *?t q § it^r qsfq tiqw q-| fiq# fft suit n k.a., («»).
^ ^TR?r ftq qtr fft it ^rqi ** i sift ft ^=qiit ll

g'ft $q q^it ff it ftf % sraqr «ri % wfi wit 11
tRR ^Ct sqqr i%f it wqi qq q 51% it qffqrit 11
t% 3z i t ^ ?rit ?f it fq^tiit 11 k. a., (196)
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When Krishna played the flute in woods and groves, all the ganas were gratified and the 
stars stood motionless.

In the following stanzas, the poet describes the flute of Lord Krishna and its 
bewitching effect on all. There are various Hindi hymns expressing the ravishing delight that 
Krishna’s flute-playing inspired. Mira’s poignant call to Murli Manohar must be fresh in 
everyone’s mind. Lord Krishna is often painted and sculptured with the flute by his lips. 
These stanzas would make a glorious addition to the rich heritage of Radha-Krishna 
literature in Hindi:

Ram Kali. Sorath, Sarang, Malsiri and Gauri, all the strains are in play,
And Jaitsiri, Gaur, Malhar and Bilawal melodies reside in the flute at their proper place.
To say nothing of human beings, even goddesses and demonesses become drunk on hearing the 

notes of the flute.
The women of Braj come running like young female deer when the sound of the flute catches 

their ears.
Basant, Bhairav, Hindol rag along with Dhanasri are all being played.
Krisan, the abode of bliss, is playing the Malwa, Kalyan, Malkaus and Maru rag on the flute in 

the woods.
All the goddesses, demonesses and Nag women present there became self-forgetful on hearing the 

strains of the flute.
Gobind Dass says that from the manner in which the flute was played upon, it appears to him 

that all the melodies reside in the flute.
He is the repository of compassion ; the Vedas have eulogised him. His fragrance pervades 

the three worlds.
On hearing the strains of his flute, heavenly maidens have deserted heaven and are hurrying down 

to the earth.
Delighted at tasting the beauty of Krisan and the melodies of flute, they gave it as their opinion 

that providence had designed the flute to contain all the melodies within it.
When Krisan drew the strain from the flute in woods and groves., all the ganas were gratified and 

the stars stood absorbed.1
The' Guru delighted in describing the sports of lord Krishna,2 the circular dances

Sports & FeatSperformed by him and the milkmaids, in which he formed the centre, whilst
------------------------------------------ ---------- — .............. ........ ”• 1 -—■■■■ ■ ■■■■■"--■ ......... .... ■ — - .....................

1. K. A. (331, 332, 333). For text, see the Appendix.

Also see nt; n^ $ 3*qft nn
•s*

11

ni| nnm nn ^rcnr 11
qfan ntf| N*5 nn $ 37^ nlfl nq ^n 11
nrn qjfa n 3^ n gnsft 55 ni|n nun qsr II K. A., (195)

For more references see K. A., (232, 235, 237, 332, 333, 457, 458, 474, 475, 476, 594, 628, 650 etc.)
2. Sports. faq;r nf firai oft SWffl n£ fas! nnmn | II

fan ntan | tarn nivin | fan nrnn | fan ninnt u
fan: ts nRnn nfa nnt ift nr ns nra srnrnn | n

nmn fan qft sqm nn nfa gtsr nrnn | n k.a.,<im)
stti ift oft ni i nfan *t^n nfa li
nm ^1 n t| nR nftnfa nr|R nnift ns nift n
fanm fan sqm fan k qfa nftnn n n

nnr? fnt $p>nfan ntn nn fa| ^ w ift li k. a., (121 >
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the Gopis danced ajround him and sang in swinging circles, on the margin of the Jamna1,
—; :------------------------:-------------------------------------------------------------------------------------------------------------------------------------------------- '   , v i* ------ ———r—-—,—--------------------------------------------------; 

#h? | hrrt?? t hr hir^ I fir th;r H n
=?f w hhit? Hi? flit Hte ?i|| fasn? qwkr ni II
Tifq HTIR fi=TR ^1 RTRT RRT RTS WR? WTTtR HI II
TH HI? HR gif t*TR €1 Tf HTH PITCH HI II K. A., (122)

RI? T??tf? HT R? Tirp ^75 nf HR t?<jl? lift II 
HI?? TftrT ?HIT? ?TH it P ? RRWT TRI% lift II 
3TC? I WH?T ?fR?T gffffT 4n HR? TH R lift II 

_ ^fRT HTIR THR W^T H|T Ph% i?ff HITH Hitt II K. A„ (225)

$5 ?;ff *tr wra 41? tt; *tr f It ^R I? ?rlt h! ?t wstl nt ?i|l 11

Wit! H*?? I ?T wt|T HTTf It Ift HT% ?R It It Ss^ T* HI? HIS# l|
Cn q>,

r§ ?t ssh th I t^it it? wit hi! ?? ihht wift wn Cl ^ hi ?i wr^l 11

?>t Tlf? HTIR Rill H^HI R <?lt HTf 4Hi Rif? HSJgtg Till II k. A., (229)

Aquatic: §*HR § HHRIT? t llTR HI fff ^cT 1 II

aft I 3T (1 IHHft HHRT I? Hfe T^?R TH? I II
ITR f ?? | § H?t R? ftT? HH It R*fn f <?? I l|
ft* f ffwi ?rc% ?t wit: 3 witIh h fat; hh? | n K<A-)(120}

HIT? Hi? PTHTTH R HR |t fRItf ntTR Tllft
t>j;p ll Rt?r trr vg ?r^? | ^ ^
HTIR Ti| f?R I It fri% Ilf? r!
TIT? I HgRIHqt R Hg i;|l r ^TI<1

M
II ^
II

'Cd

II K. A., (241)

HIT? | ?JTl?I Hql R f?H % RR 4 ^R R ^1 l|
QR HIT? ?m THTT? | f?| Hl| I%t1 ^1 ||
R% ? ?=t| f5 Hif? H^ |?RI Ht? RT R5qTR ^ ||

fttRS | « r? W w g* 4t II K. A., (242)

|fn € |R 5T fRRRRql R HR RlTR % |1r R^| ||
hr Ti| Tr ri? ^|?i f4% rIh r?1 ii

HT H!| HRRIHH R HR HiqR % RRTIR ||
?T t ^R^l |R ^il (51? ll H<rTT RtT HR I%?1 H ?f( || K. A .,(465}

?IH % T'lH ?t ST^RfR Hl^ HT f?? It f%HR?l ||
HTlTI TIH^ | f^H TI? HT RllfTHRIT T^I HH Till || k. A., (2472)

TtWR Hi HH R fTHRIT^ HTIR RR %% HTRTT II
Ir T2"?l ?r% w% 41 SIR I hh! wh WRH T?rT II
SIR .HI 1*1 || Tt| HXt 55(T f?§rc; ?tRTT II

TIH^l HTR ^ ^T ^ tW P HO ^ m. R WIT II K. A., (2473)
3. S.B.,Vol.y,(23).

* ■ * ‘
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where in the Kunj Galls (bowers), they were skipping and springing about,
Haas Lila : UH 3# HH (t % RgRT gR 35t HTR 355*11 I II

<tH5 fhRHtHR rthhrh FtH r^Rt 1 ll
RTRR R35 RHTRR RTU HH fHRHH: H5lf|R ut l|
Hit: #t <th farm?! hTh g uhr §'rh 3jtrr fte n
UTH 3h RTH H gRHH RT RcfHT HR | rF? #tRI II
RTCR HR RfT HHRTR HR 3TR ^t f§R #t 3* Hit II
flH5 HR Z3K H^R g RT HR *HTUT 35T;5 fuffil |l

=RTRR) g5* HR TRH 35TR HRTH 35f g TRHT RR HTRR II
JRTUrtRT RTH $ 3t Rt fH% &TH 3>t *H Rl35fR RTRR II

R*B RH 535 RIRR^RRIRR RM f?HT3R HTRR |i 
HHft# SifR HT HI g ftHTRR HH HR HTRR II
RRHR UqTT ?R HTRR | RR R HH UTTuflHT THM HTR ll
HRH HH RfHR R|T HH H R5t HHRTR URRt | II
HH H Hl^t f#H %H 35»! fRH *RTUftRT ift 35 HTR it# II
fas 5TR R5TH RT #HR 1 T%5 HTR $[ 35F5 % HTR 35#ft II
3llf%H35T THH HfcrfR | TRH HTRR RTRRt HURT Rti II 
HRTH 35| HH HHRlRT 55 HTRR HI tU RF5 TRRlt II

^HR JRKR RT% HTR 35TR HRTH 3»| ^ ^TR RTH l|
| hIr: #RHtt 5Hg Rt; HTR| #R35 RRt |l

Rft RRt TRHgfH f|# RTTR |TR | H*RtHTR HHTU II
5CtH5 t;| fsTRlft % HH HR <tHi T5Rt HUTRH HTH II

HTRR R3» RH 535 *R[HR RTUR T3535R 35t gR RTH ||
TH3 fan HRR RiR fant TRR HR ?RTtfR RtR fRH# 11
RT=RR HTR! H5lf|R Ht RUT HRTH HHT fRR 5R 11
HT5R HR HRR RTRR HI# II

HHR RIRC g HTRR r! «lfR HRR R5 HTR 3<t II
fsiHHtHH ^TfR5THR HT ^HR Ht Rtt H
HTRR H35 RRT3R RTH r| 5*B RIRf ^IT5 wft || 
35fR HRTH r| TR5 Z^l fRH TH? ZH TRH 5,K HH R<t II 
#HR HH *RKR % RTR HRTH 3j| RTRI RT;5^ ^THT II 
HHR | Ht| HU g (RUHR | Fut? Tr5 RTHT Tl

^ H5 'JH HHt fRfR | «TR |t Hf =R5 RHTHT II 
HtF3R RRR 35t gHRT 3|<t HHRTR g 'TRRHT^iT II

RtR Ht JRIHR HTRR I gR*t g*Rt RF5T 351^ II 
SITRR | fRR RT ufH Ht g TRURR RRR H f^H Hit II 
HiTHiR RJ3it RSt RT 3 gR RT gRR #T R-fR HRTH 3RK 11 
RtR'B HH RgtR 5)5 R5? RTR- fHRH RHlT ||

IRRHIRHRT 5ft ^ TfR HTRR »RRR % g f%Rt HR H II 
RTRR | «T% RHH^ % HTR R^ HR # H

chasing each

K, A. , (517)

K, A. , (518)

K. A. , (519)

K. A. , (520)

K. A. , (522)

K. A. , (525)

K. A. , (526)

K. A. . (527)

K. A. , (530)

K. A. , (531)

K. A. , (570)

A

K. A. , (602)

K. A. , (611)

V K. A., (616)
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other as in a game of hide and seek,1 and his miraculous feats that have secured 
him deification among the Hindus2. The style is highly embellished with rhetoric, metaphors, 
choice similes, long-drawn imagery and fanciful juxtapositions. These apt and beautiful 
descriptions would not fail to attract the reader.

^ fa^RTSTT TT iftT T^t fqfa Tit It K. A., (628)

RRT HIT TTRT § %HT | 55R RTT PH II
• •• ••• • • • • • • aaa cca cac aaa m » •

• •• ••• • • • ••• •a a ••• aaa aaa aaa

trt it w t tt? rtt tkit t gtRTt: u k.a.,<629)

trt I its rrt t fi| it nfa hi r% rrt ii

I thrift THT t ^| TTT it ^TgTI^T 33RT II

rttti ferer sjf «rt g fit 3?i titr srfrRTTii
§ft3TT Tl TI| tt |R5^ ftre FRMT it=q Tvrr TT TffTT H K-A- (63°

1. Krishna's chase
tifi ^f|it ftR q *r i rrftr f*apr t §t rt t| | n

TT 4*R ^ HT ^«T fait TTt^TT Tf |||
^ ft# *h it ik? ht httt % wf ^ sr| | n
Tt qifq TTR t| TqR TTTRT qiRT T| | II K. A.. (657)
effi f§|it =t| rrt it ik rt t# Tft It nirf ii

feRTt ^qT qft it ftftisi nt T|t It Rsirf n
$*3R Tk* dta t<0 ftujrRT§rr § ti r|ii

TIT TUTT t| II RT § TTR ^ ll^T TR| II K. A., (658)

qj|f qt ?TT % |ft:^ 'Tf i 1M i |T TR; Rf II K. A., (660)

«rfr RUT §*5T T«fk fat TRslRTgTT it Tf |ft |*t ||
iit RTTf RUf T|I TRR TT |RT RTU II k. a., (662)

2. Miraculous feats :
q5F| T# HT TNT % TT |t JfT SIT* RRT f" TffR I I
T? ^| TR Rift RT HTt ftkt Tft& *f ft HRTiTT T|t q||TI li 

JTlfqT qit m qt ITT Ht TT TT SflT it HTR =b|||R ||
r%3 giT fflRT % qR; i ITT ft TUT HHt HTt WRT ^IfTT II K. A., (480)

RRT «tf^T t|t TT T |ft^t TT T T|t #I^TT qR II
qt^H qrRt tt t fit; i t nit T| Rq ||

ir: fitt tt t ftTTTt ^ qRT?iT it itt: ^ttt ii
it Tqsit TqR =T^|t ^3 ^trt | ^ t fit: RTII K- A-» (490>
ft| ?th;t it wt ^t fq^r tt tt tt£ tttr fTTiitli

itfr t| Tirt q?; %% ^^t t^ i?t ftfT TiTiqt 11
^Tq> qft TT^t II |T ‘TTq; qt TT T sft ^Rsft II
S^lft =T^TT TT it TT |T ftlT TRT | fq| sJTfe Ttiqt II k.a.,(499)

• For more references, see the Krisanavtar : Slaying of Putana (80-93), Trinavartta (103-109), Bakasur (159-163)* 
Aghasur (170-175) Dhenuk (189-200), Pralambh (226-227), Kalinath Nag to clear off the Jam ana (207-219) 
Lifting of the Govardhan Mountain (335-408) and the like. Rescuing of Jumlarjan (135-145) etc, etc,
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4. The poet indulges in elaborate descriptions of his male and female characters,1 
choosing for his subject the depiction of scenes of union of lovers and pangs of

1. Description of Ram’s beauty :

3laR il a^i asra Ini II far ara ii rat^ ml ll
fa*i ai5Rti ii <srai ijq^q ii a^ai qaafRi ll aa saaaaRi u 
faaT aa^araat ll far' ara araar n aai ^a'laratii §1 %'% l^ar ll 
ar t arn aiaat ll fta fama aiaai ll ?ti faaa qt& n ai^rr ua |li ll

V5

aa gai a?; shr ait afl aa fra far#- ^i| n
3’aa fan qsqiaa ara aaa ^ faa aif u
la $la qraifaa Irfl iraa t* tin 55a! ll 
ara or#’ §r w at art ara ai raat arwt 11

ala fa 35a a?: anarf ll a?r aia ara asrair ari n
^war m ^qf ii air at a aia asi?jq ^ n

q|qrc aar faa fa^a n ga usarar fla fag^q u
5t|i ara # auj ^ flail n mat ^q at asa la fairl n
^r ?aR a* ana n mar n
3W a*a?; a | 11 ^q spja «r$ | n

R. A.> (102) 

R. A., (103) 

R. A., (104) 

R. A., (105)

R. A., (154)

R. A., (692);

R. A., (693)

R. A., (705)

Description of Sita :

a? It sra arefca I qrft aRa fagaaar aaarat 11
*SvO

aa gaair gjai tfa Ii arat 11
taa at?aa Ii ftar «r |aa f«ai arai 11
taa faa fttaa faa aiiiaa aa

is. la q^rat || R. A., (263)

faa'ar^lnft n faataaanjt ii qra^ta tat ll q|tq?anrtat n R-A-
'43

ra? qia aiat at aia arar arsji ara art Ira aa ant 11
X X X X X X

aar aia ail aat ^na qrra la la §51* at an ail n
faaT fra all ^ a^ tit fan aa> aia T%nt ara ail 11 R-A-’ (297>

fra I Ifastr Ifq liar s*q fiat a? arlt ^i| n
^ aa ar% aa a'ta art ^ ara % qjlt atfa gjrt 11
aai tr q>i ad aa ail 5t<l Ira air aa at?: nil .11

O'. C\ «v

5ift #a arl fan an fqarl f^i la aura §?ra an n R-A-> (i,ys>
|h |a ?fci aa aa afa a^ftffa 3511a I w ntf 11
naan a |<a I ara na faaiaa aia ar | ll
aatrra auq ^ atr asrr ana ^rr?ia I torI ii
asar aia qrnra Ii ara iqwiti fawa ai aa I aia ail 11 R-A- (299>
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separation between them. In the depiction of union between lovers he, at times, dwells on
their various limbs from top to toe in the style of Nakhshikh Varnan so popular in the

Description of Krishna :

$if ^rnn frn nr% nr% nn w,z igjr fenra sjt% in 111 
$15551 if W.z ift n?H$T *r? I nrnf §rnr mfe 5n# nTf nn I II
sfl^irn it nfffe ffirfe nrn sira qin fer^n % fiti it ii qnrn | n
gn nffnfe it$ $fg ^inn n if mil q% qr $| nrnrh nmn in | u K-A > (19°)
itnn | ran % $n iffr nr$ rim n$ if fef it | n
ife $qfn nt 1 fe? $1 ^nrr qlsr i ffr ?jrn if In
$ir%5f fq$ i nnnifen nnw $| $fe g'fr ift ii
q i nn $ ifsn qjrn in $r: qqn it ii KA» (238)

feu ^rrfe ranlqfn if uu 1 gm mft feurqfn it §[fe qr| 11
stTfl §run % frq it $n inn it nn I ^fi 11
qm nn qjfitfsr £ ^nr qr ntrn it §n ut| 11
$iu qnu § gfer ww $g nqnr $4fe n^t $rr|u K-A-»(445)

,v.

Description of Gopis in union :

fen gfen mu un ufe I fenrnrngnr ^ nrfe nnt 11
gt$ uun gg rnurqfe it fe^ u ^jfe urfnt ^q nnt ti
ru it $fr rrw ifq nit un utu it mu I in srntli 
% qnr uq uunrn ?git itm ntnn % fenrru unt ii k- a-> («3>
nn % ununru feuun | ffr ufe$r fefunr snihl K- A- (546>

vT»

jntrn utn nrfnn it §[qit nn rifeqsT uf$m it 11 K- A> (548>
fen uur nfe ft fer q ru if fen it *un ^t un~itutii 

^rr$ 5 qisfeff iffefett f if Qf^r nqfnt 11
tj^rn $r?r *rr% gfer ?ntqn if nr $rar flit ll
<n4f ^ n $fe rrnm $1 nnnrn it fe=n i ilnt 11 K-A- (557>

Description of Radha ;

rtnrn $1 ifn § ilfqn n «fn i nr41 irnt fen m| 11 K- A-> 0737)
in m<l fewin if fmrt ^ra ft $1 nnf nirt §it r^l | n it f| 11 
rnr ^rnit wnr nil § nilfrt qiil qnr $t$1 ^n 41=$ n n| 11 
nfrnn % fir n^ sir it nmr \ q =nil $fe nnm rn % 5f| 11 
in nra nra nil nin^ $1 qlfe$ra =qrfnt n rmr ninf ^fent il n| 11 K- A-» <538)
^ imr ni qn ^rn §'$rr =nilll
^3 ^nr =nq$5ir qn^f ^n n^m $1 in $5it it
m i qn ian =$it $fe nmn $1 in rrn ^iil it
$13 ifn nrlnn »mrn n %% =qf $1 nifnl nra nit it K-A^ (539)
^fr it fqfer I fegrif n| nqni fef if $fe nrnr ft It
nnf ifnn mr n^fe n nil fef n fenmnn nfnl nt It ^A- (545>
For more references, see K. A., (270, 273, 279, 539, 540, 541, 542, 644, 545, 548, 547, 552, 553. 554, 555., 558, 559, 

560, 561, 562, 563, 564, 566, 569, 672, 580, 581, 584, 585, 586, 693, 595, 598, 634, 640, 652, 657, etc.)
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Riti Kal of the Hindi literature. He employs various conventional and fresh similes and 
metaphors in describing each limb.

5. In the Chaubis Avtar, we come across numerous short and long descriptions1 of (a)
Description of Gopis in separation :

UU nt huTUU
*>

Ht

HI

*ft 1 fut UU RRU HfTU Ht II 
fiT Tt HR HI HR UUt UUf WI ^sftUT HU HTUt II
^UIU HI ^ifu ft H^ ft uff ^UTU £ Rif flU Ufiut II
HUTU fuUT HH t 3R Tit UUt THguft u| ?JT 3RT uh II
Rraiu ut Rtfu ntu u i%f uuiuif u su% ft qiu ||
ut gFUilUU I gUI ur Hfn THU fqui 35H UUt 5RUJU II 

UT fu(t Tf qtt UU fT fTU 1 § ffT ft ffT jft II

UTft Tt ^HR TUfRU I Tqufiu Uft HUTU ffT Ul(t Ul| 11
For more references, see K. A., (812, 861, 865, 867-879).

Description of Apsaras :

HTfTfeRTUUft II 
jfTHU HHUl^t II

^fq^luit

K. A., (811)

K. A., (862)

K. A., (863) 

K. A., (866)

TUHUfU
THuquTU'

gfUHUUqjt

URHUfaUfut

STUTT^FUt

^huthuf

^TUH

UUTUI^ UUff

fuUftHUjt 

3?ufuuTf ut 
urui^jfr

Hftn^l^t II 

f*ijjjt ll B. A., (592)

UHUUT II

stfuuni ii

1. (a)

UUUWlt

qf^u^qrc

Description of a forest
UH fuUHU I THf HI ?p U'qT HI §UUT 
Ut%fu<t * JJrHTH ?JHTU UU fuu <pu Ht 
HIT U^fH<t UU: UTH

UTTU

m
HUUHUT TUUR

UR ut UKUI RT^ TIU HUIU Ti\ «lf%

Soothing effect of the forest :
Hfi HIH UI^ II 5U

V t

UTH

HIT 11 5? HIU

Thickness of the forest :
LU HIH Hfl 3 Hr

^ *n

U? UM Hfl ^Ht quit V V

quuR ii
?TTfR II

qif ii

sit H
Hfll II

gwi u

uur n

HIT I I

TUU 1 II

K. A , (593)

K. A., (483)

B. A., (294)

HTTt ?UI |U «UTUU Tt Tl%it ^SIU SHUT UITt UfU fuHIT UH utu | II 
URU Tt TfT UT UU U fafRUT HTf *RH[ eft Htu UfT U5 T*t U HSU 111
t u u tufRut Tte f u u rufRut Ufr q^t qst u uu Hfr urtsft Tt u uuu 111 R- A-> (300>

Fierceness of the forest ;
U'HU THU 1TRU TtH HURT utH ^IU II

<TU HTq UTRU UIU UTRU 5JU UflU^T q| ll B. A., (248)

TUT TTUU Uff Ulff fuutfu uuu i m ^IT55 II B. A., (255)

Hfi utt: hiqt UUTH fuTi^r ii m tt SllfUt uurii B. A., (722)

Description of trees, flowers and fruits

qu uBt iu% §u 
sgur nit *r Tt uu*t

u% TH f §U 
I TUUHU Tt

HtU

v»

II
«Rg|lf li K, A., (301)
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forests, trees, flowers and fruits; (b) riverside and lakes; (c) clouds, heavy rain, and seasons-,(d)
rr fft q gra Rii faf ^ RiR li
RTf^ | gut gR $t Rf fRI fH> IfH || K.A., (197)
qrftl RRl 5R §5If RRt RR«TT 1%R | RR | ?R RI% II

<5tf? vfit RtRT Arc r rr $ hr grlR Rft ^ m% li
RlTO 1 *$teR RR ^ ^ ||
^rrr! 3*r Rt$R ^ rr gR irr «ft gR «ti% II K-A->(15°)

(b) Description of the riverside ;
gfR jrft ftirgfir fa# 5trt fR 1 g'ft rr ^rtrt n
#Ri *;f ftp-mt % hr rr ttR tfift hutrr hir n K-A->(53°)
1R farf giR rr! fafa ?rk g| RgRr § g|f n
#rr | Hi*: ^rfar RRt ^r% rrtr fjfgRRt r rt^t n K>A-,.(536)
rrr Rk Rtt iri^ g fatrRR <$rr % rjr iRg n K-A->(567)

Description of a lake :
rtr rr faf sr fa# hr ft rr ^ hr % g*?fTf ii
tfa HHHt | ^rr% fl faR *r Htnr nfa n't n

hs Hfan r<tht fifa r gR r fR her HRif n
#THR HR RR< I RHRT fft % ff fJRHfi ^jFT *HTf II K-A"(193)

IRR RSft f%vr^ft ffc <t fR> RM wit faf R W f^ 11
to t gntT gtR Rft r^ht 'Rf rht fan 3^% ii k-a.,(197)

<c) Description of clouds and heavy rainfall:

gjn RttR tft hr ft w* I ft si % gt r rr RflRT ii -
Hfa HCt R nf faf R HR RTHR qR HtT qfiTJTfi^ril K'-A.. (358)

rIhr ! g ^tdifafR hr ffa fan % hr ^rrl n - 
qslqtfa ^rg %fr iTTRrr ffcr ^rrt 11 K- A-> (359)

k*R ^T 5f|§ ^ sfl? ^TSf^f II K-A., (362)

r <rif gift it RR rr R?r r| =3Tft ^ ^rt n
^ ^ ftwr RR life ftf "5IR WR t W| SIR TR I
^ srr% ft rwt wf g'fR ak tit Rt^i# n
3TT7 fR % ¥l| ^ ^ ?uk fR TTtR ^ 11 K-A., (363)

^ ftr q Rw ffR RR fir sR’r! rr jtist ii k. a., (365)

Description of seasons :
tfar ^g- ^t Rf^r rr f1 rr! a ii
^I;l % gR qt ^ 3TITO RR RRIff II K A., (233)

For more references, see the Appendix ‘Barah Mahas.’

{d)» Morning. :

SIR! Hf^m TRtt RRRR ftk WR Rif IgRRt 11
<rflT 5fil «T%UI7 RURT Rfsr RRrrr Rift UI1R tRtll
RRT ft f55RlfR!f RTR 3R^tWt RRt II

tr? Rtr RR ^ %f 3«ft^T ftR SfRt U K- A * (296>



BRIEF CRITICAL STUDY OF WORKS IN THE DASAM GRANTH

mornings and moonlit nights ; (e) celebrations and (f) dishes. These descriptions are 
in quatrains adorned with similes, metaphors, imagery and poetic fancies.

Moonlit night :

nnu | urq ngUT 
3)H *1 HI

nruut
fsrf^

<e)

U1
| 'HU it HI 

HIT Hf it Hlfut SfTHU | HI qiU H^qft %
HU HIT J|H UHU I TH1 % HgUT T%U
in sut hu ^hu g'p nriut nu nit
iu qir ngui ^ I feu utuuirc nt

Celebrations—Ram’s birth :

I'm hu* fein p utn ur H^q; n sftusftu qnu §flu qqtu qtu fain l 
*Khfi qrt utu pit nr mfefu ur ii uif| utf? fut un qt; hr qqR rur ii
HHUqfq|H|HU ITU UHHHK 1| Ii Is q£ H*t Hqfqq Uf R'UR II
p ^tq m'tq ui h^i |u quii 11 t;tt fit nq nta |q Iqutri n

Ram’s marriage :

sfcuqrc qqt hu it p
inr 3K quuu t nq 
qi^ru uth pin qniqu mnu
HR fan Hq it HpUT ?P
**Z firaf*m itut ugjiir ii gu
uu Htnr qr i urr hr n |h
sill ass itu h^r ii fuf 
qiHu uth fain nqrc* n umu
qu qu qtt: qu^lnr hh n itququ raqiit 
*r hti fefnu faq p q< n niiuit hu 
qi^ru HH g=qu Hqit II UtH fain 
HRU ntu HUHT UT<t II UU UHI1

K. A., (552) 

K. A., (602)
=qq qrtt in 

n? uhthi ii 
?tH uft |||
hti qit I ii 

§?fq qrf ii
3?fq §Ut ll K. A., (912)

K. A., (671)

R. A., (56)

R. A., (57)

^U Ht U1 HT^II
qu 11 3^ fu qqrt n 

itufu itfu hhi! ii 
qR fqg # 3t hr famt n R. A., (157)

itu
guu ii finii 

iruu

fuf qru 
futnu R.A., (158)

itu

fqqrir ii 
qqrq n 

rhr 11
ll A*’ ^159^

Vqq l| 
uirqutqt: ft 

§r guit ii 
qqiqu ui<t h

R. A.,(160)

R .A., (161)

A decorated horse in the marrige :
urnu % uu 11% qiuu "N

eg^..................... qu 1 q^fT URI HU qpu | II
fHU^T % qR I r% ^q ?R f T% m €t RQTU tlUl fqiR | |l 
irlqiH qtr | |h utt 11% ^Hut % utt | r% pqi h qipu 1 11 
Hit ^RU # utn Tin «IUH sqt U **f Upu 1 II

Devki’s marriage :

R, A., (171)

qqtHru fi^qu it q* i ur qrii uqii I nr? quiutn
it uni tf* stiiru q?u it gu it fui

qp;u
htu q>Hiqu

qqirafu ^r^u 
^rut; nut HH H

nrqi ii
nnnqK nit uuurqt u

q^itn uir um ii K. A., (21)

5tru ^ gfu i qn|qfi ^q ni ^iq^ uu
hru dtu qniqu urn flqiqfu ^rqu uip
ituu q fu^# qf umfu ut §?q it uquT it^r

fqqR ifuq h^u § |hu |qu it

m-jmm
• • •

• ••

• ••

• ••
• • • • • •

• • •

• • •

• • •

• • •

*{Z

urtt ii

UITt I!
qr(t ii 

uiur<t n K. A., (27)
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6. Dialogues. Dialogue, more or less, is an integral part of a narrative poem. When a 
reader is tired of pursuing the narrative, dialogues are introduced. They create a dramatic 
atmosphere and thus sustain his interest and take the story ahead. The best characterisation is 
achieved through dialogues, in which case the narrator stands apart, allowing his characters 
to reveal themselves through their speech, and reinforces their self-delineation by the 
comments and judgment of other characters of the story1. This creates a permanent 
understanding of, and sympathy with, the characters. Fielding has very properly urged that 
true knowledge of the world is gained only by conversation ; and the manners of every 
rank must be seen in order to be known.2 Dialogue has also the merit of brevity. 
That which would otherwise have occupied lines, can be clearly expressed in a few words 
in a dialogue.

Jayasi, Tulsi, Keshav and other poets have frequently introduced dialogues in their 
narratives. Guru Go'bind Singh’s dialogues are not less absorbing than theirs and that is 
because of the excellence of their technique. Among the many dialogues contained in the 
Chaubis Avtar, those in the Maan Lila Kathnam, Udhav-Gopi Samvad in the Krisanavtar, 
between Ram and Paras Ram, Ravan and Angad in the Ramavtar are a few of the best of 
the lot. The text of the first is given in the Appendix. Here is an English translation 
of it:

Radhika Maan
The poet Syam says that having spoken thus, she left the bower of creepers.
Her face resembles the moon, her body is like gold, she excels all the cowherdesses in beauty.
She adopted the attitude of maan. She left them (the other gopis) and went away like a strayed 

female deer; she had no friend with her.
It has suggested a simile to the poet—as if on getting angry with her husband (Cupid), Rati 

(Kamdev’s wife) was going away all alone.
K. A.f (677)

"Here, during the raas sport, because of his love (for Radhika), Hari looked for the daughter of 
Brikhbhan (Radhika).

He stood gazing but she was not to be seen among the cowherdesses—she,who was dear to him/" 
says poet Syam.

"Whose face resembled moon-light and whose person *was extremely beautiful like gold.
(Thinks Krisan) either she is feeling sleepy and has gone home or she has resorted to maan.’9

K. A., (678)
(Continued from Page 91)

URU 5RRU § UKU feUFRT g Rp-R §|PR 1 II
% feu # h'1 um uu ufr gwRcft 111

uifeu % ut Is cri ^ QfTspft ii
feuu sftUl URT Uiqt UT UfU U SUURcft l| K- A- W

(fy Names of dishes.

hph uu'ii
^ fepu ^f^rr wu

Tu dfa ^ ru <ru % ur«r uf u ^ttct ii
5K =*PTUt UUUR fer UUJU II K. A., (329)

1. I. S. 147, 2. ‘Tom Jones’, Book XIV Chapter i
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Kaanha Speaks

Jaduraj called the female companion whose name was Bijjuchhata.
The lustre of whose limbs resembled gold and from whose face the moon got its effulgence.
Hari said to her, “Listen, go to the daughter of Brikhbhan.
Fall at her feet, and persuade her to accompany you hither,” K. A, , (679)

On hearing Han’s message and getting Hari’s order, the female friend ran to reconcile the daughter 
of Brikhbhan who is a very good maiden,

Whose beauty is like the beauty of Cupid and as if she were a beautiful lotus flower
This has suggested to the poet the simile of a top free from its cord. K, A., (680)

The Female Friend Speaks
The female friend, called Bijjuchhata, came to Radhika, the daughter of Brikhbhan.
And then she uttered these sweet words, "Listen, O, woman ! the Lord of Braj, has called thee.” 
“Who is that Lord of Braj ?” says the lady of Braj (Radhika). (The maid replies) “He is Krisan” 

“Which Krisan ?” (asks Radhika).
“The dear one with whom thou sportest, O woman” replies the maid. “Who is he ?” asks 

Radhika. “Him, with whom you have fallen in love,” comes the reply. K. A. , (681)

“O friend ! the darling of Nand calls you. Do not be stubborn in the least.
I have walked to you all the way. Therefore, you should act my advice.
Go quickly to Jaduraj, you shall lose nothing thereby.
This very fact prompts me to urge you. Be happy yourself and make others also happy.

(Persuasion, request or entreaty) K. A., (682)

“Do not be moody, therefore, O friend ! Listen to my advice. Rise to your feet and hasten 
Where Krisan is playing on his flute. There the cowherdesses cut jokes and indulge in sweet 

abuses.
This;$ why I am asking you, come, do not be apprehensive in your mind in any way.
I fall on your feet, give up your apprehensions and proceed to Hari without any hesitation.

(Exhortation and persuasion) K, A., (683)

“Listen, O truculent one ! Do not be apprehensive in your mind in any way. Shed your mis
givings and come with me unhesitatingly.

O proud one, Hari loves you mightily. This is why I have urged you.
Your eyes appear like shirp arrows whetted on the whet-stone of love.
Hari loves you mightily. It appears that you are quite unaware of this fact, (or Are you yourself 

not really aware of this fact ?)” (Eulogy; New Idea). K. A., (684)

“Jaduraj (Krishna) is playing on his flute, on a very beautiful spot,” says poet Syam.
“This is why I have been sent to you by him. He asked me to hurry on to you and conduct you 

to him.
To the place where Chandrabhaga is dancing, and the cowherdesses are singing in swinging circles. 
Therefore, hurry up, friend, every body is regaled with ecstacies of the sport. You are the only 

exception. (Stimulation and jealousy). K. A,, (685)

“Therefore, I wish you all happiness. Come away quickly. The darling of Nand calls you.
Syam is playing on the flute where the cowherdesses sing in chorus.”
“By playing the Soratha, Sudh Malhar and Btlawal strains”, says poet Syam, “the darling of 

Nand is regaling everybody.”
To say nothing of others, even the gods have abandoned heaven and gone thither.”

(Stimulation of emotion). K. A., (686)
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‘Radha speaks : reply and counter-reply

“I shall not go to Hari, O friend, I swear by the Lord of Braj. I will not go.
Hari has given up his love for me and has fallen in love with Chandrabhaga”
“Syam loves you mightily” returns (says in reply) the female friend, “Dear me, give up your 

truculence and come away, shaking off all your misgivings.
Krishna will not play without your company.”
“Go tell him to play with the one with whom he has fallen in love,” retorts Radha.

(Cause : Sense of wounded pride and jealousy) K. A., (687)

The Dooti speaks
*T fall on your feet, O friend ! Do not be so moody in the depth of your mind.
You should at once proceed to the place where Hari calls you.
You should dance as other cowherdesses dance, you should sing as they sing.
Say whatever else you will, O Radhe, but do not swear. I vouchsafe my life to you.”

(Peisuasion) K. A,, (688)

Radha speaks
“Hear me, O friend ! I shall not budge an inch even if Hari sends a million cowherdesses like you.. 
What if he plays on the flute and what does it mean to me again if he sings auspicious songs.
I will not go to that place even if Brahma comes in person to deliver his message.
Of what account are others ? Even if Hari appears in person, I will not go.”

(Excess of sense of wounded pride) K. A., (689)

The Dooti speaks to Radha
“Listen, O cowherdess ! Why art thou so truculent, get up and do what Syam bids you do.
Hear me, you should do what pleases Hari. God bless you ! That should be your sole concern*
If he has sent for you, it is clear that he is deeply in love with you.
Otherwise, art thou so foolish as to imagine that there is none so beautiful in the raas as 

thyself. (Threat ; Disregard) K. A., (690)

“Every body knows that on thee alone Hari lavishes his love. There is nothing new in it.
Listen, O friend ! Deserting him whose countenance radiates the superb lustre of the moon, whose 

person is the embodiment of beauty as it were,
Thou hast taken the way to the house so abruptly.
The Lord of Braj has many companions like thee. What, if one more cowherdess comes in or 

goes ?
(Threat and disregard are continued.) K. A., (691)

Hearing these utterances of this cowherdess the daughter of Brikhbhan got irritated.
Said she, “Listen, O, woman ! without being commissioned by Hari, thou hast taken upon thyself 

the task of a mediator between him and myself.
Thou hasfcome to conciliate us but hast spoken words that do not appeal to us.”
Thus returning an angry reply Radha said “Hie thee, hence ! Who has made thee an arbitrator.”

K. A., (692)
When Radha returned an angry reply, the one (Bijjuchhata) came home and said,
“The woman is sitting in a truculent mood. I have used all my persuasion but the foolish one 

would not listen to it.
Conciliation, she would not have. Punishment she would not care for. Diplomacy and rewards 

have no meaning for her.
Where can there be love for such a vulgar one, who is a stranger to the strains of your love

(Stimulant.) K. A., (693)

*
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Main (Madan) Prabha speaks to Krisan
Main Prabha was sitting beside Hari when she heard these words. She spoke,
“O Hari! I shall bring the cowherdess to you, who has thus got estranged.”
Then she rose for the self-appointed task of bringing her to the feet of Krisan.
Her, on the beauty of whose face the bloom of the lotus flower could be sacrificed and then flung 

aside. K. A., (694)
Thus she spoke at the feet of Hari, "I shall presently repair to her.
And shall bring thefbeautiful one round by any tact that appeals to her.
I shall fall on her feet, I shall entreat her, I shall cajole her. I shall take every possible step to 

conciliate that beautiful cowherdess.
This very day I shall bring her and reunite her with you. If I fail in this mission, I shall, of course 

forfeit all your tender regards for me.” (Oath, swearing) K. A., (695)
Says poet Syam “Main Prabha paid her obeisance to Hari and went straight to her,
Who is unexcelled by Mandodari, the like of whom there is none at the court of Indra.
Whose beautiful face radiates, who so shines in her grandeur.
As if the moon.the deer, the lion and the parrot had all obtained all their peculiar beauties from 

this lady.” K. A., (6J6)
Counter-reply

The moon-faced one took leave of Hari and walked all the way to the daughter of Brikhbhan.
On reaching there she spoke to her, ”1 would fain die for thee, come away. The darling of 

Nand has called thee.”
“I have no mind to go thither to Hari,” said Radha. Then replied the maid, “Do not utter such 

words. Have no mis-givings.
Why art thou sitting here after having stolen the heart of Hari as it were ? K. A., (697)
“Where rolling clouds gather from all the directions, where pea-cocks scream.
Where cowherdesses dance and forlorn people offer themselves as sacrifice
There in such surroundings and at such a time, O friend 1 The lord of Jadus plays on his flute and 

calls thee to mind.
Therefore, hurry up, and come away O friend, so that we may also reach in time to behold the 

spectacle. (Nature^as excitant, stimulation, euology) K. A., (698)
“Therefore, give up your truculence, O friend 1 come away to Hari, shake off all your mis-givings.
Set thy heart on love alone. Do not harbour any stubborn thought in thy mind.”
Poet Syam continues Dooti’s words, “Sing thou the glory of Krisan who provides such pageants 

for thine eyes to see.
Why dost thou sit so stubborn ? The whole world is agog to see his glories.”

(Admonition) K. A.. (699)
' I have no desire, O friend, to go to Hari, nor have I any curiosity to see the pageants*
Syam has ceased to cherish that profound love that he once had for me and has taken to another 

woman for his love sports.
He loves Chandrabhaga.” Pat comes the reply, “No it is not so. Some body seems to have 

misreported.” Radha retorted, “I have seen it with my own eyes.
Therefore, I shall not go to Hari. Be quick, go if thy mind is so much stirred up.”

(Disregard for Krishna, Tit for tat) K. A., (700)
The Dooti speaks

“What is there O woman, that I should go to see ? “The Lord of the Jadus has sent me to 
conduct you to him.

This is why of all the cowherdesses I have come to thee straightway.
Thou art sitting here in thy pride and wilt not hear anybody.
Quick, therefore, come away with me. That is my errand. Krisan is awaiting you, standing there 

in expectation.’! (Ser; on pride)! K. A., (701)
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Radii a speaks
“ I shall not go to Hari, O friend ! what gainest thou by faking facts ?
Syam has not sent thee to me. Your words have revealed you. Thou hast been found lacking in 

thy professions.”
The Dooti replied . "What if I am insincere, O cowherdess ! Thou knowest not the distress of 

another.”
So saying she bowed her head and then spoke. "I have not seen such a truculent one, O lady !”

(Insult ; compassion) K. Au (702)

The Dooti speaks.
Again she spoke thus : "Come away, dear maiden ! I would fain have sacrificed my own interest for
thine. I have promised to Hari thus :
‘Do not feel distressed, O Lord of Braj, here I go to persuade her and I shall fetch her hither.5
Here thou art sitting in a truculent mood, O friend, come away to Hari after having shaken off 

your misgivings.
Without thee, it is not possile for me to return. You probably do not realise others’ difficulties.”

(Self-surrender) K. A. , (703)
"What if I have come home straight O cowherdess ! I admit, I did not ask for permission. In fact 

no astrologer had advised me to ask for it,
Go back and tell Hari. Art thou not ashamed of indulging in such frivolity ?”
Poet Syam says, Radhika advises her to convey her feelings to Hari :
"Thou art in love with Chandrabhaga. O Lord, me thou lovest not.”

(Co-wifely jealousy) K. A. (704)
Hearing these utterances of Radhika the cowherdess rose and fell on her feet.
Then said she, “Hari’s love is for you. He has given up his love for Chandrabhaga”.
Poet Syam continues Dooti’s words: "She is not as intelligent as you are. This is why he has a 

yearning for seeing you.
This is why, O maiden, I have such a self-effacing fondness for thee. O, fortunate one ! come 

straightway to Hari.
(Persuasion, attempt to appease anger, praise). K. A. (705)

"The Lord of Braj calls thee. Come away, O, ignorant one ! Dost thou know anything about 
love ?

Syam is waiting for thee. He would not even drink water without thee.
Here thou speakest in a strange language that thou wouldst not go to Hari.
This makes me think, O friend, that thou hast become drunken now because of thy youth.

(Censure) K. A., (706)
"Thou hast, O, woman, in thy truculence withdrawn into thy own shell. Thou hast abandoned 

Syam’s love and art sitting forlorn here.
Thou art lost in contemplation which is no more than a heron’s attentive pose. Everybody knows 

the object of the love thou cherishest in thy heart.
I have told thee, O, friend, whatever worth-telling has welled up in my heart.
Now it occurs to me that thy youth is but a four nights’ guest.” K. A., (707)
Poet Syam continues Dooti’s words, * Thou wilt not hesitate to repair to him who enjoys the whole 

human creation.
Thou art sitting here, O woman, in thy stubbornness. He is not to lose in any way. It is thou who 

wouldst lose.
The youth thou pridest on so much, shall come to such a sorry plight that
It shall desert thee and wander about like a mendicant in tiger’s skin thrown over his shou~ 

ders# K. A,, (708)
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'‘Listen, O friend, thine eyes resemble the eyes of the deer; thy waist is like the waist of the lion; 
Thy face is beautiful like the moon; the lotus is nothing in its comparison,.
Thou art sitting so stubbornly. Thou thus art the loser.
Thou art gone against thy very person. By showing stubbornness to Hari what shalt thou gain?”

(Praise or admiration) K. A., (109)
Hearing the words of this cowherdess, the daughter of Brikhbhan was extremely indignant.
With her eyes blinking, and shooting up to her eye-brows she was aflame with anger in her heart. 
She spoke thus to the cowherdess who had come to persuade her,
'•Why should I go to Hari ? O, friend ! I care a fig for him.” K. A., (710)

When she had given the reply in this way, the maid uttered these words :
“O, Radhe ! thou art dearer to me than life. Do not get angry. Why art thou so full of anger ? 
Thou art here in a truculent mood; Hari, the rival of the moon, on the other side, is straining his 
eyes for thy sight.
Thou sayest that thou carest a fig for Hari. Why then does Hari care for thee ?”

K. A., (711)
Having uttered these words, she again spoke : “Get up and hasten to Hari and be united with him. 
The eyes of him, who sports with the whole human creation, are fixed in this direction.
If thou dost not go to him, O, friend, he shall lose nothing. Thou thyself shalt be the loser.
O, dear friend, Jadurai’s eyes have grown like those of a forlorn lover just to have a glimpse of 

thy face. (Stimulation) K. A., (712)
“He would not look at other women. He is always straining his eyes to catch thy glimpse on thy 

way to him.
He is always absorbed in thy meditation. When he speaks thou art the subject of his speech. 
Sometimes, he would stagger to the ground and then would come to himself while absorbed in thy 

contemplation.
At such a time Hari averts the darts of Cupid by re-calling thee to mind.

(Transient emotion) K. A., (713)
“Therefore, give up thy truculence, O friend, get up and come away quickly. Do not have any 

apprehension in thy mind.
I myself bear witness to Syam’s feelings. He has lost his heart in thine.
He is absorbed in thy thought to the exclusion of everything else. He is grieved at heart but he 

somehow pretends to be care-free.
A frail woman as thou art, thou hast grown truculent in thy stupidity. Thou dost not realise the 

love that Hari has for thee.”
(Admonition) K. A., (714)

Having heard these words of the cowherdess Radhika made the following reply :
“What makes thee leave Hari and run over to me to cajole me ?
1 have said 1 will not go to Hari. Now tell me what wilt thou do hence.
0 friend ! you call others stupid; dost thou not perceive that thou thyself hast grown stupid.”

(Retort) K. A., (715)
Hearing the words uttered by the daughter of Brikhbhan the cowherdess made a reply like the 

one following :
“Listen to what 1 say, O cowherdess, give thy ears to my utterance.
Thou sayest from thy lips that 1 am stupid. Just think within thyself if 1 am really so.
1 have come on the errand of Jadurai and mark, it is Jadurai himself with whom you have 

grown stubborn by truculence.”
K. A*, (716)
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Having spoken thus she said, ‘‘Come away. O dear, find thy feet. Do not entertain any mis

givings.
It is thou and thou alone on whom Hari lavishes his love in such abundance. That is why he has 

sent word through me to you. Take it to be true.
1 fall on thy feet, O damsel, shed your stubbornness. For once let my request be granted.
Therefore, come away with a clear mind, leaving all thy mis-givings. For once at least try to get a 

the core of Hari’s love. (Climax of persuasion) K. A s (717)
“In the sylvan bowers, O friend, at the time of raas,. Hari sported with thee in the wood.
He has not half the love for those other cowherdesses that he has for thee.
Hari has languished in thy separation. He would not sport with the cowherdesses.
Therefore shed your mis-givings and come straightway re-calling to thy mind the memory 

the Sylvan bowers. (Love intoxication). K A., (718)
“Come away, dear friend, Krisan calls thee. Do not harbour any waywardness in thy mind.
Thou art so deeply lost in thy truculence. Give a little heed to what others have to say.
The reason why l am speaking]to thee is that you have nothing to lose in this act of thine.

Just look at me a while. Give up all your truculence, and smile forthwith.”
K. A., (719)

Radha speaks to the Dooti
“I will not smile. Nor will 1 repair to Hari even if a million of friends like thee come.
Let them come and practise their many arts and bow their heads at my feet.
Never will 1 repair thither. Let people like thee use a million of their winning arts.
Let others alone, 1 will not go even if Krisan himself comes and bows his head,” K, a«» (720)

Counter-thought
When Radha uttered these words the cowherdess spoke :
“When I say, she replies T have given up all love for Syam.’
Dear me 1 what shall 1 say tojSyam who loves her perforce ?
He sends us to this one. Has he any paucity of cowherdesses like her ?

(Soliloquy) K. A., (721)
“He sends us to this one and lo j this cowherdess prides herself cn her beauty.
She has the feeling that he is inferior to her (in beauty), therefore, she has grown truculent 

and will not budge (from her waywardness).”
Poet Syam continues Dooti’s words : “Look at the wit of this cowherdess. She is not afraid of 

Syam’s anger.
God bless me ! What shall I say to him ? He always utters, 'Bring her hither, bring her hither,’” 

(Bali Jaoon literally means—I would fain sacrifice my ownself for him; but in this context the 
expression has been simply thrown in as an exclamation to show a feeling of surprise).

(Soliloquy) K. A., (722)
“O, friend 1 if Syam courts another's love then alone could this cowherdess realise her blunder.
O friend, unless he resorts to this expedient, she would not listen to what he says.
If he forgets her and obliterates her from his mind, then alone can she realise the consequences of 

truculence.
At long last when she is abashed and is extremely distressed, then and not until then is there any 

possibility of her coming round.” (Soliloquy. Stimulation of jealousy) K. A- > (723.)
Hearing this the daughter of Brikhbhan made the following reply to the cowherdess :
“Hari has given his heart to Chandrabhaga and for this reason I have adopted this attitude of 

reserve.
O friend ! when my exasperation had come to the breaking point, then it was that 1 got offended.’* 
“Hari has cast his love to the winds even without hearing these words of thine.”

(Disclosure of secrets) K. a * (724.)
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Poetry am says, '‘Having addressed these words to the cowherdess, she again spoke —
“Hie thee hence, cowherdess ! why sittest thou here ? 1 have gone to the farthest limit in tolerating 

what thou hast uttered.”
(Then the cowherdess replies) “1 have spoken everything to the utmost limit in thine interest but it

has found no tender corner in thine heart, my friend.”
(Radha replies) “Hari and 1 are both utterly estranged. Therefore, O friend, 1 have resolved not ta 

go." K. A., (725)

Poet says, “On hearing this she made a reply that would go in favour of Hari. :
* 1 have come to her because Krisan sent me and 1 have spared no pains to persuade her,”
(So thinking, she risked a new approach). She said, “Listen, O friend. It occurs to me that Syam is 

the ruddy goose (Chakor bird).
And thou art the moon-faced one. ‘He would gaze and gaze on thy face and shall become thine 

in the very act of gazing/ (Exaggeration) K. A., 26)

“What, O cowherdess, if he goes on gazing ? 1 have said, *1 will not go to him'.
Why should 1 bear the reproaches of the world ? 1 have my|own dignity to stand upon and it is 

enough for me to keep me self-contented.
Syam has fallen in love with another woman. What glory am 1 to attain by repairing to him ?
Therefore, away with thee, dear friend, 1 will not show my face to Hari as long as life lasts/’

K. A., (727)

Then Main Prabha returns to Krisan and speaks to him
When she had heard these words, she rose to go and came to the darling of Nand.
Having come she spoke to Hari in words like these : “O Hari, 1 strove to persuade her but the 

silly fellow would not be persuaded.
Either desert her altogether and lavish your love on these cowherdesses or go yourself and bring, 

her home with your own persuasive skill.”
Says poet Syam “When Hari heard^what the cowherdess had said, he hurriedly set out himself.”

K. A., (728)

Then Hari instead of sending any other cowherdess himself came all the way to Radha.
Seeing his appearance the daughter of Brikhbhan was delighted in her heart.
Inwardly she was intensely delighted, outwardly she spoke words sullen in indignation.
“Sport with Chandrabhaga, why have you come hither after having quitted all sense of shame ?

K. A., (729)

Radha speaks to Krisan

“Leaving Chandrabhaga in the raas, why have you come to me ?------- 4
Friend, either he has been instructed by the cowherdesses or has hurried hither of his own accord.
I knew that he is a great juggler. I have found him so by these dealings.------- -
Tell me why you have come to me. I never sent for you.” K. A., (730)

Krisan speaks to Radha.

He made his reply thus : “Certainly not, O cowherdess, thou hast not sent for me.
Thou hast inflicted deep wounds with the darts of thy eyes. Therefore, the deer in my heart has* 

run hither.
My limbs are burning with the flames of separation. They could not be rescued from those flames.
I have not come, dear one, on an express call from thee. I have simply come to foment the burnt 

. spots.” (Hunting experience, Psychological treatment or psycho-analysis). K. A.; (731)
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Radha speaks to Krisan
Poet Syam says : “Radha replied thus, ‘O Hari ! I have always sported with you and felt the bliss 

thereof.
I bore the derision of people. I recognised thy form and thereafter did not care to know any

body else.
I drained my heart to you to the utmost drop but you have deserted me and brought me to this 

plight.
You have developed love for another woman, So saying she heaved a sigh and filled her eyes with 

tears.’ (Taunt) K. A. , (732

Krisan speaks

“I have intense love for thee. I do not love another cowherdess.
While thou art nearby, 1 look on thee, when thou art not here, 1 see thy image.”
So saying Krisan gripped the arms of Radha saying “Come away, be happy with me in the 

woods.”
Radha was startled (made involuntary movement due to some surprise), and swore thrice by 

her own life.
Krisan would not have her swear so and said “Not by thy life, not by thy life K. A. , (733)
So saying he who is the eenjoyer of the three spheres, seized her arms.
He, whose waist is like the waist of a lion, whose face would eclipse a myriad moons with its 

radiance;
He spoke, he who stole the hearts of all the cowherdesses, “Come away with me.”
Then Radha entreated him cot to behave so, saying that she knew well what the darling of her 

heart had in his mind. K. A. , (734)
“Why do you shower reproaches, O friend, I have immense love for thee.
In vain hast thou harboured a wrong notion in thy mind. I have no place for Chandrabhaga in 

my heart.
Therefore, rise, give up your truculence. Let us enjoy on the banks of the Jamna.”
Radha would not give up her truculence. Therefore, distressed with pangs of separation the for 

lorn Krisan made repeated calls. K. A., (735)
He said again , “Shed your truculence now, O friend. Let us both go deep into the woods.
In vain, dost thou cherish feelings of indignation in thy heart, I have no place for any other 

woman in my heart.
Therefore, listen, cheerfully, O dear one, let us fling all unhappy thoughts into the dark 

waters of the Jamna.
There is no bliss higher than the one that we should both combine to avert the hauteur of Cupid/

K. A. ,(136)
Krisan spoke to the daughter of Brikhbhan in deep distress on account of his love-lorn 

condition.
Therefore, she got reconciled to him and shed all her truculence from her mind,
Then catching her by the arms, Syam said, “Let us now indulge in friendly sports.”
More frankly, he spoke to Radha again, “O my darling ! Let me have the bliss of thy conjugal* 

sportiveness/’ K. A,, (737)

Radha speaks to Krisan.
Hearing these words, the daughter of Brikhbhan made her reply to the darling of Nand :
“Sport with her, O Hari, on whom you have lavished your love so profusely.
Why do you seize my arms ? Why do you oppress me ?” L
So saying she filled her eyes and heaved a sigh of distress. K, A., (138)
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"Sport with the cowherdesses on \*hom your heart is set/’
Spoke the daughter of Brikhbhan, sighing and filling her eyes with tears.
"I will not accompany you even if you seize a weapon and stab me therewith.
I am telling you the truth, O best of Jadus, leave me here and take your way home,”

K. A., (739)
Krisan speaks to Radha

"Rise and come away with me, O friend, do not harbour any sullen indignation in your mind.
I have come with an open mind, giving up all doubts, Therefore, thou shouldst understand the 

ways of love.
I have heard this spoken about love, O friend, that if one’s friend would sell one in love, one should 

be ready for the sale.
Therefore, I entreat you, O friend, do what I wish you to do”.

(Philosophy of love. Himself a solicitor). K. A., (740)
Radha speaks

Hearing the words of Hari, she replied to him thus :
"When did you have any love for me, O Hari ?” while so saying her eyes were filled with tears. 
"You had given your love to Chandrabhaga, therefore, am I extremely exasperated/’
Poet Syam says, so saying she heaved a sigh and then said "You are extremely deceitful/’

(Physical realisation of emotion) K, A.. (741)
Full of anger as she was, the daughter of Brikhbhan opened her beautiful lips and spoke,
"There was no love between you and myself. What was there that could lead me thither ?”
Then Hari said, "I have my love for thee.” She replied indignantly, "When did you show me the 

same ?”
Then Hari said, "Hear me, dear one ! I sported with thee in the woods.”

Krisan speaks to Radha. (Disregard). K. A., (742)
"I am bewitched, O friend, by thy gait. Thy eyes have infatuated me.
The sight of thy culls has fascinated me. I am bound to this sport so much so that I cannot 

leave for home.
I am captivated by thy limbs. Hence love has increased in my heart.
The very sight of thy face has infatuated me even as the Chakor birds are infatuated by the sight 

of the moon. K. A., (743)
"Therefore, give up thy truculence, O friend, rise forthwith and come away with me.
I have profuse love for thee. Shed thy anger and speak thy mind.
It is the petty who talk in this vein. It does not behove thee, O dear one !
Therefore heed my request and come away. There is no use indulging in fruitless deeds.”

(Exhortation, entreaty.) K. A., (744)
(Maan Mochan : reconciliation)

When Krisan importuned her to the extreme, the woman gave a little thought to it,
She understood the love of Hari and shed off the broodings of her mind (against Hari).
Then that princess among the beauties of the world, gave up her doubts and with words of love 

that befitted her dignity she gave her reply to Hari thus.
(Denouement). K. A., (745)

"You say ‘come away with us.’ I know you will deceive me with love.
1 know you will take me with you to the raas sports as your beloved and you will get entangled 

with the cowherdesses.
But I will not be defeated at your hands. You yourself will get defeated.
You will serve your own end, I am sure, by taking me to those bowers which are all strange to me.

K. A,. (746)
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Poet Syam says : "The daughter of Brikhbhan who was excessively immersed in Hari’s love
Said with a laugh *0 Lord of Braj !* The lustre of her teeth showed itself to great advantage. 
That lustre has suggested to the poet an exquisite simile and he has described it thus :
'A flash of lightning has spread itself over a dark cloud.’ (the lustre of the teeth is the lightning ; 

Brij Nath is the dark cloud). He had gone to beguile her. But the beguiler himself was beguiled.”
K. A., (747)

Poet Syam says : "The daughter of Brikhbhan was immersed in the love of Hari through and 
through.

When she had conceded all that Krisan said, her heart overflowed with raptures.
She fulfilled the desire of Hari which he had expressed thus : "We shall sport in the Sylvan 

bowers together.”
And thus laughing she uttered fair words with atl her doubts fully resolved.

(Feeling of oneness) K. A. (748)
y ' :

(Self-abandonment)
Both smiled and were drawn to each other while they talked and all their ecstasies and indulgence 

waxed.
Krisan embraced the damsel with a smile and hugged her hard to his bosom on account of his 

consuming love (Cupid).
The tags snapped and bodice burst, rubles scattered around as they fell from the necklace 
As if glowing coals of the fire of separation* have come out from the heart of the woman by her 

union with her lover. K. A. (749)

Poet Syam says, ‘‘Hari took Radhika with him to the woods. His heart rejoiced.
They sported in the Sylvan bowers and had all their sorrows obliterated from their minds.
The same story has been either sungin mind or recited on earth by Suka and others.
He who hears it, is enraptured. Its glory has covered the whole world.”

(Mahatmya) K. A. (750)
Krishna speaks to Radha

Hari spoke to Radha : ‘’Swim thou in the Jamna. I shall catch thee.
We shall sport in the water to our heart’s content. Listen to all the secrets of love I shall tell the 
Wherever the Braj women see us they are tempted in their minds and are eager to watch us.
There, these cowherdesses shall not reach. Thou and I shall enjoy ourselves there to our hearts 

content.” K. A., (751)
When the daughter of Brikhbhan heard from the mouth of Hari his wish to enter the waters,
She extolled the Lord of Braj to the skies and jumped into the river with a rush.
Syam followed close on her heels and a simile like the one following suggested itself to the 

poet’s mind.
The whole thing looked as if Syam the hawk had swooped on the Braj damsel, the goose.

K. A., (752.)
The Lord of Braj penetrated the waters of the Jamuna and caught hold of the same Braj woman. 
Hari’s whole frame was thrilled when he met her and all his worries flowed like water.
Poets have recounted the joys that waxed in the minds of these lovers.
All who saw were gratified and even the Jamuna was gratified to see them.

K.A. , (753)
Poet Syam says “Hari took her milk-maid from the waters and inaugurated the raas dance.
The daughter of Brikhbhan sang. She was extremely delighted at heart.
The lord of Braj played a strain on the sarangi in the midst of the cowherdesses.
Hearing it the deer came running and the cowherdesses were delighted.

(Hunting). K. A., (754)
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This story has been rendered in the year 1745 Bikrami.
Whatever lapses there be in it, let the good poets correct them all. K. A., (755)

Hear me, O Lord of the world, I beseech thee with folded hands.
Let my head always rest on thy feet like a slave. K. A., (756)

So ends the chapter, entitled the Raas Mandal Barnanam, in the Krisanavtar of the Bachitra Natak 
Granth in the Tenth Book of Puran called the Dasam Sikandh. Amien !

How beautifully the poet has through dialogues delineated the stiff attitude of a woman 
whose sense of pride is wounded when she finds her lover sporting with another woman ! 
How tactfully all the expedients (sir) of conciliatory means (trur), bribery (sr). 
dissensions ($?), punishment or open attacks {i^), humility trick, deceipt,
neglect (^rfyetc., have been employed by the female messenger, the confidante, to persuade 
Radhika to go to Krishna ! But all her persuasions, requests, entreaties, exhortations, 
praises,, eulogies, compassion, sympathies, sermons, creation of the sense of jealousy, 
stimulations of cowifely jealousy, threats, disregard, admonitions, insults, censures, 
humility and neglects have no effect on the love-ititoxicated Radhika who possesses a keen 
sense of her wounded pride unless a psychological treatment is given to her by Krishna, the 
darling of her heart, himself and who frankly declares in her face that he had no place for 
any other woman in his heart and requests her to fling all the unhappy thoughts into the 
waters of the Jamuna.

The motive for the action of the Maan Lila has been laid in the beginning in order 
that the reader may enjoy to the full extent the pleasure of the surprise, and perceive that 
it corresponds exactly to the constitution of the character. The love sports are practically 
suspended while thoughts, feelings, and motives are brought to the fore-front.

Here is an English translation of the spirited dialogue between Ram and Paras Ram 
in the Ramavtar :—

With the quiver tied to his waist, bow in hand, the twice-born Ram (Paras Ram) said in 

anger,
“Snapping the bow of Shanker at the house of Janak, you are carrying away Sita. Tell me who 

you are.
Your life cannot be spared unless you tell the truth. Let not your throat feel the edge of my axe.
Give up the fight and go home, O Rama ! If you stay on a moment longer, you will surely fall in 

action.
R. A., (147)

"I know, no resolute warriors shall stand in their places at my sight. Will they, whose 
sires caught blades of grass between their teeth, will they (I say) give fight today ?

When martial drums are sounded and I stand here like a pillar of war, will they take up arms 
and display their ardour ?

Tell me, O Ram, where shall they find a place to hide themselves on earth, in the sky and in the 
nether regions.” R* A., (148)
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The Poet says
While he thus heard the words of his enemies, the mighty Raghubir decided to show his valour. 
Mountains sank right up to the shore of the seven seas ; both the earth and the sky trembled. 
Yakshas and serpents of all the quarters, gods and demons both shook in their shoes.
Taking up the bow in his hand Shri Raghunath spoke angrily “Tell me at whose head shall I aims 

my arrow ? R. A., (149)

Paras Ram says to Ram

“Enough of whatever you have said. If you utter a word more, you shall not find yourself alive. 
Whatever arms you have taken up are enough. If you take up more, you shall not have strength 

to wield them.
When Paras Ram is infuriated in fight, tell ms, O Ram ! where shall you find refuge to save your 

life.

You have snapped the bow of Shiv and are carrying away Sita but mind, you shall not be
allowed to go home.” R. A., (150)

Ram says to Paras Ram
“Let there be no more words, O Brahmin. Whatever thou hast said is enough. If thou utterest 

one word more, thou shalt have to pay for itAthy life.
Why dost thou, O wicked one 1 speak so haughtily ? Thou shalt be spared to go home only when 

all thy teeth have been smashed.

That'thou art courageous, I shall know only when thou canst discharge a single arrow at the 
critical moment. '

Think before thou speakest. Thou shalt forthwith face the consequences of all that thou sayest.
R. A„ (151)

Paras Ram speaks
“If you really claim to be the incarnation of Rama, I shall be convinced of the truth, O Lord, 

only when you display your power before me even as you did in braking the bow of Shiv.
And appear before me with the Sudarshan disc, the club, and the sarang, bow in hand and the 

mark of Bhrigu’s foot on your bosom (i. e. you appear before me in your four-armed form).
O mighty one ! unstring this bow of mine and then string it again.” R. A., (152)

The Poet says
Shri Raghubir, the best of heroes, took up the bow in his hands with a smile.
He string it in a trice and then drawing it instantaneously broke it into half a dozen fragments.
He all atonce neutralised his (Paras Ram’s) power of soaring into the sky and the whole fuss hung 

in the air.
It all proved infructuous like the juggler’s bag and it looked as if a detached sword were atonce 

caught up in the snares of this phenomenal world. R. A., (153)
In this dialogue social etiquette and decent deportment have been fully preserved. 

The gradual unfolding of the characters in the dialogue is also psychological. Proverbs, 
idioms and irony combined with simple speech have made it all the more impressive.

The dialogue between Ravan and Angad, the two great heroes, well-versed in politics 
and skill-in-affairs, acquaints us with their self-confidence. One is Maha Pratapi, the king
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of Lanka and very proud of himself whom even the gods like to serve; and the other, the son 
of Bali, whose foot once pitched on earth could not be moved even by the best of the heroes 
of Ravan. Both keep themselves within the bounds of etiquette and converse in a 
natural manner in keeping with their social status. Both cast aspersions on each other 
and reveal the inferiority of the adversary and their own greatness according to the situation.

In the language of the dialogues of the Chaubis Avtar, too, there is no slackening. In 
a conversation running into one and the same stanza one can easily apprehend who 
addresses whom, even in the absence of the names of the speakers.

The poet takes pains to indicate the main traits of human life in his principal
characters —the traits on which the story hinges—as clearly as possible. The characters 
behave like ordinary human beings.

In the Chaubis Avtar the dialogues have proved to be of immense value in the exhibi
tion of passion, motives, feelings of the reaction of the speakers to the events in which they 
are taking part ; and of their influence upon one another. In the expert hands of the Guru, 
in a characteristically dramatic way, dialogues are made to perform the work of analysis 
and commentary. Further, all this has been done very naturally, appropriately and 
effectively.

7. Rasas. Almost the whole of the composition of the Chaubis Avtar is imbued 
with martial spirit. Our author possessed a poetical mind and his description of the heroic 
deeds of the mythological heroes and others, and the various fighters, lays before the reader 
vivid pictures of the fields of battle in ages gone-by. While Jayasi and other poets indulge in 
elaborate descriptions of preparations for Battles rather than the battles themselves, 
Guru Gobind Singh has a preference in depicting the actual battle. The tumult and the 
hideousness of the battle-fields are depicted with great skill1.

The metres employed by him are appropriate to the dominating moods and

March to the battle-field :

qpTfft qfeqt I I 3RTR l|

srrsft n
The next part of the stanza and the rest of the stanzas of the 
description of the war are devoted to the actual operation.

fitsijqi *rrT?ft Jif| Jfrrr isjti'N n

wrs TO *135 35^ ^ ^ ||
srq 35r*T?ft 33135 3333* ii r.a,(394>

For more references see Matsya A., (41-52) ; Nar—Narayan A., (17-18) ; Berah A., (5-14) ; Paras Ram A. 
(12-13, 14-30); Rudra A., (15-32) Gaur Badh (22-25) ; Jallandhar A; (15-20) ; Surya A., (10-18, 19-26); R. A." 

(373, 390-393, 394-397, 405-411, 419-425, 441-443, 473, 501, 502, 527-587, 596-622) N. A., (189-213, 332) : cte.
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situations. Shorter metres are availed of to show the brisk speed, the fierceness of the
\

action and the enthusiasm of the warriors1.

• Conjunct letters, cerebrals, conjuncts with r, archaic words, all expressive of rugged 
style (Oja Gun) are profusely used to lend vigour and force to the descriptions*.

Martial music is abundant in his descriptions of battle-scenes. Speed is shown by 
the beat of drum. Words resound the beating of drums. Sounds of actual fighting are 
reproduced by the playing of Mridang and other musical instruments. The use of 
alliteration and Onomatopoeia helps a long way to reproduce the actual action. There is 
a close correspondence between meaning and music*.

The poet very often coins new words to give them pictorial, musical, and suggestive 
values. He does not hesitate to alter a word or adopt an incorrect pronunciation, to use 
archaic words and words of another language. The choice of words is also governed by 
sound and speed. The diction is studied but easy and smooth4.

1. TOTf II fftsTlf II 5Wlf II 'srait II R.A., (737)

TOTH II fhrrR II II II R.A., (7«j

II §f tfk* II $f3RT II §£ <RT II R.A., (798)
11 55nt II RF.?FT> II rflf" II R.A., (460)

For more 'references see Rudra A., Gaurbadh : (31-33. 3E-38) ; R. A., (426 454,460, 491-498, 501-509. 
521-526, 530, 737-742, 799-805) ; N. A. (219-228,241-255), etc.

2. f ^ 5W# II
5^3) -f^ 11 R.A., (499)

# 5TR f®. II N.A., (562)

§? II Hf\ 11 3TI3ft II . ftwi JtMl II N.A., (219)

For more references see Rudra A. Gaurbadh., (41). Surya A., (12-18, 23-24) ; R. A., (118-127, 225-233, 
308-322,405-411,420, 422-425, 428-435, 446-453, 467, 499.550 798-805, etc..

3. if whi ii fg|' dK ii §?& ii ssii; u r.a., (sop
5^q- gpft l| JTRft II ^351 SR?5T II II R.A., (521)

|| fsRofrrjqT || ^^1 gltjT II II r.a., (533)

arialt II iRrtt II 'Weuia II as* gssrei u
cTtT7 II JTJIT Upift || WR II cItT !?R l| r.a., (542)

For more references see R. A., |(118-127, 460-465, 484-410, 491-498, 501-509, 521-526, 541-550, 552. 561, 624-62 
806-809) ; N. A., (189-213, 361-376, 410-419, 441-450).

4. STJTffT SR «T%fr II ^RT^JT ||

^ ^rir p^r n *rt?rt jjw fRg *wr ii r.a.,(490)
s?rt ^Ef| rnufft ^[gfl n

kr tjfir Rinffr fie^TTft H
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The imagery is vivid, striking, impressive, bright and distinct. The comparisons 
by which the pictorial effect is produced, are appropriate and suitable. With one sweep of 
his mighty imagination, the poet brings together various elements of awe and beauty and 
grandeur. It is the warrior who is describing; the scenes. While reading the descriptions, 
the reader beholds with the mind’s eye the same or similar sights or pictures1.

Although Vir Rasa with its allied Raudra and Bhayanak Rasas predominates in all 
the twenty-four manifestations of Vishnu, Krisanavtar has, in addition, Shringar, Vatsalya 
and Adbhut Rasas. The reason for this deviation is apparent.. Krishna is worshipped not 
only as a paragon of virtues but also as an image of joy. The, attitude of devotees towards 
him is not that of reverence as in the case of other Avtars but one of love and joy which 
found full expression in Shringar, Vatsalya and Adbhut Rasas, thus making it exquisitely 
devotional and lyrical, sweet and sincere. Shringar Rasa is, depicted elaborately in all its 
forms and at its highest and best2.

A. particular example of the treatment of Shringar Ras is found in the description of
the episode Cheer Haran, The gopis remonstrate^Krishna when he has run away with their 
clothes, that love is a spontaneous phenomenon which is offered freely without coercion

wrf'O sfer srFrfft tort n

ft sfa tot: toft n r.a„ (mi)

striTf^JT ^ ii tfW ^ n

^iTTf^rr esirc ^ u ^ n n.a.,(36d

fafk? trfc' ii fafk? 11 fefftf n mfK? I! N.A., (410)

For more references see R. A., (390-397, 422-425, 446-453, 467-470, 543-540, 541-550 , 561-564, 575-587) 
N. A., (241-255, 331-360, 411-419, 441-450), etc.

1. qfrfl 1151 I ^ 4 e-T m HT fgt II
€t^t fth snn utrp-i Tah grfs; n

srO RTt FRK ^tfft ^Ifft ^t ^ % &T §ft |l

qtt rut nir qft zzj ^riq?rt gft li k.a., (iso5)
K. A., (1372, 1385, 1405, 1411, 1414, 1417, 1423, 1425, 1427, 1428, 1430, 1432, 1440, 1512, 1520, 1548, 1587, 1589,
1597, 1608, 1664, 1748, 1749, 1750, 2269 - 2272), etc.

2. Poorvanurag ( Attachment before seeing or meeting). K. A., (537)

Raas Lila or Raas Mandal (Circular Dance).

(a) Prem Prasang SfJTSRRT (Courtship, Love-talks). K. A. , (663-673 or 669, 670, 671)

(b) Maan Lila (Truculence) K. A. , (693 iii, 700, 702, 715 iii, 720)

(c) Maan Mochan (Reconciliation) K. A., (737, 745, 749 i & ii)

(d) Samarpan (Self-abandonment or self-dedication) K, A., (749, 753)

Pravas virah (Separation because of stay abroad) K.A.., (793-817), K. A. The Barahmahas.

(869—879, 914—925),



or compulsion. To this Lord Krishna’s reply is typical in that he says that real love consists 
in open exhibition and indulgence.* 1

He reaches supreme heights when he depicts the pangs of separation. When 
Krishhajnigrates to Mathura and settles down there in the happy enjoyment of the affections 
of his hump-backed mistress, the Gopikas almost run mad with grief.

, 8. Metres. The poet has used more than 125 varieties of metres in this composition. 
He has remarkably managed them and has made them subservient to the passing moods or 
emotions and changing situations. The metres are short as well as long.-1 The length of 
metres gets smaller or longer as the fury of battle increases or lessens. Shorter 
metres accord well with the brisk speed, fierceness of action and heavy destruction in war. 
The longer metres too are there to convey the fierceness of the action but not to the 
extent the smaller metres denote.

The poet has used metres like Trirka2, Trinnin3, Trigata4 5 *, Ajba®, Akva?, Hoha7, 
etc. to reproduce the sound of the actual action. There are metres which reproduce 
the sound of Mridang and various other instruments played in the course of operation. 
Thus most of the metres employed by him in describing war serve as suitable substitutes 
for the musical instruments. Many metres, which are intended to be sung to work up fury 
in the warriors to attack the enemy, are specially used in this composition. In them the 
same rhyme is often continued throughout all the lines of the stanza. His lines move 
with resounding feet and their music is full of echoes.

Some novelties can also be traced in this part of the Granth particularly in the 
sphere of application of metres, for instance blank verse in Panjabi has been inserted by the 
Guru in narrating the victories of Rama and his reception of sages, brahmans, and kings in 
the court under the title “Atb Mata Milnam”. Guru Gobind Singh was the first to 
introduce blank verse into Panjabi in the Sirkhandi metre8. In his devotional poetry, Guru
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1, Gopis : Oh Hari ! ve is begot not by force or violence. K. A., (262, 269).
Love is quickened at first sight. K. A., (269).

Krishna: Fancy is (as Shakespeare has said in the Merchant of Venice) bred in the eyes and fed by
gazing. By sporting it is sealed into an entity. K. A., (262)

Krishna says to Gopis :
You do not know what love is. He that experiences it, knows it.
He alone can taste the fruit of love who is not only instinct with it but also would dare indulge 
in sports. K. A., (297)

1, Chachri Chhand B. A., (737—742 ) Anka Chhand R. A., ( 706, 707, 743—750. 752--757) Apoorab Chhand
R. A., ( 267—276,, 301-^307, 762—776 ) Tilka Chhand, B. A., ( 798-805 ) Bharthua Chhand, N. A., ( 189—213 ) Trirka
Ghhand N. A., ( 410-419 ),

2. N. A., ( 410—419) 3. R. A., ( 533-540) 4. R. A., ( 541-550)
5. R. A., ( 501—509, 521-526, 758—761 ) 6, N. A., ( 219—224 )
7. R. A., ( 491-498, 527—532 ) 8. R,*A„ (467—470 ), N, A., ( 179-181 )

v
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Oobind Singh has also, like other devotional poets, used devotional metres like 
Haribolmana1, Madhur Dhun2, Kalass, Tribhangi*, etc., and in addition has extended their 
application to the heroic poetry, and with equal success.

Kabbiita, Swaiya and Doha were the most popular metres with the poets of the
1, N. A., ( 331-360 ) 2. R. A., ( 128—138 ), Suraj A., ( 12—18 ) 3. R, A., ( 588,590, 592, 594, 596, 598, 600, 602, 604)
4, R, A., ( 589, 591, 593. 5J5, 597, 599, 601, 603, 605 ).

Metres in the Chauhis Avtar
Metre

1. Chaapai

2. Totak

Padhari

4. Niraj (Naraj)

6. Ruamal 

6. Rasawal

7. Bhujang Pray at

Number in each Avtar Total
Intro—38, Maehh A —2, Kachh 
A.—2 Mohini A.—1; Narsingh 
A.—5; Bawan A-5,Paras Ram A—5; 
Brahma A.-6; Rudra A.—3; Gaur 
Badh Kathnam-3I; Jallandhar 
A.—17 i Bisan A —4; Sheshshayi 
A.—4; Arhant Dev A.—17; Manu 
Raja A.—7, Dhanantar A.—4; 
Suraj A.—3, Chand A.—4; Rama 
A.—45; K, A.—172, Nar A.-7, 
Baudh A.—2, N, A.—20. 414
Kachh A. Samudra Chhir 
Manthan—10, Narsingh A. —16, 
Rudra A. —16, Gaur Badh Kath- 
nam A.—3: Jallandhar A.—6,
Suraj A.—2, Ram A.—27,
K. A. —10, N. A. —11. 101

Narsingh A. —7, Rudra A.—2,
Ram A.—39, N. A.-44. S2
Bawan A. —4, Paras Ram A.—2,
Rudra A.—2, Gaur Badh Kath- 
nam-7, Suraj A.—4, R. A.—8,
N. A.—6. 33
Rudra A.-4, R. A.—22 26

Maehh A.—3, Paras Ram A.— 13. 
Rudra A.—10, R. A.-100, N. A.-35, 179
Maehh A.—4, Kachh A. —1. Mohini 
A.—3. Bairah A.—1, Narsingh 
A. —1, Bawan A.—1, Paras Ram 
A.—2,Jallandhar A. —3, R. A.—72,

Metre Number in each Avtar Total

8-

K. A. —12, N, A.-17 117

Sangit' Bhujang
C

Prayat r. A.—13, N. A.—24. 37

Anant Tuka
Bhujang Prayat R. A.—8 8

Sundari R. A.—18 18

Madhur Dhun Suraj A.—7, R. A.—11 18

Chatpat Chheega
Adkrit R. A.-8

Swaiya R.A.—26, K.A.—1782, N. A--28. 1836
Swaiya Anant

Tuka R. A.—1. 1
Chabol Swaiya R. A.—,1. 1
Kabitta R. A.—11, K. A.—68. 69

l7. Dodhak Narsingh A—3, Chand A-4,ot—
i1

<ft 17
18. Samanka R. A.-8 8
19. Saraswati R. A.-8 8
20. Nag Sarupi R. A.—4, N. A.-6 1#
21. Nag Sarupi Adha R. A.—5. 5
22. Ugadh R. A. —13. 13
23 Ugatha R. A.—9. *
24. Dohra Kachh A.—1, Mohini A.—2,

Narsingh A,—1. Bawan A.—2,
Brahma A.—-1, Rudra A.-2, ‘
Jallandhar A. —2, Bisen A.-l,
Sheshshayi A.—3, Arhant Dev
A—3. Manu Raj A. — l D.hanan-
tar A.—2, Suraj A.-2, R.A, —31,
K. A.—392, Baudh A— 1. •
Ni A—7, 454 '

25. Sorfcha R. A.—3, K. A.—37, N. A-4. 44
26. Manohar R. A. —23. 23
27. Bijai R. A.—1. 1

28. Apurab R. A,-26. 26 '

29. Kusum Bachitra R. A.—8. „ 8
30. Kanth Aubhuhhan

Chi and R. A.—8. 8
31. Jhoola Chhand R. A.—4. 4.,:
32. Jhoolna Chhand R. A.—3, K. A.-—4. 7

33. Anoop Naraj Chhand R. A.—29, N. A.—5. 34

34. Sukhda Chhand R. A.—8, 8 •

35. Tarka Chhand R. A.-8. 8 ,
36. Ceeta Malti •

Chhand R. A.—8, N. A.—8. 16
37. Chhappai Chhand R. A.—10,\K.\A.—5, N. A.—4, 19 .

38. Sangit Chhappai ■ ••
Chhand R. A;—8. 8 V

39. Utangan Chhand R. A.—10. 16

40. Biraj Chhand R. A.—4. ■ 4
41. Mohini Chhand R. A.1—8. 8 ,

42. Nav Namak Chhand R.A:—6. 6 -

43. Tilkarya Chhand R. A.—6. 6
44. Sirkhandi Chhand R. A.—4, N. A.—3. . 7'".
45. Sangit Padhisatka

Chhand R. A.-^8 8
46. Hoha Chhand R. A.~ 14. 14 •:
47. Ajba Chhand R. A.—19. 19
48. Trinnin Chhand R. A.—8, 8- .

Continued
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Ritikal1. Kabitta was considered to be very appropriate both for love and heroic poetry*. 
Swaiyas were considered most suitable for love and pathetic poetry, though they were 
used here and there for heroic poetry as well. Guru Gobind Singh has composed his

1. H. S. I., 229. H. L., 79. 2. H. S. I., 229.
Metres in the Chauhis Avtar

Metre Number in each Avtar Total

49. Trigata Chhand R. A.—10. 10
50. Anad Chhand R. A.—8. 8
51. Bahra Chhand R. A.—2. 2
52. Sangit Bahra

Chhand R. A.—4. 4
53. Ardh Naraj Chhand Suraj A.—4, R. A.—5. 9
54. Tribhangi Chhand Machh A.—1, R. A.—9,

1ST, A.—2. 12
55. Kalas Chhand R. A.—9. 9
56. Chaubola Chhand R. A.—2. 2
57. Alka Chhand R. A.—6. 6
58. Makra Chhand R0 A. —14. 14
59. Mritgat Chhand R. A.—3. 3
60. Anka Chhand R. A*—16. 16
61. Chaohri Chhand R. A.—6, N. A—19. 25
62. Araha Chhand R. A.—6 6
63. Akra Chhand R. A.—16. 16
64. Bahora Chhand R. A.—4, 4
65. Tilka Chhand R. A.—8. 8
66. Arupa Chhand R. A.—4. 4
67. Bhujang Machh A.—6,Kaehh A-4,Chheer Sa-

mundra Manthan—1, Narayan A.-6,
Mohini A.—2, Bairah A.—13,
Narsingh A.—5, Bawan A.—2,
Paras Ram A.—13, Rudra A.—3. 55

68. Tomar Narsingh A.-2, Bawan A.-3, Chand
A.—7, K. A.—1, N. A,—13. 26

69. Beli Bidram Narsingh A.—2, Suraj A.—2. 4
70. ArilJa Rudra A.—2, Suraj A—2/K. A.-14. 18
71. Bridh Naraj Rudra A.—4. 4

’32. Anbhav Suraj A.—1. 1
73. Bishan pad K. A.—5. 5
74. Hansa Chhand N. A.—4. 4
75. Malti Chhand N, A.—4. 4
76. At Malti Chhand N. A.—4. 4

Metre Number in each Avtar Total

87. Gaha Chhand
Dooja N. A.—4. 4

88. Chanchala
Chhand N. A.—2. 2:

89. Chaturpadi Chhand N. A.—4. 4
90. Aila Chhand N. A.—4. 4
91. Bisekh Chhand N. A.—4. 4
92. Ghatta Chhand N. A.—2. ■2“
93. Navpadi Chhand N. A.—4. 494. Arilla Dooja N. A.—2. 2"
95. Kulka Chhand N. A.—11. 11
96. Padmavati Chhand N. A.—3. 3
97. Kiika Chhand N. A.—2. 9
98. Madhubhar

Chhand N. A.—11. 11
99. Hari Gita Chhand N. A.—2. 2100. Htjr Chhand N. A.—2. 2:

101. Padhisataka
Chhand N. A.—2. 2..

102. Mahar Chhand N. A.-2. 2
103. Trirka Chhand N. A.—10. 10
104. Samanka Chhand N. A.—4. 4
105. Bharthua Chhand N. A.—25, 25
106. Akva Chhand N. A.—6. 6
107. Kripankrit Chhand N. A.—12. 12
108. Bhagouti Chhand N. A.—17 17
109. Bhawani Chhand N. A.-6 6
110. Haribolmana

Chhand N. A.—30 30
111. Pankaj Vatika

Chhand N. A.—2 2-
112. Chamar Chhand N. A.—2 2
113. Nispalak Chhand N. A.—4 4
114. Asta N. A.—5 5-
115, Badhupnaraj

77. Bridhnaraj Kahat-
umo Chhand N. A. -4. 4

78. Abhir Chhand N. A.-—4. 4
79. Kundiria Chhand N. A.-—5. 5
80. Taranraj Chhand N. A.--8. 8
81. Tarak Chhand N. A.--24. 24
82. Kumarlalit

Chhand N. A.—-8. 8
83. Raman Chhand N. A. —-4. 4
84. Somraji Chhand N. A.—-4. 4
85. Priya Chhand N. A.--4. 4
89. Supriya Chhand N. A.--4. 4

Chhand N. A.—6 6
116. Utbhuj Chhand N. A.—4 4
117. Anjan Chhand N. A.—3 %
118. Madho Chhand N. A.—7 T
119. Anhad Chhand N. A.—4 4
120. Tiloki Chhand N. A.—2 2
121. Mohan Chhand N. A.—4 4
122. Mathan Chhand N. A.—9 9
123. Sukhdabrind

Chhand N. A.—4. 4
124, Ravanvad Chhand N. A.—2 r
125. Banturangam

Chhand N. A.—4 4
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Krisanavtar containing both Shringar and heroic poetry, in 2492 quatrains and 
couplets containing among others 1782 Swaiyas, 58 Kabittas, 172 Chaupais and 392 Dohras,
which shows that while he kept in view the tendency of the age also in the use of the prevai
ling metres, he differed from the tradition inasmuch as in the description of wars, he 
employed mostly the Swaiya metre which has a soft gliding movement appropriate for con
veying the silken smoothness of sensuous love poetry1* Another peculiarity of the composi
tion of this part of the Granth is the poet’s introduction of a Swaiya*, a pure Hindi 
metre, in Persian. The Ramavtar and the Nih Kalanki Avtar afford other instances in which 
stanzas in Punjabi have been inserted in Sirkhandi metre introduced by the Guru for the first 
time in the Punjabi language3.

9. Diction and Language. Words of other languages were commonly used in Braj 
poetry in the Riti period. No wonder, therefore, if words of different languages are found
used in the Chaubis Avtar. They are used in their proper context. They lend picture
squeness to the meaning, and music to the sound4. They provide alliteration to produce 
rhyming effects. The poet does not hesitate to alter a word or its pronunciation to fit it 
into his metre or rhyme5. Sometimes he finds foreign words much more musical than those 
of Braj equivalents and he freely uses them6.

The language of the Chaubis Avtar varies considerably from one part to another. 
The kind of language used for Trotak and other short, quick and light metres in the descrip
tions of wars is frequently archaic and full of Prakrit and Apbhransha expressions. But 
elsewhere e. g., in Krisanavtar, the language is absolutely different. There, it is conspi
cuously free from old forms of expression and is clearly recognisable as Braj. Between the 
two, there are numerous variations. There are pieces which are purely in Persian7,
in Punjabi8, partly in Persian and Braj9, partly in Punjabi and Braj10 and partly in Avadhi 
and Braj11.

10. Figures of Speech, The use of figures in the Chaubis Avtar is something more 
than an ornamental device. It is implied in the themes as well as in an approach to these 
themes. His use of alliterations always has a definite purpose12. He makes use of conventional 
similes and stereo-typed phrases alsd[but at the same time he introduces fresh figures of 
speech. His imagery is seldom confused and the metaphors do not give an impression of 
strain. The poet has a peculiar knack of bringing contraries together, harmonising ideas 
and images that usually stand in contrast13.

11. Poetical Forms. The poet, in the Chaubis Avtar, has tried his hand at the various 
forms of poetical compositions that were in vogue in his time and it may be rightly said

----------------1------------------------------- -----------—............... .................................................................................................................................................................... . _______________________________ _—--------------

1, H.L., 91; K.A., (1029—1051). 2. K. A., (1917) 3. K. A., (467-470) ; N. A., (179-181 .
4. K. A., (387) 5. R. A., (118—24, 501-509. 541-550) ; N. A., (64-67)
6. R. A., (Persian and Arabic : 655—668), (Avadbi : 859—864) , K. A., (Punjabi : 387)
7. K. A., (1917) 8, R. A., (467-470), N. A., (179-181)

10. K. A., (387) II. R. A., (859-864)
12. R. A., (212-214), N. A., (541—550) 13 N. A., (528)

9 R. A., (655-668)
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that whatever he touched was transformed into something noble. Most conspicuous of
these forms are Stotra1, Acrostics2 and Baramahas3.

X
12. Classical Mode of Presentation. The Chaubis A vtar is draped in the classical 

mode of presentation of his time. iAth’ (then4) comes at the commencement of each Avtar, 
excepting the first. Its appearing in the heading shows the beginning, while ‘ItV towards the 
close, the end of each tale.

*Ath\ as the first word of any composition, has throughout been considered as a sign 
of auspiciousness,'and this goes well with the beginning of narrative poetry also. The intro
duction and other parts in the Chaubis Avtar observe this convention. The opening line 
of the introduction begins with Ath and contains an indication of the subject-matter (Vastu 
Nirdesh). We have a devotional invocation also in it. In many other parts of this 
composition, too, we meet with Vastu Nirdesh. Indian Sanskrit writers generally introduce 
their works with a salutation or benediction or Vastu Nirdesh. This introductory verse 
(Mangla Charan) was considered necessary for overcoming obstacles and for the safe 
completion of the work undertaken5.

Like his predecessors, the poet ends the major poems of this part of the Dasani Granth 
with a Mahatmya6, i.e declaration of the advantages accruing from its recitation^with a state
ment regarding the date, place of completion of the work, source of the story and expression 
of the sense of gratitude to God, through whose favour the poet thinks he has been able to 
complete the work7.

13. The Place of the Chaubis Avtar in the Hindi Literature. The composition 
of the Chaubis Avtar is often classified as a Maha Kavya, on account of the 
narration of the marvellous deeds of mythological heroes, its considerable 
length, its division into cantos, naming of its cantos after their subject-matter, 
its varying and elaborate descriptions, etc. But a close examination of 
this work would 'reveal that it is deficient in some essential attributes of a Maha Kavya. It 
has, no doubt, the bulk of a Maha Kavya but not the singleness of a plot embodying 
all the stages of development of main action (Karyavastha). It also lacks dramatic divisions 
(Sandhiyan) which are the essential factors of a Maha Kavya.

In the Chaubis Avtar there are as many themes and plots as the number of Avtars. 
Each plot is complete in itself embodying in it the various stages of its development. Each 
one is self-contained with its own beginning and end. It is quite unlinked in any way 
with the episodes preceding or following it with the exception of inner connecting references
1, K. A., (5-8, 240-249, 283-288, 421—440) 2. K. A., (347—399, 441-478) 3. K. A., (867—878, 914—925)
4. S. E. D, 12 5. Ibid, 12

6. , . up ^r—s*D-.
In the beginning there should be either an invocation or benediction or indication of the sbject-matter.

7. Ramavtar : Mahatamya (859) Krisanavtar; Mahatmya (2480)
Date of completion (860) Date & Place (2490)
Place of completion (861) Source (2491)
Thanks-giving (862) Object (2491) :

,a ' r> .*• r •
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given towards the end of four of the tales. The narrative continuity in the cantos is, 
therefore, absent. Thus, removal of an episode from the composition would not in any way 
cause a gap in the narrative.

Another essential attribute of a Maha Kavya not followed in this composition is the 
use of a single metre in each canto. But it is evident from the number of metres (given 
in the table below) used by the poet that in each Avtar except in Narayan and Nar he has 
employed more than one metre. He has gone so far as to employ 68 metres in the Ramavtar 
and 70 in the Nih Kalanki Avtar. In fact, in two of the 24 Avtars he has employed over 
120 metres. In thirteen of these episodes, however, there is a change of metre at the end; 
but the number of metres exceeds two except in six episodes. In any case, the observance of 
this rule in itself in the six cases cannot entitle them to the status of a Maha Kavya. Only 
in Narayan, Bawan, Paras Ram and Nih Kalanki Avtars, however, there is a reference to 
the next episode:

Name of the Avtar Total No, of Varieties of Whether or not Verse No, indicating
verses in metres in metre is changed the subject of the

each Avtar each Avtar at the end tale following

Introduction
|

38 i No * • t1. Mac$h 16 5 No • • m2. Kachh 5 2 • • •Chheer S. Manthan 14 4 Yes • • •3. Nar-
• * • • • # • • * • mm4. Narayan 6 2 Yes 20

5. Mohini 8 4 Yes • •6. Bairah 14 2 No • • •7. Narsingh 42 9 No • • •8. Bawan 27 b Yes 27
9. Paras Ram 35 5 Yes 35

10. Brahma 7 2 Yes • • *11. Rudra (39+50) 89 10 No
12. Jallandhar 28 4 No

• «f •13. Bisan 5 2 No • ♦ •14. Sheshshayi 7 2 Yes • • •15. ArhantDev 20 2 No
16. Manu Raj 8 2 Yes • • r

17. Dhanantar 6 2 Yes • * •

18. Suraj 27 9 Yes
• • •19. Chand ^ 15 3 No . - •+

20. Ram 864 68 Yes
21. Krisan 2492 12 Yes
22. Nar (Arjun) 7 v / 1 No
23. Baudh 3 2 ; Yes • • •24. Nih Kalanki 588

4371
70 No 587
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According to the Dash Rupak1 a canto in a Maha Kavya should have not less than 
thirty and not more than two hundred verses. Most of the Avtars in the Chaubis Avtar 
fail to fulfil this condition as is evident from the table given above. In the Ramatvar, 
the Krisanavtar, the Nih Kalanki Avtar the number of verses exceeds 200. On the other 
hand the Machh, Kachh, Nar-Narayan, Mphini, Bair ah, Bawan, Paras Ram, Brahma 
Jallandhar, Bishen, Sheshshayi, Arhant Dev, Manu, Dhanantar, Sura], Chand, Nar
(Arjun) and Baudh Avtar each contains less than 30 verses.

!

Every tale,having a separate theme and plot, has also a separate hero who at times is
not even the incarnation of Vishnu ; for insta 
termed as a hero, for, he is the central figure

nee, in Narsingh Avtar Prahlad can be aptly 
of the narrative. It is he who suffers and it is

for him that the incarnation appears towards the end in the form of Narsingh, only to end 
his sufferings at the hands of his father, Hiranyakashyap.

i

These deviations from the essential attributes of a Maha Kavya lead us to the 
conclusion that the composition was not designed to have the architectural quality of a 
Maha Kavya and it would be too far-fetched to classify it as such. It may best be regarded 
as a collection of narrative poems both long and short.

I

7. Mehdi Mir

Towards the close of Kaliyug, when people stopped worshipping KalPurakh, He, 
having been annoyed, created a person, Mehdi Mir by name. Mehdi Mir destroyed Kalki 
because the latter had become too powerful and too haughty to distinguish between 
right and wrong. Kaliyug passed away qnd Satyayu? began. But Mehdi Mir, the 
destroyer of Kalki and the supreme ruler of the world, became filled with 
overweening pride. He regarded himself as equal to God and as mighty as He is. 
To punish him Kal sent an insect which crept; into his ear and gave him such an agonising 
pain that he died of it.

The Mehdi Mir is a post-script to the Chaubis Avtar, the idea of which seems to 
have been suggested to the author by the writings of Shia sect of the Mohammedans2.

This composition runs into eleven quatrains. All of them are in Tomar metres3.

s. Brahma Avtar

The Brahma Avtar begins with an introduction running into forty-one quatrains, 
thirty-nine in Tomar and two in Naraj. The first nineteen quatrains are devoted to the praise

l.

2. M. K. , Vol. IV, 2793 ; H. S., 358 3. Tomar 1-11



and importance of the remembrance of God’s name1. Guru Gobind Singh has reiterated 
his faith in the one-ness of God who is the Creator as well as the Destroyer of the universe, 
and by worshipping Whom only one can attain salvation. He has again emphasised that 
Ram, Krishna, Mohammed, etc., have all been His creations and even they, to be acceptable 
to God, must worship Him. In the twentieth quatrain8, the poet tells us that he had just 
finished the Chaubis Avtar of Vishnu and now he would relate the Up Avtar (si sriarc ).

In the twenty-first quatrain3, the poet says that he is going to narrate the incarnations 
of Brahma in a beautiful verse, and also those of Rudra. In the remaining twenty-two 
quatrains the poet adds that in order to expiate for the sin of pride, Brahma was ordered 
by the Creator to assume seven incarnations and was further warned not to come in conflict 
with Vishnu who had excelled him in his devotion to Kal.

(1) Balmik Avtar.

Brahma was first born as Balmik. He suffered from dumbness in his childhood. 
His devotion to Ram,, the incarnation of Vishnu, inspired him with immortal verse, 
which has ever been appreciated both by critics and grammarians.
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1.

2.

if 3*1 I lifa JfTOT I| fa* <R* gS I 1** I

fa* ftsr tjja * iar* li fa* ma * ssr* i

for f*t *if| ii *a 57* i
fa* snffeu fag ari ii fa*% srgif **i i
it sfia 3j* ii fa* at or i
fa* ^ *ifa n 3** t nrfg
WTf* *3WSTT ii | qi; ft 7***: i
fa* qi> sr**: * ii *a ^;i atg i

gu *5*1* ii uf *mta i
a>f a* fa*** tsjjji n fas *r* * uf* i
fa^ qi; sri# *r* ii *0 #~~_* i»ia i
if *7* I Qt^a ll i 3*a 1 ^r*^* l
fa* *ra * ^fi* ii fa* ^rr* -*ra * ^rr* l

aifa 5* utarc ii fa* its ^i* sart i
fa* ara at * aart: ll art faarc i
sit 3*1 | ^tf *fc-u aa | as i
*fa *^fa% araarc n ag i faearc i
ara **t : siwaarc n fa* at: ^i gtrc n
% *S*t 5^i ll % i^t na .app n
it a^ a^ran; l l ara *rf| faart ii

B. A,, Intro,, (3)

B. A., Intro., (4) 

B. A., Intro., (7)

B. A., Intro., (8)

B. A., Intro., (12)

B. A., Intro., (13)

B. A., Intro., (|4)

B. A., Intro., (15)

B. A., Intro., (20)

B. A., Intro., (21)

3.
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(2) Kashyap Avtar
Brahma assumed the form of Rishi Kashyap and expounded the Vedas. He 

had four wives and begot from them all the gods and demons whose wars have been related 
in the Chaubis Avtar.

(3) Sukra Avtar
When the demons grew in power, the^ established their kingdoms and founded new 

dynasties. In order to reform them, Brahma was born as Sukra who taught them 
religion and morality.

(4) Baches (Brihaspat) Avtar
When, with the rise of demons in power, the gods were thrown into the back

ground, they adopted the path of piety in order to retrieve their lost position. Brahma 
took pity on them and came to dwell among them as Baches. With his spiritual 
strength, the gods regained their power and Indra had his triumph over the demons.

(5) Vyas Avtar
The fifth incarnation of Brahma was Vyas who was a contemporary of Krishna. 

He wrote an account of kings of his age. Manu, one of the kings, was the most 
powerful, the noblest, and the wisest and also the greatest patron of art, culture and 
religion. He established peace and brought prosperity to his people.

Another account given by Vyas relates to the story of King Prithu and 
Shakuntala which has been made immortal by the Sanskrit poet, Kalidas.

i

In the account of King Sagar, there is a story of Ashvamedh Yagya per
formed by him and his sons who were burnt to ashes by the fury of a muni who 
was disturbed in his meditation.

Besides the stories of Benu Raja, and Mandhata Raja, the poet has related the 
peaceful reign of Daleep of Delhi and the story of Raghu, the founder of Raghu dynasty. 
The Story of Aj Raja is an account of the swayambar1 held by the king Subah to enable his

i. gw «rpr ii 5T 11 nwr W|R ll
5T5;

% TFT <pr ii twwwgft
WWW 5RT ii Aj Baja (8)

wrwg «rop n WTwg wspig gp ll
^rqp w-Rt w ii

"

'Ss. .
W5 sum WWlf ll Aj Baja (9)

ha Varnan :

wig TFWJfsgft WS II
♦

mm ■"■V* ’% Z ll
irnfu mp wtR grssr II ** V1 ^ www ll Aj Baja (10)

qj: ll giwg ft: II
A

STOP II. fpS# HWP ll Aj Baja (11)

jjrwg TftrT II Rtgg wig ll f»rar$ Wpftw II gp wrp wlw ll Aj Baja (12)
.r \ " j

gp ll ift WWP ll *TP 11 qgig «rqp ll Aj Baja (13)

^?<lg ll wtw'g rftg ll star 11 wlwg ll Aj Baja (14)

For more references see Aj Baja, ( 8, 9, 15—26j 28, 30—36 )
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daughter Indarmati to select her own match which she found in King Aj. The story 
is remarkable for its descriptive power, courtly splendour and music, and dance 
and beauty.

Saraswati introduces the Rajas one by one to the princess Indarmatik:

«rfq^ir% feRORr^RR u Rfl rtr few §rr n
qi§i ^RI RqftH II 5*3 *Rq rir q;g gftq ||

3*% 3W RTUg^l RR II q^ita 3TR ^ qR II
^q RRl ll R§t qfg; f%f% ^rr ii

XXX X
Saraswati has shown her all the Rajas who have assembled there but she accepts none:

^ttr ^ fsrwRsi %raq> rr r# feq Rm fesre ll
fad r§* rr>r % r%q fef rsI %^tr ll

lift ^ JjqfR ~ RRT 3LR5R II
T;'T QSB 5R m URfRlft f?R RR ^fR |l Aj Baja (71)

Meanwhile Aj Raja appears. His beauty, dress and army attract one and all:

RR ^RT RIIR *rq ^rf^RTR § qRRqTR q§l foi qh^ ll

SISK SJRq
rx

qqpqqq R'qq % ^TR *\ m ^ ll

RflR W . ^ rvqiR f Rq
0

iM. im mmmb?FR g^RIR RRlfl II

RTIR qq % ^rfq d %q 355R ^ 1, Aj Baja (72)

Everyone is captivated by his beauty :

qrfh $ qTR SRTS RR fRfJT q(R qqr1? ll
4j«?q ffq m wrr smr g^iq ii

RIRR RR fa^R 3RR §<R § Rif gfc qR ||
tfRi fuRR rr qifif ^q sr^q etifR sir n Aj Baja (73)

His beauty is unparalleled :

R^q qirhwt isrfsr q/f ?r 1st nq^q r 'zm fqqR 11
qff Riq# <3% I g«r %1 §sfq q< Rq r faj rR 11
rr q^q | qfqq> rr fr? ^rrc r ^ 11
5*r rrt su%3it ^rfq qt in rr R^q r 35 fRgqt 11 Ai Raia <74)

rtr fqq> ^tr rrr q^ttR RfR^q sFRifosit H
qrr%3Riq rfewr rr rirr ^irr fPlR str^ rriirri 11
rrr rrrrtr qn%mr fees qiRR^q q^ife^T 11

"y

IfR If ^RR I fqq RRR Ufa RRI 5-ftR ^IIR^i 11 Aj Baja (76)

rtrr TRSR^q r^fri fe|? rrr rrrrir qRRmi 11
RRR RR qRKR RRR RTR R^t RR t II
^IRF^q RR JJtRRR R^RRIR R^ RR ffiflRt 11
#q fet q>fq urr ur qit fef q%^i n Aj Baja (77)

Continued—

Aj Raja (41) 

Aj Raja (42)
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(6) Khat Rishi Avtar
The sixth incarnation of Brahma was Khat Rishi. After completing the 

Puranas, Vyas became guilty of spiritual pride. God grew wrathful at his haugh
tiness and tore Vyas into six pieces each of which quickened into birth as a rishi.

^qr fR3’ 3Rq5qt fqn fqq wfqRqr q)t R|Ut 11
RES ftR RTR gRl R*T RR fi^: ufe irrj RRrq II

iprq Rgq ilk ^3 5TR ?IRR RRiq ii

qjqrq ^ qr UR fqc gR R || Aj Raja (78)

It appears as if Indarmati was created only for Aj Raja :
fagR ST gtRR g?R 1 Rg RR SHft % II

RTWR ifiR qRTRR ^TTfT qRTRR | RR* ‘RTgft % ||
WTRR RR g|lqR HR RRTRR | TtT; STTRR sft % ||
^ g$RR qrrr wrqRR qmr q* r^% n Aj Raja (79)
i^sTR *7 RRTR R gtHR R% ^fq RT<t ||

HTRR h!r RRIRR gW (g^H gHRR gfq HR*! II
^TTRR RTR gt RTHt; RTRt RR gpR HTft ||
UR qft RR gt m gl Rf| HR HU HU q| HgRT (111 Aj Raja (80)

RRR RTR Hf f?R RRR HT^T ^ gt RTUR Rltt II 
HRRRft R R'l R3f| ^*T RTRR HfR RJRR ftRR'l II
hthh Irt rt^h ! ^Tr rhIr q?t rRt srfR—-strI li

frft jr hr hu qt: gqfq | Hg Htfu h?0 ii aj Raja (82>
RTUH ^ §TTRT I f% Rift $?§; R3RT | % R>TH % f qHR | gRR t II

% sHh | % g'^Rr hir 1 f% rspt %R5Hth fqfq r^r | rthr q> n
RT^RT % RR I % R^R|1 f% gg* g|u R?RTT i II
|r | fq> qfa I t% rtrt rth qk I | ^ ^ srfn % fq^NUi* rrr ^ 11

^ >3

Aj Raja (84)
r'Ur R HUTRR % fRR RRR R | HT? ||

tsl rhsrr hu gi% htrt swr Rft htr RRif n
RfR Roil sfe RTRT TRofotiR HR Rqlr t| RTRilf II
qtft Perth hr Ptr t<RR ft sfiir oftsr ^uf li AjRaja(85>

The princess immediately has to her hand a garland of flowers :

srfq^talterr qrf^RrfR u ^tfq^r rtr rrir ii

qtfq i ?r qm li f% g>R rtr qqjR ii AjRaja(86>
And garlands Aj Raja :

r!| RTR qq^R II RTTf qtR II
qq qiR li

i
qliqj qg^q ii Aj Raja (90)

rtr 57R fe?R II «lfq RTR RTR II
RR qrgd ^ . iRR! II q| (t gR RR II Aj Raja (91)

Aj Raja marries her and returns home with a large dowry;:

% fq^rrfc i ^rfRRfR U q| rt^ <r q>ft ii 
% ^rrl^rt ?pr qi| n sflqj u Aj Raja (92)
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Thus six shastras were composed by these six rishis, Vyas being the last of them 
who revised and expounded all the six. 4 ■■■■'■

(7) Kalidas Avtar
The seventh incarnation of Brahma was Kalidas. The authors of the 

Vedas, Puranas and Shastras appeared in Kaliyug as Kalidas. Bikramajit patronised 
this genius who composed Raghuvansha and other master-pieces of the Sanskrit literature 
which still add lustre to the glory of Bikramajit.

In the Brahma Avtar there are seven episodes which centre round seven heroes. While 
the heroes of the Vishnu Avtar are kings and warriors who are saviours with the sword, 
those of the Brahma are, in the main, scholars like Balmik and Vyas who are saviours with 
the pen. They lead a peaceful life and excel in achievements of literary and creative type.

The first twenty verses form an invocation to God. The stories of these avtars are 
told very briefly so much so that the episodes of Sukra and Baches Avtars have been dealt 
with only in two verses, Kashyap in three, Khat Rishi and Kalidas in four each and Balmik 
in six. At the end of every Avtar is written : hi Sri Bachilra Natak Granthe Brahma Avtar... 
.........samapat.

The poetry of the Brahma Avtar, according to the poet himself, (is a beautiful 
verse. It is in easy Braj with no admixture of Persian and alien words. 
The dominating sentiment in this poetry is Shant (pacific) except in the episode of Aj in 
which the description of the incident of Swayambar is full of Shringar. As 
regards imagery it is conventional at places but relieved by fresh and original 
observations. The metres1 employed in this work are mostly those found in the Chaubis

Metres in the Brahma Avtar
Metre Serial No. Total

Introduction
Tomar Chhand 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12,

13, 14, 16, 16, 17, 18, 19, 20. 21, 22,
23, 24, 25, 26, 27, 28, 29, 30, 31 32,
33, 34, 35, 36, 37, 38. 39. 39

Naraj Chhand 40, 41. 2
1. Balmiki Avtar

Naraj Chhand 1, 2, 3, 4, 5, 6, 6
2. Kashyap Avtar

( The serial No. is continued from the last Avtar). 
Padhari Chhand 7, 8. 9, 3

3. Sukra Avtar
( New Serial Order)

Padhari Chhand . 1, 2, 2
4. Baches (Brihaspat) Avtar 

( The Serial No. is continued from the last Avtar ) 
Padhari 3, 4 2

5. Vyas Avtar
( Serial No. is continued from the last Avtar )

Manu Raja
Padhari 5, 6, 7, 8, 9, 10, 11, 12, 13, 14,

15, 16, 17, 18, 19 15
ISangeet Padhari 20, 21. 2

Metre Serial No. Total
Haribolmana 22. 1

Prithu Raja.
( Serial No is continued from the last Raja )

Totak Chhand 23, 24. 2
Haribolmana 25, 26, 27, 28. 29, 30, 31, 32, 33, 34,

35, 36, 37, 38, 39, 40, 41, 42, 43, 44, 
45, 46, 47, 48. 24

Rual Chhand 49, 50. 2
Bharat & Sagar Rajas 

( Serial No. is continued ),
Rual Chhand 51, 52, 53, 54, 55, 56, 57, 58, 59, 60,

61, 62, 63, 64, 65, 66, 67, 68, 69, 70,
71, 72, 73. 73. 23

Madhubhar Chhand 74, 75, 76, 77, 78. 79, 80, 81, 82, 83,
84, 85, 86, 87, 88, 89. 16
Benu Raja

( Serial No. continued from the last)
Madhubhar Chhand 90, 91, 92, 93, 94, 95, 96, 97, 93, 99,

100, 101, 12
Sanjuta Chhand 102, 103, 104, 105, 106, 107, 6

Mandhata Raja 
( Serial No. is continued ).

Dodhak Chhand 108, 109, 110, 111, 112. &

Continued



120 THE POETRY OF THE DAS AM GRANTH

Avtar. There is nothing peculiar in the use of metre here. The tone of the metre, however* 
is quiet and the movement equable.

The episodes of the seven incarnations of Brahma are narrated in twenty metres1 
viz., (1) Tomar 70, (2) Naraj 8, (3) Padhari 40, (4) Sangit Padhari 2, (5) Haribolmana 25,
(Q) Totak 3, (7) Rual 25, (8) Madhubhar 34, (9) Sanjuta 6, (10) Dodhak 5, (11) Astar 2,
(12) Medak 5, (13) Chaupai 56, (14) Ardha Padhari 5, (15) UchhalV, (16) Mohani 11, 
(17) Bhujang Prayat 22, (18) Swwya 13, (19) Dohra 1, (20) Kabilta 1.

Metres in the Br&hina Avtar (Avtar- -wise)

Metre Serial No. Total Metre Serial No. Total

Astar Chhand 
Medak Chhand

2
5

Totak Chhand 
Chaupai

Chaupai

113. 114.
115, 116, 117, 118, 119.
Dalip Raja

( Serial No. is continued )
120. 1 
121, 122, 123, 124, 125, 126, 127, 128, 
129. 130 131, 132, 133, 134. 14
Raghu Raja

( Serial No. is continued )
135, 136, 137, 138, 139, 140. 141, 142, 
143, 144, 145, 146, 147, 148. 149, 150, 
151, 152 153, 154, 155, 156, 157, 158, 
159, 160, 161, 162, 163, 164, 165, 166, 
167, 168, 169, 170, 171, 172, 173, 174, 
175, 176. 42
177. 1

Aj Raja
( New Serial No. )

1, 2. 3, 4, 5, 6, 7, 8, 9, 10, 36, 37, 
38, 39, 40, 41, 42. 17

Ardha Padhari Chhand 11, 12, 13, 14, 15. 5

Padhari Chhand

Padhari Chhand

Uehhal Chhand 16, 17, 18, 19, 20, 21. 22, 23, 24, 9
Mohani Chhand 25, 26, 27, 28, 29, 30, 31, 32, 33, 34,

35. 11
Madhubhar Chhand 43, 44, 45, 46, 47, 48. 6
Bhujang Prayat 49, 50, 51, 52, 53, 54, 55, 56, 57. 58,

Chhand 59. 60, 61, 62, 63, 64, 65, 66, 67, 68,
69, 70. 22

Swaiya 71, 72, 73, 74, 75, 76, 77,78, 79, 80.
81, 82, 85. 13

Dohra 83. 1
Kabitta ' 84. 1
Tomar Chhand 86, 87, 88, 89, 90, 91, 92, 93, 94, 95.

96, 97, 98, 99, 100, 101, 102, 103, 
104, 105, 106, 107, 108, 23

6. Khat Rishi Avtar

( New Serial No. )
Tomar Chhand 1, 2, 3. 4, 4r

7. Kalidas Avtar

( New Serial Order ),
Tomar Chhand. 1, 2, 3, 4,

1. Metres in the Brahma Avtar (Metre-wise)

Metre Number in each Avtar Total
or Raja

Metre Number in each Avtar Total
or Raja

1. Tomar Intro. 39, Aj Raja 23, Khat 9. Sanjuta Chhand Benu Raja—6 . 2
Rishi—4, Kalidas—4, 70 10. Dodhak Mandhata Raja—5. 5-

2. Naraj Intro—2, Balmiki Avtar—6. 8 11. Astar Mandhata Raja—2. 2
8. Padhari Chhand Kashyap Avtar-3, Sukra Avtar 92. 12. Medak Chhand Mandhata Raja—5. 5

Baches Avtar-2, Manu Raja-15. 13. Chaupai Daleep Raja 14, Raghu Raja--42 56
Raghu Raja—1, Aj Raja—17, 40 14. Ardha Padhari

4. Sangit Padhari Manu Raja—2. 2 Chhand Aj Raja—5. 5
5. Haribolmana Manu Raja—1, Prithu Raja—24. 25 15. Uehhal Aj Raja—9.

6. Totak Prithu Raja—2, Daleep Raja—1. 3 16. Mohini Chhand Aj Raja—11. 11

7. Rual Prithu Raja 2, Bharat & Sagar 17. Bhujang Prayat 
Chhand Aj Raia—22. 22Rajas—23. 25 18. Swaiya Aj Raja—13. 13

8. Madhubhar Bharat & Sagar Rajas—16, Benu 19. Dohra Aj Raja—1. 1
Raja—12, Aj Raja—6. 34 20. Kabitta Aj Raja—1. 1
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9. Rudra Avtar
(I) Datta (Dattatreya) Avtar

When Rudra became extremely proud, Fate (Kal) addressed him thus: “Pride 
hath a fall. Brahma in his pride had a fall. So shall thou; for verily, lam pride-killer. 
Now shalt thou go and be born as man.”

Atri Muni, a scholar of the four Vedas and fourteen branches of learning, 
did long and hard penance. Rudra appeared before him and offered to grant him a boon 
in reward for his austerities. The Muni was filled with surprise and joy, and asked him to 
bless him with a son like himself. “Be it so”, said Rudra and disappeared.

Atri married a beautiful girl, Ansuya1 by name, of whom Datta, the incarnation 
of Rudra, was born. He grew up to be a great scholar, yogi and sanyasi, with rare 
qualities of body and mind.2 A voice from the heavens once advised Datta to adopt a guru, 
failing which he would not be able'to achieve salvation. In obedience to the call, he began to 
pray to god3 for guidance. , The voice came again and advised him to adopt whomsoever he 
loved, as his guru, and to serve him with heart and soul. Datta, thereupon, left 
his parents for a thick forest and began to perform severe austerities which earned him the 
gift of infinite wisdom. And in his infinite wisdom he adopted God as well as his own mind 
as his two gurus.

Datta then renounced the world and devoted himself to yog as a Brahmachari 
Sanyasi 4. His reputation spread far and wide and admirers, including rajas, from all 
parts of the world came and adopted his creed of yog and engaged themselves in many yogic 
exercises. He, too, travelled in Bharat and all over the world and recruited followers in jungles 
and hills, near the sea, in ashrams, beside the Saraswati, and at holy places5. Once Datta 
came across a spider who had made a cobweb of thread produced from within himself 
and was contented with this kingdom of his wherein he could live on flies which came 

to be caught in it. Datta adopted it as a guru 6. In the same way he adopted the heron\ the 
fisherman*,and the wild cal9 successively as his gurus,for their power of concentration in spotting 
and seizing their victims. A carder of wool failed to notice an army passing by; so engrossed 
was hein his work10.A slave woman who was rubbing sandal-wood into paste did not notice him 
when he brushed past her11. His ninth guru, after these, Datta found in grader, who travelled 
abroad in spite of his riches stored at home, but with his mind fixed on trade and profit.12 

Next, he came across a spinach-seller whose cry “Sea chute', i.e., ‘Green spinach’ seemed to 
convey by play upon words, the meaning, ‘He that sleepeth, loseth’. Datta adopted her as his 
tenth guru 13. His eleventh Guru was Raja Surath well-versed in the science of arms, a wor
shipper of Durga, but without attachment, a sanyasi with a captivating personality14. A pretty

1. Her beauty is described in seven stanzas (13-19) ; her anger at Brahma in st. 25—33.
2. Datta is described in 29 stanzas(34-62) with a lot of repetition. Further again in st. 65-77.
3. God is described in terms of attributes in st. 79-109. 4. Described in (119—129). 5. D. A., (167—175).
6. D. A.. (176-181). 7. D. A., (182—184). 8. D. A., (185—187). 9. D. A., (192—194).

10. D. A., (188—191). 11. D. A., v195—199). 12. D. A., (200-204). 13. D.A., (205—210).
14. D. A., (211-255).



girl lost in flying kite became his twelfth guru1. His other gurus were, a loyal watchman at 
his post, at dead of night, even when it rained heavily2; a beautiful woman with rare gifts 
and accomplishments3, ever true to her husband; an arrow-maker who was so busy with his 
work that he did not raise his eyes to see an army passing by with all its pomp and show 
led by a Raja, well-known as a Royal hunter)*; a beautiful kite which dropped her bit of 
flesh with which she was flying j when pursued by another kite to 
snatch away her bit, thus giving evidence of her lack of attachment5; a dudhira bird which 
hovered over the fish in water even when the sun was set6; a deer hunter who even mistook a 
group of handsome rishis in the distance, for a herd of deer7; a parrot which, released 
from a trap, flew away symbolising the freedom of man from the worldly entanglements 8, 
a rich man who, absorbed in money-making! failed to notice the Sanyasi to whom everyone 
around him paid homage9; a man who while teaching his parrot to utter some words did not

___  i

take notice of Datta passing by with a host pf his followers10; a woman carrying gruel for 
her husband not attending to the soldiers fighting together in a battle-field11, and a beautiful 
Jachh woman devoted to music, gone almost crazy for it, forgetting and forsaking every-

i

thing else12.
0

\Then Datta retired to the highest peak of the Sumeru mountain to
meditate on the Almighty to understand His relation with the world. After years of
austerities, he found the world all a ‘cloud of smoke’. Then he shuffled off his mortal coil 
by his yogic power13. Time (Kal) is inexorable and spares none14.
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1. D.A., (264-269) I 2. D.A.,
3. D.A., (292-342) A tour de force of beauty.
4. D.A., (343—358) Description of army (341 f; 347-9); of women passers-by (351-2.)

(272—286)

Description of an army passing by :

stq w§ ^ 11 whs wrw wi i
SW gW li mif (jpf i Datta A., (347)

qiww mww qr% mi uw §*r i Datta A., (348)

sq whw wTwt gjq* i qrww ^ wte i
wsr im g< i w§ wr^w ww ggw ! Datta A., (349)

Description of women passers-by ;

gu qf^ g^iw g‘41 wts =m?r i

gtq 3**^ g*r i srfsrate gw rrafwg i
gu hhtw %k 5fqit i fojtqj |fw %*h =wh q*r I

5. D. A., (359—3641 6. D. A., (365-369) 7. D. A., (370-388)
8. St. 430-437, S94-429 are devoted to the praise of Datta and his greatness.
9. D. A., (438—445) 10. D.A., (446—450)

11. D.A., (459-61), arbitration (456) 12. D.A., (463-70) j 13. D.A., (489.)

Datta A., (351)

Datta A,, (352)

14. D.A.,<490-8.)
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The Datta Avtar is a long narrative poem in which the poet has employed a 
variety of twenty-one metres1 in about 500 stanzas. They are: Tomar AQ, Padhari 49,Padhri 72, 
Chaupai 45, Rasawal 17, Totak 51, BachUra Pad 2, Bhujang Pray at 17, Mohan 4, 
Amp Naraj 13, Kulak 8, Tarak % Dohra 1, Mohani 18, Run Jhun 3, Rual 16, Swaiya 8, 
Shri Bhagwati 60, Madkubhar 15, Charpat 19 and Kripan Krit 22.

The total number of stanzas is 498, each of which has four lines. Padhri and 
Bhagwati exceed others. Bhagwati, Kripan Krit and Charpat are the lightest while Swaiya 
is the longest and slowest.

w ’

This long narrative poem has twenty-three episodes, a prologue and an 
epilogue. The introduction covers 110 stanzas giving an account of the parentage, the early 
life and the ascetic career of Datta. The change of metre occurs about 33 times, each time 
marking a turn in the development of the story or giving a description of unusual interest. 
In the narrative, there is a lot of repetition, diffuseness and prolixity, most probably due 
to the poet’s delight in the luxury of musical and pictorial beauty. Guru Gobind Singh is 
a past master in the art of depicting the Vir and Shringar Rasas (sentiments of valour 
and love). Of the description of war scenes, we have only little, in stanzas 458-61. 
But of the painting of portraits there is an abundance, as in the personal charms of Ansuya 
(13-19), in the majesty of Datta (34-62) and in the pure beauty of the devoted and loyal wife 
(292-342). In these, the poet chiefly excels, the last being his tour de force. In the description 
of women, the ascetics, the saints, the poet lavishes all his resources of art and brings out 
the beauty of character through the beauty of person. He evokes in the mind of the reader 
the same admiration for his character as he himself possesses.

Each episode begins with the praise of Datta, the hero of the narrative and ends 
either with the same motive or with a comment on the situation and a moralising on the 
incident or the episode, for the edification of the reader. This treatment is rather conven
tional and didactic, though relieved by touches of human or natural beauty here and there. 
The imagery of the poet is rich and varied and saves the poem from becoming monotonous.

1. Analysis of the Metres in the Datta Avtar
Metre Serial No. Total Metre Serial No. Total

1. Anup Naraj 454 466 13 11. Dohra 173 1.
2. Swaiya 491—498 8. 12. Padhri 7—24
3. Kripan Krit 389—410 22. 37—62
4. Shri Bhagwati 223-255 142—169 72.

293—324 60. 13. Padhari 69—108 49.
5. Kulak 4* 1—418 8. 170—172 3.
6. Charpat 419—437 19. 14. Baohitra Pad 482—483 2.
7. Chaupai 174-212 15. Bhujang Prayat 118-134 17.

438—453 45. 16. Madhubhar 213-227 15,
8. Tarak 484-485 2. 17. Mohan 28-31 4.
9. Totak 343-388 18. Mohani 325—342 18.

486-490 51. 19. Rasawal 256—266
30. Tomar 1----- 6 287—292 17.

25—27 29. Run Jhun 267—269 3.
32—36 21. Rual 109-117

270—286 135—141 16.
467-481 46. Grand total 498.
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^ (2) Paras Nath Avtar
A hundred thousand and ten years after the death of Datta, there was born in 

the country of Roh, a child, Paras Nath by name. He grew up to be a brilliant youth 
whose reputation for qualities of head and heart spread far and wide. The Raja sent 
for him, and was, like others, so well impressed by his person and scholarship that ho 
made him his son-in-law1, and kept him in his palace. For about two years and eight 
months, Paras Nath devoted himself to the worship of Durga2 who granted him the 
boon of two sheaves (Bhathe) of arrows, a bow and an axe, by dint of which the 
scholar of the Vedas established his sway over the neighbouring countries.

Paras Nath proposed to perform a yagya and hold discussions on the Vedas. 
He broadcast his invitation3 to all saints, yogis, scholars and rulers who came from Banga, 
Raphaj, Roh, Room, Balakh, Bhimbar, Kashmir, Kandhar,Kalmakh, Kas Kar and the South. 
Discourses were held and discussions made,1 freely and fearlessly; gifts were showered on the 
guests; and scholars and kings were honoured in the assembly4. After the day was over, 
at night, Paras Nath offered his worship to goddess Durga, enumerating her attributes 
and praising her achievements5, and prayed6 * to her for long. The goddess was pleased 
with his worship and offered to grant him a; boon; and for it he chose the sovereignty of 
the world. In a short time, he became tfie Maharaja of the world around him and won 
the title of Abhai Pad, “Fearless Majesty”. Once he called an assembly of all the rajas and 
yogis and addressed them thus: “There is no yog, no wisdom in keeping matted hair Even 
after renouncing the world, you will keep wandering in the world. You have apparently 
left Maya but Maya has not left you.; Explain all this or I would get you clean 
shaven1’’. While some of the yogis agreed to follow the advice of Paras Nath, saying 
that they were not the followers of Datta, others raised an uproar and hurled defiance at 
the Maharaja. Some warriors sided with him while others opposed them. This led to a 
fierce fight8 in accompaniment with Maru Rag9, which ended in the death of his opponents10 
and the surrender of others. Thus the creed of Datta came to an end.

Paras Nath ruled for ten hundred years and established his rule and cult all over 
the world,and hoarded a big treasury. Then he thought of holding Rajmedh Yagya as Jambh 
had done in Satyayug11. His minister advised him to fulfil the necessary conditions, viz., 
reduce a hundred thousand principalities, give away in charity a hundred thousand elephants, 
a hundred thousand horses, ten million gold coins to each Brahman priest12. This the Maha
raja could easily do. Then the minister advised him to find out from his people all over 
the empire what one particular secret, according to the Puranas and the Samritis, had yet 
to be revealed.
1. Description of Paras Nath St. 7-20, his eyes 15-17, Shringar Ras.
2. Description of Durga 21.-24, Bhyanak Ras. 3. St. 28-35, repetition and prolixity. 4. St. 38-44.
5. 45-62 (Mohani Chhand), 63-74 (Achkara Chhand)—Unique; in their powerful description- 75-80 (Bisanpad and Sortha)
6. St. 81-85 including poet’s homily to men 84-5. 7. St. 98-99. 8. St. 103.
9. St. 100-18 of eight or seven lines in about 140 lines ef long verse, 10 St. 104 describe heavenly dancers (apsaras

selecting and wooing brave warriors). 11. St. 123. 12. St. 124.
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Paras Nath called another assembly of five hundred thousand rajas and placed be
fore them his inquiry. One of them said, “There is a muni (ascetic) Machhindar Nqth 
by name, living in the body of machh (big fish) in the sea. He was born 
of Datta’s seed1. He only can enlighten you on this point.” All the soldiers 
of h:s army were deployed and numerous nets were cast in the sea which was 
thoroughly combed out. Many watery creatures were hauled out of the sea and they perished 
in vain. At last, the surviving creatures of the sea waited upon the god of sea to ?ave them 
from utter annihilation. On his part, in the form of a Brahman, with all precious stones 
as a tribute, the sea waited upon the Emperor submitting that there was no such 
machh in his kingdom3 but it might be found in the sea of milk (Kkirj. Thither 
went the Maharaja with his soldiers and found damsels merry-making and playing 
music. There they cast a net of cotton, caught many a fish, but failed to discover the 
machh which housed the muni in its body. At last, as advised by the wise, the net of gyan 
(knowledge) was cast and the machh hauled out. But its skin was too tough to be cut 
through by an ordinary knife; therefore, a special type of it (#/6eA:-Self-knowledge)was secured 
to bring out the saint who was discovered in a state of trance. A little doll of seven metals 
was placed under his nose to catch his eye when he emerged from his dhyan, which was 
later burnt to ashes by the blaze of his angry glance.3

Thus, when his wrath was spent out, the muni was approached by the Maharaja 
who asked, “Who is the king, who is the warrior and which is the country that has not 
been vanquished or reduced by me that have extended empire all over the world and claim 
to be next to God Himself ?”4 To this Machhindar Nath replied that all his conquests were 
insignificant, for, he had not yet learnt to control his own mind and that all his achievements 
were of no use to him, for, nothing would abide by him, not even his own body,much less his 
warriors, relations, wife or children 6. “But which is the king I have not yet been able to 
conquer ?” asked the Maharaja again. “It is Abibek (Ignorance of innerself) whose minister j 
is Kamdev (Cupid), and who has brougit about the downfall of Ravan, Yadvas, and 
Kauruas, and has outwitted Balraja, Brahma, Krishna, Indra, Mahikhasur and others,6’’ 
said Machhindar Nath.

“But’’, continued Paras Nath, “how is it that Bibek and Abibek, well-accomplished 
of the same origin, caste and parentage, as they are, are always opposed to each 
other ? Pray, throw some light on this and help me to distinguish between the two’’.7

“Abibek” said Machhindar Nath in reply,“has black complexion, wears black clothes 
which attract men and women, rides a black chariot pulled by black horses and driven by a 
black charioteer. His flag and sword and bow are also black. He cannot be conquered; he 
cannot be repudiated; verily he is like Krishna.8

‘‘Of his retinue, Kamdev (^rrr|q-Gupid) has a bow of flowers, the arrow of bee, 
the flag with the symbol of fish. He is attended by the music of lyre and of other instru
ments and a bevy of women. When he is crossed, none but Bibek can escape his wrath 9.

“Next to Kamdev is his son, Basant (sra^r— Spring), who is accompanied by beauti
ful dancing women and the sweet music of lyre. He is fond of rags like sorath, saran?, suddh

. - .......... ......... .... ........... ... ...... 1 11 1 ........ ........."*.......... ' ' ................................ - ................... r" ''...................... ............." ' .............. . .. ' ' ” ' ——-..........- -r ....... .. , , ji ... ....................... ' "" '--■■■ ■■ . " ' ' * ' ' ..................

1. St. 132 ?. St. 136 3. St. 151 4. St. 158 5. St. 169-72
6. St, 167 7. St. 168 8t. S. 169 9, St. 170
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malar and bibhas (fkmw),ramkali, hindol, gaud and gujri of high pitch; and lalit, paraj, gavri, 
malhar and kanra of great mien. When he is crossed, none save Bibek can escape his wrath.1

“The third attendant is Hulas (gsTra-i-fun and laughter), the second son of Kamdev 
beloved of women with trembling hearts. In his retinue is heard the chorus of the thunder 
of clouds, the cry of peacocks, the croaking of frogs, and the jingling of jhilly. When he is 
crossed, none can escape his wrath but Bibek?.

“Anand (^TR^-Pleasure) is the third Son of Kamdev surrounded by women, dressed 
in silk embroidered with gold thread and lace and bedecked with ornaments like his chariot. 
When he is crossed none but Bibek can stand his ire 3 .

‘‘The fourth son of Kamdev is Bhdram Superstition) whose complexion is
black like smoke, whose ornaments are smoke-black, whose charioteer and chariot-horses 
are smoke-black and who vomits black pitch. He is an object of shame to both men and 
gods. He is a source of misery to his enemies. When he attacks in his wrath, he will rout 
your forces in a minute4.

‘‘The fifth member of his retinue is Kalhi (^f§—Strife) who has spared no god or 
man in any of the fourteen worlds; for she is expert in the use of all sorts of weapons. In 
all countries, all the rajas are overawed by her6.

“Next comes Bair (tr-Malice) with blood shot eyes, bearing red arms and a red flag. 
He is a great fighter who has broken up alliances made with many a raja. Shanti (Calm) 
alone can take a stand against him6.

liAlas (snw-Sloth) follows with a flagjof smoke with a chariot and a charioteer smoke
like. He wears clothes like smoke. Even smoke feels eclipsed by itself, as his bow and 
arrow are also smoke-like. Gods, men, snakes, elves (Jachh) and demons all are afraid of 
him. All but Udyam (Vstf—Endeavour) would perish at his onslaught.7

uMad (tre-Wine) has pale dress, a pale flag,a pale bow,a pale chariot and pale horses. 
He has captivated the hearts of both gods and men. He flies like whirlwind. When his steed 
starts dancing, none can face his fury, but Bibek8”. Similarly runs the description of 
Kuvriti9 —Perversity) in black, Gumanxf (’tfr—Misunderstanding) in leather, Apman11
(swift—Dishonour), like thunder; Anadhar12 (smr—Cruelty), ever aggressive; Ninda13 (hw— 
Calumny),ever dirty; Narak1* (tot—Hell), ever dreadful^Nasil-Dusil-Kuchil15 fyflvr—
Mis-behaviour), ever accompanied by wrath; Bhukh-trehul (w-t Hunger and thirst), 
ever in red; Lobh17 — Avarice) with bewitching eyes; Moh1* (^—Attachment) ever fickle,
Krodh1* (^Phr—Wrath), fierce like wind; Hankdri0 (fNnr—Pride), like an elephant in rut; Drohu 

k (^—Treachery), in white; Bharam Dokh Anmoklf2 (^wr^te ?Fr«fter—Scepticism\ in pearls; 
Jhooth and Rooth23 (^5 ^5—False and untrue), in peacock colour; Mithiau (fafawr-Vanity) 
in white and black spots2; Chinta26 (f^r-i-Worry), holding a dreadful wheel in her 
hand; Daridar26 -Poverty), with; pomp and show; Sanka27 (rr^T—Doubt),
Asobh28 (srcfbr—Ugliness), Asantusat29 (srcrasrc —Discontent), Anas uchm (srrt 3^),

I. St 171-2 
7. St. 179. 221, 

I*. St. 186 
10. St. 193 
25. St, 201

2. St.. 173 
8. St. 180 

14. St. 187 
20. St, 194

3. St. 174-5 
9. St. 181 

15. St. 188 
21. St. 195

26. St. 202, 203 27. St. 203

4.; St. 176, 196. 
10. I St, 182 
16.! St. 189 

22.1 St. 197 
28. !' St. 204

5. St, 177 
11. St. 183 
17. St. 191 
23. St. 198 
29. St. 206

6. St. 178, 185 Repetition 
12. St. 184, 198 
18. St. 190,192 
24. St. 200 
30. 205
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Hinsa1 (fpr—Viole nee), Kumant2 ( —Folly), Alajja3 (suHsrr—Immodesty), Chor'P (hifr—
Theft), Bibhaichar5 (fet^R—Adultery), Swamighat and Kritaghnata6 (rtArtr, f^p^raT—
Disloyalty, Ingratitude), Mitra Dokh (Br ^—Betrayal of friend) and Raj Dokh1 (xt* ?ter— 
Rebellion), Eerkha (tw—Jealousy) and Uchat8 (3rt£ —Detachment); Ghat (trt—Trick) 
and Basi Karan9 fast ^fRS—Conjuration), A pda (?rmr—Adversity), Jhoothta'yr,^ — Falsehood), 
and Bans Kuthar10 fas jsrr—Anti-family), Biyog (fhtTT-Separation) and Apradh11 (mxm-Gui/t), 
Khedn (t^—Distress), Kukri) a13 faftsr - Misdeed), Gilani11 (fssrst —Abhorrence),
Bahu Kasat15 fa| ^s?—Sufferings), and Karam16 fa rt—Action).

Having listened to a detailed account of Abibek and his army, Paras Nath requested 
Machhindar Muni to enlighten him further about Bibek and his brave soldiers. 
After a deep study and thought, the Muni gave him a detailed description17 
of the allegorical character of Bibek18 (fasN), Dhiraj19 (sirs - Patience), Brat29 
fas—Vow, fast), Sanjam21 (sss—self-restraint), Durdharakh22 (sssrs—Far-seeing), 
Bigyan23 (f-Rsrs—Science), Isnanu fassrs—Purification), Bhivana35 (srssr—Goodwill)
Jog26 (sts—Yoga), Archar7 (wrf-Prayer), Puja23 (ssr—Worship), Abikar29 fafsTTr—Vice- 
less), Bidia Lajja3° (fsfssr sssr—Knowledge and Modesty,a sense of decency), Sanjog31 fasts — 
{Sociability or happy partnership), Sukrit32 (sfas-Doing good), Amoh33 fast§-Detachment), 
Akamn fasrs—Unaddicted to sex), Akrodh35 fasits—not liable to anger), Nirhankar36 (fsri^R- 
Non-individuation),Bh.2g7f37fasst —Devotion) Santi3S(wd\—tranquility), Path39 fars-Devotional 
reading), Sukarim farsrs — Good action), Susikh40 falser — Good disciple), Sujag and 
Prabodh*2 (sss, sits—Alertness and wakefulness), Sat fas—Truth), Santokh (ssh^r—Content
ment), Tap (ss—Penance), Jap13fars—Recitation), Nem Prem fas ss—Love for observance of 
religious rites), Dhian (fssrs—Meditation), Pranayam (srsrrsrs—Deep breathing), Dharam 
faxs—Religion], Subhachar (ssrr—Good conduct), Anuman fassrs—Realization), Bik-am 
(fss;s—Bravery), Samadhi (ssrst-Contemplation), Uddam fa^s—Effort), Upkaru (ttfr—Doing 
service), Subichar45 (sfssR—Right thinking), How (*hs—Fire-sacrifice) Puja13 (gss—Worship), 
Anurakatata47 (ssrfsst—Attachment) Sat Sangis (ss ss—Good company) Priti*9 (^tfu—Affec
tion), Akrudh fasyg:—Absence of anger) and Prabodh50 fasts—True-knowledge), etc.

This is followed by an account of war between Bibek and Abibek and their armies, 
which lasted for two million and one thousand years51 but.neither side could win a victory 
over the other. Paras Nath told his tale of woe to Machhindar Nath, who, however, 
became silent for ever. Suddenly he got a vision of Charpat Nath who addressed him thus : 
“Moh (Attachment), and Bibek (True-knowiedge) are not two but one. When Adi Purakh 
(First person) came to Himself, He uttered the sound ‘Onkar’ and created thereby the world 
and the heavens. Then He created Truth from His right side and Falsehood from His left 
and the eternal conflict began from that moment. He, the Absolute, alone knows the 
mystery or the end of life. Repetition of His name alone can help us in this 
mysterious world in which there is a constant conflict between good and evil.’

1. St. 207 2. St. 2 8 3. St. 209 4.' St. 210 - ' 5. St. 211-2 6. St. 213 7. St. 214 8. St. 216
9. St. 217 10. St. 218 11. St. 219-20 12. St. 222 13. St. 223 14. St. 225 lo. St. 226 16. St. 226

17* St. 231-266 18. St. 231 19. St. 232 20. St. 233 21. St. 234 22. St. 235 23. St. 236 24. St. 237
25. St. 238 26. St. 240 27. St. 241 28. St. 241 29. St. 242 30. St 243 31. St. 244 32. St. 245

33. St. 246 34. St. 247 35. St. 248 -36. St. 249 37. st: 250 38. St. 254 29. st, 255 40. St. 256

41. St. 257 42. St. 258 43. St. 259 44, St. 260 45. st; 261 46. St. 262 47. st\ 263 48. st. 264
49. St. 265 50. St. 266 51. St. 268-330
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“Since I cannot resolve it’’, said Paras Nath, ‘‘l must quit and retire”. He ordered a 
funeral pyre to be built for him and a fire to be set on. He sat in it and committed self-immo
lation, Thus he liberated himself from the misery of old age1.

Metres used in the Paras Nath section of the Rudra Avtar2 are of no fewer than sixteen 
varieties. They are AchJcara, Swaiya, ShriBhagwati, Chaupai, Chhappai, Sangit Chhappai, 
Totak, Tomar, Dohra, Naraj, Bhujang Pray at, Mohani, Rasawal, Ruamal, Rual, Bisa pad-

Of peculiar interest in this section of the Rudra Avtar, is the use of Bisanpad, the 
four and eight line stanzas in sixteen types of ragd: Paraj, Sorath, SuhL Ram Kali, Dhanasri, 
Sarang, Tilang, Kidara, Dev Gandhari, Kalian, Mam, Bhairo, Gauri, Kafi, Adan and Basant. 
The number of stanzas used is, however, only 26 describing Paras Nath's rise to power 
after the blessings of Durga, his convoking an assembly of followers of Datta, the yogis 
with matted locks and the clash between the two creeds. The first line is comparatively 
short but the average contains no fewer than 18 syllables.

The description of war between Bibek and Abibek is, however, given in a light 
and quick verse like Shri Bhagwati which is followed by Chaupai alternating with Bhujang 
Prayat. Here the poet has introduced Chhappai metre in four forms, in six line stanzas 
describing in detail the causes and effect of adtion rather than the action itself. Action pro
gresses rapidly, the strokes and the blows are exchanged at terrific speed but the effects of 
these are given graphically in a comparatively slow verse like Chhappai.

Next to the description of action and war scenes, the poet has given us in the 
Paras Nath section a portrait gallery of virtues and vices (169-226, 230-66), static in charac* 
ter, like mural paintingsof old. It must have been suggested by the statuary of old, which 
was a familiar sight in temples in the middle ages.

The pageant of allegorical figures is striking in many ways. The colour forms an 
important feature of the portraits and the colours like the dark, black, snaoky, red, pale or 
white are symbolical. Ornaments,clothes and weapons are equally colourful, striking and 
significant. So are the chariots, the horses and the flags. The charioteer is like his master, an 
allegorical figure though a little less impressive. Put together, all these features fully cha
racterize the central figure and help to build up the unity of impression. The poet does 
not fail to add to physical and emotional details any traits of character if the figure is 
important as an allegorical virtue or vice. These portraits which are about'a hundred in 
number are divided into two processions, frozen into their respective attitudes. 
Portraits of Dhiraj and Bibek are particularly important as they would help
1. P. N., (352-358)

2, Analysis of the metres in the Paras Nath Avtar
Metre Serial No, Total

1, Achkara, 63-74. 12.
2. Swaiya. 15-20, 159-162 10
3. Shri Bhagwati. 268-290 23.
4. Chaupai. 1-4. 291-295. 330-33 8. 349-354. 34.
g. Chhappai. 166-201,228-238. 47.
6. Sangit Chhappai 239-241,242-243.259,260323,24 9.
7. Totak. 147-153 .222-226 12.
8. Tomar. 146,163-165,261-266,355-358. ' 14.
9. Dohra 145, 227, 267, 296, 311, 329 7.

Metre Serial No. Total
10. Naraj 154—15$, 244--253, 254-258 20
11. Bhujang Prayat. 21—44, 205— 

312—317, 325
213, 297—310, 
—328, 340-343 65

12. Mohani 45-62 • 18
13. Rasawal 846-348 3
14. Ruamal 120—125 6
J5. Rual 126-144, 202--204,214-221.318-322 35
16. Bisanpad 75—119 45

Grand Total 153
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tis to appreciate the poet’s art. The portraits of Paras Nath1, Kamdev2, 
Basant® and Hulas4 are striking for theii beauty, both natural and symbolical, while 
those of Abibek5, Bharam6 and Alas7 are examples of the grotesque art. The pen picture of 
Anand8 is remarkable for artificial or ornamental beauty. The poet has an eye for the 
details which are not only significant in characterization but also notable for depicting their 
physical charm or emotional appeal.

Another interesting portrait is that of the goddess Durga9. All the gods have 
assembled after her victory. She is seated on a lofty pedestal. The gods make all 
preparations for her exaltation and utter their praises. There are applauses of victory 
on all sides. The sweet sound fills the heart with tumultuous joy, e. g.,

Ambaka Totala Sitla Sikaai Sindhhri Suprabha Subhrama Dakini
How vividly Durga has been portrayed in all her forms and with all her names and 

all her limbs from top to toe in the eulogies offered to Durga by the gods ! Such delineations 
are found only in great poets.

The imagery of both the sections, Datta and Paras Nath Avtars, of the poem is 
rich and varied drawing upon all familiar aspects of life and nature. There 
are homely images like those of a faithful wife, a girl flying a kite, a slave- 
girl making sandal wood paste, a woman carrying gruel for her workman husband,spinach- 
seller in the street; images from arts and crafts like those of an arrow-maker, a man teaching 
his parrot, a jachh woman crazy for music, a carder of wool at work; a rich man busy in his 
accounts, a sanyasi, a watchman, a deer, a hunter, etc. There are images from wild life like a 
wild cat, a deer, a spider, a heron, a dudhira bird, etc. Besides a wealth of allusions of cla
ssical, historical, semi-historical character, there is an abundance of similes and metaphors 
drawn from nature.

Mirth presides over the scene of fun and laughter comparable only 
to the roaring of summer clouds, the flash of lightning amidst them, a chorus of frogs and
other little beloveds of rain.10

The prominent features of the allegorical characters are illustrated with 
the help of concrete imagery. The onslaught of greed, for instance, attacking man's 
nobler impulses is like Shelley’s West Wind which scatters wide the floating 
clouds in the sky11. Again the army of Datta has routed its enemies like the wind that
plays havoc with the old leaves in autumn.12

The poet is a past master in the art of verbal 
word not only in the form of synonyms but in
has eight forms :

1. Chanchal aka13
2. Chanchala14
3. Chanchali15
4.* Chapla16

music. He rings changes on the same 
spellings also. The word lightning,for instance

5. Biddulata17 fa?
6. Beejuree18

4-y

7. Daman19
8. Damanee20

1.

».

4. St. 173 5. St. 169St. 3-7. 2. St. 170 3. St. 171-72
St. 176 7. St. 179 8. St.175
St. 45. 46, 47. 48, 49, 50, 51, 52, 53, 54, 55, 56, 57. 58, 59, 60, 61, 62, 63, 64, 65, 66, 67, 68, 69, 70, 71, 72, 73, 74 
In this connection the reader may as well share the joy of the Sanskrit verses from Durga-Sapta-Shati (8, 9, 10, 12, 13, 

14, 15, 16, 20, 21, 26) 10. P. N, 173. 11. P. N, 191. 12. P. N, 205-
13. D. A., (316) 14, D. A., (325, 327) 15. D. A., (326) 16. P. N. (232, 237) 17. D. A. (378)

18. P.N., (192) 19. P. N., (173) 20. P. N., (251)



Each form has its own significance iri the context according as the rhythm, move-, 
ment or sound requires it. j

Similarly he has used in two successive stanzas two forms for the name of Durga, 
the inhabitant of the Sindh region : Sindhla1 (fflsrsTT), and Sindhula2 (fH^rr).

The Achkara Chhand is the best specimen of rhetorical effects which the poet
I

produces by adopting particular sounds in particular combinations in which assonance 
masculine and feminine rhymes dominate together with consonant sounds. The stanzas 
63-74 of Paras Nath Avtar illustrate this art of verbal music.

Endorsements like Iti Sri Bachitra Natak Granthe......samapatamastu subhamastu
in the Datta and Paras Nath Avtars of Rudra are a clear testimony of the fact that the 
Rudra Avtar is a part of the Bachitra Natak Granth. Such testimonies are not found in

cany work of the Dasam Granth other than the Bachira Natak, Chandi Charitra I and II, 
Chaubis Avtar, Brahma Avtar and Rudra Avtar, and for this reason alone they have been
put here together, though in all the available editions of the Dasam Granth they are not so.

|

With this we have corns to the end of our brief critical study of the Bachitra Natak 
Granth. The remaining works which do not bear such testimonies will now be taken up.
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10 Var Siri Bhagauti Ji Ki
(The War Ballad of Chandi).

The Var Siri Bhagauti Ji Ki, popularly known as the Chandi di Var, is a Panjabi 
version of Caanii Charitra II (The life of Chandi), which is itself a comparatively 
brief version of Chandi Charitra /.

The source of all the three is ‘Markandeya Purana’,which relates the mythical story of 
the birth of Brahma, Durga and the demon Madh-Kaitab, from different parts of the body 
of Vishnu who lay in yogic trance in the primordial waters, and of the protracted wars bet
ween the gods and the demons. The Chandi di Var relates only the story of the battles fought 
between Durga and the demons. According to the legend, once, thousands of years ago, in 
the Treta Yug, the age before ours, there lived a king, Indra by name, whom a life of 
peace and prosperity made ease-loving, proud and irresponsible. His enemies, Mahikhasur, 
Sumbh and Nisumbh, the demon kings, seized his throne and drove him out of his kingdom 
dev bhoomi. In utter humiliation, the exiled king approached Durga, the princess ruler of 
Ujjain, for help. She was a brave soldier and kept a tiger which she rode on her occa
sional tours. She led a quiet uneventful life but was at last persuaded to take up 
arms for Indra’s sake. She engaged Mahikhasur in a battle, killed him, and placed Indra
back on his throne. After some time, however, the demons led by Sumbh and Nisumbh,king 
brothers, launched another attack on Indra and in a tough fight succeeded in dispossessing 
him again of his land. Durga came again to the fallen Raja’s rescue. The demons, too,ranged 
themselves in full strength and resolved to capture her alive, marry her and annex 
her territory as well. The Amazonian princes^, too, made up her mind to put an end to
1. P.N., (63) -• iP- N„ (64}
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this demon nuisance for good. She sought the help of Kalika, the goddess of Fury. Both of 
them took the field and fought a long and terrible battle in which many brave demon 
leaders like Sharanvat Bij, Chand, Mund, Lochan and Dhoom were killed along with Sumbh 
and Nisumbh. Thus was the demon-power extinguished at last. /

The Chandi di Var gives an account of six engagements in three battles out of four,two 
lost by Indra and two won by Durga. The story begins with Indra, crestfallen and a refugee 
approaching Durga with a tale of woe. Of the fifty-five stanzas, forty-nine are devoted to 
the description of three battle-scenes, tli3 first five and the twenty-first being purely narra
tive and informatory, helping to elucidate the situation.

The Chandi di Var is, thus, the poetry of action like Sir Walter Scott's Battle of 
Bannockburn and The Flooden Field. It is instinct with martial spirit, being a description 
of martial display of scenes of actual fighting. The theme and its style, tone, imagery and 
diction are like those of two versions of the Chandi Charitra.

Guru Gobind Singh was a soldier poet, who in the words of Dr. Mohan Singh, 
‘decided to press poetry into the service of both spirituality and the fight for freedom1”, 
It was his mission, as he writes in his autobiography—the Bichitra Natak •

‘To re-establish Dharma,
To annihilate the calumniators and oppressors,
Enemies of Universal peace and love, ^
To succour the good,
To exterminate the evil2

./‘To instil”, therefore, adds the learned Doctor, ‘ heroism into the people he re-sang 
for them the glorious heroic achievements of their war-gods and goddesses, their human 
ancestral victors on the battlefield and their folkheroes.”3

Chand di Var 4 or Bhagauti di Var,6 as it is alternately called, was also done in the 
vernacular probably with the same end in view as in case of the Krisnavtar :

Dasam Katha Bhagaut KiBhakha Kari Banaei.
Awar Basna Nahi Prabh Dharam Juddh Ke Chaei 6

The tenth story of Bhigaut is rendered into the vernacular with ne other motive than to 
inspire people for the holy war of freedom.

Guru Gobind Singh <!the son of a martyr father and the father of (four) martyr 
sons’’ as he is aptly described, waged many a battle against the imperial forces, fought 
all his life and at last died a martyr, leaving the legacy of an uncompromising spirit of fight 
against tyranny—political, religious or social. To the suppressed and emasculated people 
of the Panjab, he gave the message of Shakti (power), which infused a new life in them 
To them he gave a new conception of their Creator, the conception of ‘‘Sarva Loh,: All 
Steel, of whom Bhagauti, Durga or Chandi was a symbol7.

After invoking the blessings of Bhagauti as the nine Gurus had done before him, the 
Guru says in the prologue to the legend :

Khanda Prithmas Sajkai Jin Sabh Saisar Upaia 
Brahma Bisan Makes Saji Kuarat Da Khel Rachai Banaia

1. I. P. L. 65. ’ 2. Abid, 100. 3. I. P. L. 63. 4. M. K. Vol. II (1438)

S. M. K. Vol. IV., (3268) 6. K. A., (2491) 7. I. P. L., «4 8. Ch. V. (2)
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First the Timeless created Power (Khanda) and therefrom the whole world. With the creation 
of Brahma, Vishnu and Shiv began the play of Nature.

The gods and the demons,the heroes and the ascetics,all derived their inspiration and 
strength from Bhagauti, the presiding genius bf all historic events. Durga, the heroine of the 
Chandi di Far,is a manifestation of Bhagauti.The heroic, exploits of Durga charged with the Vir
Ras (sentiment of valour) have, therefore, been versified for the edification of his followers 
and friends, who took a sacred vow along with him, on the Bisakhi (the New Year’s 
day) to dedicate their lives to the cause which he and they all held so dear.

To popularise the stirring legend, the Guru adopted Far2 as the poetic form which 
had been traditional and popular. In those far-off days the bard (Bhatt or Dhadi2) used to 
entertain people by his ballads of war or love romances. In the court of Guru Gobind 
Singh there were bards as well as poets3. The former used to sing or recite ballads which 
aroused the martial spirit of the listeners. Tradition says that the Chandi di Var came to be 
recited later on in diwans or special congregations after the custom of the Guru’s own court.

Var lends itself to the sentiment of valour and martial music; accompanied by 
appropriate gestures it held the nineteenth century audience spell-bound. The potentialities 
of the form had been fully exploited by the race of minstrels4 until the time of Guru 
Nanak, who made it ‘artificial’. He put the medium to literary uses and made it a form of 
subjective poetry of a religious and metaphysical type. His noted Malar di Var is a cry of 
protest against the slaughter of innocent common people of Eminabad by the Mogul hordes 
of Babar who invaded India in 15165. The first Guru composed two other Vars,Majh Ki Var 
and Asa Ki Var. The last is religious and moral. The poet has adopted the form to a 
new use, in praise of God, instead of that of a hero of a national character. This bold 
experiment was repeated by-his followers.

There are in the Adi Granth, nineteen more Vars of the new type, all in 17 rags, 
attempted by the third , fourth and the fifth Gurus, the last of whom made innovations in 
the traditional pattern which was made up of 27 stanzas \ (Pauries) each having 8 lines in 
the same rhyme. He added a couplet at the end. Bhai Gurudas (1608-.16SB) who was his 
literary amanuensis, also experimented with the form and attempted 39 vars in the eulogy of 
the Gurus.But Guru Gobind Singh adopted the tradition as a secular pattern and attempted 
the Chandi di Var with the theme of war as “a thing of art”. His example was catching. 
Time too was conducive to the martial strain. Many a Var was attempted after him, 
in the eventful years that followed his death7. Not only were there
internal disturbances caused by his followers led by Banda Biragi, who were persecuted 
by provincial governors of Lahore, but also invasions of the Punjab from the Khyber 
Pass began with the advent of Nadir Shah. The civil government broke down. Intrigues 
and counter-intrigues between provincial governors on the one hand and the Afghan 
invaders or the Delhi Guvernment on the other made confusion worse confounded8. For

\ 1. Var is a brief form of varta or story. The corresponding term in Hindi is Basso. P.V., 19
2. P.V., 20; P.D.V., 10-14. 3. P.V., 20, P.D.V., 13.
4. There were six such vars extant when Guru Nanak attempted the verse form—Bani Biyora by Dr. Charan Singh. 44
5. Ibid 57 , Maeaoliffee Adi Granth., 6, D. V. S., W 7. P.D.V., 13 f P.Y.,20. 8, P.D.V., 18
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about four generations the Panjab had an uneasy time. War poetry was, therefore, produced 
in abundance, side by side with the poetry of doubt, despair and detachment. Some of the 
outstanding instances of Vars are Nijabat’s Nadar Shah di Var, Agare’s Var Haquiqat Rai, 
Hasham's Var Sardar Mahan Singh, Fateh Nama by Bhai Dayal Singh, Jang Nam i Sardar 
Hari Singh by Ram Dyal, Qadar Yar’s Var Sardar Hari Singh, Shah Mohd’s Angrezan te 
Sikhan di Larayi,' etc.

These Vars are no doubt more thrilling than the legendary Vars because they are 
realistic. Their themes are historical,of the bygone age, provincial or regional, occurring in 
the very plains, villages and cities in which we live or move about ; and national, affecting 
us as a community or people. They come home to us at so many points. Secondly, Vars 
are not purely objective poetry. Poet’s own sympathies, which are broad and communal, 
form the under-tone of ballads carrying the reader or listener emotionally with them. Thirdly, 
these Vars are a harmonious blend of the descriptive and narrative elements. The long 
drawn description tends to produce music and the narration does not appear to grow 
monotonous.

But all these are mostly ‘artificial’, attempted by a particular poet with an identity of 
his own,and not by a professional bard,whose art was conventional or empirical,whose anony
mity was his creed. “Songs connected with mythical or semi-historical native heroes were,” 
says Dr. Mohan Singh2, “a class of folk songs and folk poetry”. But these Vars with notable 
exceptions remained literary, like the Chandi di Var, confined to manuscripts and select 
audiences. In this artificial character Chandi di Var is the poet’s tour de force of literary 
craftsmanship.

Guru Gobind Singh owed much to the folk-ballad, the true old ballad which he 
adopted with a new objectivity as his cardinal virtue. The Chandi di Var is a performance of a 
virtuoso, skilled in the mechanical part of a fine art, the swift and sonorous verse describing 
the movement of large bodies of men and beasts,/ trumpets’ loud clangour, and the fierce 
combats between fighters in a succession of exciting incidents3. His objectivity enabled the

1. P. D. V., 13 f;
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poet to achieve a mastery of technique which is rare in Panjabi verse. It is difficult to hold, 
in the absence of further evidence, whether he adopted any theory of poetic imitation which 
aims at forging links between feeling and metre and making sound ‘an echo to the sense’. 
The choice of diction is governed by the twofold motive of sound and speed. While the letters 
of words give us required verbal sound, the felicity of phrases lends rapid movement to the
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qqrf sftpj qK ii

ii

fi
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^TiTT cTl\ ii Pauri 10
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/

verse. The letter sound, in particular, of gha,jha, rha (f), dha (i-) Reproduce the heavy sounds 
of combat. Some letters are occasionally modified to produce similar effects, ‘tarwar’ for 
ltalwQr\ chaali for chali, haali for hall, Jodha for Yodha. Similar effects of sound and speed 
are produced by making compounds. ‘Bumbal walV is changed into *BamblialP,‘Sanglan wale’ 
into ‘Sangliale’, <‘Muchhan wale’ into :MuchhlialeJ: ‘Khoon sake’ becomes ‘Khunsaeekap; etc. 
The diction and the emotional intensity of words correspond to the spirit of the 
verse.

It must have been a terrible hell of noise in which the warriors plunged into action 
as drums (dfiol), kettle-drums, (dhaunse, nagare, bheri, etc.) were all beaten. To add to 
these, war music was produced by blowing conch shells (sankh), singing Maru Rag and 
playing tablas and musical instruments (bajas).

ffi wa if «rcftafci atrRr n
foRrrcji fowitaT Ria atf; Ritw u

ftj ^r^ir^rcr fta ^ qfa aatf^rr u
aifi ftfR aift^rr aslml f?t=ar n
fsit RRaNffiir RRr n

1 as# fTSI a)fft II
Ra ffalail fftarR ^Rf ii

ansr a?ia Rif*o rrr ii
fwwl ^ ^*ttt ii

fl^f Wxft *JR3TI Iff ii
mama aiffR n

q^at far martyr Rf H
pi $rrt 3ft sji r?3 q| rrrto ^>3 ||

t%jt rr’r rrti^f sra 3ift ftRR^Rrr ii 
^ fiiaf rrt?3r wrifR ^r ggjRTR ^ 11
QRf ^tr| RRf% RRT =5ffR RRRT RFJl 'T3 II 
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at RR3Rt |tRRrf ft: arRR RrO II
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The sounds that are studied to produce desired effects do not seem to lend them
selves to vocal music. They are rather declamatory as is evident from a random choice :

Umal Lathe Jojlhe Maru bajiya,
Sat Payi Jamdhani dalan rnukabla1.

The pause and the accent at the last consonant sound suggest its declamatory tone. 
Most of the last sounds are short and cannot, as such, lend themselves to longdrawn music. 
The rapidity of movement also cannot harmonize with vocal music but with declamatory 
tone. In the narrative verses like the prologue and the epilogue, there is, however, 
a comparative quiet and smoothness.

The imagery of the Chandi di Var is rich and varied as its diction is abundant and 
sonorous. There are as many as twenty-five similes in 55 stanzas (pauris). They range 
from the falling stars2 to the buffaloes locked together in a combat3, from the hissing 
snakes4 to bride’s friends crowding round the bride-groom5. A dozen comparisons 
are drawn from nature, lightning6, falling stars7, fruit laden branch of a tree8 
clouds9, showers10, golden sand11, hissing snakes’2, flowers of pomegranate13, three from 
drinking scenes, two from common trades of carpenter and confectioner, two 
from social customs, marriage and holi, etc. The earth is trembling like a boat in a river. 
Arrows fall thick as heavy showers. Deadly bolts come hissing like snakes. Soldiers ard~ 
locked in a deadly combat like he-buffaloes. Kalika is compared to a he-buffalo in her wild 
charge. Soldiers cut down are like logs of wood. They are struck down like trees, felled like 
towers or mountains and their dead bodies are trampled upon as if of drunkards. Homely 
images come in as picturesquely as those drawn from the grand aspects of nature. They 
appeal to tire reader ’s sense of beauty, wonder, awe and numour and offer a wealth of 
imaginative enjoyment.
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Word-pictures are profuse14. The similes and metaphors are not all conventional or 
hackneyed, but fresh and startling15.

1. Pauri 16, (1), 36(1) 2. Pauri 29 3. Pauri 23 4. Pauri 8 i5. Pauri 42 6. Pauri 2, 17, 29 7. Pauri 29
8. Pauri 8 9. Pauri 13 10. Pauri 47 11. Pauri 8 12, Pauri 8 13. Pauri 49

!*• jf^rt sftpi irr <0 11
lit ____Rg^sT t* * II

??rit RI% || Pauri 10, (2,3,4,^

srzT# RT ti || Pauri 11, (4)

W swti R-fp?mr 11 Pauri 24, (3)

qimft W* 11 Pauri 36, (3)
pi

C\
r *\ rv tjfitg^rr n

inr lifter c ♦glg~W || Pauri 42, (3,4)

RIpT sNr srRTf r 11 Pauri 49, (4)

15. Pauri 8, (5, 6, 7); Pauri 42,; Pauri 39, (8); Pauri 45; Pauri 53, (4, 5, 6).
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In the Chandi di Var, along with Sirkhandi metre, the poet has adopted the Pauri 
form of verse which was the favourite of minstrels or bards who used to recite acts of heroism 
in old ballads of the middle ages. Pauri is a rhythmical composition summing up the descrip
tion of a war and it may be in a metrically regulated form or otherwise. For this reason, 
some consider it merely a section of a long poem and not a metre. In the Chandi di Var 
the pauris are not metrically regulated. The number of feet are also different in different 
Pauris1. Some begin with longer feet and end with shorter ones. There is no scheme in 
the alliteration and pauses. It appears the poet varies the length of the foot to avoid 
monotony2. Sirkhandi metre used in Chandi di Var is characteristic of the Panjabi 
freedom-loving temperament. It has been used with perfect ease and an occasional rhyme 
does not appear to be obtrusive3.

The Lahndi dialect has given Chandi di Var the ‘grace and strength of a perfect 
narrative’. Its dramatic excellences captivate the reader. It is the first Var of its kind, 
complete and exhaustive and in blank verse, used for the first time in the Panjabi 
literature. It is instinct with heroic sentiment and unsurpassed in contemporary verse.

l.

2,

(c)

Analysis of the Pauris in the Chandi di Var according to the number of feet
Feet Pauri No. Total reet Pauri No. Total

2, 6 (DohraJ. l. 8. 3, 4, 15, 20, 28, 39, 44, 45, 49. 9.
4. 5, 7, 12, 14, 16, 21, 22.23, 24, 9. 2,8, 2.

27, 32, 37, 42, 46, 47, 51. 16. 10. 33, 50- 2.
5. 25, 26, 31, 48. 4. 11. 19, 40, 43 3.

6. 1, 10, 11, 13, 17, 18, 30.
35, 36, 38, 53, 54, 55, 13.

12. 41. 1.
h 3

7. 9, 29. 34, 52. 4.

i (a) *\si? ff! 5T ||
I’auri 7, (3,4)

II

(b) m
ii

Pauri 49,(6,7,8>)
353 II

gfT 3TTHT If If 353

Tift Fraf *r*TTf jjurTfsr

gtUlf ii

site 3$*lt ii

m rant ii

ms
*\
cT snrtrasft ii

li

^TKf *s
ll

rs ii
• II

Pauri 50, (1,2,3)

Pauri 4, (2,3,4,5)

Pauri 51
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ii. Gian Prabodh Granth

The Gian Prabodh Granth (the Book of Excellence of Wisdom) is a long poem in 
sixteen metres1 consisting of two parts in 338 stanzas, each part having a theme of its own. 
In the firsti.e., the introductory part (1-125),the poet begins with salutations2 to the Almighty 
and then sings His praises and enumerates His attributes and excellences3. His conception of 
Divinity4 is the same as is described in the Akal Ustat. The verse, the language and the style
1. Analysis of metres in the Gian Prabodh Granth

Metre Serial No. Total
1. Aradh Naraj 67—78. 12.
2. Kabitta 40—47. 8.
3. Chaupai 216—218, 237—249, 251, 252, 254—271,

287—296. kb
4. Chhappai 32—39. 8.
5. Totak 297—311. 15.
6. Tomar 312—333. 22.
7. Tribhangi 21—24, 26, 28, 30. 7.
8. Dohra 250—253. 2.

2. qqt st?t ii
n

qqt ii
ii

Metre Serial No. Total
9. Naraj 9—20, 79—103. 37.

10. Padhari 126—141. 16.
11. Bahir Tawil 48—66. 19.
12. Bhridh Naraj 104—108. 5.
13. Bhujang Prayat 1-8,169—215,219—236,272—286. 8 8.
14. Rasawal 109—-125. 17*
15. Rual 142—168, 334—336. 30.
16. Kalas 25, 27, 29, 31. 4.

Grand Total 330.

n a-p> (*)

ii G- p-> <2>

Compare

with

^rrsrr^qii it srnsifasr^ny II
^fTTTiqj ii II G. P., (29)

srrirrrnq II
qrqqgiw ^rrqtrqq II

TT^JTRrf II
5Rt«RpnTO.aT qqrafh'Tfl?!! *sra?r%?rttn §*k agt II G. P., (30)

II
sihjpt II

« •

II
■*> % • II B.N.I., (2)

4. (a) Compare ^ |l

faerie war q ii
sRqnit SR3 *T3 swft qrafl ii

SFI sPslqt 5P0 fw* T%SR srareff: II

«n*i ^n:*3T ii G- F-> (32>
with grsgj ^ srww gn ^ II

vgf 35r^ra Tcrt^f *pt*T 50W fta n
Til gi q£t tr snug it ^ ^ II

«r% *iq g) *|sftsjT §* grc gk ^ ^rit u A- u> (249>
Continued
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are also about the same. The poet rises to the same heights of grandeur and achieves the 
same perfection of technique1.

The second part consists of 211 stanzas (126-366) of four lines each. The theme 
of this part is the practical philosophy of the world. The argument and exposition are 
elaborated in the form of a dialogue, reminiscent of the one in the Bhagwad Gita, between 

Jivatma and Ishwaratma. After defining the nature of these two and^Brahma, the 
Guru explains2 in reply to a question by the Jivatma that the practical philosophy of the world 
is four-fold: politics (Raj Dharam), charity (Dan Dhararri), house-hold life (Bhog Dharam)

A, U., (250),

A. U. (183>

G.P., (47)

A.U., (19)

G.P., (62)

A.U.,(264>

G.P., (126)

(I27>

Continued

^ u*rf' fir% '♦n.nif^rr ll
q;%q 5R qt 5ft 5I«T ^ •\ ii

qif flfl qit: ^nrq^r TUS uqrq uqqq Rsrr5^t ii
fq-?tR sqd faff TR n fsif uu 5r n

and

¥r«j ^ ^TRCt f^ri JTW ii
^ *R% UH'fST qRfl q? %q ii

3RRU gur s^q ?rqp( ii
•\?R 375R fl wq ^ 5^qR ii

Compare 5RR srrf U^q gUR I II

IPT 5T KIT cTlffT ^7 q) q TU ^Tfl 5HT *ft rTIf 7IT % 1 /!
faq ul fqfqq | qurar qfqq | § fqq§; % wq | fq ijq sqrs | n
|qq % ^q | f% ur?q qft urf | f% nqq m uu | r% uqq us 1 n

with pri st ra ft ijqq % gq it ft ^ri qcrsR fl 11
SIR % SR7T ’JjT % Rqqr U«T UR I fqSRt f%q) qRI q§TqR tt II

Rr^r ^ fqqrc ft % ^£ srqqrc tr t% f^rwcrr ^'1 *151% ft t% §-ri qst ur 5) 11 
;qtqq % ft % ft f« uqq % ^ fr t% wqq % sir ft 11
Also with A. U„ (90, 245, 249, 250, 251)

1. Compare gpRref f^cRPJ static ^f|3Tf7C gjqtqq qrfq ll
faeqrq fipqqt; qsqiq srMRt: qRfruR qRqrrtqqq qartp h
fqssflqqq ^qrqrct fqff^pn r^r £r «rr fqqRlf q qr|q n
U5R % ustr qfiuqq % qfinqr qfir nq ^rr% fqr tpr fosrrfS n

with iVt m % %u % n
f uq't ut utf i^q ut guRiqrf if nr qK =qsft ttisi few % 11
<?Ktut ^qr lul uftr ut gurrqrq ?tl% qft ^ % H
qqf ut !3%>ETH’ qffqt Ut qi? FTR ^R t,fl URtfl UT ^ 11

2_ 5T5R q=E ^rrtRTqR ii ^tfrqrs u^q wqsR 11
^rr^TJrqrf u ^r^R til ui^r uif 11

^itRT qt: ^ticrt un n u^qr wrlrucr 11
If mz snfg ^n?wr ufiq ii T%f ^rwtr %(r fsnjfir ii
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and salvation (Moksh Dharam)1. How this four-fold religion of man is to be lived up to is 
illustrated from the legendary history of the kings commencing with Raja Shantanu down 
to the war of the Mahabharat, from the reign of Yudhisthir and his brothers and from the 
history of Parikhshit who succeeded Yudhisthir, of his son and successor Janmejya 
and of the latter’s son and successor, Ajai Singh, born of a slave mother. 
This wisdom, Yudhisthir and his brothers learnt at the feet of Bhisham Pitamah 
before he expired in the battle-field of Kurukshetra. It is pointed out in the 
course of a discourse that with the advent of Kaliyug, the virtues of truth, mercy 
and asceticism must disappear and that the worst features of the age consisting in gambling, 
drinking, violence, adultery, falsehood, sensuality, intolerance and self assertiveness would

1,

^nrs wprtor n fas srfaer irfa stfafR?jts

fas ws wr n fas frre gw fasrra u
¥1HRT * if! HTlfaql * HTS II * 3# *T TO?
%33T ?T m qtcT Ij fas SR

SIRS II fa# ^Sffa
sst qrqq;
%m SSI#! qes ^TRRT
gfs S*wt

%m %m SR
WIT

q;Sl RT5f

HR ^ TTcf
r rs *\

H
n

3R=R q*T g*T T5PW
sp mm §t;sR 

! qftq *K% 5T
qftq wr n nifs: ^ srfaa ^m 11

(128)

(129)

W-R II ^ fag srsrt: II (139)

ii 5R*fa^q II
ffjt ii faf rsHR qfasTR II (131)

11 %m #fJT ^Tf ’tfa II
VTOIrr 11 % 5TRRS q?;i^RT II (132)

^r ii #ft vm %m II
i| # faqsR l^T II (133)

fR it farr fR •-qW faq faqi^r II

?ct II gqffa SR mww li (134)

^R l| 3TRT ^q*tT II
;i36)

% Rifa #T uslt li sfa srfs ftq It
R ET5TN § Itg ii \ wr qqt i| (13«)
*n% srr fass Hgt; ii id
faS Hg* faf<Rl 11

qfeqt 3R* fa^TR II *fatfs
^ n g^fs

A't TTStl R3RT II fail
g 35( ^reR SH II ^§R

^tt ^ isgm sftir ?r^[q ii 
%m 3^ qftq hw tR n rrercisr
m ^ 1 re li fa^
srrri qh qiiqt ii faq

_.V,Iwt. ll
^fhrrs ^rsr 1*KR II (137)

q?u?r H
qsTS q=5§R q%Ft li (138)

J?SR ll
#1% li (139)

fa^R ss ll
li (149)

fas qjtts- qftq H
*1 pits fa% h (141)
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predominate. The legsadary history of these kings is a tissue of incidents, probable and 
improbable, the lust for sex and revenge, conflicts and battles, intrigues and wholesale 
murders, forced marriages and ttiyog, fratricide and fraud. The rishis are as much guilty of 
tinworthy conduct as kings, mothers no less than brothers. The fate of most of the characters 
in these dramas is tragic and offers, therefore, food for thought and teaches philosophy by 
example.

The two supernatural elements are the curse called down on Parikshit by the son of 
Shamik Rishi and Tachhak, the serpent, which bit the former in the disguise of a worm 
lying in the core of a fruit. Kashyap Rishi is bribed by the snake to keep his remedy 
of snake bite to himself. Uttank Rishi incites king Janmejaya to avenge his father’s 
murder upon Tachhak but Austik Rishi, by a counter-move, made him give up his 
resolve. So in thesj conflicts of passions and clashes of motives the reader is given an 
insight into the human conduct.

The latter part of tho Gian Prabodh would appeartoform a poem by itself. The nature 
of its theme is that of a heroic romance while that of the first part is lyrical and meditative. 
Since it is an account of historical and legendary incidents, it is a narrative in character 
and has little lyrical or descriptive in it. It has the interest of romance and history blended 
into that of an historical tale. It has dramatic episodes like that of Parikshit’s despair at 
the indifference of Shamik Rishi, the curse called on by his son, the wholesale murder of 
the Brahmans, the demonstration by Tachhak of his deadly poison and the scene between 
Ajai Singh and his brothers.

From the name of this composition as well as the outline thereof, as given by 
the poet after the introduction, it appears that either this work has not come down to 
us in full or the poet could not complete it due to his preoccupations. The only available 
part of the work is the introduction and one of the four stages of the evolution of 
religion which the poet wanted to discuss. It was probably intended to be another 
monumental work like the Bachitra Natak Granth. The available part alone is sufficient 
to rank it amongst the best metaphysical poetry in Hindi literature.

12. Shabad Hazare

The Shabads immediately following the Rudra Avtar are hymns in 38 couplets. 
These Shabads are ten in number ; all,except one,contain four couplets. The shortest of 
these is the sixth which reads like a lyric in two couplets. These shabads are mi&ical
compositions in Ramkali, Sorath, Kalyan, Bilaw al, Devgandhan, Khial, and Tilang-Kafi 
rags. It was a convention with the old sidh saints to compose the songs under 
some rag or other, e.g., Gavra (gauri), Dhanasar, etc. This tradition is noticeable in 
Sur Das, Tulsi Das and other saints like Dadu. In the Adi Granth also the rags of songs 
are mentioned. The songs of Kabir collected in the Adi Granth are also composed in the 
rags mentioned as titles to them1. Guru Gobind Singh, a saint-poet as he was, made use 
of this prevalent poetic form popular with the saint-poets, and imbued it with his 
own preachings.
1. H. A., 105
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In these Shabads, the Guru discourages asceticism, yog, worldly attachment, 
worship of gods and goddesses and their incarnations, and idolatry. In place of asceticism, 
he enjoins the inculcation of mental detachment, continence, divine knowledge, prayers, 
communion with God and the love of His name together with contentment and 
peace and avoidance of lust, anger, pride, greed and obstinacy1. In place of yog, he 
stresses the importance of truthfulness, sincerity, self-restraint, temperance, self-instruction, 
love of His name and meditation2. Preaching of sermons to others should be given up for the 
pursuit of self-knowledge. Religious shows should be replaced by contemplation and humi^ 
lity 3. The Guru’s conception of divinity, as expounded in these shabads, is not new but 
the one already given in Jap Sahib and the Adi Granth. He is Incomprehensible, the Subtlest 
of the subtle (Sucham te Sucham), the Formless.and Immovable (AUrakar), Undefiled (Niram 
jan), above sin (ATirvikar), Ocean of mercy [Kirpa sindh), the Seer of past, present and future 
(Kal Trai Darshi), the Destroyer of miseries and evil actions, the Giver of salvation, the 
Premier(4(ft) God. Here too God is described as the Wielder of sword (Asidhari),the Archer

i- TTRRTRt RTrTTTlH
^ rr hm qjfr; H-fimrnr n

STH Tt HR Rjfr TTRHif RHfl RTf? STpHT II HI TfB ll 
R>1 R?T RTR *ST TUTU HR % HHH R37H1 ll 

TRRTH ^RTctR HtR fRtJH RRmT II HI
^TfTT HsiR Hi feT 2RT f§?RT RR Ttfh II

hIh ttrIr #jrt fROR ^rhUr n r n
sfiTR rfiTH f^TT RTR RTf H RH Hi RHTR II
33 ssttrr hr ?th rtr grn %% rt! ii Hi

TTHRisft rtrthiI h

2. ^ hr %%, fafe Rig sbhtwI n
TTTR srw qjSRT fHRTH fsnjR RfTRT II ? I| T?T? |l 

HThY Rf 3TTRH Rfe R5T R?t fR^r HTR ^THTT ll 
HT5f RTR HIT H§ RTR HR TTTTT* II Hi

rr! rth ht’r tth rtt% tr^tir r!h w’htr ll 
=H% T^ 2R 5TRR gfn §jt% hhTr iWH II ? II

^THRHR^H Rg TTHH £t RTR § RHRT RTR II
TT^T t| Hi RSTHT RTR H RR2* RRTR II Hi

3- RRR^ft RTRHTll H
RTRl RTH 3TTT RR RTRT II

HTRR RTfT RT1 fh?T R H5RR* RTRR RTRi I! Hi TIP It 
^TH H>5T RR2RR 1 W RTT% RTRTH R HTRT II 
TRRR H^T RT TRTRRR Rf 3RRR TH^TH RHTHt l| ?|l 

^BTH HTR R RTHf RTR RTR ^TgTTRT II 
HR| RTT R2T TTTHTH RT RTR RTR RfR HTRT H T II
RT^ 3Rr qjR nf| rI 3RH RTR % RTRT II
Rt QR RTlt R?T TTRR # ^ % TTT RTRT ll ^ II
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(Dhanurpan), and yet stainless At the end. the Guru lays emphasis on the worship of God 
Himself and the love of His name1.

The most touching of these is the sixth shabad composed in the rag ‘Khialh This 
hymn is human in its emotion and bereavement. It has only four verses charged with pathetic 
feelings, aroused at the death of a friend,Bhai Mahan Singh, at the battle-field of Muktasar2. 
Another view is that while giving a hearty send-olf, from the besieged fortress of 
Chamkaur, to his two elder sons to the battlefield for wagipgfi/the crusade against the 
tyrants and laying down their lives for the sacred cause, th? Gtirfu thought that his sons 
were going after their death to God from whom he himself was separated. Through his 
sons he sent, in the form of this lyric, a message to Him. Again, according to others, 
after the battle of Chamkaur when the Guru had lost ail the four of his sons and was 
without any company, shelter or succour3 in the forest of Machhiwara, he sang this 
famous song,

Mitra pyare nun hal muridan da Kahna4—

“Beloved friend, beloved God, Thou must hear
Thy servant’s plight when Thou art not near.
The comfort’s cloak is as a pall of pest,
The home is like the serpent’s nest.
The wine chokes like the hangman’s noose 
The goblet’s edge is like the assasin’s knife.
But with Thee shall I in adversity dwell,
Now without Thee life of ease is life in hell.5 6”

The imagery is rich and abundant. Image follow^ image in quick succession 
like the homely image of the quilt and the snake, the furnaces, ,-the wild images of the 
thorn and the snake, the profane images of the wine vessel and the goblet, the destructive 
image of dagger and butcher’s knife, and lastly, the charming imagery of the sweet
heart and a bed of straw.

If poetry is a spontaneous outburst of powerful emotions, this hymn of Guru 
Gobind Singh must be classed as poetry of the highest order, for, it is an unpremeditated

sr ^ nt ^ gpq- n
URUU dfaq^R ^R^W II ? II t^lfc l| /

qnrgt<sr qtksrc quR qR^rtrct u
nm hr gtrd u 3 n
Rrfqr^K rst firg rusrt ^ n
%qrfeR pq^sRRRqrft n * 11
q-j^qR facRR Wq* II
It qg nfs %g sqid u ^ n

2. The Jap (translated and annotated by S. Brijinder Singh, Amritsar 1925), p. 46. It is probably due to this incident that 
Brijinder Singh thinks that the title of the whole composition is given as Hazare. Also see page V.

3. The Sikh Review, May 1955, p. 35.

*■ fimim qTasn^t ? °
r%5t fq^ g n

ggfirghg r^i^rr zt wot ^ft RTrar ^ n 
^ guil fqqrar qRif^r *rg<nT ii

gr ^R. sisr ^gr gg ?lrfsir gr n
____  k

6. Poetically rendered by S. Khuehwant Singh—The Spokesman, Guru Gobind Singii Number,.1952, p. 12.
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and spontaneous strain of a spiritually iatoxicated love-lorn person pouring forth the 
strains of over-powering music.

These shabads are traditionally called Shabad Hazare or Hazare Shabad or Hazare- 
Ke-Shabad. Cunningham is, however, of the opinion that these were originally intended to 
be a thousand (Hazaar) verses of the metre called Shabad1. Others believe that these verses 
were addressed to the Guru’s sangat or followers who had come from the district of 
Hazara in the North-West Frontier Province to have his darshan2. There is another view that 
these shabads are named after the sixth hymn depicting the pangs of separation (Hijer) of 
the love-lorn soul of the Guru. Some others hold the view that they are called Hazare- 
Ke-Shabad, because the Guru uttered them in a sigh or spirit of divine bereavement3.

Incidentally, it may be interesting to note that literally the word Hazara means a 
fountain4 also. It may, therefore, be construed that because these shabads gushed forth
as if from a spiritual fountain sprinkling soothing drops on the restless souls of the 
Guru’s disciples, they came to be known as Shabad Hazare.

Whatever be the reason for the naming of these hymns as such, they are an invaluable 
and beautiful short composition for the reason that they,bring out Guru Gobind Singh’s 
opinions on Yog, Sanyas, the religion of love and his sad plight in separation from God 
and instil devotional fervour in the reader. They are also notable for the speciality 
of music, the serenity of thought and style and the technique of composition. These 
shabads are a fine example of Sant Kavya in Hindi literature.

13. Sri Mukhbak Swaiya
This is another long poem like the Akal Ustat composed in thirty-two stanzas of four 

lines each. Each verse has about eight feet corresponding to the thirty matras. Next to 
Jhoolna metre, it is the longest line, longer than the Alexandrine which we meet occasionally 
in poems like Spencer's Fairy Queen and Shelley's Sky Lark. There the Alexandrine occurs 
once in a stanza of nine or five lines but here we have thirty-two stanzas of four lines, each 
having nearly eight feet. It reveals great technical mastery, patient craftsmanship and 
elaborate versification. Naturally the speed of such metres cannot be rapid. Since there was 
no practice of marking a pause, it was left to the reader to fix a pause for himself according 
to the rhythm in the line. Such a metre is ill-suited to the description of action, for, as we 
noticed in the Chandi Charitra and the Chandi di Var, it must correspond with the rhythm of 
action. This metre, however, is used here tor;describe abstract thoughts and reflections in a 
critical style which is in marked contrast with the well-known Swaiyas of Raskhan in Hindi 
literature which teem with erotic sentiment.

The theme of the Swaiyas, to begin with, is divinity. In the first eleven stanzas the 
nature and attributes6 of God are given as in the Shabad Hazare, the Akal Ustat, etc. In the
1. H. S. 356, 2. The Jap : Brijinder Singh, P. V. 3. The Jap : Brijinder Singh, P.V.
4. Sankshipta Hindi Shabda Sagar, Nagari Pracharini Sabba, Samvata 2002 2, IV Edition, Page 1303.

53TW-(wo) (<g*r) gsm *tt wjpr d i I wr 3®' I i>
5. In some editions the number of stanzas is thirty-three and hence the composition is known as ‘Tetis Swaiya’.
«. STcfsra wrfc ^Rlf? ^ I II

fqr fir gfort «rl | II
srW sRrf srcif? | ll
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next seven stanzas (12-16 and 22-23), it is explained to the reader that Ram, Krishna, Shiv, 
Brahma and Vishnu cannot be identified with God. They were mortals. They committed 
mistakes and suffered heavily for them. They should not, therefore, be regarded as objects 
of worship. Nor should the disciple pay attention to the ways of sanyasis and yogis1. 
Idolatry, too (19,21) cannot help the seeker to elevate him spiritually2. Nor can the study 
of the Vedas, pilgrimages and other activities (24-25) do him any good3. The yogis and 
sanyasii and mascmds simply loot people without uplifting them spiritually. They are 
huntsmen whOj in the guise of hypocrisy, shoot their victims (26-30)4. Man should not lose 
himself in foolish activities and vain deeds, nor forget himself in the company of friends, 
companions or disciples, for neither one’s property, nor one's friends are loyal to the 
mortal to the last (31 -32)5.

In brief, the poet has treated two themes—God and religious practices, concluding 
with an admonition against worldly attachment.

t-

2.

3.

4-

5*

srtqSfT tR sjfh q>lf fa fa*R fait ^ II
W R5Ff faff fa faff fjTV'U RRst t fl* qfa ST II 
sfa *R;q fafa; fsfif § fafa q«i fa iq ffa qfa ^ 11
cTlftfa qrfa r^ fati faffa fas q |R fait \ II
SRSt fat fafacT % fa^I Ufr •T q^ror ||
fRR RTfa wrt tjq qffaFTR sqrf fasm n
faf rI tfpif ffartqR st qq r i;

*R tsT f&yf ^t RRsT % qRTf R qrfR RTR l|
rr I5<r RTfR rr R*g qi|q 4 qfaat mft II

srrfa fa 15 *1 r> faf 15^ 5* wr fafa fasrft n
Rtrfa fasrrfa % rhr fatRs qw % far fat igfe ^rff n
sift far ^3 rrr qfr faR5£ rtjt qfa rk§ Ri't n
fa- Rfa qf Rfit ffar fa R5^ Rr fa flrfa qr^t ii
153 far ^fa ffatfa qt rr> qfa fk $ n II
qr?R fa fa fat: Rrti fqfafa ^ frRr u
R *R 55 R^ trr% rirr |f R>fr RtRirfa ll
fa sjRirr % sfff ̂ faqi^R fartq fa r%f| srrjj srqit ll
srif rRRitR k fff fa q;f fTf ft rm | m ffafa 11
fa fas; 3TTf q qfffarr % f'k fa^ qff ^1# ll
^iqfa fa? RiRT RJRir R»T qf q fa^ Rf Tq 11
^TRR qkR rflT fa 5ft § faqR fat? qfff ffaqrq 11
fa ^'RT3 ^ fa5! rtRR> rTTft qufa RRIf faqR II
5TT Riff ^cT q qfnrr str g^i q fatirt II

I ^TIJR ^t ^f| q % Qtr ?TT^ 11
fa cfq RRFT ft gq ^ 3tf Rq rsTtT faqqr qfa 11
3R qfaq qTRr ff #n fa-Titf sr?f§ l| ll

’RK ’qu *Tf RR fanrq qj| f II
% ^ far Rfr q§ sfq ^t qrr ^r%fa| n

(12)

(22)

(19)

(25)

(26)

(29)

(30).
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14. Swaiya Jo Kichh Lekh Likhio Bidhna
Swaiva Jo Kichh Lekh Likhio Bidhna popularly known as the Khalse Di Mahima is a 

poem of three stanzas and a couplet, fourteen lines in all. They are believed to have been 
addressed by Guru Gobind Singh to Pandit Kesho Dutt, a great scholar who, on the 
conclusion of the sacrifice (yagya) at Naina Devi, protested against his giving alms 
{yagyadan) to his low-caste Sikhs and not to the Brahmans. In reply to it the Guru defended 
his action by exalting the Sikhs to the rank of Brahmans. As the dialogue is interesting, a 
translation of the poem is given below:—

“Whatever God wrote in thy destiny, thou hast obtained, O Brahman, banish thy regret.
It is not my fault that it escaped my memory, think not of anger.
I shall send thee clothes and bedding today, be thoroughly assured of this.
Kesho replied - All Khatris are made by the Brahmans. The Guru - Look on my Sikhs here with 

a glance of favour.
My victories in battle have been through their favour; through their favour I have already made 

gifts,
Through their favour all my troubles have been removed, through their favour again my house is 

replenished.
Through their favour I have acquired knowledge, through their kindness all my enemies have 

been killed,
Through their favour I am exalted ; otherwise there are millions of ordinary men like myself.
To serve them pleaseth my heart, no other service is dear to my soul.
To bestow gifts on them only is proper ; making gifts to others is not profitable for my Sikhs.
To bestow upon them will bear fruit in the next world and will bring honour even in this , t® 

bestow on others is altogether useless.
All the wealth of my house with my soul and body is for them.
The Brahman became angry and his heart began to fry and burn like dry grass.
He wept at the custom which had been established for the future2”

This short poem shows Guru Gobind Singh’s humility and intense consciousness 
of the vitality of his Khalsa, and his love for the so called low-caste people. He had faith in 
the collective wisdom of his followers rather than in the devotion of a favourite few.

1. Swaiya

2. *RRT
], 2, 3.

3TT r\m
ifrr

RtHT
g^ri

Analysis of the Metres in the Khaise Oi Mahima
2. Dohra —- 4 Grand Total — 4

itfewl TRRRT THtg ^ HFE fHRrct I
?rqtrg r|t jpTf r qiig l

qt |§i rr <jr ^ fff^t Rrd 1
hr %r firmer % ???§; t foqr ll feiw i

% srarft ^R^t % UHlft hrr ^ i

shr in it ^ stHift fR?t qfl fasqr ;jr rtr Rt: l
^r % srerff gntftwr nf ^rCI qft %qt hr hr i 
ir $ % h^ |r | rO Rt ^ qjrtt: qt: i

fR ^ q? RTRR STRt: §?1R R Rt ^ |
RTR ?RT ^ RHT «fTR RIR R RFTR Rt€t I
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Rt Rf
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i5. Sastra Nam Mala

The Sastra Nam Mala (String of the names of weapons) appears to be an 
exhaustive catalogue of weapons used in warfare in the days of the Guru. It is not merely an 
objective description of the weapons but their panegyric for the brave deeds of heroism 
which their wielders have performed in the service of their cause, telling at the same time
the stories of the gods and demons who wielded them. The Sastra Nam Mala is composed

■< .

in 1318 stanzas and couplets, and in seven metres1, viz.,Arilla (253), Sortha(2), Chaupai (344) 
Chhand Sadharan (5), Chhand Wadda (l), Bohr a (716), and Ruamal (2).

This composition is further remarkable for two things. Firstly, it begins with 
the personification of each of the weapons, and concludes again with the

l.

Arilla.

Analysis of the Metres in the Sastra Nam Mala

37, 697, 717, 718, 719, 742, 743, 744, 751, 755, 758, 764, 785, 767, 768, 769, 774, 787, 788, 789, 791,
793, 800, 801, 807, 808, 809, 810, 811, 812, 813, 814, 820, 822, 833, 834, 839, 847, 848, 849, 850, 854,
861, 882, 867, 868, 869, 870, 873, 874, 875, 876, 877, 878, 883, 885, 886, 887, 888, 889, 890, 891, 892,
193, 894, 895, 896, 897, 899, 906, 911, 921, 932, 933, 938, 940, 985, 966, 975, 976, 999, 1000, 1001, 1002,

1010, 1011, 1016, 1017, 1022, 1023, 1024, 1025, 1026,1027, 1028, 1029, 1030, 1031, 1032, 1033, 1034, 1035, 1036, 1037, 1038,
1039, 1040, 1041, 1042, 1043, 1053, 1054, 1055, 1060,1061, 1062, lo68, 1072, 1078, 1077, 1078, 1079, 1080, 1081, 1082, 1083,
1091, 1100, 1103, 1104, 1105, 1106, 1107, 1110, 1111,1113, 1114, 1123, 1124, 1131, 1132, 1135, 1137, 1141, 1142, 1143, 1144,
1146, 1149, 1150, 1157, 1162, 1165, 1166, 1167, 1168,1172, 1173, 1174, 1179, 1180, 1193, 1196, 1197, 1198, 1199, 1200, 1204,
1205, 1206, 1207, 1209, 1210, 1212, 1213, 1215, 1219,1220, 1221, 1222, 1223, 1224, 1225, 1226, 1227, 1228, 1230, 1231, 1232,
1233, 1234, 1235, 1238, 1237, 1238, 1239, 1240, 1241,1242, 1243, 1244, 1245. 1246, 1247, 1249, 1266, 1267, 1268, 1269, 1270,
1271, 1272, 1276, 1277, 1279, 1280, 1281, 1282, 1283,1284, 1285, 1286, 1287, 1288, 1289, 1290, 1291, 1292, 1293, 1294, 1295,
1296, 1297, 1298, 1299, 1300, 1301, 1302, 1303, 1304,1305. 1307, 1308, 1309, 1310, 1311, 1312. 1313, 1314, 1315, 1316, 1317,
1318. 253.

Sortha. 107, 168. 2.

Chaupai 673, 674, 685, 686, 687, 688, 689, 690, 691, 692, 693, 694, 695, 696, 700, 701, 702, 703, 704, 705, 706,
707, 708, 709, 710, 711, 712, 713, 714, 720, 721, 722, 723, 724, 726, 727, 728, 730, 731, 737, 738, 739,
741, 745, 746, 747, 748, 749, 750, 751, 752, 753, 757, 758, 759, 760, 761, 766, 771, 772, 773, 775, 776,
777, 778, 779, 780, 782, 783, 784, 785, 786, 790, 794, 795, 796, 797, 798, 802, 803, 804, 805, 806, 817,
818, 819, 821, 823, 824, 825, 826, 827, 828, 829, 830, 831, 835, 836, 837, 838, 840, 841, 842, 843, 844,:
845, 846, 851, 852, 853, 355, 856, 357, 858, 859, 860, 363, 864, 865, 806, 871, 872, 879, 880, 881, 882,
884, 898, 900, 901, 902, 903, 904, 905, 907, 908, 909, 910, 912, 913, 914, 915, 916, 917, 918, 919, 920,
922, 923, 924, 925, 926, 927, 928, 929, 930, 931, 934, 935, 936, 937, 939, 941, 942, 943, 944, 94r», 946,
947, 948, 949, 950, 951, 952, 953, 954, 955, 956, 957, 958, 959, 960, 961, 962, 963, 964, 967, 968, 969,
970, 971, 972, 973, 974, 977, 978, 979, 980, 981. 982, 983, 984, 985, 986, 987, 981, 990, 991, 992, 993,
994, 995, 996, 997, 998, 10C3, 1004, 1005, 1006, 1007, 1008, 1009, 1012, 1013, 1014, 1015, 1018, 1019, 1020, 1021, 1044,

1045, 1051, 1056, 1057, 1058, 1059, 1063, 1064, 1065, 1066, 1067, 1069, 1070, 1071, 1073, 1074, 1075, 1084, 1085, 1086, 1087,
1088, 1089, 1090, 1092, 1093, 1094, 1095, 1096, 1097, 1098, 1099, 1101, 1102, 1108, 1109, 1112, 1125, 1126, 1127, 1128, 1129,

,1130, 1134, 1136, 1138, 1139, 1140, 1145, 1147, 1148, 1151, 1152, 1153, 1154, 1155, 1156, 1158. 1159, 1160, 1163. 1164, 1169,
1170, 1171, 1175, 1176, 1177, 1178, 1181, 1182, 1183, 1184, 1185, 1186, 1187, 1183, 1189, 1190, 1191, 1192, 3194, 1195, 1201,
1202, 1203, 1208, 1211, 1214, 1218, 1229, 1248, 1250, 1251, 1252, 1253, 1254, 1255, 1256, 1257, 1258, 1259, 1260, 1261, 1262,
1263, 1264, 1265, 1273, 1274, 1275, 1278, 1306. 344

Chhand. 725, 729, 734, 735, 989. 5 (Sadharan). 5
736. 1 (Wadda). 1

Bohra 1—36, 38—106, 108—167, 169—252, 253—460, 461-672, 675—684, 698^-639, 715—716, 732,733, 740,762, 763,
770, 782, 792, 799, 815, 816, 832,1046—1050, 1052, 1115—1122, 1216, 1217. 711

Ruamal 1133,1161.  2
Grand Total 1318



148 THE POETRY OF THE DASAM GRANTH

worship of God through the medium of these weapons1. Secondly, in enumerating the 
weapons of war, the poet has used all possible names of the weapons and also adopted 
periphrases which lend dignity and grandeur to the style2. It reminds one of Milton’s 
science of names in which the proper names heighten the diction of poetry.

These periphrases are like puzzles to be solved by the ingenious3. For instance,
in the verse

Hari pati pati pati patini bhanijiyai 
Arini tan ke ant Sabad ho dijiyai 
Sakai tupak he naam dijiyai 
Ho kabita kabi ke manjh nisank bhakhayai4

the poet wants the reader to construe first Hari pati pati pati patini and add to this 
the word arini. The poet further concludes that thus the wise would know the name of

X. S.N., (X—27)

frftr— ara aiitft ^ wa a'k gqq; aiqrc H
aqraqs warfaq* qs<tq iff: ii

^a fiNR Wr Pi a« PT gTf II
qqaraq aara ira afa p qrf ii

^ra foqmr tfit tf?a gqq> ap a'k n
aT a*t^t agqt a| faR <ft{ ||

aaa gagt raq* gqgt wa fatqa n
wanra ga f't q$- ga 5arqq> atqa ii
lit «2Td VS C fqigat m SR II
at qa qf st grg ^ra n
gat gW ga ft IT?! ga ^t g<tfa || 
fra *rra wet aft pr a*qa n
git aa at r%aa ga git fqaa qa wx ii
g§t aar aa aaa qit gft srrq ft gq n

2. S.N. (28—1318)

=ftq|— f%aa qwfaa ^rfg aftjs# i srf p q;f| ar?$ qf ff^ ii
aa aff qsi qgr; qrqratq i aa art ara gqa % araTf ii
qa^ra qwaafa ararr I ar p qsfg arfqr qf aart ii
aq art ara gq*s % aiat i ar a af qq> aft arar ll
fafaa ^rastaara *arff qrqrag I ̂ r p q>f| qfe aqf aarag ii
«q aqg m qp wCtq i aw gqq> % ara fqpit§ ii

3. H.L., 63

4- «rffa—p qfa qfa qfa qaraft ^aff afjtat^ n pqjt sra aqg ^t gt^ffc ll
aw gqa % ara agr sita errata il ft afqa arfa % am faa* qwarg ll 

also gtgrt pqrrrg aqf ag n ataqrc fsrq qgfg qrafaf arqi n
qgt ag qf 5?a aqa % ftat^ ll ftap gqq> a ara afr ^rfar n 
^rrff ^raa faq qf qt ggfa qrara'i^ h m =at aff faq art qrt: gra sra't^ it 
kq qf arr% gqq; % am qstrat^ ll ft afqa arrq ^atfafaa'qj aara^ it

S. N., (1)

S. N., (2)

S. N., (3)

S. N„ (7)

S.N., (IX)

S. N., (13)

S. N., (17)

S.N., (83)

S. N., (838)

S. N. (942)

S. N.,(1247) '

S. N.,(1305) 

S. N.,(1318)
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tupak i. e., a small cannon. The word ‘cannon’ can be arrived at in the following manner*:— 
Hari — Elephant
Hari pati — (lord of elephants) Airawat
Hari pati paii —(Possessor of Airawat) Indra
Hari pati pati pati — (Lord of Indra i. e., Kashyap, his) earth
Hari pati pati pati patini (patini of the earth) army2
Hari pati pati pati patini arini—(The enemy i. e., destroyer of the army) cannon.

This kind of composition requires a thorough knowledge of the Hindu mythology 
and study of Sanskrit language on the part of the poet to compose and the reader to 
understand.

The view that the Guru devoted so much time to compose 1318 emblematic verses 
merely to show his linguistic excellence3, would perhaps be unjust to him. There is no doubt 
that he had a command over language but a leader of his type, and particularly when he 
was engaged in the battle of life involving multifarious activities directed against political 
tyrannies and social evils, could hardly afford to indulge in compositions of a purely 
linguistic nature. A close examination of the verses of the Sastra Nam Mala reveals also his 
varied conceptions of what may ordinarily appear to be the instruments of mere destruction. 
To the Guru, arrow, spear, sword, etc., are the means of the worship of God as they are 
the main source of strength in the holy war. To bring home to his disciples, coming as they 
did from various religious creeds, that the war for which they had been militarised was no 
other than the holy one, the Guru put these weapons in the mythological set-up to secure 
their ready acceptance, fill their hearts with valour to defend their faith, incite them to acts 
of bravery and inspire them with the love for weapons and ardour for religious warfare4.

These emblematic verses helped the Guru to establish the sanctity of the war he 
waged against those who were the enemies not only of the people of his time but of all 
their mythological gods.

This composition reflects the taste of the times. It has also a historical import in 
that it is attempted in a conventional literary style5, having for its model the emblematic 
verses of great masters. The Sastra Nam Mala has, therefore, apparently the same 
importance as the Sandha Bhasha, Ulta Bansian and Drishtikut of Sahajyani and Nath Panth 
yogis, and of great poets Chand,Vidyapati, Kabir, Sur and others, are said to have6.
1. Giani Harnam Singh Ballabh, in his Shri Dashmesh Kavya Pradeep p. 88, explains the first quarter of verse No. 1247 thus: —

iff*—
sfrqm—(irmqi *qmt) iRRq lift,

fish ^i ^
fRqraqra’Tfo— ( %-j qft) S«Tt

(qsftrfo T/t ) it?rr

2. From Patin : Foot soldier of the earth—S. E. D., 312
3. The Sikh Review, July, 1955, P. 23. 4. S. R„ Vol. V., S3

5. RR5T firar if RR5tr f fast ft rqqr, ft -^rjrr Rpft
1 I f m ^RSt if ft dt^qjljqr SR} w I ^ Report Sodhak Committee 1, 10.

6. H. B., 34, 35 ; H. 8., 23.



150 THE POETRY OF THE DASAM GRANTH

i6. Pakhyan Charitra*
Introduction

The Pakhyan Chairtra is a collection of four hundred and four* 1 romantic tales mainly 
of women, told in verse in mixed? Panjabi and Braji2. Oman in his book the Mystics, Ascetics 
and Saints of India, tells a very interesting story which, according to him, was the inspiring 
motive or origin of these four hundred and four tales. He says, a beautiful widow, Anup 
Kaur of Lahore, resolved to try her art upon the Guru and tried to decoy him in the form 
of a youthful sadhu who would reveal to the Guru the goddess Debi herself on a lovely 
spot at midnight. The Guru was shocked by her wile when he discovered her purpose, and 
was caught in an embarrasing situation, though he extricated himself from it unscathed. 
The plot, however, adds Oman, made a deep impression on him, and he wrote or more 
likely, collected no less than four hundred and four tales on the wiles of women for the 
timely warning, it is said,to his simple followers3 *.

The aim of the Pakhyan Charitra, therefore, seems to be ethical, to raise the moral 
standard of the readers by examples both good and bad, which may inspire them to a 
nobler conduct or warn them against the wiles of the perverse and the unscrupulous. 
Well has the author said in verse 404 of the last charitra :

If a dumb fellow hears it, he will enjoy it.
If a stupid fellow he be, he would be shrewd1.

As rightly called by Dr. Mohan Singh Diwana, it is an encyclopaedia of almost 
all Panjabi, Non-Panjabi, Indian and Non-Indian tales known to mediaeval India 
like the Italian Cento Novelte Antiche and a veritable mine of history, mythology 
geography and legendary lore, of . customs and prejudices* of the times. It 
illustrates, mostly, the character and disposition of women. A step-mother en
amoured of her step-son, the heir of a monarchy, not gratified in her desires by him, 
represents to her husband alleging his evil designs upon her honour, where-upon the king 
orders his execution8. The ministers intervene and procure a respite by enlarging upon a 
series of tales about the nature of women.

The tales fall in three groups: tales of brave deeds performed in war, tales of self- 
sacrifice for honour’s sake,and tales of amorous adventures. There is no such unity of design 
in the narratives as controls the scheme of stories in the Hitopadesh, Arabian Nights and 
De Cameron. The tales are not arranged according to any scheme, theme, source or

*The term Pakhyan is an Apabhransh form of the Sanskrit word Upakhyan which means a short tale, a narrative, an episode 
or repetition of a story already told. The term charitra obviously does not stand for wiles though most of the stories do relate 
to them in this work The term Pakhyan Charitra simply means character narratives because some of the tales, e.g., JDhola 
Maru, Kam Kandla, Nal Damayanti, etc,, collected in the Pakhyan Charitra are said to have been already in existence in the 
Hindi literature. H. B., 177, 1 78.
1. The last tale bears the serial number 405. but tale No. 326 having nineteen verses is missing. Hence the total number of 

tales is 401.
2. H. P. L., 41. ^ 3. M. A. S. I., 197.
4. ip S*31 ^ ^ trI ii far Rgtm stit! ii p. ch., 405 (4<>4)
5. H. P. L., 41. 6. P. Ch., 2 (30)
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style. The compiler seems, however, to have drawn upon wider and more varied 
resources than his predecessors, for his booty is the richest and the tales range from 
ancient times to the local contemporary incidents which happened round about Anandpur.

The sources of the Pakhyan Charitra are thus no fewer than eight. The stories of the 
ancient past may be traced to the Mahabharat1, the Ramayan2, and the Puranas3. The tales 
of Rajput women are historical4 as well as common. Tales from the Panchtantra5 and 
Hitopadesh6 are included side by side with a few selected from the Persian books like Bagho 
Bahar and Cnahar Darvesh7, which were studied in indigenous schools till the advent of 
the English in 1874s. Popular tales9 and immortal romances10 of the Panjab also find 
their place in this encyclopaedic collection. The largest share is, however, contributed by 
the Pathan and Moghul times when crime and murder were not uncommon11. Anandpur 
had then a flourishing neighbourhood; humanity lived and sinned12 here as elsewhere 
on this side of the border, or beyond13 it.

Those were not the days of the printing press. Books on religion and text books for 
schools and colleges and classics were, no doubt, written by band and sold at book-shops 
but they were neither cheap nor easily available. Story books could not, therefore, be written 
or sold in those days. Most of the stories other than those found in classics or history 
books have come down the ages through oral tradition, told by the fireside or under the 
village pipal trees. Even now-a-days, true stories come to ears floating on the wings of 
rumours. Sex scandals were, no doubt, whispered from ear to ear, but the news of crimes 
and murders committed under impulse, travelled from village to village and were added to 
the ever-increasing stock of folk-lore. It was from this inexhaustible fund of folk-lore that 
Guru Go bind Singh drew his compilation.

It appears that the frame work is based upon the contemporary incidents,anecdotes or 
scandals which might be floating about in the folk-lore. It is, therefore, presumed that in the 
main the author bases nimself upon the life and sentiments of his own days, coloured, it may 
be, by the loosening of moral and social ties, during the Muslim rule in which traffic in 
women, abduction, elopement, kidnapping and sale of boys and girls were common. It 
may yet prove another truth that the higher and lower classes like full-blooded individuals 
have always rebelled against the middle class morality. The mysteries of harem life and 
the scandals that the slaves whispered about persons like Manucci, collected and
treasured, might have exercised some influence on the commoners and affected their morality 
adversely.

Had these stories been composed in prose instead of in verse, the importance 
of the Pakhyan Charitra in the development of fiction would have been very great, like
1. P. Ch., 12, 320. 2. P. Ch., 102, 152. 3. P. Ch., 108, 114, 115, 120, 123, 141, etc.
5. P. Ch., 128, 144, 161. 6. P. Ch., 78, 286, 313, 368. 7. P. Ch., 66, 201, 353
8. Indigenous Education in the Panjab-Dr. R. L. Ahuja
9. P. Ch., 32, 40, 68, 70,72, 86, 89,93, 96-99, 101, 103, 106, 108-9, 129-33, 151, 171, 176, 183, 186—201, 219, 34f i

10. P. Ch. 101, 109, 129. 11. P. Ch. 19, 46, 82, 105, 185, 189, 195, 196, 207, 222, 246, 278, 297, 332, etc.
12. P. Ch , 16, 21, 71, 340 etc. 13. P. Ch., 49, 54, 95, 280, 341, 345 etc.

4. P. Ch., 89, 95, 99.

i
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that of the tales of the Italian Novelieri1 in the development of drama and the novel in 
English told dramatically by Baccaccio. But according to the fashion of the times all great 
compositions were rendered in verse. Here was a great opportunity missed.

The last quatrain of the tale No.405 of the book gives us the date of its composition 
as Bhadon Sudi Ashtami, the Sunday, 1753, Bikram, which may fall on some day of 
September, 1692 A.D.2 The author of the book of romance, it appears, used to compose his 
verses on the banks of the Satdrav (Satluj). It was the habit of Guru Gobind Singh to devote 
some hours of his busy day to literary 'pursuits and poetic composition. This reference 
seems to support the tradition which receives mention elsewhere also.

An Analysis of the Tales
The first tale, like the last, is a legendary Puranic account of the exploits of Shakti, 

Bhagwati or Kali in a war waged against demons who had invaded the kingdom of Indra 
and expelled him from it. She came to his rescue, killed the demon warriors like Sumbh 
and Nisumbh and reinstalled Indra on his throne in heaven.

In the last tale the battle between Sat Sindhu, a king who flourished before the 
advent of Satyayuga, and a demon, Deergh Darh (Long-toothed), spread into a world war 
which shook both heaven and earth. Even Shakti, who sprang into existence like goddess 
Athene of Greek mythology, with all the fury exhibited in the clash of arms, could not put 
an end to it until she invoked the Timeless (Akal Purakh) for His help; and thus fortified 
she made a huge slaughter of several demons and put others to rout. In this tale the 
Timeless (Akal Purakh)Himself turns the tides of war; otherwise all seemed to have been lost. 

Both these compositions, the former in 48 and the latter in 375 stanzas, like the
Chandi Charitra and the Chandi Di Var (in Panjabi), centre round the legendary person of 
Bhagwati, Chandi or Shakti, the Amazonian heroine of the mythical age when the gods and 
demons were often at war.

There are some heroic tales of warrior women like Tilotama who killed Sund and 
Apsund; like Draupadi3 who not only protected Arjuna in a battle but drove away 
his enemies4; like Parbati who burnt alive Bhamasur, a demon5; like Lachhmi who put an 
end to the life of Jambhasur, another demon6; and others7. A brave woman8 stood her 
ground even while her cowardly husband took to his heels : she captured the enemy and 
brought him to her man; and so on.

The tale of Padmini is immortal for its Rajput valour9. There were other Rajput 
brave women too, who, when a challenge was given, stood by their men and saved their 
honour against the evil designs of^king like Aurangzeb10. At the death of the male 
members of their family, a young woman and her mother-in-law committed suicide by
1. Storia De Mogur
2. P. Ch., 405 (405) 3. P. Ch., 116, 4. P. Ch. 137. 5. P. Ch., 141 6. P. Ch., 152 7. P. Ch., 128, 151
8. P. Ch., 96 — There is still another story of a maid of honour who saved Jehangir’s life from a tiger’s attack —48
9. P. Ch., 199. 10. P. Ch., 195



BRIEF CRITICAL STUDY OF WORKS IN THE DASAM GRANTH x 153-

stabbing themselves, in order to avoid falling into the hands of the murderers1. Seduced 
into the hands of a Muslim through the machinations of an old neighbour, a non-muslim 
woman set his house on fire and escaped to her house in the dark2. Still another scorned 
to be a mistress in the royal Moghul harem and preferred to remain contented with her 
commoner husband3.

There is another group of tales, the chief characters of which are given to committing 
crime. One cheated a Pathan of his money4; another picked a person’s pocket in the fort of 
Jehangir5; a third defrauded Shahjehan of some wealth6; a fourth stole two horses of king 
Shershah7; a fifth hoodwinked Zain Khan8, a general of Akbar-, a sixth and a seventh are 
believed to have administered shoe-beatings to kings9 ! These might probably be golis, 
maid servants or maids of honour who at times got the upper hand over their drunken 
masters. Golis seem to have been unfailing accomplices in sexual crimes or domestic 
infidelities or in estrangements10. There are also tales of temples used as meeting places 
by sexy lovers* and of young girls concealing their illegitimate pregnancy**.

In most of the tales, however, the themes are love, sex debauchery, violence, crime 
or poison. They are extremely racy and frankly licentious. In the sexual intrigues women are 
often the seducers11. They smuggle in their lovers at odd hours and when taken unawares, 
extricate themselves successfully by using their wits or wiles in a hundred and one ways12. When 
this is not possible,they elope with them in the guise of a man or a mendicant or in burka or 
on a pilgrimage. Sometimes13 a woman engaged her lover as a physician, servant, gardener, 
priest, astrologer or teacher and hood-winked her husband14. In the last case she 
kept her weak husband blind-folded as if suffering from some disease and engaged 
her lover as his physician. In another she introduced her man as a yogi of Machhindra Nath 
cult and made her husband feed and worship him as an act of merit (275). Driven to 
extremes when crossed, she would murder her parents, her brother or sister, co-wife or her 
husband15, sometimes even the lover himself, if he happened to betray her by his cowardice16. 
A desperate woman burnt to death her son, her husband, and then her lover and lastly 
herself17. Such stories may not be a pleasant reading, but they do imply lessons of 
warning to the reader against feminine wiles. Most of them belong to the upper classes 
among whom the women lead, for the most part, an easy and idle life, and a fewi 
being ill-matched or oversexed take to sex intrigues to break the monotony of their dull 
life. The royal harems appear to be the hot-bed of such intrigues which spring from sexual 
rivalries and jealousies18.

Sex intrigues were encouraged by the custom of Parda and religion. There are two 
tales in which two women persuaded their husbands to give them away in charity to holy

X. P. Ch., 122 2. P. Ch., 191 3. P. Ch., 297 4. P., Oh. 105 5. P., Ch. 121 ) 6. P. Ch., 189 7. P. Ch., 246
8. P. Ch., 207 9. P. Ch., 222, 402 10. P. Ch. *P. Ch., 88, 124, '46, 260, 283, 362 etc. **P. Ch., 15, 57, 92. ( 11, 48, 95, 269.''

11. P. Ch., 3, 14, 3u0 12. P. Ch.,8, 18, 24, 52, 90, 209, 364, 365—377. 13. P, Ch. 283, 312, 331, 332, 337, 351, 360, 3626,
14. P. Ch., 217, 250, 278—9, 290—2. 15. P. Ch., 277, 280—82, 287, 372, 379, 380, 384, 397, 401.
16. P. Ch., 261, 273, 30, 301, (40) 1267, 17. P. Ch., 126. 18. P. Ch., 240, 48, 58, 63-4X 77, 81—2, 85—6,92,97,102,131,-6,

143-4, 146, 148, 150-1, 157, 159, 150, 165, 167-8, 170, 185, 189—20, 192, 194—5, 200—1, 203, 206—12, 14, 17, 18, 22,.
26, 35-6, 38, 41, 43, 47, 57, 62-63, 65. 71, 78, 93, 95, 97, 314 36, 56, 78, 88, 89, 17, 92.
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persons for their doing them menial service but these holy persons were their lovers in 
disguise1. It must be a strange custom that is believed to have prevailed in those days. 
There is a strange commentary on untouchability in two tales, in one of which a 
murderess of her husband elopes with a chandal and in another she is given away to a
chandal2. In another tale we are made to believe that a young woman murdered her 
parents and then pretended to have undergone a change of sex through a miracle 
wrought by God Shiva. Then she married her lover who was offered publicly as' a female 
match for him3. A question arises whether people believed in change of sex even in 
those days.

But all the tales are not about women’s wiles. There are a dozen tales in which
women play no part. There are still others which relate men’s wiles against women who

* {

are the victims of man’s high-handedness4.
There are yet other tales which are still popular in the Panjab as verse romances, 

e.g., Heer Ranjah, Sohani Mahival, Mirza Sahiban, the Egyptian story of Yusuf Zuleikhan, 
the ancient story of Draupadi. While the compiler praises the ideal of love embodied in 
some of these, he makes caustic comments on the sincerity and depth of sentiment in others. 
To these he has added tales believed to be connected with Alexander, Akbar 
Shah Jehan and Aurangzeb which strip them of their royal pomp and seem to expose the 
dog beneath the skin.

Oman has particularly selected five tales5 four of which relate to Rajas and Ranis, to 
show, among other things, that some of the sadhus were experts in amatory intrigues with 
Ranis. That is why lovers meet their beloveds in disguise as sadhus as it happens in 
the tale of Heer and Ranjah. The faith in sadhuism is so deep that even a Raja is, like a 
layman, easily hoodwinked by one who visits him in disguise as a sadhu.

There are two tales which relate to Portuguese courts and there are two about
English men interfering in Indian States6.

\ ,

Strangely enough at the end of the last tale, there is a prayer to God, known as 
Benti Ghaupai (prayer in Chaupais) in twenty six stanzas7, which is highly philosophic 
and completely detached from the topic of the PaJchyan Charitra. The vocabulary, 
style and thought are similiar to those of the Guru’s devotional and other works. This 
prayer has become a part of the daily recitation of the Sikhs.

It is suggested that there is some practical wisdom in these tales. They appear to 
illustrate perversities of love and sex, which may be traced to the frailty of some and 
intrigues of others. The unwary are(svorriecpagainst the inscrutable ways of women :

The ways of these women are inscrutable.
Even the Creator cannot comprehend them8. v '
All auspicious signs of good looks adorn thy body, and they tremulous eyes shine in all their 

lustre.
1. P. Ch„ 341,357.
5 M. A. S. I. 85, 197

2. P. Ch., 345, 308.
6. P. Ch., 133, 269, 308, 332.

3. P. Ch., 350 4. P. Ch., 55, 75, 85, 108
7. P. Ch., 405 (376—401) 8. P. Ch., 333 (12)
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Andjthey captivate the hearts of birds, beasts, demigods, snakes, demons gods and men alike. 
(Mighty sages) like Shiva, Sanak and others remain spell bound on looking into thy eyes 
And yet the wonder is that they do not pierce our hearts1.
No body can divine the character of women, fickleminded as they are ;
He alone can see through their character traits whom God succours2.
No body can read the character of women,
Not Vishnu, Shiva and the six-faced Kartikeya etc..
Not even Brahma, the very Creator of the universe who created them3.

•) _ .

There is no end to the fancies of these women.
Even the Creator has repented for having created them so beautifully4,
After all. no body has understood the mind of women.
Even the Creator after having created them repented.
Even he who has created the whole Universe accepted defeat 
After he had probed into the secrets of women5.

The writer warns people against the bewitching beauty of women :
Her dark eyes shine like the eyes of a deer, the tresses of her hair appear as if they were a noose. 
He alone knows, round whose neck this noose is flung: without inner knowledge how should 

one be able to know what is what6.
The poet advises people to beware of the snares ofr womanly love,

How-so-ever Cupid may enkindle his flames, wise men will endure countless afflictions,
But will not make the slightest love with young women even in such trying circumstances?. 
Howsoever physical passions may wax and whatever trials and tribulations there may be,
One should never make love with young women even in a fit of absent-mindedness8.
If a shrewd man lavishes his love on women in this world, know him, for certain, to be the 

silliest ass in his heart of hearts9.
The poet forbids sexual license with another’s wife and exhorts husbands to maintain 

conjugal fidelity :
Ever since we began our concious life, our Guru has given us the word :
My boy 1 stick to this resolve so long as life lasts in your body.
Let your love for your old wife grow with the passage of time.
But do not enter the bed of another’s wife even in a dream10.

He enumerates the consequences of liberty with another’s wife :
For enjoying another’s wife, Indra was dis-figured with a thousand bhagas.
For enjoying another’s wife, the moon was besmeared with a dark spot.
For securing another’s wife, the ten-headed demop Ravan, was decapitated and again.
For securing another’s wife the Kaprvas had their hordes destroyed11.
Loving another’s wife should be regarded as a sharp edged knife.
The enjoyment of another’s wife should be treated as a surrender of the body to the Death-God.
Those who enjoy another’s wife in their excessive fancied love for her
Die the death of a dog at last and the same they receive at the hands of a coward12.
If a passion-stricken woman comes to a man 
And if he enjoys her, he goes to hell. <
He who fouls another’s bed and enjoys another's wife 
Falls headlong into the abyss of sin13.

-1. p. Ch., 21 (44) 2. P. Ch., 193 (7) 3. P. Ch., 337 (12) 4. P. Ch., 322 (25)~~~”^~~~

6. P. Ch., 336 (5) 7. P. Ch-/17 (27) ^8. P. CH., 18 (129 / 9. P. Ch.. 20 (12)
11. P. Ch., 21 (52) 12. P. Ch., 21 (53) 13. P. Ch., 244 (20

5. P. Ch., 312 (13) 
10. P. Ch., 21(51)
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Why should a man not get punished immediately, if he leaves his own home and resorts to 
another’s for dissipations,

One who courts another’s wife is sure to be beaten with shoes here on earth and to fall into 
hell hereafter1.

A dissolute woman cannot escape punishment :
The woman who ^deserts her husband and takes to another 
Is sure to be punished forthwith for evil action2.

He suggests that effacement is the maximum punishment to a woman:
To servants and to women there is only one grave punishment :
They should not be killed but be forgotten altogether3*

The poet feels that the husband is the very life-breath of a woman,
The easiest vvay to kill a fish or a woman
Is to separate the one from water and the other from her lover4.
Friend! I have heard to-day that the dear one would set out on a journey at day-break 
And now a quarrel has started in my heart as to which will break first, the heart or the day5.

He depreciates love with a slave girl and warns against its evil consequences :
He who takes a fancy for a slave girl repents to the last and dies the death of a dog in the long run6 
All people depreciate and shame him who courts the love of a slave girl7.

The writer advises people not to disclose secrets even to their own wives:
Whatsoever calamities befall a shrewed man, he will endure facing countless tribulations 
But inspite of all this he will not disclose his secrets to women8.
Do not disclose your secrets to a woman. On the other hand try to get at her secrets.
This is the advice of Smritis and the Vedas and even Kokshastra has reiterated the same advice.9

The poet depicts the climax of a woman’s chaste love. He brings home to us the 
tabilty of the love of a Padmini (one of the four kinds of women).

Lions, snakes, fluids and Padminis have this in their nature,
The greater the suffering they undergo, the more they will run ahead (and not go back)10.

Thus, the chief merit of these tales is moral suggestiveness. While indirectly they 
instruct men in good moral behaviour, they warn the unwary against womenly enticements. 
The tales, also, reveal the intellectual level and ethical ideals of the society in general and 
women and sadhus in particular. Women are shown capable of doing anything, good 
or bad, within human endeavour and this is no less true of the sadhus, true and false.

The charm of these tales would be fully appreciated only by going through the text. 
With a view to enabling a reader to have a glimpse of their charm, a translation of a few 
tales is given below.They are not to be taken as representatives onejs.

Fighting Ascetic Parties Pacified
There was a sanyasi called Cbaur-bharat. His second name was Randigir which means 

the dissolute one. There was also a bairagi of the name of Balak Ram.
They became envious of. each other. One day they fell out. They began to strike each 

other with their cudgels. The-r necklaces broke asunder. Their matted hair was dishevelled.
N

A number of their earthen begging bowls broke.

1. P. Ch., 185 (11) 
. P.Ch.. 192 (6)

2. P. Ch., 97 (73)
7. P.Ch., 192(4)

3. P. Ch., 33 (41).
8. P. Ch., 19 (13)

4. P.Ch. 108 (49)
9. P.Ch., 13 (10).

5. P.Ch., 91 (21)
10. P.Ch., 297
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Their caps fell away as chance would have it. Their matted hair covered them in a heap* 
They were dealing blows with their legs and fists as if ringing bells were falling down.

All trembled. Cudgels were in action. Slippers and shoes were used freely. All were 
wounded in the face. No one remained whole.

The necklaces from the necks broke in their scores. Cudgels struck the heads and the 
matted hair fell in a heap. Some had the scratches of finger-nails on them, They looked as if 
the crescent moon was mounting an elephant.

Many became round-heads because of the falling of the hair. Many were done to 
death and a great many took to their heels. Some were biting with their teeth. Such a battle 

was never fought before.
There was such an indiscriminate shoe-beating that no body’s head was spared. No 

necklace was to be seen on any body’s neck. Then Balak Ram took the shoe.
He struck a sanyasi's head with it. Then he threw it at the face of another ; blood 

began to flow when the face was wounded and it looked as if drains were over-flowing with 
water in the month of Sawan.

Then all the sanyasis rushed to the scene They came with shoes in their hands. Chaur- 
bharat Randigir ran and his disciples came with burning wood.

They surrounded Balak Ram and made him mad with shoe-beatings. He reeled and 
fell to the ground as if a minaret had been struck with lightning and crashed.

All the round-heads were in anger. Not even one of them ran away. They ran down 
staves and sticks on Chaurbharat.

The sanyasis got angry. They rushed and administered blows with their staves. Kicks 
and fists and shoes were all in action. Tne round-heads got the sack and fell prostrate.

Then the roundheads were inflamed and they took up their staves, battle-axes and sticks 
and battered their adversaries. They slashed the limbs of the sanyasis, bit them, dashed 
them to the ground and abused them by a dozen names.

Then the sanyasis rushed at them and bit them. They broke their necklaces and threw 
them away. They pulled them, caught their legs and dashed them to the ground. They aimed 
their staves with both hands in full force and struck them.

The roundheads went to Tambra Kala and complained to her that they were 
oppressed by the sanyasis. After the queen had heard their tale, she summoned the followers 
of Dattatriya i.e., the sanyasis.

The sanyasis were the followers of Dattatriya and the bairagis, those of Rama Nand. 
The queen urged them to act, as their gurus wanted them to act. She asked 
them to obey her.

Thea she said,“Pass a night at my place. If your gurus tell you to fight, you might do 
like-wise. Otherwise you should not harbour ill-will against each other”.

Then she lodged them separately in her bouse, conveyed to them the messages of their 
gurus at the dead of night, and told both the parties to act according to the wishes of their
gurus as conveyed through her. She asked them not to get into temper and fight again.

Thus the clever woman through a clever trick hypnotised them. Both the parties 
followed the advice of their guru and never quarrelled thereafter*.

This is a typical tale. Its special feature is the depiction of a fight between two 
ascetic groups. The ascetics, according to convention, are forbidden to use arms in
*This is a literal translation of the tale.
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a fight. They, however, fight with each other fey^blows, smacks, shoes, sticks, kicks* 
pulling out hair (jattas ), throwing bowls, etc. This is a tale full of ironical humour.

2. The Horned Rishi1.
There was once a sadhu, named Shringhi Rikh (having horns). He lived in a dense 

forest, worshipping God and knowing nothing of the life of towns and villages or of the 
ways of men. In this manner the solitary hermit passed many years, till at length a dire 
famine visited the land. When this calamity came, the king naturally asked his vazir (prime 
minister) what was to be done to alleviate the sufferings of his people, and that high 
officer prudently advised him that the Brahmans should be formally consulted with a view to 
adopting some suitable course of action.

They were accordingly sent for by the king, and requested to say how the famine waa 
to be stayed, and how the much-needed rain was to be obtained to fertilise the thirsty fields.

The wise Brahmans, having considered the matter, replied that the famine was not 
a judgment from Heaven due to any sins committed by the king and that the earth 
would certainly be blessed with rain if the 'horned rishi9 who dwelt in the forest, could by 
any means be induced to take up his abode in the city,for, so was it written in the holy 
shastras.

The Rajah, losing no time, sent messengers to induce the ascetic to come to his capital. 
The horned saint heeded them not ; so the sovereign went in person to the anchorite* 
but even he could not prevail upon Shringhi Rikh to leave his forest-home and the penance 
in which he was engaged.

In this crisis, a harlot, gaudily dressed and with her lips reddened with the pan 
she was eating, presented herself before the Rajah and said to him jauntily—

“O King, I will bring Shringhi Rikh to you, on condition that when I do so, you will 
give me one half of your kingdom. If you agree to this, I shall make the saint shave his matted 
locks and put on a turban, and, having quite subdued him, I shall lead him into your majesty’s 
presence.” She added confidently, -‘With my beauty I can do anything I like.”

The worthy Rajah, acting for the benefit of his liege, accepted these extravagant conditions, 
and the fair wanton went off to the jungles where the sadhus lived. Taking with her a party 
of beautiful women arrayed in finery and dressed to perfection, she prepared a habitation for 
herself in the woods, and on the trees around her temporary abode, she hung ludoos2 and 
other delicacies, and, when all her arrangements were complete, commenced singing to the 
accompaniment of dulcet musical instruments.

The rishi, seeing these unaccustomed sights, and hearing sweet sounds, the like of 
which had never before reached his ears, became astonished, and in his perplexity carre to 
the conclusion that they must be due to visitants from another world. Feeling hungry, he 
ventured to pluck some of the novel fruit (ludoos) he discovered on the trees nearby.
He found them deliciously sweet and quite to his taste, and, wondering how such “fruit” 
had appeared there, attributed them to god Indra.

“Perhaps,” soliloquised the. sadhu, "the god has been graciously pleased with my 
austerities and has come down in person to witness them.”

While he was thus reflecting, he noticed a woman beautifully dressed and decked with costly 
jewellery standing a little way off. So lovely was she that the mere sight of her removed

1. Translation of this and the following four tales has been taken, with a few modifications, from the Mystics, Ascetics and
the Saints of India, by J. C. Oman.

2. A ludoo is a well-known swee^meat of India.
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all his cares. He wondered who she could possibly be, and asked himself, “From what 
distant world is this enchanting visitant?”

Suspending his austerities, he approached the woman, and, filled with wonder, sat down 
near her ; then becoming bolder went up to her, and, bowing low, said—

“Tell me, who art thou? Art thou the consort of Shiv-ji or of Vishnu ?”

She said, “I am not a goddess, but the wife of Oodaluk rishi. Hearing of you—for 
your fame has spread far and wide—I have come to make you my husband.”

Having thus spoken, she lavished flatteries upon him, and in a short time, by exercising 
her seductive charms upon the recluse, subdued him to her purpose, and before long 
brought him away, a willing captive, to the nearest village. When she conducted Shringhi 
Rikh into the Rajah’s domains, rain began to fall, as the Brahmans had predicted, and the 
hearts of the people rejoiced greatly.

The rishi was then married to one of the Rajah’s daughters, and continued to live in 
his father-in-law’s territories, which for a long time derived the greatest benefit and good 
fortune from his presence. However, it so happened that eventually his residence in the 
land caused an excess of rain, audit was thought desirable to lure him back to his old mode 
of life. So the services of the courtesan were once again requisitioned, and she successfully 
persuaded the sadhu to return to his former woodland haunts, where he resumed his 
long-interrupted austerities1.

A Hindu’s faith in the occult powers of sadhus is well known. There is, therefore, 
nothing surprising in this tale of a sadhu enticed to bring rain to the drought-stricken land.

The Lost Son Restored
There was at one time a very great Rajah named Sukret Singh. His Rani’s name was 

Jewankala. To them a son was born ; but for some reason or other the infant was not 
satisfactory to his unnatural mother, so she quietly flung the baby into the sea, and informed 
her husband that a tiger had carried him off. The Rajab, believing his wife’s story, 
comforted her, saying, “Parmeshwar (the Almighty) will give you more sons.” Twenty-five 
years passed after this event, and yet the Rani was not blessed with another child.

One day about this period—that is, twenty-five years after disappearance of her infant—the 
Rani saw a very handsome young man, and, her heart becoming captive to his beauty, she 
sent a hichauliya (a female go-between) to invite him to a clandestine interview. He came 
at the Rani’s request, and gratified her wicked desires. With the cunning of a serpent 
she confided to her new lover the true story of her baby’s disappearance, and how she had
falsely stated that he had been cariied off by a tiger.

1. “With the progress of the season the area of crop failure in India is becoming narrowed and defined. Northern Bombay, 
some of the native States in Centrallndia and Rajputana, with adjoining portions of the Punjab, are involved, though it 
is still doubtful whether the loss of both harvests will be complete over very considerable tracts. There are sufficient food 
stocks in the ccuntry, and rising prices will secure economy in their consumption. Relief measures are ready. One feudatory 
State discovered a resource denied to the British Government, and thereby secured a special rainfall all to itself while 
surrounding districts remained drought-stricken. A wandering Brahman of peculiar sanctity was followed by ciowds who 
gave him no peace till he consented to apply his occult powers to the relief of their parched fiexds. Worn out by their 
importunities, the holy man at last sat down and vowed he would not rise till the water flowed over his feet. In two hours the
brazen sky was overcast, rain set in, and twelve hours later the Brahman was ankle-deep. The situation was saved-and the
man. This, at least, is the report semi-officially furnished by the State to the Political Officer.”

Saturday Review, 7th. October, 1899.
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“Now” said the Rani to her paramour, “I want you to understand that you were 
carried away by a jogi in the form of a tiger, that, instead of destroying you, the sadhu
reared you, and that, knowing you to be a king’s son, he had disclosed to you these
important facts of your history before going away on a journey to a very distant land.”

The Rani thus taught the young man, and he agreed to act in accordance with her 
wishes.

A day or two afterwards the Rani said to her husband, "I have a strange but very important 
news for you. Our baby son, who was carried away by a tiger, was really taken by a
jogi in the form of a tiger, but he did not devour our child. His chelas brought him other
children for his feasts, and he spared ours because he was a king’s son. I have myself 
seen and recognised our lost child.”

The Rajah, listening to these wonderful assertions, with astonishment said—
“Send for him and let me know the story from his own lips.”
Thereupon the young man was summoned to the palace and questioned.
“What really happened,” said he, “how can I possibly know ?—but what the jogi 

told me, that will I truthfully relate.” And he proceeded to repeat what the Rani had taught 
him. She, acting her part well, appeared to be overcome with emotion at the youngman’s 
statements, wept false tears copiously, and in the very presence of the Rajah, making her lover 
the son, embraced him affectionately, and, lamenting their long separation, kissed him on the 
lips again and again. She had a bed made for him in her own room, saying as if she could 
not bear her lost darling out of her sight even for a few minutes. During the eight watches 
of the day and night she guarded him from further danger and enjoyed herself right well.

A “Kind Hearted” Lady.
In the city of Sirhand there lived a jogi named Swarganath and also a woman named 

Shri Chhah Man Mati, who fell desperately in love with him.
One day the jogi was in her house when it was made known to her that her husband 

was on the point of returning home—in fact, was quite close at hand.
Grasping the decidedly serious situation, she thus hastily addressed her lover—
“Take up your sword at once and shout angrily, ‘The thief who has robbed me, has 

entered here. You have concealed him ; drive him away ; I will certainly kill him’ !”
At the same time she actually hid upon the premises the jogi’s chela, a fellow who used 

to come with his master as his bodyguard and had been appointed to the post of door-keeper 
and sentinel during his guru’s surreptitious visit to the frail, fair lady.

While matters were being thus hastily arranged, the husband arrived home. The jogi 
with much stimulated wrath, repeated the words he had been taught, but after a short 
yet furious howl of rage he went away, brandishing his sword in a menacing fashion.

“Dear husband”, said the lady, explaining the situation to her bewildered lord, “that 
jogi was burning with anger owing to some mistake made by his chela. He was going to 
kill him, and would have done so but for the asylum I have afforded him. I permitted the 
poor fellow to hide himself in our house, and thus avoided the consequences of his Guru’s 
wrath. Now let us release him. He is hidden in the corner,” pointing to the place of 
concealment.

The husband was very pleased with the thoughtful kindness displayed by his charming 
wife. So the man who had been concealed in the house was quietly hurried out of the premises, 
and went away joyfully to rejoin his worthy guru—the amorous jogi, very gratified, indeed, 
that matters had in the end turned out so satisfactorily for himself.
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The Father Duped
There was a Rajah named Nilkate of Popeevvutee city. Mangubechater, his wife, was 

like an incarnation of the goddess of love, and their daughter, named Sri Algunjamuttee, so 
beautiful that it might be said of her that she excelled the moon In brilliancy and appeared 
to have been fashioned by the hand of Brahma himself. There was a neighbouring Rajah, 
Srimantilk by name, too handsome to be described. So incomparable, indeed, was he that 
the Sun, seeing his perfection, became ashamed of himself. Once Sri Algunjamutee went 
to a garden to while away her time with other girls of her age. There she happened to see 
Rajah Srimantilk and became enamoured of him. She was so much affected by this sudden
passion that when she went home, she was like a gambler who had lost all he ever possessed. 
By a signal from her eyes she summoned to her side one of her young and trusted companions, 
and, giving her gold and jewels, entreated her to bring about a union between herself and 
the young Rajah who had so completely captured her susceptible heart.

“If I do not get him”, said the love-sick princess, “I shall turn a yogini, and, flinging 
away all my jewels and finery, fly to the lovely forests ; or, taking a beggar’s gourd in my hand, 
I shall wander about the world, living upon the aims of the charitable. I want him to be 
the very apple of my eye, and failing that, I shall kill myself. Alas ! Why have I lived so long 
to suffer all this torture, all this burning pain ?”

When the girl-companion saw her distress, she came close up to her and, laughing, said 
in her ear—

“Don’t fret; I’ll send some clever woman to him.”

These simple words seemed very sweet to the love-lorn princess in her great trouble.
In accordance with her promise, the girl-friend sent a clever bichauliya to Rajah Srimantilk, 

the princess herself merely saying—
“Do what is necessary, but save my life.”

The bichauliya followed the Rajah, who was out hunting. She dressed herself in costly 
garments, and decked herself with jewels of rare beauty and value. When the Rajah 
saw such a lovely creature, a being like a real peri, in the midst of the jungle, he was. 
astonished.

“Is this a resplendent creature of the race of the devatas, gandharbas, daityas or nagas, 
or is she really human ? Let me inquire why she has come here. Is she not lovely ?”

Thinking thus, the Rajah approached her, and, viewing her beauty at close quarters, 
fell in love with her at once.

The bichauliya, on her part, handed him a pearl necklace and a letter from her mistress 
and while doing so, said—

“You sir, I can see, have fallen in love with my beauty ; but she who has written this, is 
a thousand times lovelier than I. Come with me and feast your eyes.”

‘ The Rajah, enticed by this glowing description of the charms of the princess, agreed 
to accompany her faithful messenger. He forgot all about his own affairs, and, filled with 
the idea of the lovely princess, put the handsome bichauliya into his chariot and drove 
where she bade him go. The way was long, but at last they arrived near the palace of 
the love-sick princess The Rajah now disguised himself as a sadhu and lit his fire within 
sight of her window. Daily, with the permission of her father, the princess used to come and 
feed the good sadhu with her own hands. At night, when every one was asleep, she would
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visit him also. In this way the princess was very happy. No one recognised the disguised 
Rajah or suspected what was going on. One day Sri Algunjamuttee went to her father and 
deliberately said things, which, she knew, would excite his anger. She succeeded well enough, 
for the king became so enraged that he ordered his vazir to turn her out of doors into the 
jungle. When she heard this royal command, Sri Algunjamutee pretended to be very unhappy, 
and cried bitterly, though secretly rejoicing in her heart. The incensed and implacable 
father’s peremptory command, “Take her away at once,” was of course obeyed implicitly and
the princess was conveyed to the forest, and left there.

But in a very short time her lover came and joined her, and, after they had enjoyed 
themselves to their heart’s content, he carried her off to his capital.

A Woman’s Cunning
Jogsain was the name of a certain Rajah and his Rani’s name was Sri Sanyaspati. She 

had a son born to her, who, when he grew up, was very beautiful. In the city over which 
Jogsain ruled there was a jat woman who fell desperately in love with the young prince, and 
though she used to see him every day on one pretext or another, yet she found no 
opportunity to sate her desires. To gain her object she disguised herself as a jogi and 
went to the Rajah’s palace, giving out that she was well versed in janter, manter and tanter 
(talismans, spells and magic rites). Seizing a favourable opportunity, the pretended jogi 
said to the Rajah’s son—

“If you come with me to a lonely place, I shall show you some wonders that will 
astonish you.”

The prince and jogi talked over the proposal; the prince’s curiosity was greatly excited, 
and he said—

*T have never been out alone at night, but I will accompany you, since you are a jogi, 
if you promise to raise the spirits of the dead in my presence.”

The pretended jogi agreed to perform this great miracle to please the king’s son, 
and the two started together on their strange, unholy business. When they had penetrated, 
side by side, some little way into the lonely jungles, the jogi, turning suddenly towards the 
prince, and taking him entirely by surprise, said sharply—

“Now do as I bid you, or I will kill you on this spot.”
The prince, quite unprepared for such a cantingency, became alarmed and lost his 

presence of mind.
The pseudo-jogi thereupon told her wishes without any circumlocution, and her companion 

willy-nilly yielded to her wicked desires.
The depth of woman’s cunning is unfathomable ! God created her; but Himself repents it.

The foregoing tales speak for themselves. They throw a considerable light upon 
the conduct of love affairs constantly going on behind the social curtain, and depict lively 
and true pictures of the perversities of the women’s mind.

Metres used in this vast work of 7558 quatrains and couplets, however, are only 
sixteen in number, viz., Ohaitpai-4423, Dohra-1830, Arilla-690, Swaiya-185^ Bhujang-221, 
Kabitta-25, Sortha-26? Chhand-24, Chhappai-5, Rual-2, Tomar-6, Ruamal-1, Bhujang 
Prayat-QQ, Naraj-l,Biiai-lQ, Totak-18. The metre, also varies from adventure to adventure
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or within a tale itself, in harmony with the movement of the plot or the individuality 
of the character.

One peculiarity noticed in the use of metres here is that different metrical patterns 
are adopted for the narration of these tales. While some tales are regulated by a single 
metre, there are others which have more than one ; the maximum variations found 
in a tale are eight. An analysis of the metrical patterns governing different tales is given 
below as it may make a separate study by itself.

3. No- Pattern
One-metre tales

1. Chaupai
■2. Arilla
3. Bhujang Bray at

Two-metre tales
4. Dohra and Chaupai
5. Dohra and Arilla
6. Chaupai and Arilla
7. Chaupai and Swaiya
8. Chaupai and Sortha

Three-metre tales
9. Dohra, Chaupai and Arilla

10. Dohra, Chaupai and Swaiya
11. Dohra, Chaupai and Sortha
12. Dohra, Chaupai and Chhappai
13. Dohra, Chaupai and Kabitta
14. Dohra, Chaupai and Totak

Total No. of tales

541
P
P

146*
6*

96
07
iaJ

P

1009 
810 
611 

212 

213 

in

95, 187. 197, 268, 274, 278, 279, 281, 283, :291, :293, 5. 6, 146, 159, 219, 235, 237. 6
294, 299, 300, 301, 302, 301, 309, 311, 315, 316, 317, 6. 174, 238, 303, 360, 372, 378, 384, 400, 404 9
319, 321, 324, 327, 328, 330, 331, 340. 343. 348, 349, 7 180, 367 2
351, 352. 356. 358, 359, 361, 362, 363, 365, 368, 369, 8. 318 1
373, 379, 383, 388, 390, 391, 396, 397, 398, 399. 54 9. 5, 8, 9, 10, 11, 15, 16, 18, 19, 23, 28,
262 1 33, 35, 41, 42, 43, 48, 93, 119, 124, 138, 139,
286 1 143, 144, 145, 148, 149, 150, 151, 153, 154, 155, 156,

3, 4, 14, 22, 25, 26, 27, 30, 31, 32, 34, 157, 158, 162, 165, 166, 169, 173, 177, 181, 182, 192,
36, 37, 38, 44, 45, 46, 47, 49, 50, 51, 53, 194, 199, 201, 202, 204, 205, 207, 208, 210, 213, 214,
54, 55, 56, 57, 58, 59, 60, 61, 62, 63, 65, 218, 221, 222, 224, 225, 226, 230, 231, 232, 234, 240,
67, 68, 69, 70, 71, 72, 74, 75, 76, 77, 78, 242, 246, 247, 249, 250, 251, 254, 255, 256, 258, 260,
79, 83, 84, 85, 86, 87, 89, 90, 99, 100, 104, 261, 264, 265, 269, 270, 271, 276, 277, 288, 290, 296,

105, 106, 107, 112, 113, 117, 121, 122, 126, 127, 134, 333, 334, 342, 371, 374, 375, 376, 380, 382, 394, 395,
135, 140, 141, 163, 167, 168, 170, 171, 172, 178. 179, 402. 100
180, 184, J 85, 188, 189, 190, 191, 193, 196, 193, 215, 10. 39, 40, 80, 88, 94, 110, 186, 403, 8
216, 229, 236, 239, 2J3, 248, 253, 263, 267, 272, 273, 11. 13, 29, 64, 82, 132, 392 6
275, 280, 282, 284, 287, 289, 292, 295, 298, 305, 306, 12. 66, 130 2
307, 308, 310, 312, 313, 314, 322, 323, 326, 329, 331, 13. 72, 182 2
332, 335, 337. 339, 341, 344, 345, 346, 347, 305, 353, 14. 252 1
354, 355, 357, 364, 366, 370, 377, 381, 385, 385,, 387,
389, 393, 431. 146
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15. Dohra, Chaupai and Bhujang 4
16. Dohra, Chaupai and Bhujang-Prayat 1

17. Dohra, Bhujang and Totak 1

Four-metre tales

18. Dohra, Chaupai, Ariila and Sortha 5*
19. Dohra, Chaupai, Ariila and Swaiya 95

20. Dohra, Chaupai, Ariila and Bhujang 38

21. Dohra, Chaupai, Ariila and Bhujang Prayat 2*
22. Dohra, Chaupai, Ariila and Chhand l8

23. Dohra, Chaupai, Ariila and Kabitta 2*

24. Dohra, Chaupai, Ariila and Totak 110

25. Dohra, Chaupai, Ariila and Bijai Chhand Jll
26. Dohra, Chaupai, Swaiya and Kabitta J12

27. Dohra, Chaupai, Swaiya and Sortha 313

28. Dohra, Chaupai, Swaiya and Bhujang 414
29. Dohra, Chaupai, Sortha a: d Chhand |15

30. Dohra, Chaupai, Ruamal and Tomar l1

31. Dohra, Swaiya, Bhujang and Totak 117

32. Dohra, Swaiya, Totak and Sortha 1*8

Five-metre tales
33. Dohra, Chaupai, Ariila, Swaiya and Bhujang 51®
34. Dohra, Chaupai, Ariila, Swaiya and Totak P°

35. Dohra, Chaupai, Ariila, Swaiya and Sortha la 1

36. Dohra, Chaupai, Ariila, Sortha and Bhujang 22?
37. Dohra, Chaupai, Swaiya, Kabitta and Sortha J23

Six-metre tales
38. Dohra, Chaupai, Ariila, Swaiya, Sortha and Kabitta p4
39. Dohra, Chaupai, Ariila, Swaiya, Sortha and Bhujang 125

40. Dohra, Chaupai, Ariila, Swaiya, Bhujang and Kabitta J 26

1. 101, 102, 120, 131 4 14. 96, 123, 125, 320 4
2. 285 1 15. 24. 1

3. 20 1 16, 92, 1
4. 211, 212, 223, 241, 259 5 17. 1 1

5. 52. 98, 129, 160, 161, 164, 206, 220, 233 9 18. 114, 1

6. 152, 175, 186 s 3 19. 2, 17, 137, 147, 19f, 203, 405 5

7. 297, 331 2 20. 116 1
8. 136 1 21. 209 1
9. 7, 228 2 22. 91, 244 2

10. 200 1 23. 109 1
11. 267 I 24. 12 1
12. 108 1 25. 133 1
13. 103, 111, 3 26. 128
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41. Dohra, Chaupai, Arilla, Swaiya, Bhujang and Chh 'ippai l1 *
42. Dohra, Chaupai, Arilla, Swaiya, Bhujang and Naraj p
43. Dohra, Chaupai, Arilla, Swaiya, Kabitta and Chhand 1-
44. Dohra, Chaupai, Arilla, Bhujang, Chhappai and Chhand l3 4 *
45. Dohra, Chaupai, Swaiya, Bhujang, Bhujang Pray at and Sortha l6
46. Dohra, Chaupai, Sortha, Bhujang, Tomar and Ruamal i«

Seven-metre tales
47. Dohra, Chaupai, Arilla, Swaiya, Chhappai, Bhujang and Chhand l7

Eight-metre tales

48. Dohra, Chaupai, Arilla, Swaiya, Kabitta, Bhujang, Bijai and Totak l8
The large variety of these metrical patterns was evidently intended not for 

exhibiting scholarship and versatility but for relieving monotony and introducing charm. 
It is in the manner of all great poets of Hindi as well as of Sanskrit literature.

The Pakhyan Charitra is a great volume abounding in sentiments of laughter, eros, 
heroism, abomination and many others. Apart from the rich variety of entertainment and 
delectation provided by them, the reading of these tales would serve to put one on guard 
against dissolute and characterless men and women^and enable him to acquire the knowledge 
of ideal love and morality which are beneficial to life. Such tales sometimes impart far better 
moral lessons and practical wisdom than any dissertations of scholars can possibly do.

Dr. Mohan Singh Diwana in his A History of Panjabi Literature9, assessing 
the merits of the Pakhyan Charitra, has aptly said, “The narration is brief and rapid; 
phraseology, apt and pregnant; style, adequate generally and at required places 
impassionate, elaborate or sententious -, psychology, extremely interesting so far as the 
woman huntress is concerned ; and amassing of facts, most remarkable and inclusive.” In 
addition to this, as regards the technique of the most of the tales of the Pakhyan Charitra, 
there seems to be much skill in the co-ordination of the various parts. Separate paits are 
strictly subordinated to the whole. Singleness of aim and singleness of effect, the two 
great essentials of a good short story, have been maintained. Plots are spun in a realistic way. 
Characters are beautifully sketched and proper care has been taken to give local colouring
introducing adequate descriptive passages. The whole evoivement is, therefore, simply 
masterly.

There is hardly any aspect of human life that has not been touched in the 
narration of these tales. All the stages in the drama of life are portrayed in its characteristic
eccentricities and vicissitudes. The so-called kings, sadhus, qazis and pandits, with 
all their professions to virtue and culture are subject to the same weaknesses as the 
peasant and the pauper. The woman is the victim of, as well as the power over, man.

These tales make a very valuable contribution to the limited stock of literary 
romances in the Hindi literature.

1. 217 1 6. 116 12- 142 1 6. 97 1
3. 81 1 7. 21 1
4. 245 1 8. 266 I
9. H. P. L., 41. Grand Total 4(5"
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17. JAFARNAMAH

The Jafarnamah1 known as Zafarnama (Epistle of victory) in Persian2, is a 
letter-of protest written by Guru G ©bind Singh to Aurangzeb in reply to a summons 
from him. It was written at Dina3 to which place the Guru was driven by 
the army of Aurangzeb that fell upon him while he was staying at Machhiwara after 
liis withdrawal from Anandpur; It is written in Persian verse and is a clear evidence of 
its writer’s scholarship in Persian. The Zafarnama has two parts and is composed in 111 
Baits or couplets. In the first part, which is an invocation to God, he enumerates the 
attributes of God in praise of Him, and seeks His blessings to resolve his difficulties.

The second part is Oastan—tale or address to the king emperor. While Guru Gobind
Singh compliments Aurangzeb as a king of kings, as an expert swordsman and rider, generous 
to his co-religionists and prompt to kill the enemies, firm as a mountain in battle, etc., he 
condemns him for breach of faith and perjury. He had withdrawn from Anandpur on an 
assurance of safety given to him with an oath on the Quran but on his way to Malva, at Cham- 
kaur, he was taken by surprise and forced into a pitched battle with only forty of his surviving 
comrades; against overwhelming odds. All his comrades as well as his two sons were killed in 
the action. For this treachery and lack of faith, saysGuru Gobind Singh, God would not know 
him and would not receive him despite all his pomp and power. He, therefore, would not 
accept the invitation of such a false king who did not keep his word and did not fear the 
wrath of God. . ........ .

..... After charging the emperor thus,.Guru Gobind Singh reminded him that change was 
inevitable and that a revolution was not far off and that even though he had become strong 
by such acts of treachery, he was laying an axe at the roots of his kingdom. Indignantly 
he warned him that unarmed and forlorn as he was, he was “like a coiled snake”, and the 
fire .of revolt that he had kindled, would not be quenched even if a few sparks had been put 
out, and that it-would blaze up into a mighty conflagration.

Lastly, Guru Gobind Singh asserts his right to revolt, saying,
“When all the remedies have failed, it is but lawful to resort to the sword4”.

The Guru has a very telling power of description and can conjure up a whole scene 
in very concrete words>without being prolific. His mastery over the art of description is 
evident from the account of the battle of Chamkaur which is incidentally given in the 
Zafarnama. He says,

“Thine army came clothed like blue-bottles, and all of a sudden charged with a loud shout.* 6” 
“Every soldier of thine who advanced beyond his defences to attack my position, fell deluged 

in blood.6”
“Thy troops who had committed no aggression received no injury at our hands.7”
“When I saw that Nahar Khan had entered the fight, I quickly gave him the taste of my arrow.8”
“Many soldiers who came with him and boasted of their prowess ignominiously deserted the 

field of battle.9”
“Another Afghan officer advanced like a rushing flood, an arrow, or a musket ball,10”

1. Oasam Granth, p. 1362. 2. S. R., Vol. V., 201. 3. S. R„ Vol. V„ 201 4. J. N., (22)
6. J. N.„ (27) 7. J. N„ (28) 8. J. N., (29) 9. J. N., (30)

5. J. N„ (26)
10. J. N.. (31)
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“He made many assaults, received many wounds and at last, while in the act of killing'two of my 
Sikhs, was himself killed.1”

^Khawaja Murdud remained behind a wall afnd came not forth like a man.2”
v “Had I but seen his face, I would certainly have bestowed an arrow on him too.3” 
a “At last many were killed on both sides by showers of arrows and bullets.4 5”

“And by the showers of arrows and bullets the earth became red as a rose.^” * =
“Heads and legs lay in heaps as if ihe field were covered with balls and play sticks.6”
“The whizzing of arrows, the twanging of bows and a universal hubbub reached,the sky.7”
“Men, the bravest of the brave, fought like mad meo.8*’
“But how could forty, even of the bravest, succeed when attacked by a countless host.8”
“When the lamp of day was veiled, the queen of night came forth in her splendour.10”
“And God who protected me showed me the way to escape from mine enemies.11”
“There was not a hair of my head touched, nor did I in any way suffer.12”

Here again the Guru strikes his individual note by introducing two phrases, Sach-he 
Patshah13 and Zazdan Akal1*, each made of one Hindi and one Persian word. Such hybrid 
combinations are found even in his devotional and other works which go to prove the 
common authorship of these works.

The metre scheme followed in the Zafarnama is the one already successfully tackled 
by Masanavi writers like Firdausi and Nizami. The metre is foulan, foulan, foulan, foul.13

In the use of language the Guru is very direct, lucid, frankly ruthless and economical 
of words.

The purpose of writing the epistle was clearly to soften down the monarch and 
hammer home the cruelty and deception practised by him.

This epistle is a very convincing evidence that its writer had mastered the Persian 
idiom and its use, and could wieid it with the felicity of expression of a Persian. Had 
he any shadow of doubt about his proficiency in the use of the language, he would never 
have thought of addressing Aurangzeb in Persian and that too in verse. There is hardly 
any example of a man of Guru’s status addressing his contemporary and antagonistic king 
in verse.

The Zafarnama, though in Persian, is a beautiful specimen of epistolary poetry 
in the Dasam Granth. In the Krisncivtar^6 also, which is in Braj, we come across a some
what similar form of poetry where Rukmini secretly sends a letter to Krishna for taking 
her away from her people.

2
(is. Hikayats)

The Hikayats or Tales are also in Persian verse, comprising eleven tales17 in 752 
baits or couplets. They are believed to have been composed by Guru Gobind Singh himself
1. J. N„ (33) 2. J. ST., (34)
7. J. N., (39) 8. J. N , (40)

13. J. N., (71) 14. J. N., (106)

17. Hikayat No.
2.
3.
4.
5.
6.
7.

3. J. N., (35) 4. J. N., (36) 5. J. N., (37) 6. J. N., (38)
9. J. N., (41) 10 J. N„ (42) 11. J. N., (43) 12. J. N., (44)

15. Zafarnama (Nanak Chand Nazi, 12 16. K. A., (1975-77)

Total Couplets Hikayat No.
? \ — - -- - - /

Total Couplets
65 8. 47
57 9. 44

139 10. 179
51 11. 60
40 12. 21
49 Grand Total 752



as “admonitory of Aurangzeb” and are further supposed to have been sent to the emperor 
along with the Zafarnama through Bhai Daya Singh and Bhai Dharam Singh who had surviv
ed the battle of Chamkaur and escaped to Dina with the Guru.1 There are, however, others 
who believe that these Hikayats could not have been sent along with the letters and that 
these have nothing to do with, nor have any bearing on the letters2. A study of the Hikayats 
favours the latter view. The theme of the first two tales is political, no doubt, but the other 
nine illustrate the deceit of women, and as such, they could not be a fitting companion 
to the Zafarnama, the theme and the tone of which are exalted. Some of these are trans
lations from the Pakhyan Charitra. The introductory verses3 bear the stamp of Guru Gobind 
Singh’s hand. The diction, the rhythm and the vigour of the lines are peculiarly Guru 
Gobind Singh’s own. The hybrid character of the language, partly Braj and partly Persian4, 
attests the style and manner of the same writer. The style of the Hikayats is also similar to 
that of the Zafarnama. This similarity indicates that these tales also were written by 
the author of the Zafarnama, It is, however, difficult to make out definitely how, why 
and when these tales were compiled.

Of these eleven tales, the first is that of king Mandhata who nominates, after a 
trial, his fourth son as his successor. The second tale relates how at the death of the king 
of China, his ministers took up the work of administration with perfect co-operation 
among themselves. The third is a tale of Chhatramati who forced Subhatta Singh into 
marriage with her after defeating him in a battle. The fourth Hikayat tells the story 
of a Qazi’s wife who murdered her husband and entered secretly into the harem 
of Raja Subal. In the fifth tale the brave daughter of a prime minister rescued the 
Raja from the clutches of his enemy and then whipped him for his folly, all incognito. The 
sixth tale appears to be legendary; the niece of Asfandyar, a virgin queen bore a son 
but got rid of the child to escape shame and scandal; after long she discovered him alive 
and adopted him as her heir-apparent. The seventh and the eighth Hikayats are tales 
of infidelity of two queens to their respective husbands. The ninth tale gives an 
account of the prince and the prime minister’s daughter who eloped into a foreign land. 
In the tenth tale a woman, probably of high rank or noble origin, steals two horses from 
the stables of Sher Shah to offer them as a wedding gift to her lover. The last Hikayat is 
a story of a dare-devil woman who murdered her lover, lest he should betray her, and 
then did away with the informer of her crime.

In the Dasam Granth, these Hikayats (tales) bear no heading. They are given 
immediately after the Jafamamah. The first tale bears serial number 2. With the eleventh 
tale which is numbered as the twelfth composition, this series ends, also ending the 
complete works of the Dasam Granth.
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CHAPTER IV

THOUGHT VALUE
Introduction : A Retrospect

The Adi Granth has been a perennial source of inspiration to the Sikh devotional 
poets since Guru Nanak. He handed down to his successors, his own compositions 
together with the collections he had made of the devotional pieces of other saints, whose 
disciples he had met during his travels all over north India, and the Punjab. Each 
Guru drew upon this fountain head and contributed his own shabads to it. Guru
Gobind Singh put, on the accumulated body of the verse, his seal of finality, without 
adding, however, any verses of his own. It has been said that he could quote chapter 
and verse from it. It is asserted by some that the last version of the Adi Granth was 
dictated by him to Bhai Mani Singh at Damdama, from memory alone1. Daily recitations 
of the Granth, sermons on its text, and private devotional readings from it, have made 
Gurbani the most important, the most effective and the most dominating influence in the 
life of the pious followers. No wonder that the Tenth Guru was most deeply influenced by 
the various strains of this spiritual chorus.

The Adi Granth may be divided into two parts, the bani of the Gurus and the bani 
of the Bhaktas including Baba Farid, a Muslim Sufi saint. Both the parts have a deep 
spiritual unity between man and his Maker, and stress the need for His Grace in the 
merging of the finite with the Infinite; while the Gurbani follows the Nirguna philosophy 
of Kabir, in the bani of the Bhaktas all the three schools, the Sufism of Baba Farid, the 
Vaishnavism of Ramanand, and the Krishna cult of Surdas and Mira Bai are represented.

Nanak, it is suggested, pinned his faith, like Kabir, in Nirguna Brahma and depre
cated differences arising from the clash of creeds or dogmas2. Nanak, Dadu, Sundardas, 
and several others, says Dwivedi elsewhere3, were deeply indebted to him; and his 
ideas and examples guided their line of thought and mode of devotion. Likewise Kabir’s 
poetry was the model on which other saints fashioned their songs. Kabir provided 
both the impulse and the pattern for the Nirguna poetry and deserves special consideration 
as its founder.

The devotional, didactic as well as satirical verse of Guru Gobind Singh follows in 
the wake of Guru Nanak’s, for which again, we find a precedent in Kabir. The corner stone 
of Nirguna Philosophy, as professed by these saintly poets, is the idea of a single, impersonal 
omnipresent God. While, on the one hand, these saintly poets denounce most vehemently the 
worship of many gods, idols or symbols^on the other, they dwell at length upon the immanence

3. H. L„ 341. S. H., Vol. V, *223; G. G. G. S., cxiii 2. H. L. , 38
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or the all-pervasiveness of th; Deity1. The conception of the Nirguna and the idea of inner reali
sation, of absolute oneness with it are the basic faits on which the superstructure of Kabir’s 
mystic, half-sufi and half-vedantic creed, is erected3. To this, however, must be added the 
Vaishnava conception of complete dependence on the mercy of God3, the infinite grace of 
the Infinite power, the democratisafion of religion, the extending of the privilege of Bhukti 
to all, irrespective of caste or sex4, and also, the use of vernacular5 in place of Sanskrit.

The fifteenth century was, as we have seen above, remarkable for the great religious 
revival led by Namdev, Ramanand, Kabir, Mira Bai, Guru Nanak and others. The 
movement was wide spread among the people and dominated by religious ideals. 
Being a popular movement, it adopted the vernacular as the medium of its expression. 
This was a great adventure on the part of the Bhakta poets who, as Keay puts it, ‘had 
to feel their way’ as the earliest authors in this language. It is, no doubt, true that the 
period (1400-1550) was “the youth of Hindi Literature6.’’

Emphasising the intimate relation between the religious poetry and the vernacular, 
Keay adds that from the point of view of Hindi literature the significance of the movement 
initiated by Ramanand was depending for its literature almost entirely an the vernacular. 
The followers and successors of Ramanand practically gave up the use of Sanskrit;and 
this, of course, gave a great impetus to the development of Hindi literature7.

When Guru Nanak (1469-1538) wrote, Kabir’s influence was at its height and 
the movement had spread all over the country. But when Guru Gobind Singh (1666- 
1708) attempted devotional verse, things were quite different. It marked the end of the 
period of the Bhakti movement, during the eighteenth century, and coinciding as it did, with 
the time of decay of the Mughal Empire, it registered a decline in the high quality of Hindi 
literature and does not contain many writers of first rate excellence8.

Elucidating the creed of Kabir, Dr. Dwivedi adds, that his more practical teachings 
stress the importance of a strictly moral conduct, refute false modes of worship and 
prevalent superstitions and advocate mutual tolerance between the Hindus and the Muslims 
as between sons of the same father. While his utterances communicating his spiritual convic
tions have a tone of lofty serenity and sweetness, his teachings, when he appears in the role 
of a reformer, are vehement and provocative8. The three strains, viz., ‘a tone of lofty 
serenity and sweetness’ born of a spiritual conviction, the importance of mutual tolerance 
and moral conduct, and the refutation of the false modes of worship and preyalent 
superstitions, mentioned above, are found in the poetry of Guru Nanak as well as^that 
of Guru Gobind Singh.

In the Oasam Granth, the Jap, Akal Ustat, Gian Prabodh, Sri Mukhbak Swaiyas and 
Shabad Hazare contain the devotional poetry of Guru Gobind Singh. In addition to 
these his devotional thoughts are revealed in some parts and stray verses of feisXsecular 
works of the Dasam Granth as well. We shall now examine the religious poetry of the
1. H. L., 27 
6. H. H. L. 8,9

2. H. L., 36 3. H. L., 30 4. H. L., 31
7. H. H. L. 19, 21 ;H.L., 31 8. H. L., 9,10

5. H. L., 31 ; H.H L., 8 
9. H. L. 36
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Dasam Granth in detail, 
and (d) satirical.

in its different phases, (a) doctrinal, (b) devotional, (c) didactic

(a) Doctrinal Poetry
GOD

1. Sachchidanand
According to Guru Gobind Singh, God is ever true, conscious and blissful :

“God is ever the Supreme Truth, the Supreme Consciousness and the Supreme Bliss1.”
,-\*V

2. Ever Tranquil
In His play of life and death, according to Guru Gobind Singh, God is :

“Ever Calm2” ; “Without anxiety3” ; “Without desire4” ; “Free from pain5” ; “Enjoyer 
bliss6” ; “Like the sky above the earth, calm and deep7.”

of

3- Above Birth, Death and Worldly Entanglements
God is above birth and death, and free from worldly entanglements :

“Thou art fatherless, motherless, unbegotten, above birth and death8.”
“He is without body9”
“God is without passion, without colour, without form,without outline ;

He is without worldly love, without anger, without enmity, without jealousy ;
He is without karma, without error, without birth and without caste ;
He hath no friend, no enemy, no father, no mother.10”
He hath no worldly attachment, no house, no desire, no home.
He is invisible, without distinguishing dress^and unborn.11’’

“He hath no disease, no sorrow, no worldly love, no mother.
No karma, no superstition, no birth, no caste,
He hath no jealousy, no garb and is unborn.
I bow to Him as One : I bow to Him as One12”

1- *TTT 1 Jap, (198),Jap, (58) 2‘ T%rTTT I Jap, (13) 3. I Jap, ((138) 4. T^FT I Jap, (11)
5- | Jap, (9) 6- spftlt I Jap (15) 7- t. I 1[ H Jap, (158)

8- ctet *rrT *r i Jap> (82) 9- ^ i a- u. (247) of. | Yaj. iv, (8)

°- * 1
5T 5T * 3^ >

^ * 'STfftf * srrd 1
for ST ST fq;f «T Tttf I A.U., (91)

Cf. He has neither form nor colour, nor even outlines.—Adi Granth, Mahala 1, Sorath, 6 : 2.

sfos? ?r at gNqrsrcr jt for: 1 —Bhagvadgita ix, (29)
■ q q st q>W 5T HiTjf 1

■— ••• ... ... ... ||
sr^q 1

• •• ... ... ••• l| A.U., (92)
2- =T w Hfjf sr jilt * 1

ST q?UT *T W[TT ST 5TSTJT ST ^TTrf 1
^rghd, 1
sfo ^ JTTTf qqf) | A.U., (94)

Cf. The Unseen, Infinite, Unattainable and Imperceptible has no time (or) destiny.—Adi Granth, Sorath, 6 : 1, Mahala 1.
;rst qT, ?rf| srrt, stto 5ri#t i —Adi Granth, Gauri, Kabir.
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“Thou hast no son, no grandson, no foe, no friend,
No father, no mother, no caste, no descent1.”

“Thou were never born in the world ;
Wherefore every one describeth Thee unborn.2”

“He hath no worldly love, no home, no grief, no relation,

He hath no caste, no lineage, no friend, no minister.
I bow to the One Independent Being ! 1 bow to the One Independent Being3!”

“Without body, colour or attachment, caste, lineage or name.4”

4. The Origin and Destiny of all Creation
God, according to Guru Gobind Singh, is the source of all life, which ultimately^ 

merges in Him:
“As from one fire millions of sparks arise,

Though rising separately, they unite again in the fire;
As from the heap of dust, several particles of dust fill the air,
And on filling it again blend with the dust *
As in one storm millions of waves are produced,
The waves being made of water all become water ;
So from God’s form non-sentient things are manifested,
And, springing from Him, shall be united in Him again5”.

This single passage shows the predominantly Vishishtadvaita position of the Guru’s 
thought.

h Jap. (148)
2. wtz *r jt tom

s*rf TOt*T WIT 1
Ch.A., Intro., (13)

3. iT * *TFli 1

... ... ... ... ...1
5T «lRf 5T TTfr 5T fasT JT ^ I
init ^ ll

A. U., (104)

un * 77T 5fRT TRT ?T RR II Jap, (84)

of- * nfgjTT I Yaj. XXXll, (3)

we -f5 % toi ^ ii

m ^ ^«?5icr | tr % rr<iT hI tr ^ u
^ sm? p ^ stst rrr^t t u

A.U. (87)
Cf" 3TRFR cTSCHT II JT ^ II

^ Sfg q^ITJ 11 CRoT «TT% ^ «BRT I l-Adi Granth, Suhi Mahala 5

‘The universe comes from God, lives in Him, and returns to Him’ is an expression commonly used in the 
Upanishads and Mahabharat. In the Bhagavadgita creation is represented as evolving from God, as the world at the approach 
of day slowly emerges from the darkness of night, and again dissolving or vanishing in Him as the world disappears after 
evening twilight. —S. R., Vol. V, 329.

“Arjuna, at the end of every Kalpa (Brahma’s day) all beings enter My Prakriti (the Prime Cause), and at the 
beginning of every Kalpa, I bring them forth again.—Bhagvadgita IX, (7)

“In a thousand pots one air ; the pots break and the same (air) remains-Adi Granth, Suhi, 1 : 3 Mahala 5
“As small sparks come forth from fire, thus do all bodies, all worlds, ail beings, come forth from the One.” 

—Brihadaranyak Upanishad, II, i, (20)
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5. Eternal and Infinite
God, according to Guru Gobind Singh, is without beginning, without end, without 

measure, without equal:

“Thou art incomprehensible, O God, and fearless ;
Thou art most powerful, the Creator of sea and land
Thou art the unshaken, endless, unequalled, immeasurable Lord.1”

•‘Boundless is His form, boundless is His voice2.5'
“Thou art an Immortal Being, Self-luminous, described Immeasurable in might.3’5

6. An Eternal Mystery
God’s mystery has baffled all the ages. He is, indeed, a mystery but a benevolent mystery :

“Thou art unascertainable4.5’
“Thou art unattainable and sublime5.’5 
“Thou art hidden among the hidden6.”
“Thou hast no form or feature, no caste or lineage,

None can describe Thy appearance, colour, mark or garb.
Thou art an Immortal Being, Self-luminous described Immeasurable in might.
Almighty Lord of millions of celestial kings, Thou art counted as the Sovereign of sovereigns. 
Thou art the Lord of the three worlds. Gods, men and demons, woods and even tne blades of 

grass declare Thee beyond all things in nature.
Who can describe all Thy names ? The wise recount only such of Thy attributes as are 
revealed by Thy works7.”

qqSW^q'^R# 5TWT =517% I
?ri................... ................................ i G-p-’ (32)

f;q =5RT?,^ sfRt | A- u-> (5)
TJScRr 5H6TH I JaP> H

Cf. He does not undergo the least change—V.S., (ii) i, 27.
The Upanishads declare that He is avikari or changeless, nityam or eternal.—Radhakrishnan : Indian Philosophy ,Vol.,II, 44» 

t I Jap, (37) 6- SRlfa I I ^q | | jap, (127) 6. I I Jap> (108)

^ 3UT SR qRT fjfgq ||
*?q ifcq ^3: qsf| q ii

^TTfrqtfsT II
?5fl% STTflftri II

firwu q^q nr qq 'srgq qq feqi n
R HWR T# qjqq q;UT HR 3UR HtTRr II Jap, (1)

x q JT qqj JT^T TT l“~"Adi Granth, Slok Sahiskrit Mahala 5

m%*rr q sirafl Sfe qft I
wqqiq q qqar qq#gq qrc qsiq i

qw "siqq; qrqq^q i
p^.Adi Granth, Ramkali Mahala 5
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•>

•‘To Thee who art eternal, who art merciful,
Who art invisible and sublime,

“To Thee I bow again and again.1”
“Who art formless, indeterminable incorporeal, and unborn.

To thee I bow again and again2.”
“Who art imperishable, indestructible, nameless and abodeless! To Thee I bow again and again3.”" 
“Gods do not Jcnow Thy secret, nor the Vedas, nor Muslim Books.

Thou hast no form, colour, caste or lineage, how can Thou be known ?
Thou art fatherless, motherless, unbegotton, above birth and death.
At Thee the wise wonder, and the three worlds wonder4.”

God is, indeed, an impenetrable mystery which sages, prophets, and seers have failed 
to make out:

“Narad, Ved Vyas and other countless great Munis are weary of meditating on Him and are- 
undergoing pains.

All the Gandharvas are tired of singing His praises and countless celestial maidens are^weary 
of dancing,

The mighty gods like Vishnu have sought Him in vain.
But no one has penetrated His mystery5.”

“The astrologers, the Karm Kandis, the religions, the Vedas, the Trinity comprising Vishnu, Shiva 
and Brahma know not His secret.

Millions of Indras, Upindras, Vyas, Sanak, Smat Kumar and others are wearyAsinging 
of His praises; Brahma is bewildered (at His vastness)6.”

1.

2,

3.

4.

5.

6

Cf.

44144 3735% 1 44144 II
* *sSpTOcT 1 4444 3?§4 II Jap, (2)

4444 3%% II

♦4444 313313 I 4444 31414 II Jap, (3)

4444 3144 1 4444 314^ II
»

4444 31474 1 4444 315% II Jap,(4)

^4 ^4 4 544^ fsf? Sf? 3HT 3544 II
<4 4 474 <44 § 3tr| ifall

4T4 414 4 344 473ik 5144 4T4 II
rcfse 4F 474 gt; 4^4 n jaP, (82)

4R? §(4 4^74 3144 n
ftmif *r% 44 3r w? §t‘4 n

4T§ 47? '4% 414 W-& II
✓N.

4)4 474 4% 4f7§t; T7?3rT 47f RR II A. U., (200)
4T4? % §35 5414 77% 43 3(4 7R 4 Tit II Sujan Raskhan

3144 4T4T 3R4 74 4731 4<4 4R II
4? 44 4 <441 TB4 tj? 314 §13 =4R |l
^14 ?? f4«UH 44« 44T$4R 11
4T? 41? 4% 44 §4 =3354 4 4K 11 A,,U.(198>
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7. Omnipresent
God is omnipresent as love. It is impossible to describe or define Him :

“Thou art the Primal Being, who never began, unborn, endless,
Worthy of all praise, revered in the three worlds, luminous, mysterious, all prior and above all* 
Thou art the preserver, destroyer and the ultimate death of all.
Immovable and happy, Thou residest in every place.1”

“Thou hast no name, home or caste, no form, colour, or mark,
Thou art the Primal Being beyond all, birthless, primal and perfect.
Thou art placeless, without a guise, appearance or mark, without attachment.
Thou pervadest everywhere in the form of love2”.

“The One God is contained in all.3”
“The whole world entangled in false ceremonies hath not found God’s secret.4”
“Thou art immanent in every form, absorbed in the contemplation of reality, O Destroyer 

of births5”,
“He is far from all and near all.6”
“Thou art both qualitiful and qualitiless.7”
“Immovable and happy thou residest in every place.8”

8. Omniscient
The Creator is not only universal and eternal,but,at the same time, present in the 

heart of every creature of His, and knows even the innermost:
“He knoweth what is within every heart,

And the sufferings of the good and bad.
He is pleased as He casteth a look of favour

i.

Cf.
2. . . >

3.

srife ^7 §5(7 wsTto grst «nrc-i
7*77T7 T77T7 ?7 ^T77 =71 f¥ I

77^7^ 7*7777^ 7*7 # i
77 77 RlRfO strar ^7 fwi

SlW sg 77^ : I Yaj. XXXII (4)

7m 517 7 7T7

mfc gtTt wi* §7%

77 77 f?7r rtt

«TT7 777

7 shr- 7^T§ I Yaj, XXXII,(8)

77 ^7 7 ^<7 I

^T7T7 I
^7 ^ 7 77 I

’3Ti 9
- f-'-

7ir5f7I
7t

7gir7 I
f7?tT7T I

Jap, (80)
Ch. A., Intro,(35)

7*7 (7717*1 77T ^7, 77 7Tf *(g;5IT 77f57T I—Adi Granth, Sorath Mahala 5

g* rfgsrr 7*7 zj% gm*r t777 i — Adi Granth, A sa Mahala 5
It stands pervading all.— Bhagvadgita Xlll/13 (iv). There is only one God who is hidden within us all.

—Swetaswatara Upanishad lv, (ii)
f* r%7r 7^77! 77 §1 73 7ft 77717 ii 7f 7 7r?7t 1 A-IJ- (3°)
g* tgTT 77 g't 7? # q7 77 77lf7 §717 7^T7t li Swaiya, (2)

7(7 717 7T77 ^iterr I 77 77 77nf5TI II —Adi Granth, Sorath Mahala 5

77 % gft 777 % ^7 I A. u., (4) 7- 75| f7§7 Wdl7 Tif §t§7 7%7 ft I A. U., (11)

m 77 fcraft =77^7 ^q *7TqT 11 Jap, (79)
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On all, from the ant to the huge elephant1”. 
“He is grieved when His saints are grieved, 

And happy when His saints are happy.
He knoweth everyone’s sufferings 
And every secret of man’s heart2”
He is a searcher of all hearts3”.

9. Omnipotent
The Creator is the Sovereign of sovereigns5, 6the Lord of the whole creation':

“Almighty, Lord of millions of celestial kings,
Thou art counted as Sovereign of sovereigns,
Thou art Lord of the three worlds.
Gods, men and demons, woods and even the blades of grass, declare thee beyond all things, 
in nature4”.

“Thou art the pardoner of sins,
The King of kings,
The Provider of means 
And the Giver of livelihood5”.

10* A Trinity
God is Himself the Creator, the Preserver and the Destroyer, all in one :

“The eternal Being that hast established the entire order of creation.

• •• • • • ••• ■ • • • • • • >

{

l.

Cf.

2.

3.
Cf

VZ HZ % 5TR5T 1 ^ qijRij II
i q* faqr fasrfe ii

It is I who am installed in the hearts of all (as their inner witness).—Bhagvadgita XV, (14) 
He is residing in the heart of man.—V.S., 1, 2, 7.
Ged’s dwelling place is the heart of man.—Katha Upanishad, II, Hi (17)

P. Ch., 405 (387)

*TcR % *3 qr<? % gdT i qr<? srh % u
qft % qgfR I HS % q? q? qft 3(1# 1|

sr*r hz ?z % i
P. Ch., 405, (388) 

A. U., (2)
VZ 3(Rft I —Adi Granth, Bhairau Mahala 5

^1 9RIR JjjqHTR 1—Yaj., xxxii, (10)

^ m rrt ^rat | n
“Thou seest even when I try to hide”.-AdiGranth, Sri 31 : 1—4, Mahala I

ij ^IITTOT 3TI%t II
fawu ?r^q wgi; #?r sr Bnu n JaP> <J>
q^qi I ........II Yaj. xiii, (4)

He has the qualities of.......omnipotence.—V.S., (i) 2, 1—2 (ii) 1, 30.
fa p? tufa ^hir en I ii

fa I II fa t II Jap, (1M)

H« is the Creator, the Omnipotent, the Bounteous. He provideth His Creatures with sustenance.
—Adi Granth, Asa-Di-Var, Pauri XXIV (2)
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Thou, out of Thyself, created the Universal frame and Thou makest and unmakest all1”.
“Thou art the preserver, destroyer and the ultimate death of all2”.

He is the Creator and Pesuoyer of the world;
>- i

He supporteth life on sea and land.3”
“It is He who knows the right conduct and all that is good in this world.

He is the Primal Being, Limitless, the Lord of Maya, the.Destroyer of the mighty and the wicked

He is the giver of food and the inspirer of wisdom.
Even kings respect Him.
He is the Creator of the several Vedas, Vyas and millions of Indras and fifty-two incarnations*”.. 

^Without body, colour or attachment, caste, lineage or name,
Thou art the Destroyer of pride, the Punisher of the wicked, and the Giver of salvation 

and success5”.
“He destroys the wicked and feeds the world. He is beginningless.

He chastises the wicked and reduces the strong to atoms. He is from the very beginning 

and is indivisible6”.

• •• •••
fro *1?* tfsRsrcii

^TTWT I Bhagvadgita , X (2) I Yaj.,

h wirr h feq:.......... 0 qw 1 —‘Kaivalya TJpanishad 1,(8)

| IT *Tsr W WTWT JW t I I

J*P, (83)

XL, (*) 

Jap, (79'

A. W. (246)

He provideth His creatures with sustenance.— di Granth, Asa-Di«Var, Pauri XXIV (2).
That knowable substance is the sustainer of beings (as Vishnu), destroyer (as Rudra) and creator (as Brahma). 

—Bhagvadgita X III/16 (iii and iv)
Brahman (sun) is the origin, support and end of the world—V.S., (i) 1,2 (ii) 4, 23—7 (ii) 2, 3.

ferasrwrc fewrc ^ srrwlq ht =wr i wqrc wftqfw 3ns 3HW n
RTSTfiT rimrwr wrwwrw w% 1 w? qR q;f f^w qstw ^qf's; n A,u',l'197)

few wfs: «ir? wwrqw 51U, qiiww wti ?! qitr 1 
uwr few ifidT, wW?. wifw 1

sjqwT w?r 1
Adi Granth, Goojari Mahala 5-

few wf| U3 ^7 q*f, TIW TT 3R 51^ |l
^ WT Wt W^WJW wf| WITT n —Adi Granth, Bihagara Mahala 5

Me Himself createth, and He himself again destroyeth.—Adi Granth, Asa-Di-Var, Pauri XXIII, (2)
It is for Him who made the world to take ’ care of it.—Adi Granth, Asa-Di-Var, Pauri XXIII, (4)

sfe trt w tw wr q>f| wtw qTW w wm n
JRW WWW WWW gqW «WII Jap,(84’)

^wr % *rwt ‘srrfr ^q qqqrc n
7^15 3H? Ijfeig ^rrfe Iw ssFjfe Ii a. u., (w«)
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11* Man’s Relative
Man’s relation with God is not simply that of a creature to his Creator ; but it

has acquired the sanctity and love that is associated with children and parents and relation 
between two friends : ’

"The Timeless is our Infinite Father,
The same is Goddess Kalika our Mother1.”

“Thou art mother of the world2.”
The bond of affection has turned Flim into a kind friend ;

“Thou art the companion-friend of all3. ”
He that is protected by the Friend (Syam) cannot be hurt by his enemies4.”

f ■ _____
12. The Embodiment of Love

God is the Sublimest Love. He loves His creation. Love is a symbol of His 
existence:

“Thou pervadest everywhere in the form of love5.” ,
“Thou abidest everywhere as love6.”

By His love He has endeared all His creation to Himself:
"Thouart dear to all7” '
“God is the sublimest love8.”
"Thou cherishest affection for Thy loved ones9.”
“He bearethlove to all10.”

13. The Merciful
God, according to Guru Gobind Singh, is Dayalam11 and Karim-ul-Kamal12 and 

KripalanfH
“Immortal is Thy mercy ; pure Thy justice , constant Thy renunciation : and perennial Thv 

bliss14” ... 3
1.

2.

4.

B. X., XIV (5)

5.

6.

7.

10.

11.

1 rwr ^rqrrr n urt |jtri ii
Cf- FT ^1 H mrar I Yaj. XXXII, (10)

M Jap, (52) 3- IW.W. t I JaP> (3G)

fHrc n b.n., xm (24)

Cf- ^ Frr Rdr ^ I mr nrai ii —Adi Granth, Majh Mahala 5
< Hnw Hiriq 5Tfq furtr RfV ^ tfSTU I l-Adi Granth Majh Mahala 5

farrr q-T?? k UlftsB q Qt 5T$ || -Adi Granth, Sorath Mahala 5

qiqSB fqqr rrrar I m JT*r ?q m qr%qH 1I -Adi Granth, Ramkali Mahala

Trmi ^ fan n wqr ii-pandavgita, (2s)

h ^ rq’-rmr ii iaj.xxxn (to)

fasu frstr p i Jap, (so)
Cf. Steeped in love, immanent everywhere my Master is pervading-—Adi Granth, Sri 25 : 1, Mahala 1

h sRnr i Jap, (129)
I I Jap, (156) 8- sfTrr sft^ | Jap, (68) I I Jap, (124)

'jyq sin qft win / a.u., (244) ^5 nnt I A. U., (247)

• Jap, (60) 12. WTCT Jap, (158) 13. faqRT Jap, (73)

^rrerer -Ttn i l l ntu 1114. Jap, (74)
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"Thou expellest the tyrants and art merciful to the poor1.”
"Unparalleled is Thy goodness, persistent Thy favour2.”
"Thou art the home of mercy3.”
"Ever merciful, thou art the feeder of the world4.”
"From the unseen beyond Thou showerest Thy mercy on all5.”
"Thy deeds are merciful6.”
"Thou art the Ocean of mercy.7”
"Thou art the embodiment of mercy8. 99
"He bestoweth the divine attribute and happiness on His servants9.”
"Thou removes! in an instant the sufferings of those whom Thou beholdest with a look 

of favour10.”
"Compassionate to the poor, a mine of mercy, beautiful is the holy Lord of wealth11.”
"The world called Thee Ocean of favour12.”
"It is Thou alone who cherishest the poor13.”
"On seeing Thy saints distressed, Thou becomest uneasy 

Wherefore Thou art styled the Kinsman of the poor14.”
"On beholding the poor, Thou art compassionate to them.

So we deem Thee the ffriend of the poor.15”
His favours work wonders :

"The dumb would recite the six shastras,
The cripple would climb mountains,
The blind would see and the deaf hear,
If God would only show favour16.”

1.
2.

3.
5.

8.
9.

10.

11.
12.

13.

14.

farcrsr | i TTrtjpr faqr^r f11

srcu 3*5 II II
11 jap, (no j. wuns* f n fa*4*rr IH jap, (ns)

^ 'R t |l I II Jap, (176) 6. I 1 Jap (178) 7. I

*t^q i
faWR m Tjq- ^ ftfa I

f*qr <r;r srffe fasrrii i <n$ arq <rfaqj trf| §.fr n

q* ^ftqu qfnrqfa § | h

qswfafa 5wr ii
^nq 3uq arffa fa^Rr n

rraq fa*?a i tm ctt% n

at vfir qfr rRfr q* i ?r| ai 11—Tulsidas

Jap, (153) 

Jap, (170)

Jap, (181)
Jap, (199)

P. Ch., 405 (386)

P. Ch., 405 (399)

A. U., (246)

Ch.A,, Intro, (10)

K.A., (43b) 
Ch.A., Intro. (8)

15.

16.
Cf.

Cf.

far*? <{fa qr gfq fawirr, ffa fa^rirr 11
<p? grsr & rf'cR %rq>rct i —Surdas

Ch.A., Intro. (10)

^ TmX 13ft fqiT farsT ^r? ii 
^r'sr *r<i q>rar mu 3X1% 11

BN. II., ( )

Also see P. Ch„ 1 (43)

*raqi *mjfa q>r?*r qqt^g; i 
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Cf. its qrqra, qjj =q? fafaqr uijtii
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Tulsidas : Ramcharitmanas,Bal-Kand. Soratha (2)

qsrifa qmrs q^ ffafan. i 
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“Adi Granth Slok Sahaskriti Mahala 5*
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14. The Friend
It is to Him that we should appeal in time of distress :

“Convey to the Dear One the craving of His devotees for Him.
Without Thee the luxury of downy beds is painful like a malady ;
Life in a palace is like dwelling amid serpents ;
Without Thee, pleasant beverages are no better than the cross or a sharp poniard. 
Without Thee, these comforts are killing like the butcher’s knife ;
A pallet of straw is dearer to us, if the Dear One be there ;
Palaces burn us like the infernal fire, if Thou be not with us1”

“Being Sahib2, Lord of the Dassz
“He protects us in various ways from disease, sorrow and water sprites.

The enemy aims many blows at us 4 but none of them can touch our bodies ;
For He shields us with His hand, and wards off all kinds of evil away from ms. 
What more shall I say ? He protects us even in the mother’s womb4.”

15. The Provident
God not only creates but also provides for the sustenance of all:

“Thou art the most supreme Lord, who feedest all from Thy privacy5.” 
“Thou givest to all and knowest every thing6”.
“All receive their food and guidance from Thee7.”
“Thou art the store of virtue, and bountiful8.”
“Thy bounty extends to all the corners of the world9.”
“Thou art — the Provider of meals and the giver of livelihood19”
“Thou providest comfort and nourishment to all13,”
“Thou art the merciful giver of bread12.”
“Thou out of Thy mercy feedest all18.”
“Thou art the feeder of the world.14”
“Thou fillest and feedest the whole Universe15.”

fssjqwt 3 511 gflsi ^rqsisr 11
T%3 Ctjj C-T|ST <?T #5-1!! STS | CH5T II

s^ §crit cqms faster fsfQ qssrisr m ssqir n
mci m =013’ ssr ?t ci*ut n Sh-H»(6)

sc jptts % qst ^trtt f^s f§s #tmr srct ii—S,,rdas
2- CCtCcT—A. U„ (26) 3‘ 5TS—B.N., VI (32)
4- ctss S ^C STSS # *#100 o 5fg SRT SST# II

m mq ss cr qq; s wss qrt II
cic^ 1 mst qsc | q>c qrq s s?s qrl II
=sk qft sra q>ir qjg #tst | q? if % q? sts sr^i# ii a. u., (24s>

6- qcs qcs qcscqc- qi^qr# i jap, (eo) 6- sc# mm, sc# fsmim i jap, (76)

7- sc# gsm, sc# ism i j»p, ^ 8- jjsss smc i jap, (so
9- sac srsq i jap, (98) 10- r% q^cs ffsf | f# cr#t f?gf 11 Jap, <iw)
n* % CTSPf ST*t fe SCS5T qiR II jap, (H6) 12‘ % CTSqi C|tS | I Jap, (251)

13- csri^ cits 11 Jap, (154.) f#c#sc "I I jap (173.) 15- mq mq^ qc#t 3s# 1 jap, (u>9)
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‘‘The suppliants are many while there is but one giver/’1 
"Compassionate to the poor, an Ocean of mercy,

He beholdeth man’s sins, but wearieth not giving.”2 
"The Beneficient One ever beholdeth man’s secret 

Yet He becometh not angry, and withholdeth not their daily bread,”3 
"To those who know Him He giveth,

To those who know Him not He also giveth;
He giveth to the earth,
He giveth to the heavens.”4 

"He is the bestower of food.”5
4 Tuan Thou there is none other cherisher of the poor.”6 
"He bestoweth on all but beggeth from none.

Wherefore He is recognised as the Providence.”7

16. The Unity in Diversity
Guru Gobind Singh believes in the unity of all creation, the central principle 

of which is God Himself. All life, according to him, is “Absolutely One”8

Addressing God, he says,
4 Thou appearest in all forms and beholdest everything ”9
"Thou art like an ocean rippling with countless waves unbroken and mysterious,”10 
"Thou art quintessence of all things yet unformed of the elements.”11
"Thou makest alj things flourish, and then scatterest away; to Thee I bow again and again.”12 
"Thou art Almighty Creator, whose hand is in all concerns of the world. To Thee I bow 

again and again.”13
"Thou art multifarious and yet one.”34 
"Thou dwellest in all that is.”35

!• i a. u., (26) 2- ^s^rrRfa h*?R | ^ l a.u., (243)

3- W * SR I A.U.. (244)
4‘ STR ^R ^ 5HTR f I II A.U., (247.) 5- I A.U. (269 )

6. 5T I—B. N., X (92.)

7- 5ERT ^ I 5TR cR Ch.A . Intro. (16)

Cf. He is the Creator, the Omnipotent, the Bounteous ; He provideth His creatures with sustenance.
Adi Granth—Asa- L i-Var, Pauri XXIII (2)

9- f% l ^ I Jap (ns)

u- jrt tut <r l n jap, use).
ls- I R'ET^rf I Jap, (24.)

15. I Jap, (58.)

“If*’, says Teja Singh,“we were to study Sikhism as a new organic growth evolved from the existing systems of thought to 
meet the needs of newv ly-evolving humanity, we should find no difficulty in recognising Sikhism as a distinct system of thought.

“Take, for instance, Guru Nanak’s Asa-di-Var which in its preliminary stanzas lays down the fundamentals of Sikh belief
about God........... God is called ‘the in-dweller of Nature’ and is described as filling all things ‘by an art that is artless’ (xii 1—2).
He is not an impotent mechanic fashioning pre-existing matter into the Universe. He does not exclude matter, but includes and 
transcends everything ”—Sikhism, 5

“In truth, the Sikh Gurus have combined the Aryan idea of immanence with the Semitic idea of transcendence, without 
taking away anything from the unity and the personal character of God.”—Sikhism, 3

8- § I Jap, (9)

10- fT I I SSRT f SWT t il Jap, 1124.)12- Rut SRST RF 1 JRT WS vft I Jap, (22.)
14‘ I I for n* I II Jap, (43.)
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‘‘Thou art the fountain-head of ail.”1 

“Thou art one, yet appcarest manifold 
Verily Thou hast countless forms 
Having played the inimitable play,
Thou remainest one and above in the end.”2 

“Thou hast but one form, and that form is incomparable 
Thou art in different places, a poor man, a lord or a king.”3 

“Sometimes thou sit test as monarch on the lotus flower ;
Sometimes as Shiv Thou gatherest up creation*
Thou didst display the whole creation as a miracle
Thou art the Primal One from the beginning of time; Thy form was uncreated”4

17. The Punisher of the Evil
God, says Guru Gobind Singh, is

“Effacer of evil acts/'5
“He destroyeth misery and sin ; He crusheth an army of evil men in a moment.”6 

“He punishes wrong doers, tyrants, and oppressors”7

Addressing God, he says,
“Thou repellest away the tyrannical.”8 

“Thou expellest the tyrants.

Thou destroyest the oppressors,
And removest all fears/59

“Thou slayest the tyrants and discardest the fools”30

‘Thou.......crushest the evil doers.”11

‘ Thou puttest an end to terror and destroyest 
Thou punishest the oppressors, the wicked.”12 

“Thou are the annihilator of the oppressors.”13 

“On seeing Thy saints distressed, Thou becomes! uneasy.”14

x. TOct! I Jap, (64) ^ % %
2- 355m i

^ ^ II jap, (8i)
“That is the Real Unity......all the worlds are held in it, there is nothing which transcends it. As the one energy

pervading the universe appears in so many forms in the variety of objects, so the Innerself of everything, always a umvy, 
appears to take on so many forms but for-ever transcends them.” —Kath Upanishad I. P. & M. C. 15 

The One Self is the support of the whole universe, which, but for it, would be nowhere.”

et

3.

4.

5.

6.
7.

9.

10.

—Chhandogya Upanishad I. P. & M. C., 16
As small sparks come forth from fire, thus do ail bodies, all worlds, all beings, come forth from the One.”

—Brihadaranyaka Upanishad 1. P. & M. C., 17.
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P. Ch, 405, (395)
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18. The Lord of War
This is a unique conception of God, which only a soldier-poet could entertain. 

God is symbolised in the weapons of war. God is the world-hero. God is Death. God, 
as it has been noticed above, is the Punisher of the wicked and the tyrannical. He helps 
those who take a stand against evil-doers and tyrants. This aspect of God has been 
stressed again and again in his praise of the Timeless. To Guru Gobind Singh, God is, 
as Kipling calls Him, “The Lord God of hosts”. Guru Gobind Singh often calls God, as 
in the beginning of the Akal Ustat, tfAU Steel”,1 “All Death’’.2 In the Sastra Nam Mala, 
also, we find him invoking God in the ianguage of the weapons of war :

“Thou arc the Arrow, Thou art the Spear 
Thou art the Hatchet, Thou art Sword.”3 

•‘Thou art the Goddess of Death, Thou art the Sword and the Arrow,
Thou art the symbol of victory, Thou art the world-hero.”4 

“Thou art Bhalla, Sethi, Bhatha, Katura and Barchha 
Thou art Knife and Sword, Thou art Arms, Missiles,
Thou art Shield, Thou art Sword and Bhatha 
Thou art the Breaker of Kavach 
Thou appearest in all these forms.”5

In the beginning ofThe Bachitra Natak, he invokes God in the same style:
“I bow with love and devotion to the holy Sword,

Assist me that I may complete this work.”6 
“I bow to Him who holdeth the arrow in His hand,

I bow to the Fearless One
I bow to the God of gods who is in the present and future.9,7 

“I bow to the Scimitar, the two-edged Sword, the Falcnion and the Dagger.
1 bow to the Holder of the mace who d ffused Tight through the fourteen worlds.”8

l.
3.

4.

6.

i

Introductory Stanza. 2. —A.U., Introductory Stanza.

pi pi pi s- M- G)
M pi pi pi ijJT <?R I
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•T bow to the Arrow and the Musket
I bow to the Sword, spotless, fearless and unbreakable ;
I bow to the powerful Mace and Lance,
To which nothing is equal.”1 

"I bow to the Arrow and the Cannon 
Which destroy the enemy.
I bow to the Sword and the Rapier which destroy the evil.”2 

“I bow to all weapons called shastar (which are held).
I bow to all weapons called astar (which are hurled or discharged).”3 

"The God of war has a sword on His banner.”4 
*T bow to Him,

Who holdeth the discus.
Who is not made of elements and who is terrible 
I bow to Him of the Strong Teeth ;
I bow to Him Who is supremely powerful.”5

It was Guru Gobind Singh, who introduced the Sikh prayer with an invocation 
to the Sword :

"Having first remembered the Sword, meditate on Guru Nanak.”6

It was he who inscribed sword (Khanda) on the Sikh banner of peace and war 
in fighting against the Moghal tyranny. In support of his recourse to sword,Guru Gobind 
Singh expresses his belief that:

“When all other means have failed,
It is righteous to draw the sword. ”7

God, Who, as Guru Gobind Singh says, adorneth the brave, is invoked as sword by 
him, to help him to fight for the oppressed :

"Thou art the Subduer of countries, the Destroyer of the armies of the wicked in the battlefield. 
Thou greatly adorneth the brave.

• •4 ••• ••• ••• • • • • • • ••• • • • « * * ••• • • * • • • • • * •••
.............. I seek Ihy protection.................Hail to Thee, O Sword !”8

jrcrcpEFtf uk <fk gsfjif n jmt n
frra? sror ii fat qttr 11 B-N-T- (88)

2. jhtt ak tlT 11 fat m tr? 11
Jim til 11 fat ??? 11 B. N., I. (90)

3. fail II 11
fat ikr 11 t?r 11 B. N., I. (91)

4. ^fTT%cf t ftllfr |l P. Oh., 405 (401)

5. Sltr II II

•HTT || TJTf* II B. N., I. (89)

6. vrmdt kwl jjt krwrs; 11 Ch.V., (1)

7. pll SRT $4% II
t<jii<ji^rerg sr mb* 11 Zafarnama, (22)

8. B. N., I, (2)
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Guru Gobind Singh addresses God as a sword to destroy bis enemies :—
“I bow with love and devotion to the Holy Sword 

Assist me that I may complete this work.1”

Dr. Narang’s appreciation of the Guru’s conception of the sword is worth quoting :
“The following four verses of Govind Singh forming an invocation to the sword are among 
the finest of their kind to be met with in any literature of the world.”

(The text is given in the footnote.* Here only the translation is given)
‘O, Sword, that conquers countries,
That ravages hordes of fools,
That wagest the deadliest wars 
Bestower of all the boons*
1 hy arm, it is infrangible 
Thy flame, it is unquenchable
Thy light, it is uneclipsible 
1 hat shines like a hundred suns 
Thy refuge I implore,
Thou soothest pure-in-heart 
Thou razes! the wicked to naught,
Hail. Creator of the world !
Hail, Saviour of the Globe 
Upholder, O’ me-Thy slave 
Hail, Thee, hail mighty Sword.’

The idea of “Martial God”, is further conveyed by Guru Gobind Singh in warlike 
names that he gives Him :

1. Chhatram Chhatri3 (sfsf'gpft)—The best hero (warrior)
2. Satram Pranasi4 (H^'jpirrat)—The Destroyer of enemies,
3. Asipan6(5t%TR) — The Holder of Sword,
4. Asidhari6 (srfeqrc))—The Holder of Sword.
5. Asidhuj7 With sword on His flag.
6. Asiketu8 With sword on His flag,
7. Kharagketu9 Os?n%g)—With sword on His flag.
8. Sastrapme10 (bhsptfI:) —The Holder of striking weapons called shastra (i.e., Mighty destroyer).
9. Astrapane11 (steeroi^)—The Holder of missile weapons called Astra (i.e., Mighty destroyer)

10. Astramane12 (sT^mpr)—'The Holder of Astra (i.e,, Mighty destroyer)
11. Sarb-Loh13 (Hrwtf)—All-steel.
12. Bhagauti14 (wjfft)—Sword.
13. Banpanam15 (sTTCriPir) — The Holder of an arrow.

1. S. R. V, 288 : B. N., I, (1) 2. T. S., 142
*

3. Jap, (106) 
8. P. Ch, 405 

12. Jap (52)

4. Jap, (198) 5. Kama Avtar, (863).
9. P. Ch.,—Benti Chaupai—405, (401)

13. A. U., (1)

11
^Tfarsw# il

THTJfraqRTU # iNf 11 B-N- L> (2)

6. Shabad Hazare, (4) 7. P. Ch., 405, Benti Chaupai,(381)
10. Jap, (52) 11. Jap, (152)
14. Ch. V. (1) 15. B. N„ 1 (86)
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14. Dhanurpan1 ('-PUSH) —The Holder of a bow
15. Kharagdharam2 feyfRiuO —The Holder of a sword.
16. Sarangdhar* (ur'jpr) — The Holder of a quiver.
1T* Kharagpanam* (^fqqmf)—The Holder of a sword.

The sword is the symbol of God Himself. It performs the dual role of preserving 
the good7and destroying the bad in this world. The poet says,

“Thou bestowest happiness on the good, Thou terrifiest the evil, Thou scatterest sinners, 
I seek Thy protection.

Hail! Hail ! to the Creator of world,
The Saviour of creation, my Cherisher 
Hail to Thee, O Sword !,,iS

These lines clearly express the implicit faith, Guru Gobind Singh had in 
the martial type of heroism. The sword to him had a divine significance. It was meant 
more for self-protection than for over-powering others. Guru Gobind Singh acquired so 
much attachment for the sword that his love for this weapon appears like that of reverence 
which is indistinguishable from worship. The sword for him was a symbol of power 
and self-respect. The ills of society could be remedied only with this weapon. The 
wicked are destroyed and peace established only by force of this bright Sword.

19. The Guru
The need of a guru’s guidance has throughout been acutely felt in the Bhakti 

movement. This creed of guru was in vogue in the time of Guru Nanak also. He 
himself revived it when he installed Guru Angad in his place by ignoring the claims of 
his sons, Sri Chand and Lakhmi Das, The same cult continued till Guru Gobind Singh, 
who declared that his descendant was Guru Granth6.

While the instruction of an earthly guru, the one who himself has experienced 
union with God, has been considered invaluable, the tradition of calling God as a True Guru 
or a Great Teacher is also very old7. In his verses, Kabir is also sometimes found using 
the word Guru for God Whom he also calls Sat Guru8.

The Sikh Gurus believed that the true Guru is God Himself. In the Adi Granth 
God has again and again been called as Guru9. Guru Gobind Singh also, in his Dasam
1. Shabad Hazaro (4) 2. B. N„ T, (85) 3. 4. P. (35) 4. B. N., I, (3) G.P., (29, 35)

6- srrfh^rr*if # cfl ri htrepr gsprr I sht nun
O. 13. JN. 1, (2)

7. ^11 —Patanjali ; Yogdarsban, I (26)

S. X-hou GroJ) hi fc th© tru© Guru, X am Tliy novtco —Adi Gtaiitli, Gauri 2 
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THOUGHT VALUE t 187

Granth, considers God as his True and Supreme Gutuv While speaking of his birth, the 
Guru states in most clear terms that his birth is due to the devotion of his parents to the 
Supreme Guru Who being pleased with their devotion, sent him on a mission :

“The Supreme Guru was pleased with their devotion to Him.
When God gave me this order I assumed birth in this Kal age.’*2 

The Divine Guru sent me for religion's sake.”3

In Benii Ghaupai, at the end of the Pakhyan Charitra, he reiterates this belief, saying

Know that He is my Guru,

Who made the whole world
Who created demigods, demons and yjkshas
Who is the only God incarnate from beginning to end.
My obeisance to Him alone.4 * .

Such examples, as quoted above, are not few and far between in the Dasam Granth 
to show that to Guru Gobind Singh God was the Supreme and True Guru.

The God of Guru Gobind Singh, though real to him, is a very shadowy being. Like 
other Hindu thinkers,he uses negatives in describing Him5. It must, however, be confessed 
that the Guru’s conception of God,as outlined above,leads one to believe that to him God 
was not a mere abstraction. The attributes he has used to describe Him are not only 
impersonal but also qualitative and those which personify Him. To him God is the Saviour, 
the Cherisher, the Guru as well as Akal Purakh, the Beautiful (Sundar), the Sword to punish 
evil, the Holder of a bow (Dhanurpan), and the Lord of war and also Father, Mother, kind 
Friend and Lord of the dass (Guru Gobind Singh). God, according to him is, no doubt, 
Almighty, All-Powerful and Supreme, yet one within the approach of a common man 
irrespective of caste and creed and one with Whom man can have intercourse.

Guru Gobind Singh has shown a definite leaning towards Vishishtadvait conception 
of God or modified monism in which man's spirit is considered to be a portion of God and 
which when finally reunited to God, retains its own individuality and conciousness.

Benti Chaupai—405 (385)

Jap. (1)

1. P. Ch.—Benti Chaupai—405 (385) Zafarnama, (71) 2. B. N. VI, (4) 3. B. N. VI, (42) 4. P.Ch.—
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SOUL, TRANSMIGRATION AND SALVATION
Guru Gobind Singh believes, like other Bhaktas, in the emanation of soul from God, 

and its eventual salvation by way of merging into Him. This thought is ancient and is 
met with in the Upanishads and the Bhagwadgita. There are verses in the Dasam Granth,
which are inspired by this thought, e. g.,

“As in one stream millions of waves are produced, the waves being made of water all 
become water.

So from God’s form non-sentient and sentient things are manifested, and springing from 
Him, shall be united in Him again/’1

“As light blendeth with darkness and darkness with light, so all things have sprung from God 
and shall be united in Him.”2

The Guru maintains further that those who do not believe in God, are punished by 
Him in the form of transmigration :

“He who knows not the one God will be born time and again.”3

Disbelief in God is, thus, a sin in the eyes of the Guru. No less sinful is, however, 
a disbelief in the mission of the Guru and a faith in the learning of ancient scriptures. The 
latter sin is also punished and the disbeliever is reborn again and again until he realises 
his sin. In this connection, he reveals that God said to him thus :

“They who shrink from suffering,
And, forsaking Me, adopt the way of the Veds and Smiitis,
Shall fall into the pit of hell,
And continually suffer transmigration.”4

The transmigration of soul can, according to the Guru, be brought to an end and 
salvat*on attained, if one loves God and endures physical sufferings. As narrated in the
Bachiira Natak God Himself tells him :/

“ I hey who endure bodily suffedngs.
And cease not to love Me,
Shall all go to paradise,
And there shall be no difference between Me and them.”5

The same thought is expressed in the Akal Ustat also,
“He who with single heart meditateth on Him even for a moment.

Shall not fall into Death’s noose.5

“They who touch the feet of the Lord of wealth shall not again resume a body.”?
Again, in the Shabad Hazare, the poet stresses the importance of the need of 

God’s protection only :
“Except in the protection of the one sole God, nowhere is salvation.”8

Guru Gobind Singh, accordingly, takes God as the origin and destiny of soul 
and believes in the transmigration of the soul and its eventual salvation. He vehemently
rejects the belief that salvation is obtained by penance, lip-worship and self-immolation.
1. A. U., (87)

B. VI (21)
2. A. U., (88) 
6. A.U., (10)

3. Mehdi Mir (5, ii) 
7. A.U., (28)

4. B. N.,vr, (22) 
8. Sh. H„ (9)
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THE COMING OF A SAVIOUR
Guru Govind Singh believes in the idea of a saviour appearing from time to time 

when the world is in trouble and wickedness takes the upper hand of virtue. The Guru 
says :

Whenever a whole avalanche of miseries and sufferings rolls down upon the human creation the 
Avtar incarnates himself into ene or the other form (animal, human or supernatural).1

He further says that he, too, has assumed birth with the same purpose:
“I assumed the birth for the purpose of spreading the faith, saving the saints and extirpating the 

the wicked.”®

He, however, believes that the saviours (Avtars) are not descents or incarnations of 
God ; they are the elevated souls blended with Kal-Purakh •

‘‘There are millions of Bishen and Mahesh in the body of Kal-Purakh (God).”3

These elevated souls are called upon to come to the rescue of mankind in dis
tress and save them from humility :

•‘The Infinite Kal-Purakh ordered Bishen to incarnate in the form of Bawan as eighth Avtar.”4

Having done the needful,the Avtar goes back and remains blended with Him.
“Having relieved the earth of the burden, the Avtar (Bishen) went back to Heaven and remained 

blended with Him.”6

THE UNIVERSAL BROTHERHOOD
The Guru’s conception of universal fatherhood of God leads to his belief in the 

universal brotherhood of man. Though Guru Gobind Singh hated tyranny and rebelled 
against it, yet he bore no ill-will against any religion or community. He regarded 
all human beings as the children of the same common father :

“All men have the same eyes, the same ears, the same body, the same build, a compound of 
earth, air, fire and water.”6

51*1 5151 fit! ^11**33 STITTl || 33 33 3*3 *3331*1 11 Ch. A., Intro. (2)

33T W 33*3 3R3 II
W*3c3T33 33*3 337*313 II — Bhagvadgita, IV (7)
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By nature they are the same. It is only in the outward appearance that they differ i
•‘Deities, demons, yakshas, heavenly singers, Mussalmans and Hindus adopt tbe customary dress 

of their different countries.”1

They have also different modes of worship though the object of their worship is the 
same, the one and the same God.

“The temple and the mosque are the same ;
The Hindu worship and Mussalman prayer are the same.”2

‘‘The Sikh Gurus made this improvement on the previous idea that they declared 
the whole humanity to be one, and that a man was to be honoured, not because he 
belonged to this or that caste or creed, but because he was a man, an emanation of God, 
whom God had given the same senses and the same soul as to other men3” :

“Recognize all human nature as one.”4

“All men are the same, although they appear different under different influences.
“The bright and the dark, the ugly and the beautiful, the Hindus and the Muslims, have 

developed themselves according to the fashions of different countries.”5

All men are the same; it is through error they appear different :
“Allah and Abhekh are the same ;

The Puran and the Quran are the same;
They are all alike ;
It is the One God who created all.”*

“What is a Hindu or a Mussalman to one 
From whose heart doubt hath vanished.?
The Muslims use the Tasbih and Hindus Mala ;
The Muslim recite the Quran, the Hindu read the Puran.”7

Those who have not realised the essential unity of humanity in God, are a source 
of great mischief to the society :

“Fools have wrangled and died over discussion of these differences.”8

These wranglers do not love God. They have not had any experience of meeting 
Godjnor do they have any principles. He further says that:

“They who love God
Heed not these divergences and live joyfully.”9

They who realise the primal Being
Let no other belief enter their minds and hearts.

But
They who cherish another belief^will not realise the Lord, Our Eternal Friend ”10

l.
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(b) Devotional Poetry

WORSHIP
In the centuries before Guru Gobind Singh, the Bhakti movement had developed 

greatly in India. Guru Gobind Singh is in the line of succession of the religious leaders like 
Ramanand, Kabir, Tulsi,Sur and Nanak who advocated bhakti or loving faith and devotion, 
for those who would find God. According to Guru Gobind Singh, the ultimate goal of 
human existence is the attainment of real and eternal happiness which results from the 
liberation of the soul from transmigration, by way of its reunion with God,Who is its orgin 
and destiny. For salvation and enjoyment of inherent bliss, therefore, man must seek union 
with his Creator, and that is possible through worship alone :

Salvation
"They who touch the feet of the Lord shall not again resume a body.”1 

"God is worshipped that by worship salvation may be attained.”2

Immortal Bliss
If you wish (to have) always happiness of every kind, then plunge deeply into the sweetness 

of God.”3

"if thou desirest to obtain the Supreme bliss, be absorbed in the love of God.”4

Immense Wealth—No Use
He apprises people of the fact that :

"Without worshipping the name of one God and loving Him, even kings are of no account.”* 
"Without worshipping the name of the Lord, they (Emperors) went at last to their final 

home (graveV’8

False Worship—A Distraction
He warns lbs followers against the false worship which may distract them from the 

right path and cause utter frustration :
"O man, worship none but God, not a thing made by Him.”7

The Guru says union with God cannot be attained by false worship :
“No advantage can be obtained by the practice of false religion.”*
"The Merciful One is not pleased with circumcision.”8

Speaking for himself, he says:
"I will not close mine eyes (as some Indian faqirs do) or do any thing for show.”18

Real Worship
The Guru, therefore, enjoins his disciples first to put faith in God, aspire) for 

union with Him, develop perfect love for Him and then meditate on His name :
FAITH

Faith is the sheet-anchor of an aspirant. The Guru says :
"Put faith in no created thing beside the Creator.”11 

“Own Him as thy God.”12

'There is no salvation for thee except in His name.”13

“Blest is his life in this world who repeateth God’s name with his lips and meditateth war ia 
his heart.”14

1. A. U., (28) 2. B. N. I, (99—
5. A. U., (24) 6. A. U., (23)
9. B. N., I, (ICO) 10. B. N„ IV (52)

13. Sh. H., (10) 14. K. A., (2492)

3, Sh. H., (3- 
7. Sh. H., (3) 

II. Sh. H., (5)

-m) 4.

12.
-Bhagvadgita,

A. U., (246) 
S., (19)
Sh. H., (6) 
VIII (7)
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Without faith God cannot be obtained. Want of faith naturally weakens the desire 
to lead a line of spiritual discipline :

“How can he who is the slave of worldly desires and ever clever in obtaining wealth, obtain the 
one Lord of the world without faith in Him 7”1

“How can he who is a slave to worldly desires and addicted to lust and wratb, find God without 
faith?”2

"Without faith how can there be any such meditation (on divine knowledge).”3

ASPIRATION
Faith begets desire, desire begets knowledge. Without Bhavana (aspiration) there is no 

quest and without quest there is no knowledge :
“Without Bhavana one cannot attain salvation.”4 

"Without Bhavana there can be no knowledge.”5 

•'Without Bhavana one cannot attain God ”6

PERFECT LOVE FOR AND DEVOTION TO THE MASTER
The unflinching faith in God and a keen aspiration for Him should develop 

into perfect love for the Master and fullest and exclusive devotion to Him.
The Guru is himself enamoured of God and instructs his followers to develop their 

love for Him Who is the highest object of love :
"I am enamoured of Thy form,
No other gift hath charms for me ”7

“I speak verily, hear me all ye people —they who love God have obtained Him.”8

The Guru then expects his followers to be absolutely devoted to God, because :
"He made millions of Indras and Kings.

Many Brahmas and Vishnus who meditate on Him.
Many Rams, Krishans and prophets 
No one is acceptable without devotion.”9

The true devotee of God lives in bliss even though a poor man :
"A pallet of straw is dearer to us, if the Dear one be there.

Palaces burn us like the infernal fire, if Thou be not with us.”10
Devotion to the Lord is a life of praise, prayer, repetition of God’s name, righteous 

deeds, etc. This is the easiest road to success for an aspirant of bliss :
(i) Praise and Prayer

Praise and prayer are much used in Sikhism. The Sikh scriptures consist chiefly 
of these.11 The Dasani Granth contains a large number of verses in praise of God composed 
in the stotra style. The works like the Akal Ustat and the Jap are solely devoted to this 
form of poetry, while many other parts of the Granth begin with praises of and 
invocations to God.

Prayer means not a mere psychological union with God but an active yearning 
of the soul to feel one with Him, who is always active, always patient, and always 
hopeful. Prayer should, therefore, inspire a devotee to do God’s will.12

A- tJ-> <79) 2. A. U., (80) 3. A. U., (83) 4. A. IT., (81)
6. A. U., (83) 6. A. U., (79) 7. B. N., VI (40) ' 8. A. U„ (29)

A. XJ., (38) io. Sh. H. (6) 11. Sikhism, (126) 12. Sikhism (126)
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A Sikh prayer generally begins with an invocation to God. followed by invocations 
to the Gurus in the order of precedence. The highest ideal of godliness, according 
to the Sikhs, was realised in Guru Nanak and his successors. Therefore, they 
are invoked next.

"May the Holy Sword assist me !
Having first remembered Bhagauti
Meditate on Guru Nanak, then on Guru Angad, Amardas and Ramdas, May they assist me !
I call to mind Arjun, Hargobind, and the holy Har Rai,
I meditate on the holy Har Krishen 
A sight of whom dispelled all sufferings
I invoke Tegh Bahadur that the nine treasures* may hasten to my home.
Ye, holy Gurus, everywhere assist.”* 1

The Guru directs his followers to pray for His protection :
"I speak the truth, hear it attentively—without entering the protection of the compassionate 

to the poor
And loving Him can God be found ?”2 

“Thou shall only escape from Death's noose.
When thou seizest the feet of Him who existed before the world.9,3 

“I have found refuge at the feet of God.”4

In the Akal Ustat also, protection of God is sought :
"May we have the protection of the Immortal Being !

May we have the protection of All-steel !
May we have the protection of All-death !
May we have the protection of All-steel !”5

An excellent spiritual exercise for an aspirant is to weep before the Lord with an 
open heart, in a piteous and pathetic manner and in solitude. At the end of the 
Fakhyan Charitra in Bend Chaupai, the Guru makes supplication in the following words :

“O God, give me Thy hand and protect me,

Deem me Thine own and cherish me,

O Thou with the sword on Thy banner, protect me,
• • • » ••• + + +•••«•»•«#

Preserve me, O Thou Preserver.”6

*Untold wealth or prosperity. In the Hindu scriptures these treasures are specifically mentioned.—Sikhism, 120

1. Ch. diVar, (1)
•fIhis piece is in praise of Bhagauti, or God, and not the goddess Durga, as some suppose. In Guru Cranth Sahib, 

wherever the word Bhagauti occurs, it means God or His worshipper. In this Far Bhagauti is described as the Creator of 
Durga, Brahma, Vishnu, Shiva, Hama, Krishna, etc. It could not be Durga, therefore. In the story of Chandi the Goddes3 
is not once named Bhagauti. In the writings of Guru Gobind Singh, the word Bhagauti means the sword or God, and God is 
often addressed as the sword. Guru Gobind Singh is very clear against the worship of gods and goddesses. He says :

I do not worship any creature.
I worship only the Creator,—Hazare-de-Shabad.
I do not propitiate Ganesh ;
I never meditate on Krishan or Vishan ;
I have heard of them, but I know them not,
It is only God’s feet I love.—Krisana Avtar.”—Sikhism, 120

2, B. N„ T (100) 3. Sh. H., (5) 4. B. N., VI 5. A. U. (1) 6. P. Ch.-Benti Chaupai-405 (377, 381, 382).
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(ii) Love of the Name of God
One form of devotion according to the Sikh GurusJ is the repetition of the name* 

of God, The word Name means manifestation of God or His attributes, His mercies, from 
which we know Him. The Guru himself imbued with the name of God, stresses the need 
of repetition of His Name :

“I will repeat the One Name which will be everywhere profitable.”1 

“I will repeat Thy name and avoid endless sorrow.”®
"Sorrow and sin have not approached those who have meditateth on Thy name.”8 

"Fools utter names, but know not their meanings, and worship not Him by whom man is 
protected.”4

“He who repeateth Thy name shall save his relations.”*
"Make the support of the Name thine alms.”*
"He who repeateth Thy name shall be free from poverty and the assault of enemies.”7 

"Without the support of the one Name deem all religious ceremonies as superstition.”*
"Repeat God’s name, establish God’s name in thy heart.

Do penance unto God, and repeat His name.”*
Regarding himself he says :

“I am imbued with Thy name, O God ”1*
I am not intoxicated with any other honour.”11 

I will not repeat any other name,
Nor establish any other God in my heart.”1*

"The name of no other do I pronounce.”18

“I will repeat God’s name and all my affairs shall prosper.”14

In accordance with the bhakta poets, and particularly his predecessors, the nine 
Gurus, Guru Gobind Singh has used for God various names belonging to the Hindu 
and Muslim cults :

Hindu Cult
Brahma,16 Bishambar,10 Chakradhar,17 Chakrapao,18 Gobind,19 Gopal,20 Gopinath,21 

Hari,22 Madho,23 Murari,84 Narayan,25 Mukand 28 Parmeshwar,27 Prabh,28 Padmapati,29 

Umapati,30 Saraogdhar,31 Neel-Kanth/2 Narhar,88 Neel-basan,34 Banwari,35 Madmardan,3* 
Dharadhar,37 Ram,38 Krishan,39 etc.

$ SRsl rtfT II—Japji, Pauri, 32

IftT \ 'fffb: II—Japji, Pauri, 20

‘The practice of the Name is emphasised again and again in the Sikh scripture.*.’’—Sikhism, p. 2
‘God is described both as nirgun, or absolute, and sagun, or personal. Before there was any creation, God lived

absolutely in Himself, but when He thought of making Himself manifest in creation He became related. In the former case, 
*‘When God was Himself self-created, there was none else; He took counsel and advice with Himself; what He did came to 
pass. Then there was only the Formless One Himself; creation was not then (Gujri-Ki-Var of Guru Amar Das.) There was 
no sin, no virtue no Yeda or anj other religious Kook, no caste, no sex.”—Sikhism, p. 2

‘When God became Sagun or manifest He became what is called the Name and in order to realise Himself He made 
nature wherein He has His seat and is diffused everywhere and in all directions in the form of love.”—Sikhism, p. 2

1. B. N. VI, (37) 2. B. N. VI. (40) 3. B. N., VI, (41) 4.
6. Hi. H., (2) 7. P Ch„ 405 (400) 8. A. U., (50) 9.

11. B. N , VI (39) 12. B. N., VI (37) 13. B. N.. VI (38) 14.
16. A. U., (164) 17. B. N., I (89) 18. B. N. I, (89) 19.
21. A. U., (74) 22. Jap, ;8.7, 250) 23. Sh. H., (4-i) 24.
26. Jap. (94) 27. Jap (172) 28. A. U. (149) 29.
30. A. U., (250) 31. G. P., (35) 32. Sh. H. (4-i) . 33.
34/
3d

Sh.H. (4-i)
P Oh., 1 (0)

35. Sh.H.. (4-i) 36. Sh.H., (1) 37.

A. U., (74) 5. A. U., (25)
A. U., (62) 10. B. N., VI (38)
B. N., VI (51) 15. A. U., (82)
Jap, (94), 20. A. U., (74)
Sh H., (4-i) 25. Sh, H. (4-i)
A.U., (244, 245,246,147)
Sh.H., (4-i) ; P.Ch., 1 (5) 'T- - Q

Sh. H., (1) 38. P. Ch., 1 (6)
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Muslim Cult

Allah,1 Karim,3 Razaq/ Rahim/ Sahib/ Rafiq/ etc.

The names used by him are personal and impersonal, transcendental and immanent, 
and metaphysical and mysterious :

1. Personal
God viewed as having a definite form or shape (¥*T) 

Akal-Purakh* 6 7—(Immortal Being)
Puran-Purakh8—(Perfect Personality)
Banwari9 * *— (Lord of vegetable kingdom)
Shahanshah or Patshah19—(A King of kings)
Kharag-dharam11—(Holder of sword)
Ugra-darham12—(With strong teeth)
S unda r18—(Beautiful)
Husn-ul-Wajuh14—(Of beautiful face and body)

2. Impersonal
God viewed as a spirit W*)

(i) The Form Pure

Arupu—(Of no form)
Anang19—(Incorporeal)
Aneel17—(Countless)
Ajune1*— (One who never comes in mother’s womb, without feminity} 
Mahajot19—(Supreme light)

(ii) God as Conscious
Chit29—( Conscious)

Gian31—(Kn o wl ed ge)
Tri Gun Atit22— (Beyond the three gunas)

(iii) God in terms of matter, time and space
(a) MATERIAL

Atoi23—(Unweighable like an ocean)
Abhang24—(Unbreakable)
Achhed2b—(Unpiercable)
Achheh29— (Imperishable, Immortal)

1. Jap (38) A. U., (J6)
5. A.U. (6, 26), P.Ch. 405 (382) 
9. Sh. H., (4)

12. B. N., I (89)
16. Jap, (7l)
20. Jap; (58, 198)
24. Jap, (15)

2. Jap (25) ; A. U., (269)
6. Jap (36)

10. B. N., II (1) ; Jap (1, 88) ;
G. P. (47) ; J, N.,(7I)

13. A. U.; (246, 247)
17. Swaiya (2, 5) ; Jap (7)
21. A. U., (83)
25. B. N. I; Jap, (7) ; G. P. (1, 3)

3. Jap (110) ; A. U. (244, 269) 4. A. U., (269)
7. Jap (84) A, U,, Introductory line 8. Jap (83)

11. B.N., I (85)

14. Jap, (21) 15. Jap, (2)
18. Sh. H., (5) : Swaiya 5 19. Sh. H , (4)
22, A. U., (11) 23. A, U., (128)
26. G. P., (3)
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(b) TEMPORAL
Adi1—(The Beginning)
Anadi2—(Without any begining)
Ant3—(End of all)
Beant4—(Beyond end, Endless One)
Avagat5—(Eternal, always the same)
Afcal6—(Timeless)
Trikal Darshi7—(Seer of the present, past and future)
Sada8— (Ever-existing)
Hamesh-ul-rawan9— (He goes on for ever)
Chakradharw—(OaQ who holds the cycle of time in his own hands)

(c) SPATIAL
Atham11—(Placelessj)
Alok12 — (Does not belong to any particular world)
Ades13—(Does not belong to any particular country)
Sada-Jag-Maheu —(Always in the world)
Tribhavan-Mahip15—(Lord of the three worlds)
Samastam-Prasije16—(Pervading everywhere)

(iv) Omnipresent
Sarab-bhaune11— (Omnipresent)
Sarab-giunae18—(All pervading)
Adho'urdh-ardham19—(Filler of all space below, above and in the middle) 
Sanast-ul-niwisi20—(Dwelling everywhere i.e. Omnipresent)

(v) Omnipotent
Sarabpalak21 — (Preserver of all)
Sarah gnalak22—(Destroyer of all)
Sarab-ko-punikal2B — (Ultimate death of all)
Sarah khapaeu—(D$poser of every thing)
Sarab'thapae25—(Greater of every thing)
Gharan-bhanjan haru— (Preserver and destroyer of all)
Tnbhavan Mahip27—(Lord of the three worlds)
Sab 'ko -Karta28—{T He Greater of all)
Sab-ko KaP—(The destroyer of all)
Biswapai30 ~~ (Protector of the world)
Jagat-kai31 — Destroyer of the world)

(vi) Omniscient
Sarab-Giata32 — (Omniscient)
Par am- Giata33 — (Possess or of perfect knowledge)
Trikal-Darshiu—(Seer of the present, past and future)
Antarjami35 — (Knowing every thing innermost)

]. Sb. H. (5, 7), A. U., 251, Ch. Ch. I, (1) 
5. Sh. H., (7), Ch. Ch. I. (1)

P. N. VI, (62), G. P. (12)
9. Jap, (156) 

14. K.A., (1900)
19. Jap, (59)
24. Jap, (20)
29. A.U., (10) 
34. Sh. H., (4)

10. B. N. I, (89) 
15. Jap, (1/
20. Jap, (68)
25. Jap, (20)
30. A, U., (75)

2. A. U., (251) 
6. A. U. (9)

11. Jap, (4)
16. Jap, 72 
21. Jap, (79)
26. Jap, (83)
31. A. XL, (75)

3. A. XL, (7)
7. Jap (66) ; Ch. Ch. I. (1) ;

Sh. H.. (4).
12. Jap, (41)
17. Jap, (22, 45)
22. Jap, (79)
27. Jap, (12)
32. Jap, (72)
35. A. U. (2)

4. B. N. VI, (38) 
8. Jap, (58)

13. Jap, (63)
18. Jap, (45)
23. Jap, (79)
28. A. U. (10)
33. Jap, (52)
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3. Transcendental
(Out of, beyond ; too high, outside)

Paratam1—(The soul beyond ; The original Soul)
Tuhi2—(Thou)
Tun3—(Thou)
Turn4 —(Thou)
Dur5—(Very far)
Sahib6-(Lord)

4. Immanent
(Near, pervasive, inherent)

Rame7—(Immanent)
Sarabatam8 — (All pervading)
Sarab-bhaune9— (Omnipresent)
Sarab-gaunae10—(All pervading)
Sarab'dhandhe11—(Whose hand is in all concerns of the world) 
Adho-urdh-ardham12— (Filler of all space above below and in the middle) 
Jale13—(fn water)
Thaleu — (In land)
Sarab-bhese'15—(Immanent in every form)

5. The Guru refers to God in the following other ways too :
(a) METAPHYSICAL AND MYSTIC CONCEPTS 

I ferns16—(Changeless)
Akal17 —(Timeless)
Nribujh18 — (Not cognisable, Inascertainable)
Agadhi9—(Unfathomable)
Asooj h2° — (Invisi ble)
Ageh21—(Intangi bie)
Agah22— (Unfathomable)
A gam23 ~ (Inaccessi ble)
Achhehu—( Immortal)
Nidhane25—(Treasure of all excellencies)
Amik26“ (Most profound)
Anbhau Parkash27 — (Intuitively known)

(b) THEISTIC
Gopal28 — (Cherisher of the universe, Cow-herd)
Pratipal29 — (Cherisher)
Gobind30 — (Cherisher of the universe, Cow-keeper)

1. G. P., (128) 2. A, II., (65), S. M., (4, 5) 3. S. M„ (6) 4. S. M., (7) 5.
6. A. U., (26) 7*. Jap,(16) 8. Jap, (184) 9. Jap (22, 45) 10,

11. Jap, (25) 12. Jap,)59) 13. Jap,(62) 14. Jap, (62) 15.
16. Jap, 17. Jap, (77) 18. Jap, (37) 19. A,U„ (251) Jap (7, 127)
20. Jap, (7) 21. A. U., (247) 22. Jap, 44* 42) 23. Jap, (16, 40, 139) 24.
25. Jap (12) 26. Jap, (12) 27. Jap, (1) 28. A. U„ (74)
29. A. U., (190, 194) 30. Jap,(94)

Jap, (18) 
Jap, 45) 
Jap, (66)

A.U., (247)
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(c) AESTHETICAL ATTRIBUTES
Sundar'-i Beautiful)
Husn-ul-Wajuh2—(Of beautiful face and body)
Husnul Charag3—(beauty of a Lamp)
Git Gitei—(Substance of all songs)
Tan Tane5—(Substance of all musics)
Nad Nade6—(Substance of all rhythmical sounds)
Wahiguru7—(Wonderful Lord)
Anbhau Prakas8—(Self-luminous)
Anup9—(Most beautiful)
Param Rupe1®—(Perfect Beauty)

(d) POLITICAL AND SOCIAL ATTRIBUTES
Rajan Raj11—(The Ruler of rulers)
Shah*2—(King)
Sachche Patshah13—(True King)
Shahan Shahu—(The King of kings)
Sarab Sahara15—(The King of all)
Sarab Bhoope16—(The King of all)
Rajadhi Rajan17—(The Ruler of rulers)
Raj Rajeswaram18— ' The King of kings)
Sah Sahan19—(The Sovereign of sovereigns)
Bhoop Bhoope20—(The King of kings)
N rinathe21—(King)
Raj Raje22 — (The King of kings)
Sah sahe23—(The Sovereign of sovereigns)
Rajan Raju—(The King of kings)
Rankan Rank25—(The Poorest of the poor)

(e) MARTIAL GOD 
Rokh Rokhe26—(With terrible wrath)
Sarab Jeetam27—(All-conquering)
Sarab Bheetam28—(Awe-inspiring)
Narainae Karoor-karmae29 - (Eternal Lord of terrible action)

(f) BELONGING TO THE VEDIC RELIGION
Indra30 — (The god of firmament, the god of rain, the king of gods) 
Indra Indre31—(Lord of Indras)
Bhrm32—(The Sun)
Bhan Bhane33— (The Sun of Suns)
Suraj Surajeu — (The Sun of Suns)

l. A. U. (246, 247), G. P., (39) 2. Jap, (121) oO • J ap, (151) 4. Jap, (47, 68) 5. Jap, (47)
6. Jap, (48) 7. Jap, (Introductory lire)l 8. Jap, (1) 9. Jap, (29)

10. Jap, (50) 11. B. N I (9), II (1) <Jap (89) ; G, P. (39, 47) 12. Jap, (1) 13. J. N., (71)
14. Jap, (67, 88, 109) G. P., (30, 47) 15. G.P. (2) 16. G. P (2) 17. B.N., I (9) 18. Jap, (52)
19. Jap, (59) 20. Jap, (55) 21. Jap, (65) 22. Jap, (67) 23. Jap, (67)
24. B. N. II, (i) 25. Jap, (90) 26. Jap, (68) 27. Jap, (69) 28. Jap, (69)
29, Jap, (53) 30, Jap, (119) 31. Jap, (185) 32. Jap, (119) 33. Jap, (46, 47, 89) 34. Jap, (185).
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Chandra1— (The moon)
Chandra Chandre2— (The Moon of moons)
Ravi3-(The Sun)
Shashi*—(The Moon)

(g) BELONGING TO THE HINDU MYTHOLOGY
Kachh5 — (The Tortoise)
MachhQ- (The Fish)
Chakarpane7—(Holdeth the disc)
Muran8~-\The enemy of Mur demon, Appellation of Krishna;
Padmapati9 — (Lord of wealth)
Umapaii11—(Lord of Uma)
Banwari11—(Lord of forests)

<h) NEW NAMES OF GOD INVENTED BY GURU GOBIND SINGH A3 EMBODIMENT AND
SOURCE OF BRAVERY

A fed12-—(The Immortal)
Sarabloh13—(All-steel)
Mahanloh1*— (Great-steel)
Sarahkal15—(All-death)
Mahankal16—(Great-death)
Asidhuj17 — §Having sword on his banner)
Kharagketu18—(Having sword on his banner)
Asipan19—(Having sword in his hand)

Guru Gobind Singh has, thus, used many names for God. But it is not in any 
way to countenance polytheism ; rather, in this way he leads people to feel that though they 
might use different names, there is only one God.

The repetition of the name of God with Guru Gobind Singh, seems, rather to be a 
means by which he reminds himself of God’s reality and brings to recollection all that 
the name connotes, and so it helps him to realize his union with God.

(iii) Meditation and Introspection
Guru Gobind Singh has expatiated upon the value of meditation, introspection 

and inner-realisation of self as an element in the Supreme. He says :
“O men, meditate in your hearts on Him whose immeasurable cower is diffused throughout 

the world/’20
Without meditating on the name of the Compassionate to the poor, the Deathless, 

they have at last gone to the Death’s abode/’21 
“Sorrow and sin have not approached those who have meditateth on Thy name,”2
“Without meditation on divine knowledge,fools are drowned in hell’s river/’23

.............................................................................. ..................... *•' j ________

J. Jap. (lit)) 2. Jap, (47, 185) 3. K. A., (1900) 4. K. A., (1900) 5. P. Cb. , 1 (1.5

6. P. C!b., 1, (151 7. B. N., I, (89) 8. Sh. H. (4 -i) 9. A.U., (244, 245, 246. 247) 10. A. IT., (250)
11. Sh.PC (I—vj 12. A. U., (252) : Jap, (192) ; 13. A. U„ (1) 14. K. A., (435)

15. A. U., Introductory stanza 16. K. A,, (435) 17. P. Ch.—Benti Chaupai
—405 (381)

18. P. Ch.—Benti Chaupai—405 (406) 19. Rama Avtar, (863) 20. A.U., (250)
.21. A. U., (252) 22. B. N., VI (28) 23. A. U., (S3)
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“He who with single heart meditateth on Him even for a moment, bhall not fall into 
Death’s noose.”1

“They who meditate on any one else shall die of arguments and contentions/’2 
“I will meditate on the name of the Endless one and obtain the supreme light.”3 
“I will meditate on the Supreme and thus remove endless sins.”4
“On no other do I meditate.”5

Faith and meditation beget knowledge and knowledge leads to self-realisation.

(iv) Divine Knowledge

The poet tells us that the highest object of knowledge is God :
“He who is subject to worldly desires danceth with gestures, but being devoid of divine knowledge 

how shall he obtain heaven ?”6
How many fly in the firmament ! How many dwell in water 1 But they shall all be burnt in the 

fire for want of divine knowledge.7
“Without divine knowledge (penitents and readers of the Vedas) are all subject to the noose of 

death and ever wander through the cycle of ages.”8 
“How shall the wretch who is subject to woman and devoted to lust and wrath, be saved without 

the knowledge of one God/’9
Without Bhavna there is no quest and without quest there is no knowledge. 

Guru Gobind Singh despises the traditional beliefs of blind followers of orthodox religion :
“Without divine knowledge one is never absorbed in the great benefactor.’’10 
“Without divine knowledge (they) are always subject to the noose of death and ever wander 

through the cycle of ages.”11
"Being devoid of divine knowledge, how shall he obtain heaven.”13

(v) Good Actions
The life of devotion and introspection is not to be one of idle mysticism but of 

active service done in the midst of worldly relations. There can be no worship without 
good actions. These actions, however, are not to be formal deeds of so-called merit, but 
should be inspired by an intense desire to please God and to serve fellow men.” At the end 
of the Chandi Charitra, the Guru says :

“Give me this power, O Almighty,
From righteous deeds I may never refrain,
Fearlessly may I fight all battles of life.
Full confidence may I ever have in asserting my battles.
When the mortal life comes to a close
May I die with the joy and courage of a martyr.”13

1. A. U., (10) 
7. A. U„ (89)

2. B. N., VI (41) 3. B.N., VI (41) 4. B.N , VI (39) 5. B. N..VI, (38) 6. A. U., (82)
8. A. U., (76) 9. A. U„ (71) 10. A. U„ (82) 11. A. U„ (76) 12. A. U„ (82)
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In the same spirit, he adds :
“I am the son of a Kshatri, not of a Brahman, how can I perform austerities ?

How can I turn my attention to Thee, O Lord, and for3ake domestic affairs ?

Now be pleased to grant me the boon I crave with clasped hands that 
When the end of my life cometh I may die fighting in the mighty battle.”1

Love and Favour of God
In the end, the Guru firmly believes that all the efforts for the attainment of God, 

without the light and favour of God, are fruitless :
“Without the light of true love hath anyjane obtained the honour of finding God.”2
“Without a partic'e of the love and favour of God they (Saravagis, Sudhs, Sidhs, Jogis, Jatis, 

Demons, Demigods, Religious sects) are only worth a ratti (a little).”3
“God holds dear not only those who love Him but He also grants His love to those who do 

not love Him.”4

The way, as Guru Gobind Singh says,to realize Him is only one and that, too, is not 
knowledge, formalism or the so called meritorious actions which establish a claim to 
reward, but love and faith, the aim being to obtain final emancipation and the grace
of God.

(c) Didactic Poetry

The didactic strain in the religious poetry of Guru Gobind Singh, or for 
matter of that, in the poetry of Guru Nanak, may be traced, as we have hinted at 
already, to the influence of the Nirguna School of Bhakti Movement. These mystics were 
reformists,as well. Ramanand and Kabir grounded their philosophy on everyday life 
and combined their mysticism with moral teachings. Good actions, good thoughts and 
good words formed the basic conduct which showed the way to spiritual life. Kabir, and 
after him, Nanak stressed the importance of strictly moral conduct and refuted false 
prevalent superstitions. The critics of today may not like didacticism in poetry but there 
was a time when poetry was composed not for poetry’s sake but for making human being 
better than before. It was not a hand-maid of Cupid as it is today, but of God himself. 
It does indeed make moral teaching more forceful which otherwise would be direct, dry 
and hard to assimilate.

The aim of the didactic poetry in Guru Gobind Singh’s works is to develop a good 
moral character which will pave the way for spiritual progress. A pure mind and a pure

ijr 5) *rr*R I 33 I 1 qm 11
srs 5T3TR f^rt Jtf d 11
3TW If f*T 333 URTT WK 3>it II

5tsi m? qft ftrpr ^rr% ft *st 11 k.a„ <2489)
ftrt STWIS qf% fq$?T qf qR II A-u",2i5^

4. A. U., (243)

1.

3. A. U., (21)



202 THE POETRY OF THE DASAM GRANTH

heart can beget true and noble desires which alone can render one fit for spiritual devotion. 
According to Guru Gobind Singh :

“God is virtue’1 (Karam and Dharam)1 

“Perennial Fount of virtue.”2

One should, therefore, be virtuous. One should be truthful:
“Every body ought to be a man of word, and not utter one thing while he meditateth another.”3 

“The merciful showeth mercy to him who acteih honestly.”4

Regarding ahinsa, the Guru says :
“Smite not anyone mercilessly with the sword, or a sword from high shall smite thyself.”6

The Gurus laid the foundation of man’s uplift, not on such short-cuts in mantras, 
miracles or mysteries, but on man’s own humanity, his own character ; as it is character
alone, the character already formed, which helps us in moral crises.8

“He is not appeased by incantations, written or spoken or by charms/'7

Man is endowed with such weak faculties that he stumbles at each step and yet it 
is expected of him that :

“He should not step on the bed of another’s wife even in a dream.”8

Condemning egoism, the Gum says,
“Gods and demons have been ruined by their egoism.”9

He, therefore 3 advises the disciples, saying :
“Amass the wealth of contemplation and run away from egoism, the mortal sin.”1®

Yog, asceticism and renunciation are not religious denominations, creeds or cults, 
but each embodies a set of moral virtues.

(i) Renunciation 
Regarding renunciation, he says :

“O man, practise asceticism in this way :
Consider thy house altogether as the forest and remain an anchoret at heart.
Make continence thy matted hair, union with God thine abiotic ns, thy daily religious duties 

the growth of thy nails.
Divine knowledge thy spiritual guide ; admonish thy heart and apply God’s name as ashes to

thy body.
Eat little, sleep little, love mercy and forbearance.
Ever practise mildness and patience, and thou shall be freed from the three qualities.
Attach not to thy heart lust/vrath,covetousness, obstinacy, and worldly love.
Thus shah thou behold the Real Soul of this world, and obtain the Supreme Being.”11

(II) Asceticism
Ascetism, to him is an attitude of mind that should be applied to the facts of life:

“O mortal, touch the feet of the Supreme Being.
Why steepest thou the sleep of worldly love ? Be sometimes wakeful and alert.
Why instruct others, O beast, since thou hast no knowledge thyself ?
Why ever accumulate sin ? Even now lay aside the love of it.
Deem such things simply as errors and love truly religious acts.
Ever lav up the remembrance of God ; renounce and flee from mortal sin.
By this means shall thou not encounter sorrow or sin, and escape from Death’s noose.
If thou desire ever to have a happiness of every kind, be absorbed in God’s love.”12

1. Jap, (87) 2. Jap, (161) 3. J. N\, (55) 4. J. N., (101) 5. J. N., (69)
6. Sikhism, 8 7. Ch. A. Intro. (17) 8. P. Ch., 21 (51) 9. A.IT., (245) 10. Sh. H., (3)

11. Sh. H., (1) Cf. Bl.agvadgita II (55f) and XII (12-15) 12. Sh. H., (3)
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About yog, the Guru thinks thus metaphorically :
“O man, practise Jog in this way :

Make truth thy horn, sincerity thy necklace, and apply meditations as ashes to thy body 
Make restraint of thy heart, thy lyre, and the support of the Name thine alms ;
Play the primal essence as thy strings, and thou shalt hear God’s sweet song,
By the practice of the songs of divine knowledge, waves of melody and exquisite pleasure 

shall be produced.
The demons and the demigods in their celestial chariots will be astonished and the munis 

intoxicated with delight.
Admonish thy heart, don the garb of self-restraint, and utter God’s name inaudibly.
So shalt thy body ever remain like gold, and death never approach thee.’’1

The Guru denounces the prevalent form of yog :
“O Jogi, jog consisteth not in matted hair.

Why wear thyself out and kill thyself wandering ? Consider this in thy mind.
The man who knoweth the supreme divine knowledge shall obtain the great reward ;
He shall then restrain his mind in one place, and not run wandering from door to door.
What avalleth it to leave one’s home, run away, and dwell in forest.
When one’s heart ever remaineth at home ? Such a person is not an udasi.
Boasting of thy religious fervour, thou deceivest the world by the exercise of great deception.” 
Thou thinkest in thy heart that thou hast abandoned worldly love, but worldy love hath 

not abandoned thee.”2

On another occasion he says :

“O Yogi, yog lies not in saffron coloured clothes.
Not in growing matted hairs, not in smearing ashes on the body, nor in growing nails.
If one could attain yog by living in the forest, the birds who ever live in the jungle should 

be called Yogis.
If rubbing the body with ashes could help attain yog the elephant which always throws dust 

on its head should deserve it well. You should think over this in your mind.
If bathing at holy places could avail, the frogs and the fishes which ever live in holy waters 

would have earned it.
The cat and the heron are always found in meditation. Do they know what is yog ? Sitting 

therefore, in meditation with eyes closed does not lead to yogas.
If hardships are borne in realising God just as they are done in hoodwinking people.
Then one may attain great knowledge and taste the divine nectar.”3

(ili) Worldly Pomp and Show

The worldly power and possessions at last fail man in his spiritual progress or 
salvation :

“Emperors before whom strong armed kings used to lowly bow their heads, in countless 
numbers (also Iranslated-regardless of their own position).

Who possessed proud elephants with golden trappings, incomparable, tall, painted with brigh 
colours ;

Millions of horses which bounded like deer, and were fleeter than the wind.
What mattered it how great those emperors were ? They at last departed bare-footed.”3

Sh. H., (2) 2. Paras Nath A. (97) 3. Paras Nath A. (98) A. U„ (22)
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The earthly glory is vanity. It has no spiritual value :
“Though they roamed and conquered all countries beating their various drums ;

Though many beautiful elephants trumpeted loud, and thousands of horses of royal breed 
neighed for them.

Who can number such kings in the past, the future, and the present ? They cannot be 
counted—

Yet without worshipping the name of God the Lord of wealth, they went at last to their final 
home.”1

Even those who have made conquests of the world came to a sad end for being 
without the favour of God :

“Trained soldiers, powerful, irresistible, well accoutred with coats of mail crush their 
enemies ;

Filled with high martial spirit they would put mountains to flight, themselves unshaken ;
They would shatter their enemies, destroy rebels, crush the pride of furious elephants ;
Yet without the favour of God, the Lord of wealth they should all depart at last and leave the 

world.”2

For even the emperors and mighty warriors have supplicated the favour of God 
as the worldly glory appeared to be unstable to them :

“Countless heroes very valiant, without hesitation face the edge of the sword,
Subdue countries, crush rebels, and the pride or furious elephants,
Break powerful forts and even without fighting conquer in every direction.
But their efforts avail not, the Lord is the commander of them all—the suppliants are many 

while there is but one Giver.”3

The emperors, lords, nobles, great donors cannot achieve salvation by virtue of 
their possessions :

“Lords of men, and elephants, rulers who reign in the three worlds,
Who perform millions of ablutions, make gifts of elephants and other animals, and marry brides 

at various splendid swayamvars (Assemblages in ancient times at which young women 
selected their husbands).

They with Brahma, Shiv, Vishnu, and Indar shall at last be entangled and fall Into Death’s 
noose ;

But they who touch the feet of the Lord of wealth shall not again resume a body.”4

Even the commanders of hosts and mighty armies left the world deprived of all 
their power, for they had not worshipped God and earned His grace :

Human Glory and power become lasting by His grace.5

Worldly wealth and human relations are short-lived and cannot accompany the 
soul to the God’s court:

“Why impress false religion on the world ? It will be of no service to it.
Why run about for the sake of wealth ? Thou shalt not be able to fly from Death’s mymidons.
Son, wife, friends, disciple, companions none of these will bear witness for thee.
Think, O think, thou thoughtless and great brute, thou shalt at the last moment have to depart 

alone6.”
1, A. U., (23) 2. A.U., (25) 3. A. U., (26) 4. A. U.» (28) 5. A. U. 6. S., (31)
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“Hear, O fool when life leaveth thy body, the wife crying out ‘Ghost, ghost’, will flee thee.
Thy son, thy wife, thy friends, and companions will give orders to remove thee quickly.
When life leaveth thy body all thy mansions, storehouses, lands, and forts will become the 

property of others.
Think, O think, thou thoughtless and great brute, thou shalt at the last moment have to 

depart alone.1

On the other hand virtue will march glorious, destroy sins and achieve bliss :
“Even the demons, gods, and ghosts who repeat God’s name in past, future, and present,

All the beings whish in sea and land every moment set up God in their hearts,
Shall find their good deeds and glcry increase, they shall hear the voices of gratulation and the 

multitude of their sins shall depart,
The congregations of saints wander happy in the world, all their enemies on beholding them 

are cowed.”2

The Guru condemns indulgence in luxury and the habits of vice which power or 
purse form in man :

“How can he who is the slave of wordly desires and ever clever in obtaining wealth, obtain the 
one Lord of the world without faith in Him.”3

(d) Satire

The Religious Revival or Bhakti movement had two aspects, the positive as well as 
the negative, the devotional as well as the reformative. The movement, as a whole, writes 
Keay, was a revolt against the cold intellectualism of Brahmanic philosophy and, the lifeless 
formalism of mere ceremonial4. It was this aspect of the movement which adopted satire 
as the weapon of religious reform. The Bhckia poets attacked the cold intellectualism 
which justified caste, and ceremonial formalism which upheld the superiority of the priest
craft. The poor people who were at the lowest rung of the social ladder, were doubly 
handicapped and consequently treated with scant religious courtesy or consideration. The 
neo-humanism of the Bhaktas could not accept that position as justifiable against their 
ideals ot common Godhead and humanity.

Kabir led the attack. He attempted satirical verse. The nigura had got initiation at 
the feet of Ramanand by having recourse to a clever stratagem5. He, therefore, appreciated 
and sympathised with the disabilities of others around him. He had that “amazing bold
ness with which he attacked the religious practices of his day, tolerating no shame and 
demanding reality in all those who were seeking after God”. He had at the same time, the 
moral earnestness of appeal to men to put things of God first6. He may, therefore, be 
regarded probably first great satirist in Hindi poetry. He was, thus, a source of inspiration, 
in this negative aspect also, to Guru Nanak and his followers. It is, therefore, possible to 
appreciate the element of satire in the poetry of Guru Gobind Singh who waged a constant 
war against orthodoxy which appeared to side in the passive attitude of the hill Rajas 
towards the tyrannical Mughal rulers. We find in him echoes of Kabir’s ‘stinging satire’4 

which, like the latter, he lashed ruthlessly.
1. S., (28) 2. A. U., (27) 3. A.TJ,(28) 4. H.H.L, 19.
5. H.H.L, 20. 6. H.H.L, 25 7. H.H.L, 25.
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Satire, in religious verse, appears to begin with the Bhaktas of the School of 
Ramanand, Most of them belonged to the lower classes and had inherited unconsciously 
the spirit of revolt against the formalism, caste superiority and cultural aristocracy of 
Brahmanic religion of those days. Ramanand delivered his message of Bhakti and 
Spiritual Unity in Hindi instead of in Sanskrit. “And this,’’says Dr. Kshiti Mohan Sen,“gave 
a great impetus to the Hindi literature.’’1

In his hymns or songs, he protested against the oppressive nature of religion with 
its insistence on pilgrimage, observance of vows, worship of images, rituals, etc. He 
taught tolerance and a strong faith in God.2

Kabir was a very powerful representative of the school and the most popular of all 
the Bhaktas whose influence dominated the Punjab. “With an uncommon power’’, says 
Dr. Kshiti Mohan Sen, “he dealt his blows against the false practices of his times.”3 

And he “has left many fiery sayings against caste, image worship and sectarianism.”4 To 
me it appears that Kabir is the first religious satirist who influenced Guru Nanak and his 
followers down to Guru Gobind Singh in didactic and satirical verse.5 In Bhakti 
Kusumanjali, Mahamahopadhyaya Laxmidhar Shastri brings out, after giving quotations 
from Ramanand, Dharni, Tulsi, Surdas, Kabir, Palto, Sahjabai, Rai Dass, etc., that racial 
discrimination, untouchability, the degradation of women, caste distinctions, colour 
prejudices, religious denominations,dead rituals, life-less ceremonies, animal sacrifices, futile 
pilgrimages have all pulled humanity very low. They are, therefore, to be discarded in 
favour of sweet tolerance, and love for all.6

While Guru Gobind Singh’s utterances communicating his spiritual convictions 
have a tone of lofty serenity and sweetness, his teachings, when he appears in the role 
of a reformer, are vehement and provocative.

(i) Idol-Worship
Guru Gobind Singh does not appreciate idol-worship for the simple reason 

that the images are inanimate and cannot respond to the feelings of the worshippers :—
“Without God’s name thou canst not be saved.

How shalt thou flee from Him who beholdeth the fourteen worlds in His power ?
Ram and Rahim whose names thou repeatest cannot save thee.
Brahma, Vishnu, Shiv, the sun and moon are all in the power of Death.
The Veds, the Purans, the Quran, all sects, Indar, Sheshnag, the kings of the Munis,
Meditated for many ages on Him, who is called the Indescribable but could form no conception 

of Him.
Why should He whose form and colour are not known be called black ? (The reference here 

is to the Hindu God Krishna).
When thou shalt seize and cling to God’s feet, thou shalt be freed from the noose of Death ”7

1. M.M.I, 72.
5. M.M.1.101-103.

2. M.M.I, 71 to 73 fn. 3. M.M. 1., 95, 110.
0. Bhakti Kusumanjali, X to XII.

4. M.M.I., 101, 
7. Sh. H., (10)
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‘Some worshipping stones put them on their heads, some suspend lingams from tbeir necks.
Some see God in the south, some bow their heads to the west.
Some fools worship idols, other busy themselves with worshipping the dead.
The whole world entangled in false ceremonies bath not found God’s secret.”*

The stone cannot be God and cannot, therefore, be an object of worship :
“Why worship a stone ? God is not in a stone. Worship him as God, by the worship of 

whom all thy sins will be erased.
And by uttering whose name thou shall be freed from all thy mental and bodily entangle

ments.
Make the meditation of God ever thy rule of action ; no advantage can be obtained by the 

practice of false religion.”2
Upholding monotheism the Guru says,

“I recognise none but the one God :
I know God as the Destroyer, the Fashioner, the Omnipotent and Eternal Creator.
What availeth it to men to worship stones in various ways with great love and devotion ?
The band groweth weary by touching stones, and no spiritual power is obtained.
Rice, incense, lamps are offered to stones, but they eat nothing.
What spiritual power is in them, O fool ? What blessing can they bestow on thee ?
If they had life, they might give thee something, be assured of this in thought, word and deed — 
Except in the protection of the one sole God nowhere is salvation.”3

(ii) Grave-Worship
Grave-worship is also a superstition like idol-worship :

“If for ages thou do penance to a stone, it will never please thee.
O fool, it will never generously lift its arm to requite thee.
Say, what confidence can be placed in it ? When trouble arises, it will not come to save

thee.
O ignorant and obstinate man be assured that thy false religion and superstition will ruin 

thee.”4
Worship of images is, therefore, a false ritual which cannot help us to discover 

God’s secret:

(iii) Religious Controversies
Condemning barren religious controversies, the satirist says,

“The Muhammadans use tasbis, the Hindus malas ;
The former read the Quran and the latter the Purans ;
Fools have died over the discussion ;
They were not imbued with God’s d6ep love.”3

(iv) Mere Repetition of God’s Name
Guru believes in sincere devotion and not in mere lip-worship :

“Without love God cannot be obtained.”6
(If any one were,by repeating God’s name, to obtain God Who cannot be obtained by lip-worshio 

the warbler ever uttereth Tu hi! tu hi !”7 F

1. Sh. H., (10)
5. Ch. A., Intro. (20)

2. S„ (19) 
6. S„ (17)

3. Sh. H., (9) 
7. A. U., (84-ii)

4. S., (21)
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(v) Rituals
Most of the religious creeds lay stress on rituals, ceremonies and other performances, 

but do not inculcate the love of God :
“I have wandered and in their own homes seen crowds of Saravagis, Sudhs (means the clean in 

contradistinction to the saravagis who are reputed to be dirty in their habits) Sidhs, Jogis,. 
and Jatis,

Brave demons, demongods feasting on nectar, and crowds of saints of various sects.
I have seen the religions of all countries, but none appeared to be that of Lord of Life.
Without a particle of the love and favour of God they are only worth a ratti (Also translated— 

regardless of their own position.)”1
“False religion is without fruit, by the worship of stones Thou has wasted million of ages.

How can perfection be obtained by touching stones ?
Nay, strength and prosperity thus decrease, and the nine treasures are not obtained.
Time passeth away while saying to-day to-day : Thou shalt not accomplish thine object; art thou 

not ashamed ?
O fool, thou hast not worshipped God, so thy life hath been passed in vain.”2 
“Without the power of a perfect love for the Master, who has won the noble God ?”3

(vi) Worship of Gods and Goddesses
According to Guru Nanak, God’s will is above Nature as well as working within it, 

and inspite of its immanence it acts not as an arbitrary force but as a personal presence 
working most intelligently. The first thing about God is that He is indivisibly One, above 
every other being however highly conceived, such as Vishnu, Brahma or Shiva or as Rama 
and Krishna. The second thing is that He is the highest moral being who has inscribed all 
men with His name or moral presence. Guru Gobind Singh is also of the same view and 
equally against the belief in gods and goddesses as they are subject to death and are,
therefore, imperfect and powerless :

"Ram and Rahim whose names thou repeateth, cannot save thee.
••• ................................... .... ••• ••• ••• «*•

When thou shalt seize and cling to God's feet, thou shalt be freed from the noose of Death/'4
Whatever powers they have are found in God Himself:

“O God, my honour resteth with Thee.
It is Thou who are the biue-throated, man-lion, moving in the water, blue-robed, wearing a. 

necklace of flowers. (The gyanis translate banwari — dweller in the forest).
It is Thou who are the primal Being, Supreme God, Lord, Pure, living on air ;
It is Thou who are the Lord of Lakshmi, Great Light, Destroyer of the pride of Madhu, 

Bestower of Salvation, Destroyer of Mur.
It is Thou who art changeless, undecaying, sleepless, without evil passions, preserver from 

bell.
Ocean of mercy, Seer of the past, present and future, Effacer of evil acts.
It is thou who hast the bow in the hand, who art patient, Supporter of the earth, Changeless, 

Wielder of the sword.
I of feeble intellect have taken the protection of Thy feet ; take my hand and save me/’5

1. A. U., (28) 2. S., (20) 3. A.U., (29,), K. A., (2487) 4. Sh. H., (10) 5. Sh.H., (4)
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The gods also depend upon God for their position and power :
“Even the demons, gods, serpents, and ghosts, who repeat God’s name, in the past, future 

and present,
All the beings which in sea and land every moment set up God in their hearts,
Shall find their good deeds and glory increase ; they shall hear the voices of gratulation and the 

multitude of their sins shall depart.
The congregations of saints wander happy in the world ; all their enemies, on beholding them, 

are cowed.”1
The names given to gods are generic and do not connote any special powers 

possessed by them:
“The tortoise, the fish, and the shark may all be called Narayan, if you speak of God as 

Kaulnabh, the lake in which there is a lotus is also kaulnabh.
If you speak of God as Gopinath, all Gujars are Gopioaths, all cowherds Copals ; if you call 

God Rikhikesb, that is a name taken by superiors of religious orders.
If you call God Madhav, that is the bumble bee, Kaniya is the name of the woodpecker , if you 

speak of God as the Destroyer of Kans, you speak of the myrmidons of Death.
Fools utter names, but know not their meanings, and worship not Him by whom man is 

protected.”2
The gods also like human beings seek to attain God in various ways :

“Demigods, demons, sheshnag serpents, famous sidhs have done great penance :
The Veds, The Purans, the Quran, all have grown weary singing Thy praises, O God, but 

Thou art not known unto them.
Thou knowest all hearts on earth, in heaven, in the nether regions, and in every direction.
Thy praises fill the earth , they entering my heart told me this.”3

Gods like Krishna are subject to birth and death like other living beings :
“Ye say that God is unconceived and unborn, how could he have been born from the womb 

of Kaushalya ?
If he whom we call Krishna were God, why was he subject to death ?
Why should God whom ye describe as holy and without enmity have driven Arjun’s Chariot ? 
Worship as God Him, whose secret none hath known or shall know.”4 

“Say if Krishan were the Ocean of mercy; why should the hunter’s arrow have struck him ?
If he can save other families, why did he destroy his own ?
Say, why did he, who called himself the eternal and the uaconceived, enter into the womb 

of Devaki ?
Why did he, who had no father or mother, call Vasudev his father ?”5

It is not correct that Brahma, Vishnu or Shiv is Lord of the Universe. It is dull- 
headedness to think so :

“Why call Shiv God, and why speak of Brahma as God ?
God is not Ram Chandar, Krishan or Vishnu who ye suppose to be lords of the world.
Sukhdev Parasar, and Vyas erred in abandoning the one God and worshipping many gods.
All have set up false religions • I in every way believe that there is but one God.”6 

“Some worship Brahma as God, others point to Shiv as God.
Some say that Vishnu is the Lord of the world, and that by worshipping him all sins are erased. 
Think on this a thousand times, O fool, at the last hour all thy gods will forsake thee,
Meditate on Him in thy heart who was, is, and ever shalt be ”7

1. A. U., (27) 
5. S., (13)

2. A. U., (74) 
6. S., (14)

3. S., (9) 
7, S., (15)

4. S., (12)
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(vii) Religious Sects
(0 The various sects prevailing in the country do not help in the attainment of 

God, because they cannot win the love and grace of God :
“I have wandered and in their own homes seen crowds of Saravigis, Sudhs, Sidhs, Jogis, 

and Jatis.
Brave demons, demigods feasting on nectar, and crowds of saints of various sects.
I have seen the religions of all countries, but none appeared to be that of the Lord of life.
Without a particle of the love and favour of God they are only worth a ratti

(ii) They are like different poses which actor-man assumes in order to play a 
particular part :

“Like an actor, man sometimes poseth as a Jogi or Bairagi, sometimes he assumeth the guise of 
a Sanyasi.

Sometimes he appreareth to live on air, sometimes he sitteth in an attitude of contemplation, 
sometimes in his infatuation for self he singeth many praises of men.

Sometimes he is a Brahamachari, sometimes he produceth a garden in his hand, sometimes 
he holdeth a fakir's staff and deceiveth men’s senses.

He who is subject to worldly desires danceth with grestures ; but being devoid of divine 
knowledge, how shall he obtain heaven.”2

(Hi) The yogis, and yatis are like ordinary men, mere mortals or heroes ;
“Jogis, Jatis, Bramaeharis, and very great kings, the shadow of whose umbrellas extended for 

many miles,
Who wandered subduing kingdoms and crushing the pride of very great kings,
Sovereigns like Maan* and lords of the umbrella like Dalip, great kings who prided themselves 

on the strength of their arms.
Proud men iike Dara, like the kings of Delhi, and like Durjodhan, having enjoyed the earth in 

their turn at last were blended with it.”3

(iv) The creeds of Dattatre, Gorakh or Ramanand and Mohammad do not stand 
for the worship of God :—

“Afterwards I created Dattatre who also struck out his own path. He paved not his finger 
nails, he decorated his head with mattered hair, and paid no heed to my worship.”4 

Then I created Gorakh who made great kings his disciples,
And tearing their ears put rings in them,
But he thought not of the way of My love.”5 

“Then I created Ramanand 
Who wore the garb of a Bairagi,
Put a wooden necklace on his neck,
And paid no heed to my worship.”6 

“They who were created by Me 
Struck out their several paths.
I then created Mohammad,
And made him king of Arabia.”
He too established a religion of his own,

“Cut off the foreskins of all his followers
X. A. U., (21)
4. B, N., VI, (23)

2. A. U., (82)
5. B. N., VI (24)

*Maandhatri
6. B. N., VJ (25)

3. A.U.. (78)
7. B. N.t VJ, (26)
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And made every one repeat his name ;
But no one fixed the true name in man’s heart.”1 *

“All these were wrapped up in themselves,
And none of them recognised Me, the Supreme Being.”4

(v) The Yogis, the Sanyasis, the Mohammedans cannot tell the secret of God
“If any one go to a monastery of Jogis, they will ask him to repeat the name of Gorakh ;

If any one go to a monastery of Sanyasis, they will say that only Dattatre is true, and they will 
give him his name as the spell of initiation ;

If any one go to the Mussalmans, they will seize and convert him to the faith of Muhammad—
Every sect deemeth that the Creator is with itself alone ; but no one can disclose the Creator’s 

secret.”3
(vi) The followers of different creeds are parasites on the worldly men and do not 

enlighten them about the ways of God :
“If any one go to the Jogis they will tell him to give every thing—house and property—to 

them ;
If any one haste to the Sanyasis, they will tell him to part with his house in the name of 

Dattatre ;
If any one go to the masands, they will tell him to bring all his property at once and give it to 

them.
Every one saith, "Bring me, Bring me,’ but no body will show me God.”4

(vii) The masands too have become corrupt like the others :
“If any one serve the masands, they will say, "Fetch and give us all thine offerings,
‘Go at once and make a present to us of whatever property is in thy house.
‘Think on us night and day, and mention not others even by mistake.’
If they hear of any one giving, they run to him even at night, they are not at all pleased at not 

receiving.”5
“They put oil into their eyes to make people believe that they are shedding tears.

If they see any of their own worshippers wealthy, they serve up sacred food and feed him 
with it.

If they see him without wealth, they give him nothing, though he beg for it ; they will not 
even show him their faces.

Those beasts plunder men, and never sing the praises of the Supreme Being.”6
“They close their eyes like cranes and offer the world a spectacle of deceit.

They go about with their hands bowed down like poachers ; cats on seeing such attitudes would 
be ashamed,

The more they go about clinging to the hope of wealth the more they lose this world and the 
next.

Thou hast not repeated God’s name, O Fool; why art thou entangled in thy domestic 
affairs ?”7

(viii) Hypocrisy
The Guru is of the opinion that the different religions or wandering sects that 

assume religious garbs practise hypocrisy in the name of religion :
“They who wear a religious garb 

Are deemed naught by the saints of God
3. S., (26) 4. S. (27)

7. S„ (30)
1. B. N., VI (27)
6. S., (28;

2. B. N„ VI (28) 
6. S., (29)



212 THE POETRY OF THE DASAM GRANTH

Understand this, all iren, in your hearts,
That God is not obtained by hypocrisy.”1

They succeed in deceiving the kings :
They who act for the sake of display,
Shall not obtain salvation in the next woi$ ;
And it is only for life their affairs prosper 
Kings on seeing their acting worship them.”2 
But God is not to be found by mummery.
Yet every one wandereth about thus searching for Him.
He who keepeth his heart in subjection 
Recognizeth the Supreme Being.”3

They make spiritual slaves of people :
“They who by wearing a religious garb keep the people of the world in subjection.

Shall at last be cut with the shears of Death and take up their abode in hell.”4 5
ofThey make a good jot^fleecing people :

“They who present appearances to the world,
Experience extreme pleasure in fleecing others,
Spurious, and not worth a kauri, is the religion
Of those who practise suspension of the breath by stopping their noses.”6

(ix) Religious Hypocrisy
The Gum denounces those who specialise ‘‘in dosing their eyes” :

“They who practise spurious religion in the world.
Shall fall into the pit of hell.
He who can in no way subdue his heart 
Shall not go to heaven by gesticulation.”6 

“They who practise hypocrisy by closing their eyes.
Should be treated as blind men.
Since the road is not seen by closing one’s eyes,
How can such persons, my brethren, meet the Infinite ?”7 

“What availeth it to sit closing both eyes and meditating like a crane ?
This world is lost, and the next also for those who go about bathing in the seven seas.
They pass their lives in vain, dwelling in the midst of sin.
I speak verily ; hear me all ye people—they who love God have obtained Him.”8

He takes up yogis sharply and says that they have befooled the world believing 
that the strength of Yog lies in hypocrisy and that they have persuaded themselves to believe 
that they have turned their back on Maya : but as a matter of fact,Moya has still a hold on 
them. He condemns them saying :

“O Jogi, Jog consisteth not in matted hair.
Why wear thyself out and kill thyself wandering ? Consider this in thy mind.
The man who knoweth the supreme divine knowledge shall obtain the great reward;
He shall then restrain his mind in one place, and not run wandering from door to door.
What availeth it to leave one's home, run away, and dwell in a forest.”

1. B. N., VI (53)
5. B. N., VI (57)

2. B. N., VI (54)
6. B. N., \ I (58)

3. B. N., VI, (55)
7. B. N., VI (62)

4. B. N„ VI (5u)
8. A. U., (29)
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When one’s heart ever remaineth at home ? Such a person is not an Udasi.
Bjasting of thy religious fervour, thou deceivest the world by the exercise of great deception. 
Thou thinkest in thy heart that thou bast abandoned worldly love, but worldly love hath not 

abandoned thee.”1

External marks of the yogi serve only to deceive men :
“O man with the garb, religion consisteth not in wearing a garb.

It consisteth not in wearing matted hair and long nails, or in smearing ashes on the body, or 
dyeing thy raiment.

If man obtain Jog by dwelling in the forest, the bird ever dwelleth there.
The elephant ever throweth dust on his head; consider this in thy heart.
Frogs and fishes ever bathe at places of pilgrimage.
The cat, the wolf, and the crane meditate; what know they of religion ?
As thou endurest pain to deceive men, do so also for God’s sake,
Thus shalt thou kaow great divine knowledge and quaff the supreme nectar.”2 

“O man, by attitudes of contemplation, matted hair, and the overgrown nails of thy hands thou 
deceivest all people.

Thou goest about with ashes smeared on thy face and cheatest all the demigods and the 
demons.

Addicted to avarice thou wanderest from house to house; the means by which Jog is obtained 
thou hast all forgotten.

Thou hast lost all shame and succeeded in nothing ; without love, God cannot be obtained.”3

This hypocrisy is practised for the sake of belly :
“O foolish man, why play the hypocrite ? Thou losest thine honour by practising hypocrisy.

0 cheat why cheat people ? This world is lost to thee and so is the next.
Where the Compassionate to the poor dwelleth, there shalt thou find no place.
Think, O think, thou thoughtless and great fool, the Unseen is not found by assuming garbs.”4 
The unholy practise hypocrisy for the sake of their bellies :
Without.hypocrisy they can obtain naught.
The men who meditate on the one Being 
Never practise hypocrisy on any one.”5 

“ Without hypocrisy they would obtain nothing,
For no one would bow before any of them.
1 f no one had a belly,
Who would describe anyone as rich or poor.”6

Believers in one God regard their belly as nothing ;
“They who have concluded that God is one 

Never practise hypocrisy on any one
They give their heads, but abandon not their determination;
They regard their bodies as nothing.”7 

“ Men who split their ears are called Jogis.
With great deceit they betake themselves to the forest.
They who know not the virtue of the One Name 
Belong neither to the forest nor to the household.”8

1. P. N„ (97)
5. Ch. A., Intro. (24)

2. P. N., (98)
6. Ch. A.? Intro. (25)

3. S., (17)
7. Ch. A., Intro. (26)

4. S. (18)
8. Ch.A.» Intro. (27)
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(x) Magical Practices
Guru Gobind Singh, in his Bachitra Natak, says that his father preferred death to 

performing a miracle, which according to him was‘an act of jugglery or make-believe of 
which any man of God would be ashamed.’1 These he regarded as Bharmjal. Those who 
practise magic or perform miracles or unnatural tricks are equally condemnable :

“Swine eat filth ; elephants and donkeys bespatter themselves with dust ; jackals live at places of 
cremation |

Owls live in tombs ; deer wander alone in the forest ; trees ever die in silence.
The man who restraineth his seed should only have the credit of the hermaphrodite ; monkeys 

ever wander bare-footed.
How shall the wretch who is subject to a woman and devoted to lust and wrath, be saved without 

the knowledge of the one God ?”*
“It is known that demons live in the forest, all children on earth drink milk, and serpents 

live on air.
They who eat grass and renounce the desire of wealth, are no more than calves and oxen.
They who fly in the heavens have only the attribute of birds ; they who engage in meditation 

resemble cranes, cats and wolves.
All great gyanis who knew, but asserted not themselves, never allowed such deceit as the above 

to enter their hearts even by mistake.”3
They who live in the earth should be called the offspring of worms ; they who live in the 

heavens should be called birds.
As they do, so they become :

‘‘They who eat fruit should be called the offspring of monkeys ; they who wander unseen should 
be accounted as ghosts.

They who float on water are like gangeris ; they who eat fire like chakors ;
They who worship the sun have the attribute of the lotus ; they who worship the moon, of 

water-lilies.”4
Such feats or performances cannot discover the secrets of God :

“God is the Protector and Destroyer of the world, Compassionate to the poor, Punisher of 
enemies, ever the Cherisher, and free from Death’s noose.

Jogis, wearers of matted hair, celibates, the true, great Brahmcharis who undergo hunger and 
thirst in their divine meditation,

They who perform the niwali feat, who sacrifice to water, fire, and wind, who hold their heads 
down, who stand on one leg and never sit.

Men, serpents, deities, and demons find not God’s secrets ; the Veds and the books of tho 
Mussalmans say that God is indescribable.”5

Peacocks skip about dancing, the thunder roareth and the lightning presenteth many phases.
If God be obtained by being cold or hot, there is nothing colder than the moon, nothing hotter 

than the sun ; if by being a Rajah God may be obtained, there is no king equal to Indar 
who filleth the whole world.

Nowhere can be found a penitent like Shiv, a reader of the Veds like primal Brahma, or 
penitents like the sons of Brahma ;

Yet without divine knowledge they are all subject to the noose of death and ever wander 
through the cycle of ages.”6

3. A. U., (72)
6. A. U.,(73)

1. S. S. 1., (8) 
4. A. U., (73)

2. A. U., (71) 
5. A.U., (72)
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“It is not by the practice of perpetual silence, nor by the ostensible relinquishment of pride, 

nor by the adoption of a religious dress, nor by shaving the head,
Nor by wearing a wooden necklace, nor by twisting matted hair round the head that God 

is found.
I speak the truth, hear it attentively —without entering the protection of the Compassionate to 

the poor
And loving Him can God be found ? The Merciful One is pot pleased with circumcision.

(xi) Pilgrimage
Going on pilgrimage and doing other acts of merit are in vain unless one bears 

God in mind :
‘‘Men bathe at places of pilgrimage, exercise mercy, curb their passions, bestow gifts, exercise 

abstinence, and perform various special ceremonies—
The Veds, the Purans, the Quran, and the other books of the Mussalmans, the earth and heaven

all have I seen ;
Thousands of fasters, Jatis who practised continenc e, all have I carefully observed ;
Yet without worshipping the name of the one God and loving Him even kings are of no 

account.”2

(xii) False Practices.
Yogic feats and acts of penances are equally fruitless because, being physical 

exercises, they cannot contribute to man’s spiritual progress :
“The peacocks dance, the frogs croak, and the clouds ever thunder;

The tree ever standeth on one leg in the forest; as for those who take not life, the Saravagi 
bloweth on the ground before putting his feet on it;

The stones through several ages remain in one place; the ravens and the kites travel from country 
to country.

How can the poor fellow (the wretch) who is without divine knowledge and who is never absorbed 
in the great Benefactor, be saved without faith in Him ?”3 

“Like an actor man sometimes poseth as a Jogi or Bairagi; sometimes he assumeth the guise of a 
Sanyasi.

Sometimes he appeareth to live on air, sometimes he sitteth in an attitude of contemplation, 
sometimes in his infatuation for pelf he singeth many praises of men.

Sometimes he is a Brahmachari, sometimes he produceth a garden in his hand, sometimes he 
holdeth a fakir’s staff and deceiveth men’s senses.

He who is subject to worldly desires danceth with gestures; but being devoid of divine knowledge, 
how shall he obtain heaven ?”4

“In the cold season the jackal barketh five times, and the elephant and the donkey utter various 
cries.

What availeth it to be cut in twain by the saw at Banaras ? Thieves cut men in pieces and kill 
them with axes.

What availeth it that a fool hath put a halter round his neck and drowned himself in the Ganges? 
Thags put men to death by putting halters round their necks.

Without meditation on divine knowledge fools are drowned in hell’s river; and without faith how 
can there be any such meditation ?”5

“If any one were to obtain by penance the Lord who suffereth not pain, the wounded man 
suffereth pain of many kinds.

1. B. N., 1(100) 2. A. U., (24) 3. A. IL, (81) 4. A. U., (82) 5. A. U., (83)



216 THE POETRY OF THE DASAM GRANTH

If anyone were by repeating God’s name to obtain God who cannot be obtained by lip-worship, 
the warbler ever uttereth ‘Tu hi, Tu hi!’

If anyone were to obtain God by flying in the heavens, the bird called anal wandereth in the 
firmament.

If salvation be obtained by burning oneself in the fire, why should not the Sati and also the- 
serpent which liveth in hell be saved ?’u

‘‘Artillerymen, huntsmen wearing decoy dresses, and they who eat opium, bow their heads many 
times.

What availeth it that men perform prostrations of different kinds to God? They are like 
wrestlers practising the exercise of dand.

What availeth it that men lie with their faces turned up ? If they do not heartily bow to the 
supreme God, they are only as sick men.

How can he who is the slave of worldly desires and ever clever in obtaining wealth, obtain the 
one Lord of the world without faith in Him ?”2 

“Peacocks skip about dancing, the thunder roareth and the lightning presenteth many phases.
If God be obtained by being cold or hot, there is nothing colder than the moon, nothing hotter

than the sun, if by being a raja God may be obtained, there is no king equal to Indar who 
. filleth the whole world.

Nowhere can be found a penitent like a Shiv, a reader of the Veds like primal Brahma, or 
penitents like the sons of Brahma;

Yet without divine knowledge they are all subject to the noose of Death and ever wander through 
the cycle of ages/’3

"One Shiv was born, one died, and one was born again; there have also been many incarnations of 
Ram Chandar and Krishan.

How many Brahmas and Vishnus have there been ! How many Veds and Purans ! How many 
collections of Simritis have been and passed away !

How many preachers and Madaars* ! How many Castors and Polluxes ! How many Ansavatars 
have succumbed to death !

How many priests and prophets have there been ! they are so many that they cannot be counted;, 
from dust they sprang and to dust they returned.”4

"Why performest thou false penance to the gods ? It will not avail thee a Kauri.”5

(xiii) Religious Learning
Mere learning of religious books or theological controversies cannot be helpful in 

attaining spiritual heights, which is primarily a matter of heart:
“The Veds, the Purans, the Quran, ail have grown weary singing Thy praises, O God, but thou 

art not known unto them.”6
These books of theology and religious philosophy cannot explain the mystery of God:

“The Veds and the books of the Mussalmans have not found God’s secret; all the Sidhs have grown 
weary contemplating Him.

The Simritis, Shastars, Veds, and Purans all describe Him in various ways;
But God who was in the beginning, and who had no beginning, whose story is unfathomable, 

cannot be known. He saved such as Dhru, Prahlad, and Ajamal.
The courtesan was saved by repeating God’s name ; that name is my support, the object of 

my thoughts/’7
1. A. U., (84) 2. A. U., (79) 3. A. U., (76) *Madaar was a celebrated Muhammedan saint.
4. A. U., (77) 5. B. N., 1. (98, i) 6. S., (8) 7. S., (9)
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“He who made millions of Indars, He who made and destroyed some millions of Bawan.
Demons, demigods, serpents, sheshnags, birds and beasts innumerable,
To whom till today Shiv and Brahma are doing penance without finding His limit,
He whose secrets the Veds and the Quran have not penetrated, is the great Being whom the Guru. 

(Guru Tegh Bahadur) hath shown me.’’1

Mere controversy dries up the spirit of devotion :
“They who were smitten by the Simritis abandoned my worship.

They who attached their hearts to my feet 
Did not walk in the way of the Simritis”2 

•‘God remaineth apart from those 
Who indulge in wrangling and pride.
He is not found in the Veds or the books of the Muhammedans.
Know this in your hearts, O saints of God.”3

Although the Guru has 'written so much satirising the religious practices, he does 
not altogether despise Hindu beliefs in the God-heads of Brahma, Vishnu, Mahesh and 
others. He feels that even though these persons are also of divine origin and even though 
they too, have been sent by God to preach true religion, they have failed. For, each one 
of them has led to a different interpretation of God. In the Bachitra Natak, he proclaims 
to all men what God told him :

“In their (demons’) places I established the gods :
They also busied themselves with receiving sacrifices and worship
And called themselves supreme being.”4 

“Mabadev called himself the imperishable God ;
Vishnu too declared himself to be God,
Brahma called himself the supreme Brahma,
And no body thought Me to be God.”5 

“They (Eight Sakhis) told people to worship them,
And said, ‘There is no God but us.”6 

“How many worshipped the sun and moon !”7 

How many made burnt offerings ! How many worshipped the wind!
“Some recognized a stone as God.”8

“They whom I appointed to watch over creatures,
On coming into this world called themselves Gods.
They altogether forgot my orders.
And became absorbed each in his own praise.”9

Therefore, the Guru takes it almost as his duty to preach the true religion :
“Nothing is to be obtained by putting hopes in others ;

Put the hopes of your hearts in the one God alone 
Nothing is obtained by hoping in others ;
Put the hopes of your hearts in Him.”10

He discourages the old religious practices of the Hindus and the Muslims :
“Millions of men may read the Quran.

They may read innumerable Furans
But it shall be of no use to them in the future (life)
And the power of fate shall still rule over them.”11

lTs7(16)
5. B. N., VI (8)
9. B. N., VI (12)

2. B. N., VI (18) 
6. B. N., VI (9) 

10. B. N., VI (40)

3. B. N., VI (61) 
7. B. N., VI (10) 

11. B. N.# VI (47)

4. B. N«, VI (7) 
8. B. N., VI (11)
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Duncan Greenlees in his work, the Gospel of Guru Granth Sahib, has tried to 
appreciate this satirical vein in a very sympathetic manner, when he says : •

“This is not an attack on sacred books but on bibiliolatory, relying on adherence to one rather 
than another to supply the lack of virtue and devotion.”1

The Guru’s general attitude towards religions is, however, based on doctrines and 
philosophies of his predecessors who recognised all the religions leading to the threshold 
■of God. In this respect, in the Akal Ustat, he says—

“The temple and the mosque are the same ;
The Hindu worship and the Mussalman prayer are the same ; all men are the same'; it is through 

error they appear different.
• ••• • • ♦ •»« ••*,_••• • • • * * • ••• ••• ••• •••

Allah and Abhekh are the same ; the Purans and the Quran are the same ; they are all alike ; 
it is the one God who created all.’’2

To sum up, the best of Guru Gobind Singh is found in his devotional poetry, 
not in his satirical or didactic verses. The heart makes fuller amends for the head which 
is liable to be impatient and intolerant towards the failings of the common man. It is his 
devotional poetry which rises from abundance of love or pity, of self-surrender or humility. 
Such poetry of his comes home to men’s bosoms and it is this poetry that is chanted in 
moments of devotion or distress :

“0 God, give me Thy hand and protect me,
And all my desires shall be fulfilled
May my heart be ever attached to Thy feet
Deem me thy own and cherish me !”3

Secular Poetry
The secular poetry was the hall-mark of the Ritikal of the Hindi literature.4 The 

Dasam Granth which belongs to this period presents abundant poetry of this kind. This 
poetry of the Dasam Granth may well be classified into (a) heroic, (b) autobiographical, 
(c) mythological and (d) characterological poetry. These are discussed below.

(a) Heroic Poetry
Guru Gobind Singh developed into a soldier-poet. It is interesting to study the 

evolution of his art under the stress of circumstances. He was essentially a poet who 
took to sword and then wrote martial verse to breathe fire into the minds of his fellow
soldiers.

The Guru believed that it was a mission of his life to fight against the oppressors; 
He says—

“I assume birth for the purpose of spreading the faith,
Saving the saints, and extirpating all tyrants.”5

To fulfil this mission was not an easy task, particularly in the days of the Mughal 
tyranny. He had to face many difficulties which were further aggravated by the bigoted 
policy of Aurangzeb. To those open to reason, he preached his message and against those 
who believed only in the physical force, he raised his sword.

His revolt against the enemies of religion and his attempts at war poetry were
1. G. G. G. S., 212 2. A. U., (86) 3. P. Ch.-Eeuti Chaupai—405 (377) 4. H. L., 79 5. B. N., VI(43)
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not in any way prompted by any desire for wealth, land or fame.* He attempted the heroic 
verse and had it sung or recited to his soldiers with the sole purpose of inspiring the 
people with the will to be perpetual fighters of the battle of Dharma i.e., to uphold 
righteousness. At the end of the Krisanavtar, the poet says :

"0 God, I am composing the story of Bhagout for no other motive than to fire men’s hearts 
with the feeling of holy war.”2

He, therefore, infused martial spirit into them by his soul-inspiring and heart-stirring 
descriptions of battles. Commenting on his Chandi Charitra I, at the end, the poet says,

“This composition is imbued with raudra rasa.”3
Again, at the end of Chandi Charitra, II he says,

“Even if a low coward hears this ballad, he will be thrilled with love of war and offer himself to 
fight in the battle.”4

At the end of Chandi Charitra I, he prays to Chandi to grant him the object 
(namit) wit h which this composition has been attempted.

“Chandi! grant the object with which the poet has translated it.”5
No doubt, he took to sword but that was only as the last resort towards the 

fulfilment of his mission, In the Zafarnamah, addressing Aurangzeb, he says—
“Chun Kaar uz hamah heelte dar guzasht

Halal ust burdan ba shamsher dast”
“When all other means have failed 

It is righteous to draw the sword.”6
Guru Gobind Singh himself was a brave soldier. This is evident from his own 

writings in the Bachitra Natak. While describing thebattle of Bhangani that he fought, he says
“When this insignificant creature saw 

Shah Sangram fall in battle,
He took up his bow and arrows,
With the first arrow I struck a Khan

Who fell to the ground.
I then drew out another
And aimed at the face of Bikhan Khan.
The bloody Khan fled leaving his horse, '
Whom the third arrow struck and killed.”7 

“When I felt the touch of the arrow,
My wrath was kindled.
I took up my bow
And began to discharge arrows in abundance.”8

He could never forget that in his veins ran the blood of brave Kshatriyas. He, 
therefore, could not think of adopting an attitude of escapism towards the disturbed 
conditions of his time. He writes,

“I am the son of a Kshatri, not of a Brahman ; how can I perform austerities ?
How can I turn my attention to Thee, O Lord,
And forsake domestic affairs.”9

1. K. A., (1901) 2. K. A., (2491) 3. Ch. Oh., I (232) 4. Ch. Ch., II (260) 5. Ch. Ch. I (233)
6. J.N., (22) 7. B.N., VIII, (24, 25) 8. B. N., VIII (31) 9. K. A., (2489)
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Rather, he was anxious to die in a battle-field and therefore prayed to God :
"Now be pleased to grant me the boon, I crave with clasped hands,

••• • •• «•« ••• ••• MW ••• •••
That when the end of my life cometh,
I may die fighting in a mighty battle.”1

In battles, he always felt that he had full protection of the Almighty on whose 
injunctions he was acting :

"Who can meditate anything against those who enter the saints’ protection ?
God preserveth them as the tongue is preserved among the teeth ; He destroyeth their enemies 

and allayeth their suffering.”8 
"The Master Himself saved (me) by His shielding band.”3 
“What can an enemy do to him whom the Friend preserveth 7 

He cannot even touch his shadow ; all his attacks would be fruitless.”4 
"All-death saveth all His saints.

He hath tortured and destroyed all sinners,
He had shown wonderful things to His saints 
And saved them from all misery.”6 

"Knowing me to be His slave He h ath aided me,
He hath given His hand and saved me.”6 

"The Lord of the world saved me.”7
He, therefore, never felt proud of victory which he always thought, was won through 

God’s grace. After the victory in the battle of Bhangani, he said :
"It is through the favour of Eternal God, I gained the victory.”8

In defeat, desertion or despair, he believed that Almighty alone could save him and 
therefore, he always lifted his voice to Mahakal to protect him with his helping hands:

“Mahakal, be Thou my protector,
All steel, I am Thy slave ;
Deeming me Thine own, preserve me ;
Think of mine honour—deeming me Thine own, cherish me.”9

Even at the most gloomy hour he invoked only the Almighty for help, guidance 
and protection and none else.

The Guru did not believe in deviating from the right course even while fighting 
against the enemy. At the end of the Chandi Charitra I, the Guru seeks God’s blessings in 
the same spirit of a true warrior :

"Give me this power, O Almighty !
From righteous deeds I may never refrain.”10

Nor did he expect his enemy to use any foul means. In his letter of protest to 
Aurangzeb, he charged the emperor with breach of faith for his commanders began to 
pursue him in the sands of Bhatinda inspite of their having promised protection on his 
surrendering the fort of Anandpur. While dealing with his unscrupulous enemies who had 
gone back on their word of honour, the Guru asserted that it was the sacred duty of a man 
like him to draw the sword and fight against his enemy to the last.11

1. K. A., (2489) 2. B. N., XIII (25) 3. B. N., XIII (23) 4. B. X., XIII (24)
5. B. X., XIV (I) 6. B. X., XIV (2, iii, iv) 7. B. N„ XI (69) 8. B. X., VIII (34)
9. Ke A. (435) 10. Ch. Ch., I (231) 11. J. N., (22)
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He did not regard the loss of his father, mother, sons, followers he incurred, 
as acts of benevolence to the oppressed. On the other hand, he took them as acts 
of duty incumbent on him for the fulfilment of his mission. This is what he always 
expected his followers to do. He says,

"Blest is his life in this world who repeateth God’s name with his mouth and contemplates war in 

his heart
Guru Gobind Singh regarded the death of a soldier as the death of a martyr equal

to the fruit of many years’ devotion and ensured honour and glory in the next world.2 He 
prays to God :

“When this mortal life comes to a close may I die with the joy and courage of a martyr l”3

He, therefore, earnestly prays to God :
“Be pleased to grant me tbe boon 

I crave with clasped hands 
That when the end of my life cometh 
I may die fighting in a battle !”4 5

The heroic poetry in the Dasam Granth may be classified into two types, the 
realistic and conventional. The realistic war poetry treats the themes of fight in which Guru 
Gobind Singh was himself engaged. It deals with events of history and their description 
is authentic, for Guru Gobind Singh himself was a commanding general and soldier. 
The conventional war poetry is mythical, legendary or historical. It describes battle-scenes 
in which gods, ancient or legendary heroes, fought against their demon or mortal enemies. 
The great quality of the poet of the Dasam Granth is that he is able to thrill his readers 
with martial spirit. He succeeds in creating the moods of enthusiasm and exaltation 
associated with the poetry of Vir-rasa from time immemorial.

(b) Autobiographical Poetry

Dr. Mohan Singh Diwana, in his essay on “Guru Gobind Singh as a Poet”, while 
pointing out the personal element in Guru Gobind Singh’s poetry, says,

“The personal element is something entirely new in him. No other saint or poet before him in 
the whole history of Indian literature has left an autobiography, which is informed by such 
strength of narration, such earnest conviction of the goal and such truth and freedom and 
fearlessness of factual indictment. ‘I do not care for any god or man, says he ; am not 
afraid of them, resting as I am in His bosom with my fullest trust in his Divine Omnipresent
Aid.’ A great man, for, an entirely self-conscious, self-confident, humourful and integrity- 
charged person. ”6

This is indeed the distinct feature of the Bachitra Natak, a narrative verse, in which 
he gives his ancestral account mixed with legendary lore, the detailed account of his 
previous birth, his discourse with God when he was not quite willing to leave His lotus- 
feet, the story of his life, mission and the battles that he fought against his enemies. It is, 
no doubt, an incomplete story but its authentic value is immensely great. Historians have 
liberally drawn on this composition in their account of the political conditions prevailing in

1. K. A., (2489)
4. Ch. Oh., I (231)

2. Macauliffe : How the Sikhs became a Militant Race, p. 20 3. Ch. Ch., I (231)
5. Cf. B. N., I (92. 93) , II (4, 5) , V (13, 14) . VI (3, 4, 5, 33, 34, 35, 36, 37, 38, 39, 40, 42, 53)
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the Punjab of his days. Towards the close of the Bachitra Natak, he discloses his plan of 
the Bachitra Natak Granth which was yet to be completed.

The traits of the personality of Guru Gobind Singh, as revealed in his autobiography, 
distinguish him from his predecessors. His personality, though in agreement with other 
Gurus in the essentials of Sikhism, struck a new note. It would appear as if under the 
stress of circumstances, the personality of the Sikh Gurus evolved in the form of Guru 
Gobind Singh’s personality. He had, no doubt, all the saintly qualities of his predecessors, 
the Gurus, but that was only one side of his personality. He was a saint for the good 
but for the wicked he was a soldier determined to finish him and extirpate the evil from 
the universe. Like his predecessors, he had no false vanity. He was full of humility but 
humble he would be only to those who knew the value of humility. To others he was a 
fierce opponent prepared to pay in the same coin1. Like other Gurus, he entertained 
no fear of any mortal and he could sacrifice anything and everything for his principles, but 
he would not leave things to take their own shape. He would, on the other hand, spare 
no pains or consider no sacrifice too great to see the evil punished and the good rewarded.

He had a complete reliance on God, like his predecessors. He considered 
himself God’s chosen instrument for spreading the faith, saving the saints and extirpating 
all tyrants.8 In regard to the extirpation of tyrants, Dr. Indubhushan Banerjee has 
beautifully brought out the Guru’s conception of the role of sword in the following words :

‘■'But for these purposes, particularly the second one* the old weapons of service, humility 
and prayer were wholly out of place and in the very opening verses of the Bachitra Natak 
the Guru makes his position clear. His reliance was on God and the Holy Sword. The past that 
he had inherited and the circumstances in which he was placed naturally led him to think 
of God as the punisher of the wicked, and as the Sword is a great weapon for that purpose, 
in the Guru’s mind the two become identical. ‘God subdues enemies so does the Sword; therefore 
the Sword is God and God is the Sword.”3

The Guru remained unmoved even in the most difficult hours of his life, fighting 
incessantly against enemies of humanity. He had an independent character and was frank 
and bold in his statements. He had a strong personality and adhered to his convictions.4 
The personality of Guru Gobind Singh, therefore, combined in it the various divergent 
traits rendering him fully competent to fulfil his mission. It was this type of personality, 
his age needed but this would not urge him to escape the realities of life.

The art of biography was seldom tried in the medieval Hindi or Panjabi literature. 
In Hindi, there are stray examples of this type of composition : Gosain Charitra by Beni 
Madhav, Tulsi Charit by Baba Raghbar Dass. In Gurmukhi script, however, there are some 
more examples : Gur Bilas by Bhai Darbara Singh, by Bhai Sukha Singh, by Mohan Kavi 
and Janam Sakhi by Bhai Ganesha Singh based on the lives of the Sikh Gurus. Similarly in 
autobiography, the field was almost new. The Bhalcta poets, like the secular poets in Hindi 
and Panjabi, had given some hints or clues about important incidents of their lives,scattered 
here and there in their devotional verses, but no poet, except Jain poet Banarsi Das who 
wrote his incomplete autobiography in ArdhdKathanaJc, had ever thought of giving, or tried 
to give an account of his birth, parentage, his dreams and adventures. It was left to Guru
Gobind Singh to make a fresh experiment in the art of autobiography.

.    ■                  * .............. ...... 1 11 '          ■      ■ 1               '■  — 1        —    .................. .............. ......................

1. Cf. B. N., VIII, (37, 38) 2. B. N., VI (42-46) *Here the third purpose mentioned above.
3. Indubhushan Banerjee : Evolution of the Khalsa. 97, 98 4. B. N., VI (33-40, 42, 53)
5. H. S. I, 124-26 ; H. S. 228. Shukla and Dr. Hazari Prasad Dwivedi doubt the authenticity of these biographies 

because of the much divergent matter in them. 6. H. S. I., 222, 230, 231



(c) Mythological Poetry

Guru Gobind Singh had long felt the need for awakening the slumbering souls of 
the down-trodden people. The masses had completely lost their way in the intricate paths 
of numerous creeds and castes and were mistaking the distortions for facts. In the intro
duction of the Chaubis Avtar he writes,

“Men are entangled with their own affairs ; no one knoweth the Supreme God.
Some (Hindus) go to the places of cremation, other (Mussalmans) to cemetries ; but God is at 

neither.”1
To those who had pinned their absolute faith in him, he in his capacity as a Guru 

proceeded to enlighten them through his didactic poetry. But to those who had been attracted 
towards him not because of their faith in his religious doctrines but for his heroism, and 
whose faith in the Guru was still in its formative stage, he gave a psychological treatment. 
He knew that with such people neither religious sermons would be effective nor would the 
satirical approach bring any fruit. He, therefore, used the method of suggestiveness to bring 
them into his fold and, with this in view, he rendered freely in vernacular all the stories 
oftheAvtars of Vishnu, Brahma and Rudra and the goddess Chandi. Through this 
compendium he sought to bring such people into his fold who otherwise would have shown 
reluctance in following his lead because of their different faith. Accordingly, the entire 
volume is devoted only to the narration of the life-stories of the Avtars, without the poet’s 
indulging in any sort of criticism or interpretations thereof. He, however, does not forget 
to remind the reader, in a mild tone, of his own convictions when and wherever he feels 
that a particular work or portion of the story is likely to distract the people from the path 
he considers right. But while doing so he appears to have exercised caution in not 
vehemently refuting these myths. In the Krisanavtar accordingly the poet writes :

‘T do not at the outset propitiate Ganesb,
I never meditate on Ktishan or Vishnu ;
I have heard of them but 1 know them not;
It is only God’s feet I love.”2

Again, in Shesh-Shayi Avtar, he says :
There are millions of Bishen and Mahesh in the body of Akal-Purakh3.

In the introduction of the Chaubis Avtar he says,
•‘They who recognize the Primal Being as One God,

Altov no other belief to enter their hearts.”4 
“They who cherish any other belief,

Shall be debarred from meeting the friend.”5 6
In other works also he loses no opportunity to bring home to his followers the 

fictional aspect of these myths. He says,
“He made millions of Indras and Bawans ;

He created and destroyed Brahmas and Shiv 
The fourteen worlds He made as a play,
And again blended them with Himself.”8
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1. Ch. A., Intro. (18) Also see Ch. A., Intro. (19 to 25) 
4. Ch. A., Intro. (21)

2- K. A., (433)
5. Ch. A., Intro. (22)

3. Shesh-Shayi A, (1)
6. A. U., (6)
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“He created millions of worms like Krishna.”1
“I will not repeat any other name nor establish any other god in my heart.”2

It is mostly in these religious works, he is at times sarcastic, and vehemently refutes 
these myths.

The poet’s absolute faith in Bhagauti as revealed in the first pauri of Chandi-di-Var 
which is included in the daily prayers of the Sikhs should not lead one to think that by 
Bhagauti he means any goddess. The word Bhagauti, whenever used by Guru Gobind Singh 
stands for Akal-Purakh, the Creator Himself, and for none else.

This compendium has a utility also for the Sikhs, for it serves as a very 
comprehensive key to the mythological illusions referred to in the Adi Granth, without 
which it becomes difficult to appreciate fully the contents of this sacred book.

The most important feature of this work is chiefly the description of the war scenes. 
In the course of the Guru’s narrating his stories, his dwelling on the war scenes reveals 
that he did not hesitate to exploit fully those portions of the stories which suited his 
underlying motive of inciting his men to holy war which had become a mission of his 
life. It is evident from his own writings :

“O God, I am composing the story of Bhagout in Hindi verse,
For no other motive than to fire men’s heart with the feeling of holy war.”®

While concluding the Ghandi Charitra I, he says that his composition is informed 
with raudra rasa through and through, and that he has achieved the nirnit (object) he had 
placed before himself in the composition :—

“This poem is imbued with raudra rasa.”4

At the end of Chandi Charitra II, he says,
“Even if a low coward hears the ballad, he will be thrilled with the love of war and offer himself 

to fight in the battle.”5

Of the Mythological compositions, the Ghandi Charitra first and second and Chandi- 
di-Var are purely war poems. The other compositions where war descriptions are 
found are Kachh Avtar, Bairah Avtar, Bavan Avtar, Paras Ram Avtar, Rudra Avtar, 
Jallandhar Avtar, Vishnu Avtar, Suraj Avtar, Ramavtar, Krisanavtar, Nar Avtar, Kaliki Avtar. 
There are duels, mass fights accompanied with storms of dust, filling the whole 
atmosphere with sounds and noises of all sorts.

(d) Characterological Poetry

The Pakhyan Charitra is a rich gallery of descriptions of human types in mixed 
Punjabi and Braji. These Charitras are good examples of the art of character delineation. 
Though many of these characters belong to ancient times they appear to describe even some 
of our living acquaintances. The aim of this work, as already discussed in the preceding 
chapter, is to raise the moral standard of the readers by examples of various types of good 
and evil which may warn them against sex urges appearing in many a disguise, and

1. B. N., 1(27) 2. B. N., VI (37) 3. K. A., (2491, 4. Ch. Ch., I (232) 5. Ch. Cb. XI, (260)
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strengthen their moral convictions. These Pakhyans have been designed primarily for the 
simple people who had not the religious back-ground strong enough to check such 
deviations from moral side of life.

The poet was, undoubtedly, fully aware of the human weakness brought out by sexual 
urges and gave a timely warning to his followers from going astray. Here it may not be 
out of place to mention that in these tales at no stage has the poet introduced the religious 
or moral force. He has, on the other hand, applied the effective technique of suggestiveness 
by acquainting his followers with the motives that lie behind the acts of all types of 
people one comes across in life and thus developing in them an insight into the human 
character.

The poet, at many places, has, through the Pakhyan Charitra, tried to enlighten 
his disciples on the subtlety of woman’s nature knowing fully well that it is far beyond 
the understanding of an ordinary person unless the reality is laid bare to him through 
the grace of God. He regarded it as his mission to eradicate the evil from the 
universe, by warning the people against such temptations. He says :

No body can divine the character of a woman, fickle-minded as they are
He alone, can see through their character traits whom God succours.1

No body can read the character of woman
Not Vishnu, Shiva and the six-faced Kartikeya, etc.
Not even Brahma, the very creator of the universe who created them.8

He goes so far as even to assert that
There is no end to the fancies of these women.
Even the Creator has repented for having created them.3

After all, no body has understood the mind of women
Even the Creator after having created them repented
Even He Who has created the whole universe accepted defeat
After he had probed into the secrets of woman.4

The poet does not hesitate even to quote instances, when required, from his 
personal life to impress upon the people the charitra of the women.5

The women-characters of these tales, almost all, suffer from passionate desires and 
they use all the means, fair and foul, at their command to attract the opposite sex to 
have their thirst quenched :

O beautiful One ! do not besmear such a shapelv form with dust. Do not waste your youths 
O maiden !

When old age comes, thou shalt repent thy youth, that is no more.6

Do not be proud of riches and youth !
We are all happy, O youthful one !
Be thou also the same.
Old age will come and youth will depart.

1. P.Ch., 193 (7) 2. P. Ch., 377 (12) ■ 3. P. Ch., 322 (25)
4. P. Ch., 312 (13) o. Cf. P. Ch., 16, 21, 23 6. P. Ch., 303(14)
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Then thou shalt rue it all the more
When thou recallest these times.1

They talk about the significance of merry-making with women of exquisite beauty 
by arguing that their beauty is only a temporary phase of their development and will soon 
fade out leaving the opposite sex repenting for not having enjoyed it:

Why to be vain of this youthful life which is fleeting and sticks to no body.
Come, let us both enjoy it. Why trust it (fleeting youth) ?a

Among the men-characters of the tales, there are two types that we come across. 
The men-characters of the first type of these tales, soon after they fall a prey to the 
coquetry of the opposite sex, suddenly come to themselves ; the philosophic element in 
them brightens up and they, realising that these are only distractions diverting the man 
from his real path, soon manage to be out of their clutches.3

The other type, which appears to represent the earthly ignorant merry-makers, fall 
an easy prey to the evil desires of the opposite sex, lose themselves completely in their 
physical charms, thus preparing for both spiritual and physical death.4

The first type is exemplary, and sets an ideal before the readers which they are 
persuaded to achieve even at the cost of their all. The second type is a bit realistic 
one, revealing the human weaknesses, thereby warning the readers against them.

From the themes discussed above, under Secular Poetry of the Dasani Granth, it is 
evident that like Bhushan, who strangely enough wrote heroic poetry in the Riti period, 
its poet tried to lift its poetry from the rut into which the poetic creations of his 
contemporaries tended to fall. He hit new marks by introducing autobiographical poetry 
which,according to Dr. Indubhushan Banerjee, is undoubtedly the most important of all the 
records about Guru Gobind Singh,5 and by reorientating heroic and mythological poetry. 
Character-tales which previously existed in Apbhransh,6 Rajasthani,7 and Avadhi8 for 
preaching religion, morality and social harmony appear in the Dasam Granth profusely 
in Braj. The reason for the profuseness of these tales was apparently the Guru’s desire 
to impart practical wisdom in the language of the day and in the mode of literature that 
specially appealed to the masses. The Guru rightly understood the importance of
the secular form of poetry for the uplift of the masses and gave it its well-deserved 

prominence.

1. P. Ch., 303 (16) 2. P. Ch., 303 (15) 3. P. Ch., 16, 21, 23
4. P. Ch., 114, 118, 262, 290. 5. Indubhushan Banerjee : Evolution of the Khalsa, 177
6. Harivansh Koehhar : Apbhransh Sahitya, 40, 41 ; Hazari Prasad Dwivcdi : Hindi Sahitya, 19, 79,
7. Shukla : H. S. I., 231 8. Earn Kumar Verma : Hindi Sahitya K& Aalochanatmak Itihas, 477



CHAPTER V

ART VALUE
In the preceding chapter, the attention of the reader has been drawn mainly to the 

thought currents contained in the different parts of the Dasam Granth and their 
general importance as an interpretation of life. We now take up the discussion of its 
art value.

*Art is a notoriously shifty and uncertain word.’1 Here by art we mean the way, 
conditioned by the nature of the poet’s inspiration,2 the thought has been expressed ; the 
way‘it has been shaped, ordered, isolated, organized, designed ; above all, so unified in 
its own distinctive character that it will always be substantially the same experience 
whatever mind it may lodge in.’3 ‘Not only thought but, equally, emotions, sensuous 
impressions, psychological intuitions and the mass of infinitely variable associations that 
accompany the movement of thought, are communicated to the reader’s mind.’4 The matter 
of the poet, thus, becomes the reader’s experience while not ceasing to be the poet’s. 
The thought is not so much carried by the technique as embodied in it, as inextricably as 
vitality is in flesh.’5 * *

What exactly constitutes poetry has been a subject of controversy among writers 
of Indian literature from time immemorial. There are different schools holding different 
views on this matter. According to Bharat Muni, Rasa6 is the soul of poetry, whereas Anand- 
vardhan in Dhwanyalok believes that DhwanP (suggestion) is the soul of poetry. There 
is another school which stresses the importance of Alankars8 (figures of speech). There 
are still others who lay emphasis on Gums9 and Riti10 as the main constituents of the 
poetry. On a closer view, most of these schools reveal themselves more in the nature 
of style and technique than the emotional content of imagination.

In the Ritikal of Hindi literature also, in which Guru Gobind Singh lived and 
wrote, the poets laid stress on one or the other theory. “For instance,Das and Kulpati Misra 
valued above everything Vyanjana and Dhwani, Mati Ram and Padmakar regarded Rasa 
as the very soul of poetry and Keshavdas and Jaswant Singh were first and foremost 
followers of the Alankar School”1' It should be remembered that in the Ritikal “Riti as 
used in Hindi literary terminology’’ came to mean “a particular method or mode of 
writing poetry and comprehends within its scope various cults like Rasa, Alankar and 
Dhwani.”1*

1. Lascelles Abercrombie : The Art of Wordsworth, p. 12 2. Ibid, p. 30 3. Ibid, p 5
4. Lascelles Abercrombie : Principles of Literary Criticism, p. 38 5. Lascelles Abercrombie : The Art of Wordsworth, p. 4
6* $R<^|__Bharat Muni : Natya Sutra VI, I —Vishwanath : Sahibya Darpan, 1,3

7 ^ToITiJTT^TT Scrfir : I—Dhwanyalok 1, 2 8 *' 5T<?Pf RT ^ STSTHfafa SRJTRT I

—Rajanak Ruyyak : Alankar sarvaswa
9- fRirfr srVr fag'Vr i

srg^rfircr ’ ^rfr ttrtjrT qR? i —Agni Pur an, 346, 1

10. I—Vaman : Kavyalankar Sutra 1, 3, 6 11. H. L0 86 12. H. L., 80



Instead of entering into a futile controversy on the subject as to what is the soul 
of poetry we prefer to examine here the poetry of the Dasam Granth in the light of 
all these definitions or claims. Riti and Alankars being more akin to each other have been 
taken together and discussed under the, heading Alankars. Here only such topics will be 
taken up as are generally included by the conventional writers in the field of art.

(a) Rasas
The theory of Rasa has been discussed by the great masters of poetics mostly with 

reference to drama, suggesting that Rasa signifies the aesthetic pleasure, enjoyed by the 
audience while witnessing a play which has poetry, music and action as its main 
constituents. This emotional effect on a responsive audience is produced, through a 
harmonious blending and representation of appropriate Vibhavas (Determinants), 
Anubhavas (Consequents) and Vyabhichari Bhavas (Transitory states), all reacting 
on the Sthayi Bhavas (Dominant states) of the audience. Poetry, unlike drama, is 
handicapped in its emotional effect in several ways. It is read in cold print instead of 
being recited by actors in variegated costumes and in a colourful setting. The reader of 
poetry misses the living voice of the actor, throbbing or resonant with emotions and 
supplemented by dynamic gestures. The reader in solo also misses the infection of the 
collective response which emotionally helps a member of the audience in the enjoyment 
of aesthetic pleasure. Thus handicapped and stripped of all external aids as well as of 
living touches poetry resorts to diction, imagery and other poetic devices helpful to the 
experience of Rasa or aesthetic pleasure in the mind of the reader. We shall see in the 
following pages how far the poet of the Dasam Granth has succeeded in depicting different 
Rasas in the various parts of the Dasam Granth.

1. Shringar Rasa
Shringar Rasa is a characteristic Rasa of highly sensuous poetry which is mainly 

occupied with erotic motives and is based upon physical attraction between the hero 
and the heroine. The poet describes them from top to toe (Nakh Shikh) and the cycle of 
seasons in relation to the changing moods of the lovers. The poet creates such situations as 
give him full scope for the display of amorous fancies and sentiments. He gives at length 
rich and colourful pictures of sports and surroundings ideally suited to meetings between 
lovers and their sweet hearts. Such poetry is apt to become tedious if the poet indulges 
in excessive eroticism and sensuousness.

The po&try of 8hrirtgar Rasa in the Dasam Granth has for its theme various aspects 
and stages of love, viz., Poorvanurag (attachment before seeing or meeting),1 Haas Lila

^ *rrct iw^r # srer ft ^t *Rt srrft q;et t n ^t ii

wu nfMt m wft m n
RfcR% fit ^ ^ ^t ^ TO # II

5ETR ^ SIRT ^t 5Tl3 33R =^Mt tRT flRt ^tMt # f* nf II
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(circular dance) including Prem Prasang (courtship or love-talks)1, Maan Virah (woman’s 
truculence)2, Maan Mochan (reconciliation)3, Samar pan (complete self-surrender or self
dedication)4 and Pravas Virah (separation because of stay abroad)6. Poets have mostly
1.

2-

5PT fftlfft—
ur| m?33R53i sppjf ^ 31513 3i ftn sifft3 3R) ii

3133 33ft % pr gftr ?3 fft fare §3 upfft inft n
3?37pft 33 ^r ^ § «r 3T3 33331 II
3313 % 333^ 33 £ 33 #3TrT 33R R^R) II
Also see K. A., (664—673, 669, 670 and 671). For text see the Appendix.
H 3t3 35ft I § 3)31 3333313 ^ iVrat t ii

33 ^=33 ft 33 *|R3 ft ^ 35ft | II

ur fftu ft ran# 3i 33* gfft3i ft srat t II
3T 375ft 373T 33 3 713 3* 3Rf =33* t II

K. A., (663)

K. A., (677)

For more verses see K. A., (693-iii, 700, 702, 715-iii, 720). Text is given in the Appendix pp. v—xiii.
For English rendering see pages 92 to 98.

3- Radha-Maan-Mochan
(Analysis)

Cause of TrueuIence-(Jealousy) 335S3ftirf.............-...................................U—S. D„ p. 144, 145
Verse No.

687, 700

Means of persuasion
Saam (sweet words) *173313 33 33 jfft, SUrfftT 37STT 3Tlft 11

SRPlft*W jf*. i* ftf? Wft ll_Basikpriya, p. 100

|f3f?3 33 3if3 umftlrft sppfaR: u
31*71 3%7 3133 fRTft^TR^TRcrt: 11—Rasarnavsudhakar, p. 174

fftfttfoRRft 33 33 7*3 ft 11-Rasarnavsudhakar, p. 174

Daan, Daam (Presentations, Bribery)

Bhed ^ (Friction, Dissension)

Nati q^Pranati (Entreaty)

Upekhsha (Indifference)

31353133 TO?! II—S. D., p. 143 

33133P?37T333 II-S. D, p. 146
C N 7 Jr

3133ft: 73ft 3fft ; ll-S.D., p. 146

3TUTfti 3 7ff$T*3T ?313ft§TT33ft313 11—S. D., p. 146
O ON

Rasantar Prasang Vidhvans U—S. D., p. 146

Qf mood or subject-matter)
4. 5T3 ffft 3133 33 § gqfl3 *35113 3ft 33T II
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For English rendering see page 102.
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Also see K .A., (793—800,802—817)

682, 683, 698, 
699, 713

685, 686

688, 705, 717

690, 691, 721, 
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731, 733-737, 
740, 743, 745

K.A., (749)
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described separation due to stay abroad, as it is evident in Barahmahas*1 The themes of love- 
making and union are often found in romances like those described in the Pakhyan Charitra:

A well decorated maiden came like a wreath of the Ragas (Melodies, which are fascinating). 
Her presence illumined my house as if a row of lamps had flooded it with light.

She has stung my heart with the jingle of her anklets as if they were a pair of scorpions. She 
has made a slave of me by casting her magic charms.

She has maddened gods and demons alike with the lustre of her teeth. She has wrung my 
heart with her looks cast askance.

Her gold-like body shines forth in such radiance that the shining sun is but a flicker before it. 
The passionate one has left a vision like the trains of a sweet tune (which is tickling to the 
senses).2

The setting of the poetry of Shringar Rasa often consists of rivers, lakes,gardens with 
bowers and flowers, forests with deer, occassionally hills in the back-ground, river-banks,, 
moonlit nights, clouds and rain, breezes, morning hours, etc.3 Nature forms as a rule a 
harmonious back-ground for the drama of love. In the poetry of union and separation, 
nature works as an active agent—as an excitant in spring, rainy season, and winter. The 
phenomena of nature enhance mutual charms in the time of union but burn the very soul, 
of the distressed person by aggravating the sense of loneliness and personal grief:

The month when fierce winds blew and cyclones and dust storms raged, and
The heat of the sun was irksome, was all the same pleasant.
For, we sported with Krishna in the cool splashing water of the river.
At that time the season was pleasant. Now it is painful.4
XXXXXXXX

When the clouds cleared a little, the shades of trees appeared pleasant. O friend!
We loitered with Syam. We wore clothes bearing the colours of flowers.
We sported in love and the time simply beggared description.
Owing to Krishna’s love, the season was pleasant but now in his absence it has become; 

extremely painful.5
In the Krisanavtar we meet with poetry of Shringar Rasa in all its stages but the 

treatment appears to be conventional. In the life of saintliness that the poet led, there could 
be little scope for such experiences. Imaginatively, however, the poet of the Krisanavtar 
seems to have realised through the story of Krishna and Radhika from the Bhagwat 
and the literature floating in the Riti period before he came into the field, what these 
could be. The treatment of Shringar Rasa in the Hindi poetry has been ever since its 
inception, most conventional at which every verse-maker must have made an attempt.

Verses illustrating sentiments of Shringar in union and separation have been given 
in the Appendix as the Shringar Rasa therein would appear to approximate to the necessary 
tests.

2. Vir Rasa
The poetry of Vir Rasa has its origin in the bards who celebrated in song the 

valour and heroism of their patrons and their race.6 They were known as Charnas, Bhattas, 
Sevagas, and Pancholis. They had a long line of successors who carried on the tradition 
of bardic poetry. Chand Bardai, for instance, belonged to a family of bards and the

1. K. A., (869—879, 914—925) For text see Appendix pp. i to v 2. P. Ch., (183) 6 3. See pp. 89, 90, 91
4. K. A., (871) 5. K.A., (872) 6. H. H. L., (11)
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famous poet, Surdas, is said by some to have been one of his descendants. Sarangdhar is 
said to have been another descendant of Chand Bardai and Sarangdhar was himself the 
writer of Homir Rasso like his ancestor’s work Prithviraj Rasso. Chand Bardai’s son, 
Jalhan, is also said to have been a poet and “it is possible”, says Keay, “that some parts 
of the Rasso were composed by him”.1

The period of Hindi poetry for about two hundred years after 1200 A. D. was most 
fruitful in bardic poetry which constituted the main body of literature of Rajputana2, the 
Punjab and the areas near about Delhi.3

According to Dr. Dwivedi, war poetry was the natural product of those times 
when major clans of Rajputs had carved out for themselves kingdoms, great and small, 
and were constantly at war with one another. Each of them had a minstrel at his court who 
improvised strains of war and love to amuse and flatter his patron. In times of war, he 
attended his chief in the field of battle and inspired him and his forces to acts of heroism 
by his thrilling ballads.4 This poetry was composed in Dingal, with several refined elements 
of the Sanskrit prosodist, Pingal and in an unchiselled dialect of Hindi which abounded in 
harsh sounds and was capable of producing rugged melodies. Ballad was the popular form 
which lent itself to music and memory both. Such are the three ballads : Prithviraj Rasso 
Allaha Khanda of Jagnik, Hamir Rasso of Sarangdhar. The description of endless feuds 
among the Rajputs themselves and their wars against the Turks are the themes of these three 
outstanding compositions of the period. The houses of Chauhans, Ghandelas, Rathors and 
Ranthambors and their wonderful exploits are sung in these compositions by their devoted 
bards celebrating their dignity, valour and heroism.5

In course of time, when Hindi literature developed a literary tradition, other poets 
came into prominence as writers of the poetry of the Vir Rasa. Bhushan gave this bardic 
tradition an artificial and literary vogue. He dedicated his talents particularly to Vir 
and Raudra Rasas, for his keen sense of personal and racial self-respect found champions of 
the Hindu cause in Shivaji and Maharaja Chhatrasal of Panna. He made their exploits the 
theme of his poetry and gave the poetry of the early Riti School a new orientation and lifted 
it to a very high level. His Shivraj Bhushan, Shiva Bavani and Chhatrasal Dasak are 
his outstanding works.6 Maharaja Chhatrasal inspired yet another poet, Lai, known as 
Gora Lai Purohit, a favourite of the Maharaja. His famous work Chhatra Pmkash 
is a long narrative poem which gives a graphic account of patriotic and brave efforts of 
Chhatrasal’s father, Champat Rai Bundela, and Chhatrasal’s own brave deeds, breathing 
nobility, heroism and patriotism—the main constituents of Vir Rasa.1 Sujan Charitra of 
Sudan of Mathura gives a chronological sequence of the rule of Raja Sujan Singh and relates

1. H. H. L„ 12, 14, 16.
2. The Kajput bards sang extempore to the war-drum facing the hard reality of life. It was the dance of nature, 

the Siva's Tandav, that they saw before them. Can someone today create that type of poetry through imagination ? The 
heroic sentiment and emotion, enshrined in every battle-song of Rajasthani language, is the original asset of Rajasthan, and 
the pride of India at large,—Rabindranath Tagore : The Modern Review, December 1938, p, 710.

3. H. L.,11, 20 4. H. L., 11, 12, 13 5. H. L„ 13, 16, 18, 19 6. H. L„ 98 f. 7. H, L., 123 f. *—"V



the Raja’s exploits. The poet excels in the description of preparations for battles just as Lai 
and Bhushan excel in describing battles and the flight of the defeated army respectively.1

The third tradition of poetry of Vir Rasa is as ancient as the culture of the country. 
It came down to us through the Sanskrit verse which was rendered in Hindi by poets like 
Tulsi (Ramayan), Chintamani (Ramayan), Padmakar Bhatta (Ram Rasayan), Sabal Singh 
Ghauhan (Mahabharat) and numerous other minor poets who translated these epics freely 
in almost all dialects throughout the ages.2

In the Punjab, the bardic and the epic traditions were alive and popular at the 
time of Guru Gobind Singh. The cycle of Ramayana was still played, as it has been 
through ages, in the villages on the eve of celebrations of the Dussehra festival. The 
brave deeds of Raja Sahlvan were also recited in the form of folk-ballads in the Panjab. 
They were no doubt very popular among the people, even as the story of Sohrab and Rustam 
was loved by the common people. The renewal of the struggle for existence under the 
tyranny of Aurangzeb revived the poetry of Vir Rasa which thrilled the hearts of the 
oppressed. The sacrifices made by Guru Arjan Dev and Guru Tegh Bahadur lent a religious 
tinge to the struggle, and developed the religious aspect of the Vir Rasa. The military 
spirit of Guru Hargobind was reborn in Guru Gobind Singh who found poetry of Vir Rasa 
as the right medium for infusing in his disciples the spirit of revolt and independence on 
the one hand and sacrifice on the other.

Guru Gobind Singh is one of the greatest in Hindi literature as a writer of poetry of 
Vir Rasa. The only poets who can match him in this kind of poetry are Chandra Bardai and 

Bhushan. His Ghandi Gharitra—in three versions, and compositions of Avtars are excellent 
poetry. The stories are not original but the treatment is magnificent. The narratives 
develop without a break. The stories acquire dignity from the characterisation of the 
heroes. In every work, in thought, word and deed, the hero is every inch a hero of 
action calling for courage and sacrifice. The diction is appropriate to the content of brave 
thoughts and great deeds and the metrical pattern of the verse is traditionally what 
had been often used before for the writing of poetry of war and heroism. The great quality 
of Guru Gobind Singh is that he is able to thrill his readers. He succeeds in creating the 
moods of enthusiasm and exaltation from time immemorial associated with the poetry of 
Vir Rasa.

In the Dasam Granth, the poetry of Vir Rasa is found in the Bachitra Natak, the 
Avtars, three versions of Chandi Charitra, including Var Shri Bhagauti Ji Ki (in Panjabi), 
Pakhyan Gharitra and Jaffarnamah (in Persian). This poetry describes preparations for 
war, the action, the victory or defeat of an army, with the help of alankars, appropriate 
diction and harmonious metres. The chief attributes of Vir Rasa here are enthusiasm, fury 
(Raudra), pride, hatred (Bibhatsa), romance, courage, self-sacrifice and dash. As Raudra and 
Bibkatsa Rasas are allied with Vir Rasa, the examples of both of them are found side by side 
with those of the Vir Rasa.

232 THE POETRY OF THE DASAM GRANTH
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A few passages of the original Durga Sapta Sati as translated in Braj by Guru 
Gobind Singh describing the war between Durga and demons are translated here as 
specimens of heroic sentiment:

The Lord of the world has waged this war in order to relieve the world of its misery (to redeem 
it from oppression).

The trumpeting of elephants is like the thunder of clouds. Their white tusks are like herons 
hying in a row.

The sword of the warriors wearing their armours flash like lightning in dark clouds.
The horde of demons descend upon their enemy gods like dark clouds.1

X X X X X
Full of wrath Durga has taken the field. Dhoomra Lochan too has advanced with his army.
When the swords and the arrows fell and struck, the goddess seized a spear and
Thrust it into the enemy’s mouth, which chipped off his lip even as chisel cuts off iron.
His teeth were like the pure white water of the Ganges, his body like the dark water of the

Jamna.
The blood flowed from his lips red like the water of the Saraswati. This is as it were a picture

p rp • • a

oi l nveni.
X X X X X

On being struck, Dhoomra Lochan cried out, and leading bands of the demons
And drawing a sword, he stabbed the tiger in the chest,
Chandi too seized her sword and collecting her strength chopped off his head which fell into 

the land of demons
Like dates fallen off the tree when the storm blows.3

X X X XX
When Durga heard the outcries of the demons, her eyes were full of fire.
On hearing the wrathful voice of the goddess, Shivji was disturbed in his meditation and 

the feathers of Garud dropped off on the ground.
The fire of Chandi’s eyes blazed forth like the wild fire.
And burnt all her enemies to ashes just as poison intoxicates bees to death.4

When Chand and Mund, the demons, arrayed their army in battle-order and took 
the initiative, there arose a thick cloud of dust as if the very earth (Vasundhara) heaved 
upwards towards the Indralok. The poet has described it in a beautiful simile :—

Fired up, Chand and Mund selected four types of the best forces, came forward to give a battle 
to Durga,

The whole earth resting on the head of Shesh Nag began to quake like a boat in a stream,
The dust raised by the hoofs of the steeds rose in clouds to the sky,
As if the earth herself had left for Brahma Lok begging for relief from oppression.5

The scene of battle waged by Girija Bhawani is equally matchless :
When she heard of the shouts of the demons, Durga flared up.
She put on her armour, rode on her tiger and blew her conch and proceeded to the battle

field,
She descended from the heights on her enemies
Just as Bahari (falcon, a bird of prey) stoops down upon a flight of Koonj and sparrows,®
An arrow shot from Durga’s bow increased ten times in its deadliness and got transfixed into 

the bodies of the demons.
X. Ch. Ch. I, (62) 

4. Ch. Ch. I, (101)

2. Ch. Ch. I, (97) 
5. Ch. Ch. I, (108)

3. Ch. Ch. I, (99) 
6. Ch. Ch. I, (110)
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And appeared as if they were trees bare of leaves after the blowing of the winter (Phalgun) 
wind.1

X X X X x
When the stronger enemy Mund was knocked down
She turned to Chand to do away with him likewise.
She slaughtered his army to a soldier. The battle that she gave was dreadful.
She attacked him with a spear and cutoff his head even as Shivji beheaded Ganesh with 

his trident.2
The head of the enemy was cut off with a spear in a manner in which Shanker 

had beheaded Gajanan. How picturesque is the language ?
Equally interesting is the fall of the demon at the hand of Chandi. This is compared

to the fall of Hanuman, while carrying the mountain (shail), at the hands of Bharat :
The brave demon flew in anger and delivered an attack and wallowed the sea of blood.
Holding his sword and protecting himself with a shield he rushed at the tiger.
While attacking, he was shot by arrows of Ghandi and was laid low,
just as Bharat, Ram’s younger brother had knocked Hanuman down with mountain itself.3 

He rose up again, seizing the sword advanced to fight with Chandi 
He wounded the tiger and streams of blood rushed forth from his body

As if showers of rain fallen on the mountain of Gaeru had dyed the earth below in red.4

The field of battle is drenched with blood shed by Chandi and this sight is
compared to the scene at the Gaeru mountain when washed by rain. The expression is
characterised by force and heroism, like the crimson of the dawn.

Chandi flew in passion and plunged into a fierce battle.
She trampled down her enemies as an oilman crushes the oil seeds in order to extract oil.
The blood ran down in the field just as coloured water is splashed on the ground when his 

(dyer’s) clay-basin gets broken,
The open wounds looked bright red like lamps burning in a tower.5

How expressive it is of crushing the enemy like linseed (///), of the spurting of 
blood as if from the broken vessel of the dyer, of the display of the wounds, inflicted by 
weapons like the flame of global lamp, and of the fiery sentiments of heroism !

When Kali grasped her deadly sword and roared out, the Sumeru mountain shook,
The paradise shrank with fear and big mountains began to roll back in all the ten directions. 
Panic seized all the fourteen lokas and even Brahma was upset.
Shivji lost his state of meditation, and the cracks and fissures appeared in the earth,6

x c ; x x . x x
He broke through the horde of the enemy thick like the clouds and took up his bow and arrow

in such a manner,

i.
5.

That he killed mountain-like dark demons just as the rays of the sun destroy darkness.
The whole army was routed. How can a poet describe such a scene ?
It was just like Kaurvas fleeing from the battle-field at the sight of the blood-bdsmeared face of 

Bhim.7
X X X X 'X • -

Obeying the word of Sumbh, Nisumbh marched in battle-array L u
Like the incensed Arjun fighting against Karim in the battle-field of the Great War of 

the Mahabharat
t-*—'T----------------------------- --------f’—> T’------------------------------------------------------------------------------------------------------------------------ -------------------------------------------- : ;^____________________—---------------- 1........................................... ................ ......................... ........................... ........................................................................................1 °

Ch. Ch., I (111) 2. Ch. Cli., I (116) , 3. Cb. Ch., 1 (155) 4. Ch. Ch., I (150)
Cb. Ch., I (157) 6. Ch. Ch., I (166) 7. Ch. Ch., I (180)
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The arrows of Chandi struck a great many demons and broke across their bodies.
Like the sprouts of the paddy seeds breaking forth the soil in the month of Savan.l

The arrows of Chandi piercing through the body of demons are compared to the 
seeds sprouting and penetrating through the soil to the surface. How wonderful ! Such 
comparisons are not a few.

Taking a lance, she pushed it into enemy’s head so vigorously 
That it pierced through bis helmet and turban as well.
A jet of blood was shot out above his head
Like the intense glare of Shivji’s sight on the opening of his third eye.2

The stream of blood issuing above is compared to the tripple stare of Mahesh 
concentrated on Kamdev. How brilliant is the flight of imagination t

The demon pulled the lance out and thrust it back on her.
It struck her on the mouth and she began to bleed profusely though it added to her charms,
Like the red spittal of chewed betel-leaf splashed in the neck of Padmani.3

At the defeat of the demons, the gods could not contain themselves for joy at the 
sight of the goddess and began to pay her the tribute of victory. It is described thus

All the gods assembled together and prepared a paint of rice, saffron and sandal wood. 
Having perambulated around her countless times, they put a sacred mark of triumph on her 

fore-head,
Which appeared as if the auspicious planet (of Mangal) had entered the orbit of the moon.1

In the concluding verse, the author’s feeling of heroism is revealed like the flowers 
tossing in spring:

“Give me this Power O’ Almighty,
From righteous deeds I may never refrain !
Fearlessly may I fight all battles of life,
Full confidence may I ever have 
In asserting my moral victories !
May my supreme ambition and learning be 
To sing of Thy glory and Victory !
When this mortal life comes to a close
May I die with the joy and courage of a martyr !”5

The Chandi Charitra is a free translation of Durga Sapta Sati. The great leader, 
the conqueror of enemies, the lover of war, Guru Gobind Singh has translated only those 
portions of it which are expressive of the heroic sentiments. He himself was a hero. He 
saw Chand and Mund, the goddess and the demons as examples of heroism.

The translator has shown in this work his mastery of similes and epigrams. He 
has not merely told the story of the goddess and her battles but has also described in detail 
all the various incidents, interlarding them with similes and metaphors and thus giving a 
vivid and lively picture of the field of battle and the various fighters. In the concluding line 
of the work the translator hints at this characteristic :

This Chandi Charitra has been written in verse. The whole poem is full of martial spirit 
(Raudra Rasa).

C Clu Ch., I (188) 2. Ch. Ch , I (,193) 3. Ch. Ch J, (194) 4. Ch. Ch., I (22ft) 5, Ch. Ch., I (231)



Each verse is more stirring than the other. All the similes from top to toe are new and fresh.
The story of the Satsai (seven hundred couplets) composed by the poet for the pleasure of it 

has concluded.
It would surely fulfil the wish—whatever that be—of the reader or the listener.

But when an incident or a detail is mentioned incidentally or when the incident 
is not suggestive of heroic sentiments, it is translated briefly in order to carry on the sense 
of the narrative ; for instance, shlokas 93, 94 and 100 of the seventh canto of Durga Sapta 
Sati have been translated in one couplet only.

Similarly shlokas 18 to 21 of the sixth canto have been translated in one swaiya
only :

After surveying the forces of the demons, Chandi turned the tiger round sharply.
The tiger moves about more rapidly than the wheel of fire, the whirl-wind, umbrella over the 

head of the bridegroom or the lance.
In that fight the tiger lashed round in such a manner that even the eddies of a river stand no 

comparison with it.
No other simile suggests itself. It appeared as if there was a whirl of tiger-faces all around.2

The fury of the lion and its attack on the demon is described in graphic similes.
From the description of the battles given above, it would be evident that the poet 

has risen to very great heights in the depiction of Vir Rasa.
3. Shant Rasa

The poetry of religious devotion is a poetry of Shant Rasa. Guru Gobind Singh was 
the tenth Guru of the house of Nanak who, it is believed, owed his inspiration to the 
teachings of Kabir. Guru Gobind Singh, therefore, follows Guru Nanak, a votary of the 
Nirgun School of poetry, which put no faith in incarnations, gods or goddesses, no faith in 
caste system which resulted in false sense of social superiority, and no faith in the 
exploitation of the lower classes and untouchability. Further, it put no faith in rituals, fasts 
and pilgrimages in the quest for spiritual knowledge positively. The Nirgun philosophy was 
eclectic, combining as it did, with Vedantic monism, Islamic monotheism and Indian 
mysticism of Sidhs, Gorakh panthis, Sufis, and Vaishnavism of Ramanand.3

“The corner stone of Nirgun philosophy”, writes Dr. Dwivedi, “is the idea of a 
single impersonal omnipresent God. These mystic reformers dwelt on the immanence of the 
Deity, without form or colour beyond comprehension and expression. They, therefore, 
stressed the importance of deep introspection and rapt meditation in order to realise the 
oneness of the individual soul with the universal soul. Such a realisation would break the 
illusion under which the common man lives.”4

The poetry of the saint-singers is the poetry of love that opens up the hidden recesses 
of the heart, and lifts one above the earthly-self ridden by troubles and worries. Such a 
poetry heals the wounded soul, sustains the depressed and fills the pious with ecstasy. That 
is why music holds a very important place in devotional poetry, both as a part of it, and as
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1. Ch. Ch., I (232)
3. H. H. L,., ISf, 21, 24 ; H. L24, 25

2. Ch. Ch., 1(211)
4. H. H. L„ 20f, 24 ; H. L., 25, 27, 34; 35, 3S
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an instrumental accompaniment. The darbars of the Sikh Gurus gave a place of honour 
to musicians or Ragis who set their compositions to music in the religious gatherings or 
'Congregations. Guru Gobind Singh's poetry is musical in more aspects than one.

The attributes of the poetry of Shant Rasa are, besides singing praises of God and 
His saints or spiritual preceptors, the outpouring of emotion, self-surrender, indifference to
wards the world for its transitoriness, sense of renunciation, attainment of divine knowledge, 
humanity, service, faith in the grace of God, the immortality of soul, and self-realisation in 
union with God. The poetry of Shant Ram has characteristics like these and by its 
impassioned music, influences the mind and the heart of man which takes things in the spirit 
of resignation and has nothing but loving regard for God and His creatures even in extreme 
adversity.

Some examples of the poetry of Shant Rasa of Guru Gobind Singh have already 
been given in the third chapter. Some more may be presented here :

(a) Those who have conquered sovereigns at home and abroad, killed great generals and
kings,

Whose houses were full of all the eight siddhis and nine treasures in their fullness,
Who possessed great many moon-faced wives, who could not keep count of their boarded 

riches,
All these have yielded to Jam, the death-god. In the absence of the Name, they have in the 

end passed away bare-footed.1

The trend of the verse is towards renunciation which acquires force from the 
vivid back-ground of objective reality on which it is presented. Power and pomp, riches 
and beauty all appear like bubbles in the absence of God’s name.

(b) I accompanied neither Ravan, nor Mahiravan, neither Manu nor Nal in their last journey to
the other world ;

Nor did I go with Bhoj, the monarchs of Delhi and Kauravas, not even with the mighty 
monarch of the Raghu race, (Rama).

Uptil now I have accompanied nobody. I tell the truth swearing by all those have destroyed 
the hordes of sins.

Wake up O callous beast! I did not accompany anybody to the other world nor flinched from 
my position.2

By describing the sorry fate of even the greatest of the great, the poet creates a 
sense of void, and resignation dawns upon the mind as a necessary consequence.

(c) Why to put on these saffron robes, O sages ? They shall all be consumed by fire.
Why do you start this tradition ? It will last only for a day or two. It cannot go on for 

ever.
The ways of grim Kal are all powerful. No yogi, howsoever great, can play any hide-and-seek 

with them, try how much so ever he might.
O great sage 1 this handsome body of yours shall at last be stark dead and shall be reduced to 

ashes and mixed up with the dust of the cremation ground.3

The verse prepares the mind for sincere devotion, shorn of symbolism and 
convention and is, therefore, an illustration of the pacific sentiment. Nothing extraneous

1. Dattatreya A., (491) 2. Dattatreya A., (492) 3. Dattatreya A., (493)
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is of any avail in the pilgrimage to the Great, hereafter, not even the handsomest body, 
which is nearest the soul.

Listen, O sage! Why dost thou subsist on air, nothing shall accrue to thee by such: 
subsistence.

Why dost thou colour thy robes with ochre ? By such devices thou shalt not realise God.
Refer to the Veds and the Purans, they shall all vouchsafe tbe same truths.
Thou hast not consumed thy passions, and yet thou callest thyself nude. Even thy matted hair 

shall not accompany thy head.1

This verse shows the true path to self-realisation. Forms and rituals do not help. 
One has to consign one’s passions to flames which means sublimation of emotions and 
purification of heart. So this is also pacifism.

Thus in the depiction of Shant Rasa also—not of the type of forest-hermits but 
of the vigorous kind of a saviour of the good—which is required for self-devotion, self- 
realisation and successful completion of the task in hand, the Guru has turned a new leaf.

4. Hasya Rasa
As the daybreaks the shrew of a newly married girl begins to thunder, threaten and prohibit. 

People cannot stand her storming.
The poor mother-in-law all terror-stricken, looks at her with a bated breath. The sister-in-law 

(the wife of the elder brother of her husband) turns back from the door-steps.
The neighbours have resorted to the woods for their residence (out of fear of her). All the 

people are deeply distressed.
If you ask for water she will hurl a stone. Is it a woman or a lioness that has entered the house ? 2

Thisr verse is an example of the sentiment of laughter which has been fed and 
heightened by a series of incongruent exaggerated verbal images. The climax is reached 
in the third line. lPas Prosin baas gahyo ban’ etc. (i.e., leaving their houses the neighbours 
took to the forest for habitation) and the terror-striking shrew is presented in her ludicrous 
colours in the last line. ‘Paani ke maangat Paathar maaraf—this simile of the Sandeh 
Alankar suggesting her to be a blood-thirsty shrew has further added another peal of 
laughter to the already forceful word-pictures of the preceding three lines ‘Saasu ke 
traas na aavat swaas. etc.

5. Bhayanak Rasa
(a) At places severed heads are to be seen, at others fallen trunks are heaving on the bare earth.

In some places broken thighs are riggling in pain, elsewhere, beautiful hands are- 
bounding up.

Then in some places there are sky-rovers to be seen ; in still others, ghouls are shrieking.
In some places goblins are giggling ; in others, Bhairavas are howling.

1. Dattatreya A., (494)
2- ipt nitl srcl rt sitft 11

% 5TIH H ft ftiR 3TR fSTSRt |1

ith torr qra ^ ft srasrrit n
qpft % ninrr mu tw RiPr m ii p.ch.4o,(i4)

For more examples see P. Ch., 158 ; P. Ch., 266 (17, 18, 19, 4 2, 49, 112) ; R. A., (161) jChandi-di-Var, (17, 64)
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In this way the monkey emerged victorious and the demon-son of Ravan was done to death.
Branded and unbranded inveterate warriors fled with blades of grass caught in their teeth (i.e., 

like domestic beasts.)1

xxx X x
(b) Demons are falling in the battle and demon-infants are scurrying about ;

Casting their loyalty to the winds warriors are fleeing for their life.
Trunks with mutilated limbs are going up like a blinding storm.
Each and every mighty warrior when struck with an arrow falls on the battle ground.2 

x x x x x
Growing long hair on their heads, with ugly shapes, and coarse hair on their bodies ;
Such as crunch human bones in their jaws and gnash their teeth,
Their eyes shot with blood. Who is there who can display his strength to grapple 

with them ?
With bows and arrows stringed they roam all the night and commit all sorts of sins every day.3

6. Karuna Rasa
Drawing over me a dark veil of disguise ; deserting the realm of the king ; and disguised 

as an ascetic, I shall accompany thee.
I shall transgress the bounds of the family traditions, shall shake off the royal pomp and show* 

But I shall not turn away from thee. Such is my resolve.
I shall wear rings in my ears and besmear my face with ashes but I shall not swerve 

from my determination. O my son ! I shall consign to flames the paraphernalia of 
royalty.

Disguised as an ascetic and casting off the hardships of Kaushal, I shall accompany king Ram 
Chandra (to the woods).4

l.

2.

3.

q^* gs fq#—II 
faaft qr&r qj§; ^ q* ii
tot qq $rqCt rrs fqqqt 11
tesq qqf tor qsf; «*q TOqqt ii 
ff qffq fqi qqq # *rf fqjqt ^ qqqraR ii 
q qR TOt qf| uff q* qiqq rrit n

fror qqr§T tow qqrgCt fro ii
cRR SR TO3 TO to II

sr*q ^'qqit q>qq to n

qiqrcrit q* ttot wfqq ii
%si ftrc qER q dq qt fro % u

g*q # ?rc frro qiqq % gq qiq # qiq q% to % ii 
to qrsqq % sr^sri faq# to qro fro qg i f q % ii 
to Riq rstc I w fro to to fro qiqq % ii

R. A., (374)

R. A., (791)

K. A., (1464)

qjft q>ft %sttott ^ ^ qrq# mfkft frorft $ n
fslfj # q>R TO# % TO3T q# #q ^ q q# g<q % f^rtft ft II 
55T q»R ^ g*q q fq^jq qrct ffe # q frct gq qq tostsrrft ft n
TOtsrrit #qt %ST q>3TO % spq TOT TOR? ^ % TO ft ft II

R. A., ( 266)

4.
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7. Vatsalya Rasa
No sooner did Rukmani see him than her breast filled with milk.
She was over-powered with emotion, and the pathetic sentiment overflowing her heart,, 

she uttered these words.
'O friend ! Exactly like the one here was my son who was bestowed on us by the Lord and. 

then snatched away. ’
So saying she heaved a deep sigh and her eyes shed tears, says poet Syam.1

Other Rasas
The other Rasas, too, have been treated at numerous places in most of the works,,

sometimes dominant and sometimes subdued. It is not considered necessary to delve 
into them here.

It has been noticed that the faults going under the name of Rasa-dosh like Rasa- 
Bhasa i. e. disharmonious mingling of mutually opposing sentiments and Swanaam Kirtan3 
i. e. use of words signifying the name of the very sentiment or emotion sought to be 
employed, exist. The erotic similes and conjectures used while depicting heroic and 
pathetic sentiments particularly in Chandi• Charitra I and Nihkalanki Avtar are not 
appropriate. But such instances are very few and do not count much in the appreciation 
of the poetry of the Dasam Granth.

From all that has been said above it would be seen that Guru Gobind Singh has
dwelt upon a variety of human sentiments, ranging from the erotic to the martial and
comic, and has invariably succeeded in creating the proper mood, eminently suited to a 
particular Rasa.

All the Rasas have their proper places in the poetry of Guru Gobind Singh who 
was sensitive and appreciative enough to react sympathetically to beauty as well as pathos 
wherever they were found. In consequence, the Dasam Granth is full of episodes that 
touch the heart and make a powerful appeal. The poet has presented these episodes, 
elaborately and has sought with care and enthusiasm to develop their full implications, 
in terms of moral ideal and human feelings.

JL $

see

tuff ^HH % § tHiHtHr TH Hi HR 5TR* II
% HSHl srfttt fact H tH Hi SR §HR II
$Hl H# Hi sft SR | |H s&t |H % % TgjHR ||
Hi HTH 3HTH HHt HHPT fte HH || k. a., (2034)

*Cf. gpf Hi ?! HH HRT Ht Sft, ’HHSl, hH! I Puran Bhagat, by Puran Singh

HH RHf ^ THt \HHl RH HlS Ht Hi H^ I H3R Wl*! Hf f ||

^Hl HHT? Hi Hi Hlf Hi HHH HH HIHl =Hf €lfe WR Wttk f
%Ht Hi Hl^T HH HlHT HHl HTR HR! ^ HH % gfR HR Ht 1
HHT ^THHH % fHR HfHf H €lR$ *$ftfHRf $Hl \

H-? gsrr hx nil nft hh hIs r^rrt n
JJ'SR rwu *Hl<jR 3W HR HHH foT't Hif 11
35H fOT sEHlRH %|R IT HTtf II
hth nlr mz nfi his hI rr% srtwf n

2. Mingling of heroic and erotic sentiments : Ch. Ch., 1 (194); mingling of sentiments of terror and eros : N„ A,, (390); 
mingling of erotic and pathetic sentiments : N3 A,, (400),

3, Anger in R, A., (147, 149) and Ch. ch., (110, 155) ; fear in R. A. (794) ; sorrow in B, N,f V. (36),

ii
n
nR. A., (169)-

R. A., (154)
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There is a flood of the pacific sentiment in the Adi Granth. Self-abnegation and 
renunciation have been extolled and their attendant virtues, such as mercy, generosity 
calmness and simplicity, have been emphasized. We have been advised to renounce 
passions and to subdue the restless sense organs. But its penetrating insight has ignored 
the eradication of those ailments of the cosmic self which are thorns in the path of the 
good intentions of this holy book. This deficiency has been made up by the composition 
of the Dasam Granth. In this book Guru Gobind Singh has thrown together such inspiring 
sentiments as would urge one to resist the destroyers of civilisation, its virtues, peace, 
truth, justice and generosity. It was to inspire this power that he gave the descriptions 
of battles in such a forceful language as could infuse life even into the dead.

It was again this aim that urged him to present three renderings of the Durga Sapta 
Sati. The third rendering found in the Pauris is so inspiring and powerful that it can make 
blood race even in dry bones. In the Krisanavtar, Kharag Singh’s combat has been 
narrated so vividly that its reading can turn even cowards into heroes. Such wonderful 
descriptions are found at several other places.

(b) GUNAS
Gunas are embellishments of language. They heighten the effect of Rasas1, as they are 

related to words and through them to sentences. There are three principal gunas : madhurya 
(sweetness), oja (stimulation) and prasad (perspicuity or lucidity;. It is these gunas which 
make the composition madhur (sweet), parush (harsh) and prasad, (perspicuous or lucid) 
respectively. In the Dasam Granth, all these gunas are found in their proper places in 
all compositions in their different forms.

1. Madhurya Guna
Madhurya Guna melts the heart and exhilarates it. It is found more in the pathetic 

sentiment than in the erotic sentiment, in separation more than in pathos, in pacification 
more than in separation. The Dhawanyalok points out that the madhurya is a special 
characteristic of Shringar, that it reaches the highest pitch in the Vipralambh Shringar 
and Karun. Madhurya is produced by the letters from ^ to excepting the warga (squ) 
each letter being preceded by the nasal of the class to which it belongs. It is also 
produced by letters ‘R, ‘*n\ ‘P warga, however, combined with a short vowel, sounds harsh 
to the ears.2 It is consequently destructive of madhurya. In the Dasam Granth, madhurya 
guna is found most in the Krisanavtar and the Pakhyan Gharitra. The reason is that large 
portions of these works are erotic in character. Some stanzas containing madhurya guna 
are cited in the foot-note.3________________________________________

1. S. I). K., 364 2. Ibid, 27, 364
3. (a) tf m g*5r *r eirtr qsif n

4% f5Rr fsT fR 5ft gfa 4 Rtf Rif ||
qt§t Vr Jt qf" faq RE SRt q qEflf ||

str Eft rr Et urrqfar srrpit * ftert q^ra^t e q^tf n k.a. (922)
Here sweet letters on the whole have been pressed into service and in all the four feet there is euphony (pleasing sound) 

of letter ^ with ^ and ^ |

(b) 4^ *?T3R RRRr Stfa TORT SR fact fact ft (I
3R qtqfa r% q^iqt ^ n't far rR f;' q fan ft 11 
^ nf wt ^ 3*rr qict ^q ft q>t «r w rft fart ft 11
Jjq ERT 33TEK | itfa ¥R ^ ftt fact ft || ch. Ch. I (89)

Here, too, the sweet letters have been used.
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2. Oja Guna
Oja gum stimulates the heart. It is found in an increasing measure in the heroic 

sentiment, the sentiment of abomination and the sentiment of horror. Conjunct 
consonants, double consonants, rakar, ‘P warga and long compounds are expressive of Oja 
guna. Whenever there is occasion for the heroic sentiment or the sentiment of horror or 
abomination, Oja has spontaneously appeared in the Dasam Granth.1 Examples of these are 
specially to be found in the Ramavtar, Chmdi Charitra I, Chandi Charitra II, Var Siri 
Bhagauti ji ki and Bachitra Natak. In the Dasam Granth, Oja guna is also found in verses 
in praise of God, Sword etc.2

3. Prasad Guna

The compositions which are characterised by clarity of expression are said to contain 
prasad guna. Madhurya and oja gunas are confined to particular sentiments but prasad guna 
can be employed in all sorts of compositions, because madhurya and oja relate to the 
exterior forms of words while prasad pertains to their sense. The moment the words are 
uttered, the meaning is apprehended and it pervades the mind at once. In the case of Vir 
rasa or raudra rasa it pervades like fire in dry fuel, and in the case of Shringar or Karuna 
like water in a clean sheet of cloth. The words of a passage are so well adapted to the sense

i. (a) 4W li ii sra n
3% II 4% 41% ii II 3RT5T I

nfaei ii %4 ^ ii rrssr II 33f 4K 1
?̂nir ii hti %ri n II ft 1
3R‘ II HWI fti ii %h li srh* l3^ 1
W I' IT II =3r* II Wtt HR I

THS 5RH II ^ II §1 II 3# 3RH I
?rrst n *13% nr^h n feirt II 33% 1

'I ft ii II H=3 HR} I R. A., (501-9)

Her© repetitions of conjunct consonants preceded by vowel sjj- or ^ or ^ are expressive of rugged style

sqtt pq; sref n ^ 

mj n & '^rh srh 33- Htn

-tj ivj*

(b)

Herr
=3Rr
5RT II Ch. Ch., II (213)

II ^ ^fiR> §HR II
nerfo ii B. N., XI (44)

Here repetitions of ^ and -g harsh sound,
• 9

fkafy anupras and long compounds used profoundly are all expressive of rugged
style *:

:2. Compare (a) TOTS II
HIWH ll

♦

5RRRSI II
3T 3T SRRJRirr rSRt735JRriI HH STf^TTHI! ^ *\ ♦ 3f nH II B. N., I (2)

(b) —-—f**' £“**s — II
^tTT^HRUJ T333STR3I 3t^R3RJU ____ II A. U., (211)



ART VALUE 243

as to vividly present the meaning of the poet to the reader’s mind. The religious poetry, 
the autobiographical poetry and many other parts of the Dasam Granth are full of 
Prasad guna.1

Thus, as in other essentials of poetics, our poet, even in the effectuation of gunas or 
in the embellishment of language, is equally good.

(c) Dhwani

According to Vishwa Nath, the author of the Sahitya Darpan, as explained by Dr. Kane,, 
the Dhwani theory is only an extension of the Rasa theory. It took over the idea of rasa from 
drama into the field of poetry. The Rasa theory took account only of a complete dramatic 
work. The main object of a dramatic work is the evolution of some Rasa, Shringar, Karuna 
etc., by means of Bhavas and Vibhavas. This naturally presupposes a composition of some 
length. But if there be a single charming verse, it cannot be said to evolve a rasa, although it 
may suggest some one or more of the constituents (bhavas) that bring about the relishing of 
a complete rasa. Such single pieces would be outside the pale of Kavya according 
to the Dhwani school, if it were said that the soul of Kavya is Rasa alone. Rasa can 
only be suggested and not directly expressed. Hence it may be advanced that the best poetry 
is that which contains a charming Vyangya (suggested) sense.2 But though it is possible to 
extract some sort of Vyangya (suggested sense) from any sentence or word, all the words of 
sentences are not necessarily Kavya ; only those words which have particular qualities and 
are arranged in a particular manner and contain a charming Vyangya, constitute Kavya?

Dhwani (suggestion) according to the Dhwanyalok is the soul of poetry.4 The author 
of the Dhwanyalok cites the testimony of ancient writers in support of his statement

fit faita fit fint sfa nta fit Stas nnta fit niwt it 
srafit to 5nnf fit =ntwi gsr fit to to* fit sITTOt II 
mf fit nhn nnif fit nit n| fit itnn <nnif fit sfafa n
nif fit vim nnif fit fsnr m qn fit fan to fit nprot n a.u.,(9<>)

Here the letter in combination with and letter T in combination with ^ have been abundantly used. The

letter ^ in combination with k has also had many repetitions The verse is, therefore, devoid of Madhurya and Oja Gunas and 
is an example of Prasad Guna,

fan fan mg faffa fa^nf^i n 
% % faro fa nrft n 
x x x x 

fan n nnt fnit toto sf u 
fan fan to fnfa sinmint n

TO <mit g’nn nnft 11 
sj nifa fan nfa gnro u

2. S. D. K., Chap. II, 369.

fjs mn fan fafas n ■wtot 11
nfaff nfro nifn % nr|t u B. N. VII (41).

X X x x
=nnt *ft mn to nrnn nfa u
TO faf S ff fa? ISfat II B. N., VI (5)

nff nfa srcm ftefa n
nfa gm nrm % mn 11 b.n.,x(4)

3. S. 13. K., Chap. II, 369.

4. “SITOITOI Dhwanyalok,.

mvh m nnngTOnnt^nmwt i
5fan: sisnfa%^: ^ ^nfnrtfa sfan: 11 —Dwanayalok, 33..
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that the soul of poetry is suggestion which assumes only the form of Rasa, etc.1 

Dhwani is divided into three kinds, viz.,
(0 Vastu Dhwani, in which a distinct (different) subject matter or topic 

is suggested.
(ii) Alankar Dhwani, in which the suggested sense would constitute a figure

of speech; the expressed sense does not, however, do so.
(iii) Rasa Dhwani, where Bhava etc , are the principal element and where the

expressed sense of words, and the figures of speech are dependent upon 
Rasa, etc.

Now we shall illustrate from the Dasam Granth all the three kinds and their sub- 
kinds of Dhwani.

1. Vastu Dhwani
(a) Destruction rained in the battlefield and scarfs fell away,

When sharp arrows flew, heroes rolled, and badly scathed.
Trunks and heads fell asunder and the battle-field presented a horrible sight.
Heroes have fallen as if the revellers of holi had dropped on their beds after having splashed 

coloured waters and become tired at the gambling table.2

This verse presents a word-picture of the clash of arms, the falling of foes and the 
horrible view of the battle-field on account of the severed trunks and heads. The meaning 
is expressed. All the same, the clash of arms is depicted in such a vivid manner that it sends 
a thrill of terror through the mind and helps in the realisation of the pertinent 
sentiment of horror. This is an illustration of the depiction of emotion through theme.

(b) They have become deaf to all other sounds. "Strike, strike well”, are the words that they utter.
With a challenging force they rush on unmindfull of the impact of countless weapons of

warfare.3

This verse describes the zeal and singleness of purpose displayed by warriors on 
the battle-field. They are deaf to all sounds and the only sound that their lips utter is 
‘‘strike and kill”. They are shouting and rushing forward in the thick of the combat 
quite unmindful of the enemies’ weapons of warfare. The scene is quite enthusing and leads 
one naturally to the realisation of the heroic sentiment from an expressed meaning which 
the words of the verse convey. This, again, is a depiction of the same kind of emotion.

(c) The younger brother (Laxman) lifted and embraced him (Rama).
Then he wiped his face and said,

L |—Agni Puran 336, 33 (B.I. ed)

TfTl 5P=TW qfTOT efrf | D. K.; 2e notes

2- i # 3^ ^ i
hr §3 3§ to i trI qst w\ ^ h M. a., («)

3* q^ ^ qsR i 3 mfr mfc waff n
3 ffe tsTC 1 SR3 SF95T || B.N., III (II)
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‘Why do you feel so dispirited. Take heart, O Lord !
Where could Sita go ? Just look for her.’1

The verse is a neat example of the pathetic sentiment. The whole situation and 
the surroundings (in the wilderness) aid and heighten the emotion that flows through 
the lines.

(d) O friend! once there was a time when the palaash tree was in full bloom and a pleasant.
breeze was blowing there.

On one side bees were humming and on the" other the darling of Nand was playing on 
his flute. ■

Gods were pleased on hearing its notes and the sight Was indescribable.
The season was pleasant at that time but now it has become painful.*

The verse suggests the intensity Of the emotion of separation. The same 
surroundings which presented a bracing sight have grown dreary and dismal in separation. 
By a simple presentation of facts and phenomena blended into a vivid impression, the 
poet has stirred the heart in his usual suggestive manner through another simple
expression : Then the season was pleasant ; now it is painful. '

(e) All the trees of Braj are in blossom. Blossoming creepers have entwined them.
Lotuses are blooming in ponds. Their charm has reached its climax.
Parrots and cukoos have fascinated the mind but without the lover being near they do not

appeal to their heart.
The hard-hearted one has spent his time with slave girls. He has not experienced the pangs 

of love and the pain of separation.8

In this verse5 by the presentation of nature as back-ground that stirs up amorous 
feelings, the erotic sentiment has been aroused and the intriguing nature of the situation 
has added a sting (Daassi ke sang rahyo) to the pangs of separation.

(/) I accompanied neither Ravan nor Mahiravan, neither Manu nor Nal, in their last journey to 
the other world ;

Nor did I go with Bhoj, the monarch of Delhi and Kauravas, not even with the mighty 
monarch of the Raghav race (i.e., Raffla'L

Up till now l have accompanied nobody. I tell the truth swearing by all those who have 
destroyed the hoards of sins.

3.

uUT 35Tf § sfa; *rVl jp* II
™ ^ ^ ^ \ m ste ^t ll B. A., ( 357)

src q|; n
*3* jpsrrca | ^ ^ sniff n
(tifi ^ I RItT <it #r SRilfft 3ft 5TTf II

*rf p^rf 11 k. a., (seo)

^ faift fas % uRir farel ii

'm arcs' ate ^rf^Trf ii
%cT tfw i! f ^ faff 3 Qflfll
pft % #i it sfssffM ff 'ssnfH k.a„ (9i4)
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Wake up O callous beast I I did not accompany anybody to the other world nor flinch 
from my position.1

The verse is an illustration of emotion from objective reality. Material prosperity 
and worldly might are of no avail when the hour of judgement comes ; hence the 
urgency of waking up betimes to spiritual reality. By describing the sorry fate of even the 
mightiest of the mighty, the poet creates a sense of void and resignation as a necessary 
consequence.

2. Alankar Dhwani
(a) In verse No. 1662, Chandi Charitra /, the figure Asangati predominates. Chandi 

herself is not the Ashraya (subject) but the poet is the Ashraya. Chandi has been relegated 
to the position of stimulus. The quaking of the Meru mountain etc., is the excitant. 
Everywhere the figures are suggestive of the theme as well as of the emotion. The two 
have been neatly blended together.

(b) In the last two lines of verse No. 101* of Chandi Charitra I, the theme has been
suggested by the figure, illustration (drishtant). It suggests the destruction of the
enemies. The fury of blood shot eyes has appeared in its full force through the illustration 
of submarine fire (barvanal).

(c) In the last three lines of verse No. 108* of Chandi Charitra 1, the theme has been 
suggested by the figures of conjecture (utpreksha) which reflect the magnitude and the 
destructive nature of the battle.

(d) Verse No. Ill5 of Chandi Charitra 7, is an example of depiction of the theme

i.

2.

3.

4.

*FR % nf|*FR % JR % JRjl % ^ IB ||
litST ^ ^Tf S^RR ^ $3 II

SifiT % STT^ 3R SB II
I H loft II v. A., (492)

^ ^ ^ ^ ^ 11 
Rf ato * IT Wfr TTTfr II

fl^TR sf^ q g WRt SR II
|rR % srfl 5RTR ^ SR ^T# folR SRISl II Ch-Ch.l, (166)

5R %R SR TO Vl^tai II
is ftsng ^y gil % lalsT nf nalm u
ftn I^TT^ snpTRsT fjf3 ^fsr I 3RT Rf ^ ^311 II

*3 rn ^ €y fsrs ^T u 0,0,1,(101).
d>yq S3 g i H3 IT^y II
SR $ST % #ST *TSI ofS^t 3R StSHR 3R 11
IgS sJpjR ^ ^|y HHT ^y sfifa % JR I '3CRT 3 3# II
JR JR 3RIS fjRRSJ ^ q-Rt TRT ^ II Ch. Ch. I, (108).
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i

through alankars. The poet while describing the battle-scene, has made use of a simile to 
suggest that Girija Bhawani was matchless in the battle-field.

(e) Beggars had no more desire for riches. Charities flowed in gold-stream.
If one came for begging a single object, he returned home with twenty.1

Here the figures ‘contradiction’, ‘exaggeration’ and erraptuning (praharshan) have 
•combined to bring into relief the heroic sentiment of charitableness. Therefore, we have 
the depiction of a sentiment through an alankar.

(/) No sooner did Hari (Nihkalanki Avtar) arrive than he smashed millions of horses, elephants and 
chariots in the king’s army.

At places, harness and accoutrement were lying fallen. At other places monarchs had fallen and 
steeds of good breed had bolted off and were wandering and neighing.

Elsewhere crowns, elephants and bows were lying on the battle-field and warriors were fighting 
grasping one another’s locks and tearing them off.2

The arrows of Kalki were flying like wind and piercing the enemy who appeared like clouds.

In this verse the figures are suggestive of the heroic sentiment. The factual depiction 
itself points to a heroic deed. The similes ‘Pawan samaan1 and *Ari baadal se’ have 
heightened the effect.

(g) Being filled with shame, enemy-kings have fled to all the four quarters. They never came back
to give a siege.

Gallant warriors with bows and swords, clubs and spears, have on them the drunkenness of 
battle. They are all hilarious and irritated.

True to their salt and sensible, the gallants with arms reaching their knees, were bound by 
their word and so they never turned back.

They fell on the battle-field, acquired fame and in this way by giving battle to Hari they crossed 
the ocean of existence.3

This verse is a superb example of the heroic sentiment. The figure is ‘Indirect 
■description’ (Aprastut-prashansha) and it is present both in the first and the fourth lines. 
The second and the third lines contain a factual description. The action is swift, 
breath-taking and decisive. The sentiment is heroic and its charm is reared and heightened 
by the first and the fourth lines through the figures of Aprastut-prashansha.

(h) To others they would say ‘Give away and enjoy your riches’ ;
But when it comes to themselves they would take care to eat their surplus of cooked daal.
They are extremely fraudulent people and they carry their frauds with them wherever 

they go.
They would rob people in the open bazar in broad-day-light.
They would not part with their kauri that they have in hand. But they would go abegging 

for every single kauri that would go to increase their store.
They would not hesitate to make love advances even to their own daughters.
Are they the nestling of greed or are they Attachment personified ?

2. N. A., (388)1. B. A., (182) 3. N. A., (395)



v Are they a brood of miserliness or are they paupery Incarnate* who knows 91 1 !‘

The verse is an example of the sentiment of abomination. Hypocrisy and fraud,, 
greed and miserliness, lust and beggarliness, have all combined to create deep feelings of 
disgust. The figure Sandeh in the fourth line presents the pictures of a disintegrated
personality which eludes the grasp of the artist and has thereby added to the feelings of 
disgust. ” ' " ' '

0) The month when fierce winds blew and cyclones and dust-storms raged,
And the heat of the sun was irksome; was all the same pleasant,
For we sported with Krisana in the cool splashing waier of river.
At that time the season was pleasant, now it is painful 2

The verse is an example of Vipralambh iShringar suggested by the contrast in the 
setting in the absence Of Krishna. The refrain of the fourth line brings it into vivid relief. 
“Torn samai sukh daik thi rit”, etc. The figure is antithesis and serves to aggravate an 
unbearable environmental situation into mental agony.

3. Bhav Dtawani
(a) O friend 1 in the month of Jeth, we sported on the river banks and our hearts were ever

exhilarated.
We had all applied sandal pastes on our persons and the earth was besprinkled with rose-water. 
Our clothes were well scented and the splendour of the scene was indescribable.
These moments were pleasant but now the time has become painful in Syama’s separation.3

This verse is an illustration of the erotic sentiment, arising out of the separation 
of the lover and the beloved. The month of Jeth, sandal-paste, rose-water, perfumes— 
all are there. But the central figure Syam is not to be found. These lines, therefore, 
describe the changed mood of the beloved in the absence of the human touch which has 
imparted loveliness and hilarity to the surroundings. The emotion of the feeling of pleasure 
is changed into one of feeling of pain.

(b) When a paralysing smiting action was resorted to, all the warriors left their weapons andi
took to their heels.
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Throwing their weapons and putting off their armours, they fled as one man and never once 
thundered.

In such a situation the majestic Kalki incarnation heaped up all the weapons of warfare and 
stood resplendent beside them. ■ ■

The earth, the skies, the nether regions, were all taken aback. Gods and demons were both 
ashamed by His excelling splendour.1

The first two lines of this verse verge on the sentiment of fear. The next two 
lilies are an illustration of the sentiment of wonder hinging on the cosmic majesty of 
Lord Kalki pervading all the three worlds. Here the sentiment is a consummation of the 
emotion of awe suggested by the imposing majesty of the deity,

(c) Demons are falling in the battle and demons’infants are scurrying about,
Casting their loyalty to the winds warriors are fleeting for their life.
Trunks with mutilated limbs are going up like a blinding storm.
Each and every mighty warrior when struck with an arrow falls on the battle-ground.2

This verse depicts the horror of the battle. The main sentiment here is the 
sentiment of fear which by contrast suggests the counter-sentiment of heroism. The 
last two lines are an illustration of the sentiment of abomination which in its turn is 
suggestive of fear.

(d) The verse 2492® of the Krisanavtar is an illustration of a subtle combination of 
the pacific and the heroic sentiments. The heroic sentiment is suggested by the expression 
“China men juddh vichaare’’ and metaphors in “Jasu naav chare bhav saagar taare”. The 
predominant idea is that of the pacific sentiment which is generated by such simple 
expressions as “Dhatiya jiyo tih ko jag men,\ “deh anitta na mtta rahe” and issustained and 
consummated by a series of vivid metaphors in tne third and fourth lines wherein 
courage is the abode of the self-resigned, intellect is the lamp that lights the heart and 
self-knowledge is the broom that sweeps the filth of self-diffidence.

As shown above there is a spattering of instances of suggestiveness in the poetry of 
the Dasam Granth. If suggestiveness is the merit of good poetry, the poetry of this 
Granth more than amply stands the test.

1. s-K m fli%n

imit ft m ^it 11

m ff 11
RR =T(wr «TRfll N.A., (398)

2. *t*Rn ♦Tsra II

ffranRot m vrsfcr 5FR 1 II
3RT §*RTt • ♦ II

*rr<t II B. A., (791)

s. sr 5tt^t 5rn I % fff f%Tt r fsRit II

sftTSr WPT RTf ft R 5% HR SsTlRT II
TRlRff ^ Rf fpf i ^TTRl || K. A., (2492)



THE POETRY OF THE DASSAM GRANTH

(<* *) Alankars

Human nature has an Instinctive love for beauty. It is ever attracted by beauty 
The poet is, however, so affected by it that he wants to communicate it to others 
He wants to express his aesthetic experience in such a way that other people may 
also experience it, emotionally and imaginatively. His expression must, therefore, 
be beautiful. In order to make his expressions beautiful he resorts to figures 
of speech. The function of alarikar, according to Mahimabhatta1, is to heighten 
the effect of poetry. It is to aid the poet to say more pointedly whether the poet exalts 
or does the opposite. Alankar is to help him. Masters of poetics in Sanskrit have attached 
great importance to figures of speech, and have regarded them as an essential part of 
poetry. Acharya Dandi* has laid down in his Kavyadarsh that figures are those attributes 
which enhance the beauty of poetry. Jayadev3 has gone a step further. According to 
him “Poetry without embellishment is just like fire without heat.” If figures are, like the 
heat of fire, so important, they must be accepted as the life-breath of poetry. The 
Agnipuran also accepts figures of speech as an element of poetry, which enhance 
sentiment and the enjoyment thereof. It is said in Agnipuran* that Saraswati without 
embellishment is just like a widow, while a piece of embellished composition is like a 
woman who enjoys her conjugal bliss and is proud of it.5 Bhamaha® says that even the
beautiful face of a woman does not show itself to advantage without ornaments.

Figures, full of sense and sound, enrich the beauty of the damsel that is poetry. 
In poetry, figures give an edge to the impression that it communicates. Poetry charged 
with the powers of words and full of embellishment is certainly more impressive than an 
ordinary composition. According to Ram Chandra Shukla7, ‘Alankar is the name of a 
device which contributes to the intensity of the realisation of the beauty, merits and actions 
of things and the superbness of emotions’. In reality, when a poet is not fully satisfied 
with the communication of beauty in various ways, he expresses the enthusiam and ardour 
of his heart through a figure. He explores the whole creation in order to lend beauty to 
the exposition of his themes through similes, conjectures, metaphors, etc. He finds in the 
soothing beams of the moon the coolness of the beautiful face. In the eyes of fawns, 
he recognises the innocence of the eyes of his beloved, and in the slow gait of a drunken 
tusker he finds the resemblance of his beloved’s graceful movement. Owing to the 
eternal association of nature and man, the poet seeks out his similes of beauty in the 
vast field of nature. Thus the poet creates a likeness between the sentient and the 
innsetient, between man and nature, and things of nature acquire a peculiar significance by 

becoming the standards of comparison.
].
2.

3.
4.
5.

* sugfori.1ii—v. Baghvan = s. c. a. s., 89
II—Kavyadarsh 2, 11

m JSTsqsissrafsrcii srtN ^ ii —Jayadev : Chandralok
Hindi Kavya Men Prakriti-Chitran, 54

il-Agnipuran 6. ^ l| —Bhamaha
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In the field of poetry, a witty utterance contributing to the excellence of emotion^ 
sentiment, form or embellishment is called a figure. Figures are the exterior form or raiment 
of poetry, while sentiments or emotions constitute its soul. Just as the body is inert without 
the soul, so poetry is lifeless without sentiment. Figures, however, help in the realisation of 
sentiment and emotion.

According to Keshav, a woman as well as poetry cannot shine to advantage without 
ornamentation.* 1 Behari, however, disapproves of the use of ornamentation saying that 
ornaments are just like rust on a mirror.2 In this connection it has to be observed that 
ornaments when they are out of place, no doubt, contribute to ugliness instead of increasing 
beauty and are a burden to the body. A woman has a natural beauty even without 
ornaments. Similarly figures of speech add to beauty if they are appropriate ; but if, they 
are employed for their own sake, they become a burden to poetry. The emotional beauty 
of poetry, however, remains intact even without the employment of embellishment. Thus 
figures of speech are accidental attributes of poetry. Good poetry can be composed even 
without figures. But an utterance, though full of figures, would be mere versification, 
if it lacks sentiment.

Our aim, now, is to examine the figures of speech of the Dasam Granth to see how 
far they have been used successfully in it.

Shabda Alankar

First of all we shall consider the figures pertaining to sound. Firstly, sound-figures 
create musical effects. They lend music and flow to the rhythm of the line. In a long line 
alliteration helps to create balance. In an emotional expression or action, alliteration carries 
the effect to climax. Secondly, besides lending music, alliteration deepens the meaning of 
the verse or makes it more pointed or impressive. Thirdly, alliteration gives, though 
not often, a striking turn to an idea when it moves from one rhythm to another.

Guru Gobind Singh has a good ear for the verbal music, the appropriateness of 
sound to suggest the meaning and sentiment. It is really a marvel of sound-effect that he 
produces with utmost ease. Colour, smell, sound, and touch, we are able to directly 
realise in his verse.

Guru Gobind Singh was a great master of words ; surely the delicate and charming 
effects were easy of achievement for him when they were needed. He discovered the sound- 
effects required for raudra and bibhatsa rasas.

Sound»effects also count for rasa ; the first effect a verse produces on its mere 
reading or hearing, holds the mind to the end. Even the jingle in the sounds or the clash 
of words is welcome for the rasa to be suggested. Similar sound-groups do not do 
violence to the sense ; rather they sometimes add to the charm of the diction. The 
poet simply delights in such innocent assonances.

l- fsra ^ f?rcT3rf, wfftnt fira 11 —Keshav : Kavipriya

2. STTO ^ I
i— Bihari
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Alliterations preponderate in the Dasam Granth. All the varieties of alliteration
discovered by critics so far have been employed in this book. Here are a few examples 
of alliteration :

(a) Chhekanupras (Single Alliteration).' Words which are closely connected in a 
sentence begin with the same letter, e. g.,

Kudrat Kamaal Raajak Raheem.1

In this verse ^ and t are used twice to enhance the flow in the reading of the verse.
Trin-nin teeram. Brin-nin beeram.
Dhran-nan dhaalam. /ran-nan jwaalam.2

Here again the letters £ and sr are used twice to produce sound-effects which 
count for the relish of Rasa.

/ Chaavadi chinkram. Daakanee dinkaram* ; ^ v
In this verse ^ and s are each used twice for the same purpose.

(b) Vrittyanupras (Harmonious alliteration). It occurs when a single consonant 
is repeated once or more than once or when many consonants occur once again but not in 
the same order or when many consonants occur more than once and in the same order. 
The varieties of the Vrittyanupras and the examples thereof in the Dasam Granth are :

(/) Upnagarika or Vaidharvi Lalit, (Suggestive of Madhurya guna). This style 
is used in the expression of Shringar, Hasya and Karuna sentiments. Letters 
of lingual class are to be avoided, e. g.,

Bisunaath Biswambhar Bednaath Baalaakar Bajeegar Baandhaari Bandhati bataaiye.4,
Meen keen keene chheen leene hain bidhup roop chitta ke churaaibe kau choran samaan hai.5 
Tarbhar par sar. Nirkhat sur nar. Harpur pur sar. Nirkhat bar nar.6 
Phooli take sar saaras sundar sobh samooh badhi adhikaa-ae.7

(ii) Parusha or Gaudi (Suggestive of Oja guna). It consists in the use of letters of
lingual class and conjuncts and double consonants. This style indicates Vir9
Raudra and Bhayanak sentiments, e. g.,

Khag khand bihandam khaldal khandam atiran mandam barbandam.8

As tutte ghane tutte sasatra anek. Je jutte katte sabai reh gayo bhoopat ek.9 .

1.
2.

3.

4.

6.
6,

8.

0.

i^r A. U., (269)
II fk?TTfiTl?TJ II ^ II ^TJITIJT| 11 R. A„ (533 )

fmi - R. A., (422)
f^pT*T fWm ■ 5RTT^ | G. P„ (42)

4* # I ^ 4 mm 11 p. ch. i2, (8)

gw m ii ^ m ii mi ^ m n m m u R. A., (454)ik m ^ sms srfwfT<? iN Vs-3
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% ^ ^ ^ Ii N. A., (376)
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(Hi) Komala or Panchali (Suggestive of Prasad guna). It consists in the use of 
letters other than those intended for Madhurya and Oja gunas. This style is 
useful for expressing Shringar, Shant and Adbhut sentiments, e.g.,

Jeev jite jal mai thal mai pal hee pal mai sabh thaap thapain-ge.1

Chhatradhaari chhatrapati chhailroop chhitinath chhounikar chaa-i-aabar chhatripat gaa-i-ye?

Of the Vrittyanupras all the varieties have been aptly employed. The poet has 
resorted to these varieties in order to achieve the consummation of different sentiments.

(c) Latanupras. This is a repetition of words in the same sense but in a different 
application, e.g.,

Akhand khand khand kai Adand dand dand hain.
Ajeet jeet jeet kai basekh raaj mand hain.3 

Sudhoom dhoom dhoom hee karat sain bhoom hee.*

There is no dearth of examples of this kind of alliteration in the Dasam Granth.
(d) Veepsa. It consists in the repetition of the same words for showing abundance 

of regard, wonder, curiosity, felicity of emotions and emphasis, e.g.,
Sumati Mahaarikh Raghbhar. Dundab baajat dar dar.
Jag kee aisee dhun ghar ghar. Poor rahee dhun sur pur.5 

Puni Benraaj Mahesh bhayo. Jin dand kaahoo te naa layo.
Jeea bhaant bhaant sukhee naraa. Ati garab sab chhut ur dhaaraa 6 
Been beeni barai barangan daari daari phulel.7

The words dar, ghar, bhaant have been repeated to show emphasis and felicity of 
emotions. The words been and daari are each one repeated because of the pleasure the 
heavenly maidens feel at the sight of brave warriors arranged in the battle-field.

tAe(e) Shrutyanupras. This isArepeated utterance of a single sound springing from 
a common vocal box,e. g.,

Ghataa Saavanam jaan Siamam suhaayam.
Manee neel nagiyam lakham sees niaayam.8

In this verse the letters *r, t, and are repeated four, three and two times
A. U., (27)

G. P., (42)

R. A., (40)

Ch. A., S. A., (51)

R. A., (703)

B. A., (Ben Raja, 103) 

Ch. Ch., 11(74)

B. N. I., (59)
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respectively. These letters are all dental. The use of such letters in sequence imparts force 
and sweetness to the composition.

(/) Antyanupras (Final alliteration). In the Dasam Granth there are almost all* 
the types of Antyanupras experimented successfully in over eighteen thousand verses of all 
the works taken together. But there is in evidence a special preference for Sarvantyanupras. 
Here are some examples :

(i) Sarvantyanupras :
Gwaar fee haath pai hdath dharai Hari Syam kahai taru fee taru thaadhe-
Paat fee paat dharae peeyoro nr dekh jisai ati aanand baadhe.
Taa chhabi kee ati hee upamaa kabi jiu chun lee tis ko chun kaadhe.
Maanhu paavas kee rut mai chapalaa chamki ghan saawan gaadhe.1

All the Swaiyas are illustrations of this kind. In descriptions this form finds a proper 
place. The poet takes delight in innocent assonances.

(ii) Samaantyanupras:
Indraan Indra. Balaan Baal.
Rankaan Rank. Kalaan Kaal9

In this verse the Anupras is at the end of the second and fourth charans.
(Hi) Vishamantyanupras :

Dundabh tabai bajaaee. Aa-aejo Mathura nikti.
Taa chhabi ko nirkhaaee. Harakh bhayo harikhaa-eke.9

In this verse the Anupras is at the end of the first pause of each line. All the Sorthas 
are examples of Vishamantyanupras.

(iv) Sam-vishamantyanupras :
Tumree prabhaa tumai bani aa-ee. Aouran te nahi jaat bataa-ee.
Tumree kriaa turn hee prabh jaa no. Ooch neech kas sakat bakhaanoA
Gun gan udaar. Mahimaa apaar.
Aasan dbhang. Upamaa anang.6

l.

2. RRRRigRTR-

3.

4.

RRRRT3RTR—’gH ^ fR v ir rt irfr rrtr # qq % qq n
T1Z €t TT? UT 'Ttatt RH 3ffq 31% II

qr §5^ # srra i\ trf fe xjr Rt rr n
RRg TRR qq ^ RR# RR RRR qR ||

CSRfS II RMRRTR II
II TRR'TR II

<|Yr m wr rt r^r R^fe n
qr m # Rwrf RRt fTRjir^ ii

RRfRRRiRRigsrTR—
§R(t RRT §R RTR II
gttft fNrarr §r Cl sir 3irI ii

JJR qR II Rf?Rr 5WR II

3RRR ^TRq II R<?RT ^Rq

K. A., (318;

Jap,(SO)

K. A., (26)

«RRR ^ q|I 3TR RRlf || 

rN 36R R^q q^JRt II B.N., II (5)

Jap, (87)

5.
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In these verses the Anupras is at the end of the first and second, and third and fourth 
lines. All the Chaupais are examples of this kind.

Another form of verse in this category is Bhinna Tukaant which corresponds to
% TAl >nc . % _ rblank verse in English. In blank verse there is no final a-Hitera-tion. In the Dasam Granth 

there are examples of this—an attempt rare in Hindi literature but first in Panjabi 
literature, e.g.,

Jutte beer Jujjhare dhaggan vajjee-aan.
Bajjae naad karaarae dalaa musaahdaa-
Lujjhae karanyare sanghar soorme.
Vutthe jaanu daraare ghaneear kaibari.1

In this verse each line ends with a different letter or syllable. The whole of the 
Chandi-di-Var which is in Sirkhandi metre, and verses in Anant Tuka Bhujang Pray at and 
Anant Tuka Swaiya metres of the Dasam Granth are in blank verse.

is) Naad-saundarya (Onomatopoeia) is an arrangement of words and sounds in 
poetry which seems to suggest the object, the scene or the incident. The sounds suggest the 
sense. For instance,

Damaa dam dauroo sitaa sail chhattram.
Haa haa hooh ha as am jhamaa jhamm attram.
Mahaaghor sabdam bajai sankh aisam.
Pralaikaal he kaal ki jwaal jaisam.2
Trir-rir teeram. Brir-rir beer am,
Dhrir-rir dholam. Brir-rir bolam.3
Kara kari kripaana-um juta jutee juaanium.
Subeer jaagradam jage laraak laagardam page.4.

In these verses the onomatopoeia has rendered the style suggestive and picturesque.
(h) Yamak is a repetition of more syllables than one in the same order but in a 

different sense. The employment of Yamak is found in many places in the Dasam Granth
1. fen

2.

3.

4.

3ft sprri H

3?^ 5TI1 ^ n
sure* ^ fen fe w&' u
IFfr fie nwT w^f‘ u ufftrft e^r fte ii
m*m % ^ te n

^rfi%f3ft* n fsr?fe3ft ii feffe ii rasfe n

§3ft
fwip || srsr l|

5TT?Tf3 SFt || cFt II

R. A., (476)

B. N.,I (lfc) 

N. A., (410)

Ch. Ch.,II (175)
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but with restraint. Sometimes its application is very apt and impressive. Here are some- 
examples :

Chat pat sainam khatpat bhaaje.
Jhat pat jujhyo lakh ran raaje.
Satpat bhaaje atpat sooram.
Jhatpat bisri ghatpat hooram}
Nares sang kai da-ae. Prabeen been ke la-ae.
Sanaddha baddh hui chale. Subeer beerhaa bhale2

Gahi baan kripaan bikhai na dario.
Ris so ran-chitra bachitra kario.8

(i) Slesh (Paranomasia) is the expression of more than one meaning by words, 
naturally bearing one signification. It, more appropriately, comes under figures of sense. 
It is very effective in gnomic utterances, e. g.,

(t) Kaachhan ek tahaa mil gaee so-aa chook pukarat bhaee.
4

• •• ••• ••• ••• •••++•«••••• ••• ••• ••• ••• ••• ••• ♦♦♦ •••••• •••
Jo so-ve so mool gwaa-ve jo jaage Hari hridai basaavai.5

In this verse a vegetable-selling woman hawks for so-aa chook ( HtelT ). These- 
words reached the ear of Dattatreya who took its meaning as “He who sleeps, loses” 
whereas the vegetable-hawker meant only the two kinds of vegetables so-aa and chook.

In this verse the expression so-aachook has more than one meaning though the 
word naturally bears one signification.

(ii) Madira kar matta maha bhabhkam. Ban main mano baagh bach-cha babkam.6

In this verse there is a slesh in the word kari (%r) which means (a) having been made 
(b) elephant.

{Hi) Taa-tee gahu Aatam basikar kee bhichhaa naam adhaaram.
Baaje param taar tatu Hari ko upjai raag rasaaram 7

There is a slesh in the word rag (uu) which means both love and colour.
1.

^ * *9993 *U% ||

*9*9 ru tr% ii

9TH9? 11
SfijqS f9H% 9393 |T 11 R. A., (624)^

2. 1 93 II 99*9 1 5TC II
gf II II K. A., (187)

3. nfg srnu iw 9 sfosir ii
R!T T%9 9f%9 Ii N. A., (470)

4. RTcrf nf II Hl^TT =9% 3%R9 *l£ II

5. * 9919 ?r fit 9HT9 II
D. A., (209)

6. i 9R *tTf TTfT II 99 9 9t9 9=9f 99% ll
D. A., (2X0) j 
B. N., I (53>

7. erral ng strut ^ nm sitor ii
91% TRT 9R rig 399 TRT TRR* || Sh. H., (2>
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(iv) Maanjaar ih than ik aa-yo turn ko haeri adhik dar paa-yo *

In this verse the word maanjaar (RRR) has two meanings : a male cat and my friend. 
In reply to a query made by her husband Gautam Rishi, when he suspected some body to 
have come to her in his absence, she used the word maanjaar which had two meanings 
and conveyed one to her and the other to him though naturally it bore one signification 
for him and for her. Here, in fact, the word maanjaar (fri5TR( bears the meaning of male 
cat when it is pronounced as a whole and bears the second meaning when it is spoken 
separately as maan jaar (ni sir) /.<?., my friend. Such use of a word is a kind of slesh alankar 
(double entendre)f and is called abhang slesh according to Vishwa Nath and gudhotar 
according to Bhai Kahan Singh.**

(/) Bhashachitra or Bbasha-samyak. We also find in the Dasam Granth a composi
tion of the type of Bhashachitra which contains expressions of different dialects and
languages, e.g.,

Gaaje mahaan soor ghummee ranam hoor bharmee nabham poor bekham anoopam....... ............DingaL
Vale valla saan-ee jeevee juggaan taanee tainde gholee jaan-ee alaveet aise. ...Lehandi Panjabi.
Lago laar thaane baro raaj mahane kaho a-our kane hatkee chhaad thesae. .....................Sindhi*
Baro aan moko bhajo aan toko chalo devloko tajo beg Lanka,% ....................Avadhi«

Bhashachitra is introduced probably for intellectual delight of the reader.

Artha Alankar
Arthalankars are figures of sense. In the Dasam Granth we have traced nearly five 

dozen kinds and sub-kinds of Arthalankars from the simple or concrete to the most subtle. 
The number of these Alankars may be even more. The figures traced are:

Upama* 1 *, Malopamo?, Luptop ima3, Roopak4, Saangroopak5 *, Sandehe, Ullekh7, Utpreksha8, 
Gamyotpreksha9, Atishayokti10, Asambandhathhayokti1', Roopkathhayokti12, Chaplati- 
shayokti13, Tulyayogitau, Karakdeepak15, Arthavriti-deepak16, Prativastoopama11, Drish- 
tant1®, Vyatirek19, Parikar20, Arthaslesh21, Aprastut Prashansha2S, Vinokti23, Virodhabhas24, 
Virodh2S, Vibhavana26, V isheshokti27, Anxonya*®, Vishesh29, Eknvah30, Anuman31, Paryaya32,

fS. D. K.,

*niilR ff si f35 WRf Tuft II p. Ch., 115, (> 7)

196 ' **G. S. A., 85.
’ mi ^ ft *wfl w 15 ii

Rif ?Hf tfe WT II
Rnt rr >-rR 5Rt K\m rrt *br fsl wz %% n
5Rt SIR Rt# Wit SIR ^Bt ^ II r. a., (t07)

-A

1. Ch. Ch., I, (60) ; Ch. V., (39) 2. Ch. Ch., I, (146) ; K. A., (709) ; A. XJ., (264) ; P. Ch., 183 (6) 3. K. A., (677). 4. N.A.
(395) ; R. A., (277). 5. Sh. IT, (2). 6. R. A., (115, 172) ; A. U., (19, 260) ; N. A., (575). 7. A. U., (15, 54, 55, 56, 57, 150) ; R. A.,

_ (172, 213) ; K. A., (848, 1269, 1270). 8. Ch. Ch. I, (62. 92, 101, 108, 156, 157, 218) ; N. A., (23, 389, 390, 391, 394) ; R. A., (168,.
" 169, 361, 609) ; K. A., (677, 1385,2414) ; P. Ch., I. (40). 9. Ch. V., (25, 42). 10. Ch. Ch. I, (41,147) ; K. A., (391, 726) ; R. A., (149

162, 322) ; N.A., (39, 43, 97, 408; ; Ch. V7, (15) ; Ch. 'Ch., X, (49, 156). 11. B. A. Aj Raja (25). 12. Ch., Ch. I, (89) ; R. A., (154).
13. B. A. Aj Raja (25) ; K. A., (729). 14. N. A., (156) ; K. A., (332, 133) ; R. 4., (149). 14. N. A., (156) ; K. A., (331, 332, 333)
R. A., (149). 15. N. A., (393, 395) ; R. A., (916). 16. N. A., (382). 17. N. A,, (307, 563). 18. R. A., (328). 19. K. A., (677) ,
20. R. A., (660, 667). 21. B. N., I (53). 22. N. A., (395). 23. A. TJ„ (50) ; R. A., (559) ; K. A... (873). 24. R. A., (225, 559)
G. P. (32) ; Sh. H., (7) ;A. U., (161) ; K. A,. (1583) 25. N. A., (395) ; R. A., (162, 559) ; K. A. (871). 26. Ch. V., (15). 27. A. U.
(24) ; K. A., (1583) ; N. A., (113). 28. K. A., (848). 29. Ch. V., (2-iii). 30. Ch. Ch., I, (42). 31. K, A., (1554). 32. A. XT , (51. 52, 53)-



268 THE POETRY OF THE DASAM GRANTH

Vikalpa33, Pratyaneek34, Prateep35, Samanya36, Prashnottar37, Bhavik38, Atyukti39, 
Vishadan40, Mithyadhyavasit41, Poorvaroop*2, Anugya43, Goodhottar44, Vivritokti45, Yukti43, 
Avritideepak47, Niruhti48, Pratigya49. Anupalabdhi60, Udatta81, Ratnavali52, Vakrokti33, 
Kaku-vakroktiM, Mudra55, Asangati56, B hr anti or Vibhram31, Goodhokti38.

The main principles on which the figures of sense depend are similarity—real or 
imaginary, dissimilarity, hyperbole and reasoning. For practical purposes we may accept 
the fourfold principles because the number of Arthalankars is large and ever-changing and 
would defy any attempt at an accurate classification. Accordingly, the Arthalankars of the 
Dasam Granth can be correspondingly classified as (a) Upama, Utpreksha, Sandeh, 
Drishtant, Pradeep etc., (b) Virodh, Asangati, etc.., (c) Atishayokti, Udatta, etc., and
(d) Ullekha, etc.

There is an infinite wealth of Arthalankars in the Dasam Granth. In the Jap, Sri 
Mukhbak Swaiyas and Bachitra Natak these are,however, rarely met with though they contain 
Shabdalankars in no small number. The poet is a conscious artist who tries to make his 
expression as varied and rich as possible. He employs, therefore, some Alankar or other in 
almost every verse. Upama, Utpreksha, Atishayokti, and Ullekh are more frequently used 
than others. He has a special preference for Upama and Utpreksha Alankars, which are the 
chief tests of a good poetry. Sometimes in his descriptions, particularly in Krisanavtar, there 
appears to be a super-abundance of Alankars. In only one stanza* 1 * of four lines as many as 
nine alankars viz., Atishayokti. Asangati, Tulya-yogita, Veepsa, Vrittyanupras, Antyanupras, 
Udatta, Triskar and Adhik appear. In two other stanzas^ we have in each eight and six 
alankars. In these three stanzas play of flute is described in a rich and varied expression. 
Elsewhere, too, his verse is richly laden with alankars like a fruit tree in the height of season.

The alankars are drawn from various sources not excluding literary, mythological 
•or even conventional, for instance,

It (youth) shall desert thee and wander about like a mendicant in tiger’s skin thrown over his
shoulders.3

Chandi trampled down her enemies as an oilman crushes oil-seeds to extract oil.
The blood ran down in the field just as coloured water is splashed on the ground when his 

(dyer’s) clav-basin gets broken.
The open wounds looked bright-red like lamps burning in a tower.4
When the lamp of day was veiled, the queen of night came forth in her splendour.6

She (Chandi) attacked him (the demon) with a spear and cut off his head even as Shivji beheaded 
Ganesh with his trident6.

The trumpeting of elephants is like the thunder-clouds. Their white tusks are like herons flying 
in a row.

The swords of the warriors wearing their armours flash like lightning in dark clouds.7

The very sight of thy face has infatuated me even as the chalcor birds are infatuated by the 
sight of the moon8.

33. Ch. Ch. I, (95). 34. B. N., X, (10). 35. K. A., (679) ; R. A., (154) 36. K. A„ (538). 37. K. A., (681).
38. N. A., (79) ; B. X., I, (29) ; K. A., (871). 39. G. P., (235). 40. P. Ch., 40 (14). 41. K. A., (1613). 42. Jap, (81). 43. 8h. H., (6). 
44. P. Ch., 115 ; K. A., (729). 45, Sri Mukhbak Fwaiya, (32). 46. P. Ch., 260 (35). 47. N. A., (382). 48. . A. U., (74). 49. K. 
A., (' 187, 1613). 50. A. U., (272). 51. A. U., (63-69, 161,) ; R. A., (380, 383) ; B. A., (7, 8, 12, 13). 52. N. A., (156) ; K. A., (331, 
332, 3 3) ; B. A., V (20); , A., (171). 53. K. A., (729) Kahan Singh calls this Alankar as Avihattha). 54. R. A., (148). 55. B. N*
III, (9). 56. X. A., (392, 393) ; Ch, Ch. I, (166). 57. K. A. (2032) ; Ch. V., (28-v). 58. K. A., (729).

1. K. A., (338); for text see appendix, rage 1. 2. K. A., (331, 332); for text see appendix, page 1. 3. R. A., (703)
4. Ch. Ch., I (156). 5. J. N., (42). 6. Ch. Ch., I (116). 7. Ch. Ch., (62) 8. K. A. (743).
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Whose beautiful face radiates, who so shines in her grandeur.
As if the moon, the deer, the lion and the parrot had all obtained all their peculiar beauties, 

from this lady1.
Whose face resembled moon-light and whose person was extremely beautiful like gold2.

There are sortie instances, however, in which the Alankars used are faulty. For 
example,

(j) In verse No. 635 of Ramavtar3 the simile used in comparing Rama’s stealing 
of hearts with a thief stealing of wealth is unedifying.

(ii) In verse No. 194 of the Chandi Charitra T, the poetic fancy used in representing 
the spouting of blood from the Goddess’s throat at the piercing of a demon’s 
spear as fresh betel-leaf spit of a Ceylonese damsel, is not apt due to the 
unseemly mixture of heroic and erotic sentiments.

(ill) In verse No. 384 of the Nih-Kalanki Avtar the last line is a violence to the 
Veepsa Alankar due to lack of balance with the preceding three lines.

Saaj saaj he sabai salaaj beer dhaavheen.
Joojhjoojh feat marain pralok lok paavheen.
Dhaai dhaai feat hathee aghaai ghaai jhelheen,
Pachhel paavana chalain arel beer thelheen5.

(iv) In verse No. 155 of the Ramavtar6, the suspicion entertained by Sita about Ram 
winning another girl by exhibition of his bravery is not appropriate to the 
character of Sita depicted in the epic and the Alankar aimed at in this context
is not clear.

Another speciality noticed in the Alankars of the Dasam Granth is that they have 
been used mainly with reference to the following ;

1, Those inspiring sentiments towards personal God, gods and goddesses :
The Tenth Guru had no faith in gods. All the same, he has employed figures far 

more effectively in the portrayal of the miraculous deeds of gods and goddesses, for instance, 
(i) The distinction between a deity or a demon does not exist in the eyes of God. 

He is omnipresent. This truth the poet has demonstrated through the figure 
of‘apparent contradiction’ (Virodhabhas) in verse No. 13 of the Akal Ustat7.

~ 1. K. A., (696) ~~ 2. K. A., (678)

3. rftarara *1% n £ ir sh % n
otq; srra f^Tt ii nnt hit fib ii

4. ^ra mm I hn I m hi sthi % n
sttf 5th- % % gtst h 5tf| snn ifcftii
^3 sqtr -wh w I # ^ ff wra htf 11
*tr§ fmr5t#r ^ nrc h dlrc hi "fte nhrat n

5. *TUT sttif % hi *I<jTT3r hr II I ||
^tf 1f£t ntf hrafr n ti^t Tranr hi ^5t hr h^tlf 11 

hN rlt m tin nra hth n
h? mmfn mt # rhn nfhrt ran srat Ith n

h^tR % firara h fhtumra ^ra^tra ht ^nra net h^t ft n

B. A., (635)

Ch. Ch., I (194> 

N. A., (384)

7.

R. A., (155) 

A. U., (13>
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(ii) The Vritit variety of verse No. J5 of the Akal Ustat1 has made it all the more 
attractive. In this very context the Ullekh Alankar has not only made tbe 
apparently contradictory manifestation of God faith-inspiring but has also 
powerfully expounded His all-comprehensive form as in the Gita.

{in) The divine couple, Ram and Sita, is well-known as inseparable in the world. 
In stanza No. 848 of the Ramavtar2, the Guru has, by employing the Anyonya 
Alankar, beautifully portrayed their mutual indispensability, corporeal or 
spiritual.

(iv) It is said in the Vedas that the Universe has emerged from that Sole Lord and 
it merges also in that One God. The Tenth Guru in verse No. 81 of the Jap3 
has made this profound truth intelligible by the employment of the Poorvaroop 
A lankar.

THE POETRY OF THE DASAM GRANTH

<v) The Sufis who have had medieval reputation and who regard God as the 
beloved, say, ‘When you love, you must have the madness of a lover.’ The 
lover in his craze of love is always after love, no matter whether it is weird, 
fatal or wholly revolting. How consummately has the poet of the Dasam Granth 
in verse No. 6 of the Shabad Hazare4 carried home this elaborate mystic 
doctrine with the aid of Anugya and Triskar Alankars ! Further the poet has 
depicted the wondrous form of God. This not only inspires faith in us but 
also gives us strength to understand Him.

2. Those which augment the beauty of emotions :
The second category of the Alankars which on account of their originality, give 

expression to human emotions are generally the same which are found in the compositions 
of other master-poets. Some of them are expressive of peculiar sentiments which can be 
called a personal contribution of the Tenth Guru. They are further classifiable as 
(a) conventional poetic emotions and (b) novel ideas.

i.

2.

3.

4.

< afRrft < aforenit hrht w $ u
q.f' m^l't 4if* iif gf T4R qg" ^ 'ftf, crrsrc EE3 fa# 7 W ft II 
qag' faqrft |f i hr<t fWgH # qg gfat f f I m htht rhi ft ii

qg SJTRR qt ft HfRR qg 5JHH # HRHI HR ft II
fan m #q; #3i fagsfa hhh u

HR qR faffa qrqq qRg nff «nff II 
HRRR HR5RR «ftq HRR HTff II
qq ijtfa 3#q <?TRH ^q 3#q 11

%«r 3fa qt fafi: qq 11
Rq fq3nft ^ fll gtfal fl qfUjT 11

33 fa3 w *R fa^nr % wu
W ^ ftqRT II ^ fT Hiqji 11
qR| f i hr hsr =qni f 1 Tfnir 11

A. U., (15) 

K. A., (848)

Jap, (81)

Sh. H., (6)

/
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{a) (i) In the expression Daaman Jiu Durga Damkai in verse No. 50 of the Chandi

Charitra 71, Vrittyanupras and Luptopama have combined to produce the 
effect of the terrific speed and the destructive nature of Durga.

(ii) The expression Chand ke juddha ke dait paraane etc., in verse No. 146 of 
Chandi Charitra P, is worthy of note. Though it is a commonplace occurrence 
that cowards are seen flying from battle, yet the flight depicted here by the 
aid of Malopama is not to be found elsewhere.

(Hi) The portrayal of Ram’s glorious and fascinating appearance in verse No. 172 
of Ramavtar3 could only be accomplished by the subtle use of Ullekh Alankar.

(iv) What a beautiful all-sided picture of Durga, in verse No. 89 of the Chandi 
Charitra I1, is portrayed by Ihe metaphorical use of hyperbole !

Such figures of speech may be found in the works of other poets also because they 
are poetic conventions but the twists given by the Guru at places are really remarkable.

(b) (v) In verse No. 209 of the Datta Avtar6 in the single expression of So-aa chook, how
exquisitely have the contradictory sentiments of Shringar and Shant been 
harmonised through Slesh ! Its clarification is implied in verse No. 2106 on 
account of the interpretation of the Ashrai (subject). Such a perception is 
unique in poetry.

(vi) Narayan, Kaulnaabh, Gopinath, Rikhikesh, Madhav—all these names of 
Lord Krishna have come down to us by tradition but that these names also 
have some hidden significance becomes clear only through the Nirukti Alankar 
used in verse No. 74 of the Akal Ustaf.
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3. Those expressive of qualities and action :
A few Alankars of the Guru which express external gestures and peculiarities along 

with emotions, deserve separate treatment. For instance,
(i) In the Kaku-Vakrokti Alankar, in verse No. 148 of the Ramavtar1, the depiction 

of want of shelter and the omnipresence of Ram wherever the enemies go is 
unparalleled. The manifestation of the mental instability and contrariety of 
action seems to be the underlying motive for the use of this Alankar.

(n) In verse No. 395 of the Nih-kalanki Avtar2, the employment of Virodhabhas 
Alankar has served to depict simultaneously a number of actions such as heroes* 
warfare, their prowess, Lord Kalki’s inveterateness and enemies’ emancipation 
through death. To die for glory is good. But to die thinking that it lies in 
death only is not praiseworthy. Here the poet has strangely but very skilfully 
made death the cause of emancipation.

(iii) Similarly in verse No. 162 of the Ramavtars, Virodh Alankar depicts gratification 
of the greed of beggars by satiation.

4. Those expressive of word-pictures or sound pictures :
Some Alankars of the Guru are unique in the portrayal of beauty and action.

For instance,
(z) In verse No. 384 of the Nih-Kalanki Avtar* how beautifully has the Veepsa 

Alankar presented the disposition of the armies of the enemy !
(ii) In verse No. 62 of Chandi Charitra Is, in the experssion Umadiyo manu ghor 

ghamand ghataa, the Utpreksha Alankar has portrayed the aggressive form of 
the army. Here the whole secret centres in umadpara.

1. strcs it ^t 3ft zxz tfh n
’ifit fsR% t%jj ffan % 3 s&fr rs? srrsr nth n 

m rjj ’it nff iw snfrt n
mr miH <RTsT 353 TfR SfJft q>fT SR ||

2. 5tT5f Sift =# 3ft SIR fwk ||
qf| sir fo<TR 3ft Z? W WS II
fsRRR §5tR STIR gstr q>ft T5T eft 3ft fqft II
RJ 3t RHi # ^ft I fft # sift ^ 33 ftt§ 3^ II

3. fssr 3 33 # rCr ii fR tfR |f ^ft II
qv SIR 3133 $3 SIR II «TR SR I 5TR l|
Other verses of this kind are N. A., (393) ; Ch. V., (15) ; K. A., (871); etc.

4. 3R I % 3fSTft || 5J3I | fR TRlf II
Rf 3Tf $ SRTf 3Tf II TRRT W sftsf 3ft S^Ift II

5. 5J3 # 3R 33R3 Sfit 5RftR ftt=3R | ZZ\ II
JR^ 3f Rtf SRI 33 w 33 frf 32T II
3ft 33 3R Fw 3f % SR^t 3JR 3£T II

333 *St Sift %33 3 33f%kt 3Rt 3ft 333 35T II

R, A., (148)

N. A., (395)

B. A., (162).

N. A., (384)

Ch. Ch., I. (62)
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(iii) How natural and unique is the spectacle of the glow of the glow-worm in 
verse No. 218 of the Chandi Charitra 11 in the comprehension of the sparks 
flying from the rattling of swords !

(iv) Battle is a heroic feat. Holi is purely a sportive festival. But how the super
imposition of holi on warfare in verse No. 1385 of the Krisanavtar2 has made 
the spectacle impressive and astonishing j

(v) How the employment of the figure of doubt created by the comparison of 
the thundering bride with a lioness in verse No. 14 of the Pakhyan Charitra* 
No. 40 has helped in the depiction of the true nature of the former ! This is 
but a small instance of the ability of the poet in the use of figures of speech.

In brief, the Alankars used in the Dasam Granth are myriad. They have been 
skilfully woven in the texture of poetry in a natural way. Though, at certain places, they 
portray emotions in a conventional vein, they lend beauty to the situation or action in 
the setting used. In many places there are also new flights seen. It is said that art lies 
in the concealment of art. This is borne out by the Alankars used in the Dasam Granth. 
Thus it is clear that also from the point of view of the Alankars as well as the theories 
connected with them, the poetry of the Dasam Granth is a successful accomplishment.

The study of these schools of thought regarding poetry does not, of course, exhaust 
the interest of poetry on the technical side. There are innumerable other matters which 
equally deserve attention. There is for instance, the metre which is a distinctive and 
fundamental characteristic of poetry as a form of art ; music, rag and raganis, and melody 
which by themselves make a profound appeal to the feeling ; language which communicates 
the peculiar character of the poet’s experience with the most penetrating vigour, the finest 
definition and the subtlest detail to the reader ; diction which creates the appropriate
emotional atmosphere ; descriptions which lend realism and diversity to a narrative ; 
nature which gives an unfailing aesthetic delight to be aware of the infinite in things and 
transcending things, for to contemplate nature is to enter into the divine community of all 
being4. All such topics which are included in the technique and style will now be treated.

1. nf 5f^ n|i 5tg 3£| qr.foaft rr r II
fr I fotTR Rff TTO $ % Stfft II
3K rr ^ ftrRntft ii
RTRg RRR flra tR W <TS^3R # RR45Rt n

2. frc ^ M s'w RRf ire jptM # nfitf n
55 RRt 5* ir stra I* u

srr rRr % m Rft I %*r sift n
WI % % sR R^IRT #5 WR 352Rt |i

3. Rft ITCR 5RR Wt iR Rft II
% sira r snsin rara <^rr ^ raft sir ftreuft n 

ira "RtftR RgRt ^r stor hr tw ft ii

’TRlf % RTO TRR RR3 Rift ft?4r Rig* SlTRt II
4. Lascelles Abercrombie : The Art of Wordsworth, 25.

Cb. Ch., I. (218)

K. A., (1385)

P. Cb., 40 (14)
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(e) Metre

The place of prosody in Indian poetry is very ancient and important. The Vedas 
are regarded as the most ancient books of the world and they have been composed in verse. 
In this way, India is a pioneer in the field of prosody also. How very important prosody 
was regarded in the Vedic times is clear from the fact that prosody has been included in 
the six ancillaries (siq : subservient sciences) of Vedas— the phonetics (Shiksha), Etymology
(Nirukta), Grammar (Vyakaran), Rituals (Kalpa), Astronomy (Jyotish) and Prosody 
{Chhand).1 This is but proper. In fact there is no perfect flow in poetry without prosody. 
Then again music also has an important place. It has the power to influence not only 
men but also beasts and trees. Therefore, if poetry is for life, we cannot dissociate it from 
music. In other words to ignore prosody is to lessen the fascination of poetry, for, 
prosody is a science of the rules that generate the beauty of sound and music.

Prosody is sub-divided into two kinds, Vedic and secular (^fFFP). There are some 
metres which have been employed in the Vedas only, for instance, Anushtubh, Gayatri, Ushnik, 
etc., which are called Vedic metres. Metres employed in the non-Vedic literatures such 
as the Puranas, and the ornate poems (Kavya Grantha) are called secular. Secular metres 
are further sub-divided into two main categories, Matrik (qrTsFE) or Jati in which syllabic 
instants are counted, and Varnik or Vritta in which the number and order of short
and long vowels are taken into consideration.

In Sanskrit the sage Nag Raj Pingal has been recognised as the founder of prosody. 
Kalidas, Ganga Dass, Kidar Bhatta have done a great deal in its development. Apbhransh 
borrowed metres from Sanskrit and the same have been further borrowed by Hindi. 
Acharyas like Keshav, Bhikhari Dass, Padmakar (Ritikal) and Jaggan Nath Prasad (Adhunik- 
kal) have greatly contributed towards the structure and propagation of metres in Hindi.

In Hindi also the two categories Matrik and Varnik have been recognised. In 
metres like Kabbitta etc., in which only letters are counted, the conditions for the counting 
of ganas have been relaxed to facilitate the development of Hindi poetry. This is not a third 
kind of metre in Hindi, but a new form brought in the Varnik metre.

In the initial period of Hindi literature Doha metre is found employed in the 
Apbhransh compositions of Jain saints. Later in Prithvi Raj Rasso and other bardic poems, 
Chappaiya, Doha, Tomar, Trotak, Gaha, and Ary a metres prevalent at the time, have been 
employed. Kabir and other Nirgun saint poets of the Bhakti period have used the 
hackneyed Doha metre. Jayasi and other mystic poets adopted Doha, Chaupaaee metres for 
their stories. The contemporary Ashfa Chhaap (its? a^FT) poets of Keshav have mostly

sqrfqTTJFR I
fW STRUTS Jpi sqpRtn |

W5. SRFqPT TOIT ‘qig’ 1*3 *To R
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composed Padas. Surdas, Nand Dass, Parmanand Dass and some others have here and 
there used Doha, Rolla, Chaupaaee, Chhappaya, Saar, and Sarsi also.

Among the contemporaries of Keshav, Tulsidas is the only exception, who used 
most metres before Keshav. Among Matrik metres w hich Tulsidas employed, are Chaupaaee 
Doha, Sortha, Chaupaiya, Dilla, Tomar, Harigeetika, Tribhangi, Chhappaya, Jhoolna and 
Sohar. Among Varnik metres he used Anushtup, Indravajra, Totak, Nagswaroopini, Bhujang 
Prayat, Malini, Rathoddhatta, Basant-Tilka, Vanshasthavilam, Shardool-Vikridit, Sragdhara, 
Kireeli, Malti, Dur-malika and Kabitta. ,

Keshav has overstepped Tulsi in this field. He has surpassed his predecessors 
in the number of the use of the metres. In addition to the old ones, he has used Dhatta, 
Prajjhatika, Arilla, Padakulak, 7ribhangi, Kundalya, Geetika, Madhubhar, Mohan, Vijaya, 
Padmavati, Harigeetika, Chaubola, Haripriya, Roopmala, which are Matrik ; and Shri, 
Dandak, Tamija, Somraji, Kumar-Lalita, Hans, Samanika, Narach, Visheshak, Chanchala, 
Shashivadna, Chanchari, Malli, Vijoha, Turangam, Kamla, Sanyuta, Modak, Tarak, Kalhans, 
Swaagata, Motnak, Anukoola, Tamras, Mattagayand, Chamar, Chandrakala, Kireet 
Swaiya, Madira Swaiya, Sundari Swaiya, Tanvi, Sumukhi, Kusum-Vichitra, Motiyadam 
Sarvati, Twaritgati, Drutta-Vilambit, Chitrapada, Matta-Maatang, Leelakaran-Dandak, 
Anangshekhar Dandak, Durmil Swaiya, Upendra Vajra, Chandravartma, Pramitaakshara, 
Prithvi, Mallika, Gangodak, Manorama, Kamal, Nishi-Palika, which are Varnik.

Guru Gobind Singh, too, has employed both the varieties of metres in large number. 
He has kept in view the tendency of the age aiso in the use of the prevailing metres. 
The names of these metres, their special features, their sources, their alternative names, 
names of the works in which used, their frequency of use, their previous attempts in 
Hindi literature, some novelties in the application of old and new metres, etc., are given 
in the tables on the following pages to show the vast ground covered by the poet of 
the Dasam Granth in this field, his mastery over the art of prosody, and his power to 
invent even new metres suitable to the realisation of a rasa.

1* Hira Lai Dixit : Acharya Keshav das, 202.
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Metres regulated by the number

No. op
No. Name op metre SYLLABIC

INSTANTS
Special feature £ OURCE Alternative names

R 1. Atimalti (srfamSRft) 16 Pause at 8, 8; SS at the end 
of each quarter.

Sanskrit Pada Kulak

2. 2. Abheer or Aabhir 11 ISI at the end of each quarter. Apbhransh Aheer
(snfhc, to) and Prakrit1

3. 3. Avtar (^cTR) 23 Pause 13, 14; l at the end 
of each quarter.

Mritgati

4. 4. Arilla (^rffRT) 21 SIS at the end of each quarter Apbhransh2

5.
6.

with pause at 11, 10. Ho 
at the beginning of the fourth 
quarter. All the four lines 
must rhyme.

5. AriUa Dooja (?rff^f f*T) 16
6. Ail a or Ela (TTT) 24

7. 7. Kalas (^5RT)

8. 8. Kundalia (fstftsrr) 24

9. 9. Gaha Dooja (*TTfT fyTT) 27

Apbhransh4
Sanskrit5

SI I at the end of each quarter.
Three charans. Pause at 11,
13. SS at the end.
Combination of two metres.
In Das am Granth it is Chaupai 
and Tribhangi; last pad of the 
first is repeated in the beginn
ing of the second.
Combination of Doha and Rolla. Apbhransh8
Pause at 13, 11, 11, 13. Pour
charans. But in the Dasam
Granth it is generally of six
charans.
Two charans. Pause at 14, 13. Prakrit9

Dilla. Pada Kulak

(Jllas, Hullas7

Kundaria, Kundlia

Gatha

10. 10. Geetmaliti (*fanTTfaft) *28 Pause at 16, 12 in each quarter.

11. 11. Ghatta (^tTT)

12. 12. Chaubola

In Dasam Granth, Visham. 1st. 
charan-11, 13; 2nd. charan-8,8; 
3rd. charan-8, 8, 16. II at the 
end. Ordinarily it has two 
charans.
It is a kind of Swaiya.

Apbhransh12 
and Prakrit

13. 13. Chatuspadi (=TT*TTCl') 30

14. 14. Charpat Chheega 8

IIS and S at the end of each 
quarter. Pause at 10, 8, 12.

6 and S in each quarter.

Chaturpadi, Chavpaiya 
Chaupaiya13

1. B. B. R. A. S., 20. 2. H. A., 94. 4. H. A., 94. 5. J. D. V.. 162. 6. H. G. P., 192. 7. G. D., 138. 8. H. A., 97.
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of syllabic instants (matras)

Compositions in

WHICH USED
Frequency Remarks

Chaubis (Nih.) Avtar 4

Chaubis (Nih.) Avtar 4

Bachitra Natak . 1 An early form of ChaupaaeeB« It has been profusely used in narrative
Chaubis (Rudra-2 Suraj-Z poetry of Hindi literature.

Krisan-14:) Avtar 18
Sastra Nam Mala 253
Pakhyan Charitra 690

962
Chaubis (Nih.) Avtar 2 A kind of Arilla.
Chaubis (Nih.) Avtar 4 In Hindi Chhand Prakash6 it is shown as a Varnik Metre. In the Dasam 

Granth it is Visham Matrik.
Gian Prabodh 4 In the Adi Granth, Kolas is a combination of two different metres. In the
Chaubis (Ram) Avtar 9 Dasam Granth the combination is that of Chaupai and Tribhangi♦ But 

the poet has named the Chaupai as Kalas and continued the name of the 
second verse as Tribhangi. This speciality, found both in Ramavtar and 
Gian Prabodh, confirms one authorship of both*

Chaubis (Nih.) Avtar 5 Kundalis are commonly used in Hindi. Kundalis of poet Giridhar are 
especially well known. Tulsi, Keshav and others have also written their
compositions in Kundalis. Modern poets too use it freely.

Chaubis (Nih.) Avtar 4 It is a kind of Gaha metre10♦ In Hindi Chhand Prakash11 it has been
defined as having four charans with 62 matras in all. But in the Dasam 
Granth if is of two charans with 27 matras in each and 54 in all. This i&

Chaubis (Nih.-8, poet’s new form of metre.
Ram- 8) Avtar 16 %

Chaubis (Nih.) Avtar 2 This metre is employed in war poetry. It is also used in dance. On its 
being sung dancers know the moment when they have to change their 
movements.

Chaubis (Ram) Avtar 3 It would do well to take this not as a metre but as one of the kinds of
Alankars. Chaubola as found in Ramavtar may be defined as having four
charans in four different languages and otherwise called Bhasha Samak
Alankar.

Chaubis (Nih.) Avtar 4 The very name is explanatory of the definition.

Chaubis (Ram) Avtar 8 A kind of Charpat.

9. H. A., 93. 10. G. D.. 154. 11. H. C. P., 240. 12. B. B. R. A. S-, 30; H. A., 95. 13. G. D., 179.
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S. No. Name of metre

15. 15. Chaupai (^FT#)

No. OF
syllabic Special feature
INSTANTS

16 5 at the end.

Source Alternative names

Apbhransh1 Roop-chaupai2, Jaikari,
Sankhini if 55 at the end.

16. 16. Chhappai (^r) Combination of Ullala and Apbhransh4 Chhappa, Chhappaya,
Rolla. Six charans. Khatpad5, Shaardool-vikreedit

&

17. 17. Chhand (#?) Hindi Chhant1

18. 18. Chhand Wadda (4$ 3|T) 28 Pause at 16, 12. Hindi Harigeetika
19. 19. Tiloki (fasfaft) 16 Four charans. 5 at the end of 4, Upchitra

or 8 matras, 5 at the end of 
each char an.

20. 20. Tomar (cftHT) 12 15 at the end of each quarter. Sanskrit8 Padharika

21. 21. Tribhangi (f^HPfV) 32 Pause at 10, 8, 8, 6. 5 at the Sanskrit11
end of each quarter. Subordi- Apbhransh 
nate rhyme at each pause, and Prakrit12 
No 515 allowed9.

22. 22. Do hr a 24 Two charans. Pause at 13, 11. Apbhransh13
51 at the end.

Doha (in Apbhransh) 
Gatha (in Prakrit) 
Shlok (in Sanskrit)14
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Compositions in 
which used

frequency Remarks

Akal Ustat 10
Bachitra Natak 162
Chandi Charitra II 20
Gian Prabodh 46
Chaubis A vtar 414
Brahma Avtar 56
Rudra Avtar 79
Sastra Nam Mala 344
Pakhyan Charitra 4424

5555
Jap 1
Bachitra Natak 1
Gian Prabodh 8
Chaubis (Ram-\0 Krisan-5 

Nih.-4) Avtar 19
Rudra (Paras Nath) Avtar 47 
Pakhyan Charitra 5

IT
Sastra Nam Mala 5
Pakhyan Charitra 24

~29

Sastra Nam Mala 1
Chaubis {Nih.) Avtar 2

In Hindi Pingal Shastra we find two different metres, Chaupai ( ) and
Chaupaaee (^cTTf) by name. Tlie first kind has 15 matr as and the second 
16. Strangely enough in the Dasam Granth we have under the name 
of Chaupai a metre with 16 matr as always. In the Sikh poetical works 
Chaupai and Chaupaaee are the same3. From the point of usage Chaupaaee 
is the most popular metre in Hindi literature. Chaupaaee is the metre 
which links up the verse episodes in a narrative. In early periods 
Paddharia was more favoured than Chaupaaee.

In the Dasam Granth many kinds of Chhappai have appeared unde r 
different names. This metre has been profusely used by all Hindi poets* 
The Chhappai of Nabhadas is specially noticeable. Chhappai is another 
name for Shardool-Vikreedit in Prakrit6.

All kinds of metres are sometimes put under the heading eChhand\ Verse 
No. 725 of Sastra Nam Mala, which is in Tomar, is given the heading 
Chhand. Tulsidas also has given the heading Chhand to metres like Hari- 
geetika etc.
In the Dasam Granth Chhand Wadda is written in place of Harigeetika«

Akal Ustat 20
Gian Prabodh 22
Chaubis Avtar 26
Brahma Avtar 70
Rudra (DattaA 6, Paras

Nath-14^) Avtar 60
Pakhyan Charitra 6

204
Akal Ustat 20
Bachitra Natak 2
Gian Prabodh 1*7

i
Chaubis Avtar 12

41

In Hindi this metre is Matrik, but Hahan Singh has taken it as Varnik 
also having IIS, SI, *SI in each quarter10. Even if we take it so, out Matrik 
definition holds good. In Sanskrit also there is a Varnik metre of this 
name. In Hindi, Tulsidas has used the Matrik variety. Keshavdas's 
application of the metre is confined to the Varnik variety with one or two 
exceptions. Keshav has named this metre as Padharika♦

Tulsi, Keshav and other old masters have used this.

Akal Ustat 10
Bachitra Natak 38
Chandi Charitra I 80
Chandi Charitra II 14
Gian Prabodh 2..
Chaubis Avtar 454
Brahma Avtar 1
Rudra (Datta-1, Paras 
Nath-1) Avtar 8
Swaiya Jo Kichh Lekh Likhio 

BidJina 1
Sastra Nam Mala 711
Pakhyan Charitra 1830

9. G. D., 203. 10. G. H. L., 580. 11.

In Hindi Pingal Shastra, Doha or Dohra is of many kinds. In the Dasam 
Granth almost all the kinds are met with. Doha is best suited for shorter 
patterns of verse. It became the medium of the mystic sentiments of Sidhs 
like Sarh, Kanha, Tillopa etc. It helped Gorakh Nath for his teachings. It 
conveyed the teachings of a free-willed person like Kabir. It made its way 
into the field of erotics also. Behan's Dohas are well-known for extreme 
condensation and refinement of utterance. Jayasi, Tulsi and some others 
have used it for long narrative poetry. It is the most popular of all the 
commonly used metres*

J. D. V., 165. 12. B. B. R. A. S., 30. 13. H. A., 9i. 14. H. A., 91.
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No. OF

S. No. Name of metre syllabic Special feature

INSTANTS
Source Alternative names

23. 23. Navpadi (JFPTCt) 16 51 i at the end of each quarter.
24. 24. Pauri (73?t) Visham Chhand; No. of charans 

not limited. First charan is 
generally short. Other charans 
have no limitations.

Nihshreni1

25. 25. Pad (7?) Different Hindi Shabad5 Vishnupad,
number in BishenpadA
different
kinds.

26. 26. Padmavati (777T7cft) 30 5|l, 5 at the end of each quarter.
Pause at 10* 8, 2. Rhyming at 
the first and the second pause.

Chaturpadi, Chavpaiya!1

27. 27. Paddhari or Padhri (Tgxt) 16 Pause at 8, 8. 151 at the end Apbhransh5
of each quarter.

Padhari

28. Padhari-Ardha ('TT^TfiT %£) 8

29. 28. Punha (3^T) 21

30. 29. Ba.hra 21

31. 30. Bahora 16

32. Bisnupad (fsRTT'T?)

33. 31. Bait (IcT) 18

55, 151 in each quarter.
Pause at 11, 10. Some stress 151 
in the middle. Others 515 in the 
end. The vocational epithet 
like f>, ft etc. can be given 
which is not to be counted in 
the syllabic instants.
Pause at 11, 10. 151 at the first 
pause and 515 at the second.
Pause at 8, 8. 151 at the end of 
each quarter.

Pause at 10, 8. I at the end of 
each of the two charans♦

Harihan, Chandrayan, 
Parihan, Phunhan8

Punha10 

Padhari11

Vishnu pad, Bisanpad

Arabic and 
Persian

34. Mritgat (fWTi=r) 12 III at the end of each quarter* Sanskrit13 Amritgati

35. 32. Makra (*PP7t) 12 Three kinds of rhymes.
36. 33. Madhubhar (*npTR) 8 151 at the end of each quarter. Apbhransh15

Prakrit16
Chhabi, Mahana, Madhbha

]. G. D., 227. 2. G. D., 227f. 3. G. D., 241. 
16. B. B. R. A. S., 20. 17. G. D., 285.

4. G. D., 250. 5. H. A., 94. 6. H. A., 95, 99. 7. G. D., 255. 8. G. D., 225.
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Compositions in Fkequency
WHICH USED

Remarks

Chaubis (Nih.) Avtar 4
Ckandi-di-Var 55 It is of several kinds. In the Adi Granth many verse-forms under this 

heading are met with. This form of composition is both in metrically 
regulated form and otherwise. It is musical in character and is sung by the 
court bards2. Strictly speaking it is a form of poetry and not a metre*

Shabad Hazare 10 These are songs controlled by different Rags and Raganis. Ancient poets
Rudra (Paras Nath) Avtar 45 have used it freely. In Sant and Bhakta poets we find it used in its 

augmented form (containing more than four charans)> Their Banis aro
beautifully versified in Radas and acquire seriousness and dignity from the* 
spiritual experience and conviction of the great saints. This is also a form
of poetry and not a metre.

Chaubis (Nih.) Avtar 3 This metre is a form of double Chaupai. By adding a doha before, it be
comes a Shatpadi metre which is also called the Baimatric Dhvani.

Akal Ustat 38 Paddhari, at times, is taken to mean Chaupaaee. The convention of calling
Bachitra Natak 2 Chaupaaee by the name of Paddhari does not appear to be an old one.6
Gian Prabodh 16
Chaubis Avtar 92 ■

Brahma Avtar 40
Rudra (Datta) Avtar 124

312
Brahma (Vyas) Avtar, 5 It is another form of Madhubhar1 ♦
Chandi Charitra I 2 It is a kind of Arilld9.

Chaubis (Ram) Avtar 2

Chaubis (Ram) Avtar 4

Chaubis (Krisan) Avtar 5 See Pad. Vishnupad has been a medium of composition of Surdas and
Rudra (.Paras Nath) Avtar 45 Mirabai.
Jafarnamah in Bait has been used in Arabic, Persian and Urdu poetry. Santokh Singh
(Hikayats) 762 used it in Hindi poetry and poets like Varas Shall and Hafiz in Panjabi

863 poetry. The metre scheme followed in the baits of the Jafarnamah etc., 
is foulan, foulan, foulan, foul. Bait is a veree-form and not a metre.

Chaubis (Ram) Avtar 3 Keshav has used it under the name of Twaritgati with III, 151, III, 5 in each 
quarter.

Chaubis (Ram) Avtar 14 All the kinds of rhymes are found in the Ramavtaru.

Jap 17
Bachitra Natak 12
Chandi Charitra I 8
Chaubis (Nih.) Avtar 11
Brahma Avtar 34
Rudra (Datta) Avtar 15

97
9. G. D., 225 fn. 10. G. D„ 261. 11. G. D., 262. 12. G. D„ 276. 13. J. D. V., 161. 14. B. A., (655, 660, 667). 15. B. B. K. A. S., 20.
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S. No. Name op metre

No. OF
syllabic Special feature Source Alternative names

37. 34. Madho (*n«ft)
INSTANTS

16 ss at the end. Kareera1
38. Mohan (’TTfpr) 28 Pause at 16, 12, ending with Mohana3, Madhubhar4

39. Mohan
40. 35. Mohani

8
16

SIS in each quarter.
IS) at the end of each quarter.
IIS in the beginning and SSS 
at the end of each quarter.

41. 36. Marah (’TT1^) 29 Pause at 10, 8, 11* SS at the Manhari, Marhata, Mar ha
end of each quarter. Marharf

42. 37, Vijaya or Bijai 40 Pause at 10, 10, 10, 10 ; SIS at Apbhransh ■ , ■■ •
(fespTT) end of each quarter. and Prakrit7

43. 38. Sirkhandi ) 21, 22 Pause 12, 9 or 12, 10 or 14, 9* Sanskrit9 Palvangam, Sirkhindi, x
or 23 In the Dasam Granth the first Sirkhandi10

kind is met with.

44. 39. Sukhda 8
to

S| at the end of each quarter. ; ■ . ; . ■
45. 40. Supriya (gfsFTT, gfwU 16 Dilla13
46. Sangeet Madhubhar

47. Sangeet Chhappai
(*PTfa ^cr)

48. Sangeet Bahra (sfifta *Tf?T)
49. Sangeet Padhari

q’Rft)
50* 41. Sortha (^flTST) 24 Two charans. Pause at 11, 13. Hindi

I and rhyming at the first 
pause of each charan. S at the 
second pause of each charan 
with no rhyming. It is an 

x inverted Doha.

.51. 42. Harigeeta (f[frnfaT) 28 Pause at 16, 12. Sis at the end Hindi 
of each quarter.

Harigeetika

52. 43. Heer (ftl) 23 Pause at 6, 6, 11. S at the be- Apbhransh Heerak
ginning and Sis ’at the end of and Prakrit15 
each quarter.

53. 44. Hansa (*&Tr) 15 Pause at 7, 8. S and I at the Sanskrit17
end of each of the two charans.

1. G. D., 299. 2. G. D., 290. 3. G. D., 293
16. H, 0. P., 238. 17. J. D. V.,174. -

4. G. D., 293. 5. H, C. P„ 219. 6 G. D., 286. 7. B. B.-B. A.-S., 16. 8. H. G. P.
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Compositions in Frequency

WHICH USED
Remarks

Chaubis (Nih.) Avtar 7 Madho is a kind of Aril!a2.
Chaubis (Nih.) Avtar 4 See Madhubhar.
Rudra (Datta) Avtar 4 This is a kind of Hairgeetika.

Chaubis (Ram) Avtar 8 Mohani is a varnik metre also5.
Brahma (Aj R*ja) Avtar 
Rudra (Datta-18, Paras

8 ■ •

Nath-18) Avtar 36

65

Chaubis (Nih.) Avtar 2

Chandi Char it r a If 2 This is also a varnik metre8.
Chaubis (Ram) Avtar 1 •

Pakhyan Char it r a 16
19

Chaubis (Ram-4 Nih.-3) Bhai Kahan Singh, in his Guru Chhand Divakar11, gives its other name as
Avtar 7 Shrikhand which is a metre in Sanskrit.

Chandi-di-V ar 55

62
Chaubis (Ram) Avtar 8 Keshav has used Sukhda metre with 22 Matras and two Laghus at the end12.
Chaubis (Nih.) Avtar 4
Chandi Char it r a II 9 See Madhubhar. Because certain metres contain the strains of musical 

instruments the word sangeet is prefixed to them14. They are intended to 
be sung or recited to work up fury in the warriors or to increase the tempo 
of war.

Chaubis (Ram) Avtar 8 See Chhappai. It is amenable to music.
Rudra (Paras Nath) Avtar 9

Chaubis (Ram) Avtar
17
4 See Bahra. It is intended to be sung or recited.

Brahma (Vyas) Avtar 2 See Padharu It is intended to be sung or recited ♦

Chandi Charitra 1 7 In the Adi Granth, Sortha is given under Sal ok* In Hindi literature Sortha
Chandi Charitra II
Chaubis (Ram-3, Krisan-31,

1 has been profusely used.

Nih♦-4) Avtar 44
Sastra Nam Mala 2
Pakhyan Charitra 26

8Cf

Chaubis (Nih.) Avtar 2 Prom the point of view of usage this metre is very popular* Old and 
modern poets of note have adopted it. With Maithlisharan Gupta it is a 
very fascinating metre. It is the augmented form that we come across in 
the songs of Sant and Bhakfa poets.

Chaubis (Nih.) Avtar 2 It is also a varnik metre16.

Chaubis (Nih.) Avtar 4

9. J. D. V. 172. 10. G. D., 112; J. D. V., 172.

If pan^e is at 8 and 7, and Laghu and Guru at the end, it is called Hansi 
in Hindi. Keshav has used this metre in Ram Chandrika with S\\ in the 
beginning of the metre.

11. G. D., 127. 12. H. C. P., 64. 13. G. D., 118. 14. G. D., 124. 15. B. B. R. A. S., 24.



THE POETRY OF THE DASAM GRANTH

Metres regulated by the number

l. No. Name of metbe No. OF
SYLLABLES Special feature Source Alternative names

1. 1. Astar 12 |SS, ISS, ISS, |3S in each quarter. Sanskrit Bhujang Prayat1

2. 2. Asta (SHUT, UW) 12 ISS, ISS, ISS, ISS in each quarter. Sanskrit Astra, Kilka, Tarak, Totak2

3. 3. Akra (*Ef*r) 6 Ill, ISS in each quarter. Sanskrit Anka, Anhad, Anubhav, 
Shashivadna, Chandrasa, 
Madhurdhuni3, Ajba, Trin-nin, 
Trirka

4. 4. Akva 4 SSS, S in each quarter. New Ajba, Kanya, Teerna4, Tilka, 
Trigata, Raman, Ramanak, 
Haribolmana

5. 5. Achkara (?TTTfT) 12 S|S, S|S, SIS, SIS in each quarter. Sragvini, Kamini, Mohana, 
Lakshmidhar5

6. Ajba (5T5RT) 6 Ill, ISS in each quarter. Akvaf Kanya, Teerna!6

7. 6. Aja (5T3TT) 8
i

ISS, SIS, 1, Sin each quarter. Anjari7

s. Anka (SPFPT, STOFT) 6 Ill, ISS in each quarter. Sanskrit Shashivadna, Akra, Anhad, 
Anubhav5 Chandrasa, 
Madhurdhuni8

9. Anhad (SETf?)

10. 7. Anad 8 SSS, |SS, s, 1 in each quarter. 
Pause at 4, 4.

Vapi9

11. Anubhav (sEpre)

12. 8. Anoop Naraj (SPT1? fRT3T’) 16 ISI, SIS, IS), SIS, |S|, s in each New name for Panch-chamar, Naraj,
quarter. Panch-chamar Nagraj, Vichitra Naraj,

Sanskrit Narachi, Bridhi

13. 9. Apoorab 6 SIS, SS| in each quarter. Sanskrit Aroopa, Kreera11,

14. 10. Aroopa (sr^TT) 4 ISS, S in each quarter. Kreera12

15. 11. Alka (shpeft) 12 Ill, SS|, ill, S| in each quarter. Sanskrit Kusum Vichitra14

16. 12. Arooha (^T) 10 IIS, |S|, !S|? 5 in each quarter. Sanjuta, Sanyukta15, Enja

17. 13. Anant Tuka Bhujang Prayat 12 No rhyming at the end* New name Bhujang Prayat

18. 14. Ek-Achhrl 2,3, 3 Mahi—E&ch. quarter beginning Ekakhri, Shri
with the same letter and IS in 
each quarter*
Mrigendra-’EiSich quarter begin
ning with the same letter and 
ISI in each quarter. 
Shashi—Eaeh. quarter begin
ning with the same letter and 
ISS in each quarter.

19. 15. Ugatha (sjttWt)

1. G. D., 55. 2. G. D., 66.

10 |S|, SS|, sss, s, in each quarter. Sanskrit
Pause at 5, 5.

3. G. DSJ 58. 4. G. D., 59. 5. G. D., 60. 6. G. D., 60. 7. G. D., 60. 8. G. D., 61. 9. G. D., 6
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and positition of syllables (varnas)

Compositions in 
which USED

Frequency

Brahma (Mandhata Raja)
Avtar 2

Chaubis (Nik.) Avtar 5
Chaubis (Ram Avtar) 16

R EMARKS

Chaubis (Nih.) Avtar 6

Rudra (Paras Nath) Avtar 12

Chaubis {Ram) Avtar 19

Chaubis (Nih.) Avtar 3
Chaubis (Ram) Avtar 16

This metre is used in the Nihkalanki Avtar to reproduce the sound of the* 
actual action.

See Akva. This metre is used in the Ramavtar to reproduce the sound of 
the actual action.

See Akra,

Chaubis (Nih.) Avtar 4
Chaubis (Ram) Avtar 8

Chaubis (Suraj) Avtar 1
Chaubis (Ram-29 Nih,-5)

Avtar 34
Rudra (Datta) Avtar 13
Chaubis (Rani) Avtar 26
Chaubis (Ram) Avtar 4
Chaubis (Rani) Avtar 6
Chaubis (Ram) Avtar 6
Chaubis (Ram) Avtar 8
Jap 8

See Akra♦

See Akra10.

A kind of Apoorab13.

In this metre, as the name shows, there is no rhyming at the end16.
There are four kinds of this metre : 1. Shri, 2. Mahi, 5. Mrigendra an &
4. Shashi11. Of these the examples of the last three are found in the Jap of 
the Dasam Granth.

Chaubis (Ram) Avtar 9



THE POETRY OF THE DASAM GRANTH

S. No. Name of metre No. OF 
Syllables

Special feature Source Alternative names

20. 16. Uchhla (3^?TT) 5 5||, 5, S in each quarter. Uchhal, Hansak, Pankati1
2l. 17. Ugadh (3*rrsr) 5 IS|, 5, 5 in each quarter. Sanskrit Tilkaria, Yashodha2
:>2. 18. Vtankan 22 SIS, SIS, sis, SIS, sis, SIS, SIS, S Sanskrit 

in each quarter. Pause at 12, 10.
U tangan

23, 19. Utbhuj or Udbhuj 
(rT^R, SW-

6 |SS, |SS in each quarter. Ardha-bhujang, Somraji, 
Sankhnari4, Jhoola, Rasawal

.24. 20. Kabitta or Kavitta 31 Pause at 8, 8, 8, 7; S at the 
end of each quarter.

Kabitta Manharan, 
Ghanakhari, Kabitta, Kabitu 
Kavitva5

26. Kiika (f^PFT) 12 IIS, ||S, US, US in each quarter. Asia, Totak6
26. 21. Kusam Bichitra 12 Ill, ISS, HI, ISSin each quarter. Sanskrit Kusum- Vichi tra1

'27. 22. Kumar Lalit (|pTR 8 |S|, S|S5 |, S in each quarter. Hindi Kumar Lalit a, Mallika
28. 23. Kulka (fpRT) 6 Two kinds in the Dasam Granth: Sanskrit Shashi Vadna8

• S||, ISI in each quarter, 
or III, |SS in each quarter.

29. 24. Kanth Abhookhan 11 SI I, SI I, 5||, S3 in each quarter. Kanthabhushan11

30. 25. Kripankrit 7 US, III, 1 in each quarter. Madhubhar

51. Charpat (=RR) 5 SI 1, S S or IIS, S, S in each quarter. Sanskrit Uchhal, Hansak, Pankati14

32. 26* Chachari (^RTT) 4, 3 ISI, S or IS in each quarter. Sudhi15, Shashi16

33. 27. Chamar (=3T*IT) 15 S|S, |S|, S|S, |S|, S|S, in each 
quarter ♦

Sanskrit Som Vallari, Tun11

34. 28. Chanchala (^RRl) 16 sis, ISI, SIS, ISI, SIS, 1 in each 
quarter.

Chitra, Biraj, Brahmaroopak18

36. 29. Jhoolna (W?PTT) 24 ISS, ISS, ISS, |SS, |SS, ISS, ISS, |SS 
in each quarter.

Manidhar Swaiya19

36. 30. Jhoola ('4RT) 6 ISS, |SS in each quarter. Somraji, Aradh Bhujang21
37. 31. Tar Naraj (<R TO^r) 7 SIS, |S|, S in each quarter. Samaniki22

38. Tarak (?TT7r) 12 Asta, Totaku

39.
•

Tarka (cTITR) 13 IIS, IIS, ||S, ||S, S in each quarter. Ugadh, Yashoda25
l. G. D.,52 2 G. D.,52. 3. G. D. 53 fn„ 104. 4. G. D., 53. 5. G. D. ,134, 6. G. D., 143. 7. G D„ 143. 8. G. D„ 147.
17. G.D., 174. 18. G. D., 178. 19. G. D„ 192. 20. H. C. P. 69. 21. G. D., 194. 22. G. D., 197. 23. Cf. R. A., (293).
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Compositions in

WHICH USED
Frequency

Brahma (Vyas, Aj Raja) Avtar 9
Chaubis (Ram) Avtar 13
Chaubis (Ram) Avtar 10

Chaubis (Nih.) Avtar 4

Akal Ustat 44
Chandi Charitra I 7
Gian Prabodh 8

Chaubis (Ram-53,
Krisan-U) Avtar 69

Brahma {Vyas) Avtar 1
Pakhyan Charitra 25

154
Chaubis (Nih.) Avtar 2
Chaubis (Ram) Avtar 8

Chaubis (Nih.) Avtar 8

Chandi Charitra II 4
Chaubis (Nih.) Avtar 11
Rudra (Datta) Avtar 8

23

Chaubis (Ram) Avtar 8

Chaubis (Nih) Avtar 12
Datta Avtar 22

34

Jap
8

Rudra (Datta) Avtar 19

Jap 32
Chaubis (Ram-6, Nih.-19)

Avtar 25

Chaubis (Nih.) Avtar 2

Chaubis (Nih.) Avtar 2

Chaubis (Ram-3.
Krisan-4) Avtar 7

Chaubis (Ram) Avtar 4
Chaubis (Nih.) Avtar 8

Chaubis (Nih.) Avtar 24
Rudra (Datta) Avtar 2

26
Chaubis (Ram) Avtar 8

88. 10, D. A., 411. 11. G. D,, 148.

Remarks

A kind of Swaiya3.

Kabitta is a metre of fine movements and is good for Shringar and Vir 
rasa poetry. Its origin is shrouded in mystery. It is profusely found in 
old Hindi literature. Tulsidas made a large use of this metre. Kabittas 
of Padmakar are well-known.

See Asia.
Keshav has used this metre in his works.

In the Dasam Granth, the poet has used this metre both as Matrik9 and 
Varnik10. The justification for this remains to be found out as this is 
poet’s* own invention.

In Sanskrit this metre is called Dodhak12*

In Nih-Kalanki Avtar (229) it appears as Kripankrit but in Datta Avtar 
(389) it appears as Madhubhar13.

See Uchhal.

Keshav has used this metre.

Jhoolna is also known as matrik metre20. Medieval poets have used it 
freely.
In the Dasam Granth, Somraji or Ardha Bhujang is named as Jhoola23.
According to the definition there should be four charans in this metre. 
But in the Nih-Kalanki Avtar we have only two.
See Asta,

See Asia, A kind of Tarak26.
12. C. S., 43. 13. G. D., 150. 14. G. D., 171. 15. G. D., 172. 10. G. D., 173.
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S. No. Name of metre N"o OFsyllIbles Special featuke Source Alternative names

40. Tilkaria (fdvRrfTSTT) 5 151, ^ in each quarter.
41. Tilka (f^PPr) 4 555, 5 in each quarter. Ajba, Kanya1
42. Totak (cfte^) 12 H5, |'(5, H5, 115 in each quarter. Sanskrit2 Asia, Kilka, Tarak3

43. Trigata (fwTT) 4 555, 5 in each quarter. A letter 
is repeated tnrice.

44. Trin-nin 6 111, 155 and Trin-nin in the 
beginning of each quarter.

45. Trirka (fTf^T) 6 Ill, IS5 and Trir-rir etc. in the 
beginning of each quarter.

Akva, Shashivadna4

46. 32. Dodhak 11 511, 511, 511, 5, 5 in each quarter. Sanskrit5 Bandhu, Modak6, Sundari

47. 33. Nagsarupini (^FRIVpT^) 8 ISI, 515, 1, 5 in each quarter. Sanskrit Nagsarupi, Nagswarupini, 
Pramanika8

48, 34. Nagsarupini Aradh 4 151 ? 5 in each quarter. Sanskrit Sudhi9, Naraj Laghu
5R«r)

49. 35. Naraj (JRR) 16 ISI, SIS, ISI, SIS, ISI, s in each Sanskrit Narach, Nagraj, Panch-
quarter. chamar> Vichitra10

50. Naraj Aradh 5R«r) 8 15*, S|S, I IS. in each quarter. Nagswaroopini, Pramanika11

%

51. Naraj Bridha ('TTT«r 16 ISI, SIS, isr, sis, ISI, sin each
or Bridha Naraj quarter.

1. G. D., 201. 2. S. E. D., 651. 3. G. D., 204. i. G. D„ 209. 5. S. E. D„ 651. 6. G. P., 218. 7. G. I)., 218. 8. G. D., 221.
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Compositions in 
which USED Frequency Remarks

Chaubis (Ram) Avtar 6
Chaubis (Ram) Avtar 8
Akal Ustat 20
Bachitra Natak 6
Chandi Charitra I 2
Chandi Charitra II 4
Gian Prabodh 15
Chaubis (Nar-10, Narsingh- 

16, RudraAG, Gaur Badh-3,
Jallandhar-6f Suraj-2,
Ram-21, Krisan-10,
Nih.-ll) Avtar 101

Brahma (Prithu-2, Dalip-l)
Avtar 3

Rudra (Datta-15,
Paras Nath-12) Avtar 63

Pakhyan Charitra 18
~2S2~

Chaubis (Ram) Avtar 10

Chaubis (Ram) Avtar 8

Chaubis (Nih.) Avtar 10

Chaubis (Narsingh-%, Chand-4t, 
Ram-10) Avtar 17

Brahma (Mandhata Raja)
Avtar 5

Chaubis (Ram-4, Nih.-6)
Avtar 10

Chaubis (Ram) Avtar 5 .

Akal Ustat 20
Chandi Charitra II 21
Brahma (Intro-2, Balimiki-6) 

Avtar 8
Rudra (Paras Nath) Avtar 30 
Pakhyan Charitra 1
Bachitra Natak 33
Gian Prabodh 37

Gian Prabodh 12
Chaubis (Suraj-4, Ram-5)

Avtar 9
21

Chandi Charitra II 1
Gian Prabodh 5
Chaubis (Rudra) Avtar 4

To-'

See Ugadha, Metre in which sound conveys the sense. 

See Akva.

See Akva. This has been used to reproduce the sound of actual action.

See Akva. The poet has used this metre also to reproduce the sound of 
actual fighting.
See Akara. This metre is used to show the sound that echoes the sense. 
It reproduces the sounds of Mridang.
In verse No. 23 of Narsingh Avtar of the Dasam Granth, Dodhak has 
been used for Modak also which is SI I, SI I, SI I, S|l in each quarter7.

Chandra Bardai has used Narach metre having 18 syllables with first two 
as III (Nagan).

See Nagsaroopini

This is the same as Naraj. But the word Bridh is added to show the 
opposite of Laghu in Naraj Laghu12.

9. G. D., 221. 10. G. D., 222. 11. G. D., 223. 12. G. D., 223.
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S. No. Name 01 metre a Special .feature

bYLLABLEb
Source Alternative names

52. Naraj Laghu {ATM ) 4 151, 5 in each quarter. Sudhi, Hoha1
53. 36. Nav Namak diW) 8 Ill, III, 1, 1 in each quarter. Narhari2

54. 37. Nispal (fTO'TTO) 15 S||, ISI, IIS, ill, sis in each Ntspalika, NishipaP
quarter.

55. 38. Padhisatka 12 US, MS, US, US, in each quarter. Totak4
(<rf«r?r^r, ifw^r)

56. 39. Padhri Aradh (TOW 5 Modhubhar

57. 40. Pankaj Batik a 12 S|l, Sil, Sll, 5|| in each quarter. Sanskrit Madak, Pankajvatika6,
Ekavali KanjawU7

58. 41. Priya (fTOf, fw) 10 IIS, ISI, |S|, S in each quarter. Sanskrit9 Aruha, Sanyut10

59. 42. Bahir Twee! Paschami 5 IIS, II in each quarter. On the Pashto11 Nayak12
cT^V^r tow) balance of Persian and Pashto

lyrics.

60. 43. Bachitra Pad (dfdd dd) 8 Sll, Sll, S, S in each quarter. Vichitra Padu

61. 44. Banturangam (dTdg/Rd) 7 Ill, SIS, s in each quarter.

62. 45. Bell Bidram (TOY i%TO) 11, Two kinds * III, IIS, US, 1, S or Sanyuta16
10 US, |Sf, |S|, S in each quarter.

63. 46. Bisheshak or Bisekh 16 Sll, S|l, S||, Sll, Sll, S in each • Bisekh, Visheshak, Aswagati,
(f«»wt>) quarter. Neel17

64. 47. Biraj (f^RTO) 6 SIS, 5|S in each quarter. Hindi Viraj, Vijoha, Vimohals

65. Bridh Naraj Kahatumo Naraj Bridh19
(fro

66. 48. Bidhup Naraj (fe'fT WW) 8 ISI, SiS, 1, S in each quarter. Aradh Naraj, Pramanikaw

67. 49. Bhagauti (TOTOl) IS5, ISS or IS|, US, 1, in each Hindi Bhagwati, Bhawani,
7 quarter, Sri Bhagwati21

68. 50. Bharthua (^Rd^rr) 6 ISS, ISS in each quarter.1 Sankhnari2Z

69. Bhujang cgdd) 12 Sanskrit Bhujang Prayat, Astar5

70. Bhujang Pray at (^JTO TOTcT) 12 ISS, ISS, ISS, ISS in each quarter. Sanskrit26 Bhujang27

1. G. i -., 223 2. G. D., 224. .3. 
17. G. D., 260. 18. G. D., 272.

G. D., 225. 4. G. 1)., 251, 5. G. D., 251. 6. G. D., 258. 7. G. D„ 258. 
IK G. L’.j 278, 223. 20. G. D„ 270. 21. G. D., 278, 22. G. D„ 278.

8. G. !>., 258. 
23. G. !>., 279.
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Compositions in

WHICH USED
Frequency Remarks

Akal Ustat 20 See Nagsarupi Aradh.
Chaubis (Ram) Avtar 6
Chandi-di-Var 1

Chaubis (Nih. \ Avtar 2 In the Das am Grant h Totak is shown as Padhisatka5, at places.
Chaubis (Nih.) Avtar 4
Brahma (Vyas) Ay tar 1 5 ■ • ■ ■ - ", -■ ■

Chaubis (Nih,) Avtar 2 In the Dasam Granth it is the same as Modak. In books of prosody it

Chaubis (Nih.) Avtar 4
is sit, in, isi, isi, l.8

Gian Prabodh 19 This is a Pashto and Persian metre. There the long lyrics in Tilanga Rag

Rudra (Datta) Avtar 2

are famous as such. In the Gian Prabodh under the heading Bahira Tw.eel 
Paschami, there is a prayer containing nineteen such verses. This is not 
in Paschimi language but it is surely on the balance of Pashto and 
Persian lyrics13.
This is the first kind of ChitrapadJ^

Chaubis (Nih.) Avtar 4 ■■ * 1 ...

Chandi Charitra 11 11 Chandra Bardai has used this as a Matrik metre.
Chaubis (Narsingh-2, 

Suraj-2) Avtar 4
Chaubis (Nih.) Avtar 4

Chaubis (Ram) Avtar 4
Chaubis (Nih.) A vtar 4 See Naraj

Chaubis (Nih.) Avtar 6
Jap 41 The first kind is Somraji or Sankhnari?%
Chaubis (Nih.) Avtar 17
Rudra (Datta-60, Paras .

Nath-23) Avtar 83 .k .

Chaubis (Nih.) Avtar
141
25 This metre is used to describe destruction in war.24

Bachitra Natak 41 See Astar. Bhujang is, in fact, the same as Bhujang Prayat* Cf. Narsingh
Chaubis Avtar 55 Avtar (32).
Pakhyan Charitra 221

Jap
317

62 See Astar, In the Jap, Bhujang Prayat is written in place of Aradh Bhujang
Akal Ustat 30 Prayat which it really is.28
Bachitra Natak 72
Chandi Charitra II 70
Gian Prabodh 88
Chaubis Avtar 117
Brahma Avtar 22
Rudra (Datta" 17, Paras

Nath-65) Avtar 82
Pakhyan Charitra 66

609
9. J. V. D.. 167. 10. G. IJ., 260. 11. G.D., 262. 12. G. D., 262. 13. G. V., 168, 262. 14. G. D., 263. 15. G, U., 263. 16. G. U„ 274.
24. G. D„ 279. 25. G. D., 279, 280. 26. S. IC. D., 652. 27. G. L’., 279. 28. G. D., 279.
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S. No.
Jin OPName of metre syllables Special feature Source Alternative names

71. Bhawani 6. ISS, |SS or 151, 115, 1, 5 in each Bhagauti, Bhagwati,
8 quarter. Bhagouti1

72. 51. Mathan (TOl) 6 SSI, SSI in each quarter. Manthan3
73. Madhur Dhuni ^ftr) Chandrasa, Akra,

Anka, Anhad, 
Shashivadana4

74. Medak 12 IIS, IIS, IIS, IIS in each quarter. Totak5

75. 52. Manohar 23 A kind of Swaiya. Hindi Mattagyand, Bijai•

76. 53. Malti (*TT5TcfV) A kind of Swaiya. Sanskrit7 Indav, Bijai8

77. Raman (T*T!*T) 6 IIS, MS in each quarter. Shashivadana
78. 54. Rawanbad (TR'PTT?) 6 ISI, ISl in each quarter.

79. Runjhun (^'^'7) 6 Ill, ISS in each quarter.

80. 55. Ruamal 17 SIS, ns, |SI, 151, SII, S, | in each Rual, Ruaman, RualalQ,
quarter. Pause at 10, 7. Saraswati

81. 56. Rekhta 31 Pause at 8, 8, 8, 7. Manhar Kabitta11

82. Rasawal 6 155, 155, in each quarter.

83. 57. Samanaka 8 151, S|5, I, 1 in each quarter. Sanskrit14 Samanika

1. G. D., 278. 2. G. D., 278* 3. G. D., 285. 4. G. D., 286. 5. G. D., 293. 6. G. D., 287. 7. S. E. D., 652. 8. G. D., 95.
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Compositions in 
which USED

Frequency Remarks

Chaubis (Nih.) Avtar 6 See Bhagwati. In the Dasam Granth this metre has both the kinds. The

Chaubis {Nih.) Avtar 9
first kind is given under Somraji or Sankhnari,2

Chaubis (Suraj-1, Ram-ll) See Akra.
Avtar 18

Brahma (Vyas) Avtar 5 See Totak.

Chandi Charitra II 1
Chaubis (Ram) Avtar 23

Chaubis (Nih.) Avtar

24

4
Chaubis [Nih.) Avtar 4 See Akra. Another name for this is Tilka.9
Chaubis (Nih.) Avtar 2
Rudra (Datta) Avtar 3 See Akva.

Jap 8
Akal Vstat 20
Chandi Charitra II {Under 

Ruamal-%, Rual-9) 15
Gian Prabodh 30
Chaubis (Rudra-4: Ram-22) 

Avtar 26
Brahma (Prithu Raja-2,

Bharat and Sagar Rajas-23)

Avtar 25
Rudra (Datta-16, Paras 
Nath-il) Avtar 57

Sastra Nam Mala 2
Pakhyan Charitra 3

Chandi Charitra I

186

1 This is not the name of a metre. Prakrit poetry in Persian is named

Chaubis (Machh-3, Paras,

Rekhta, particularly a metrical composition which contains lines both in 
Hindi and Persian words mixed. Accordingly Kabitta (Manhar) in the 
Chandi Charitra I is shown as Rekhta.12
See Utbhuj. In the Jap (245) Aradh Bhujang is named as Rasawal. The

Ram-13, Rudra-10, Bachitra Natak also contains the same form of Raswal,13
/tow-100, Nih.-35) Avtar 179

Rudra (Datta-11, Paras 
Nath-2) Avtar 20

Jap 5
Bachitra Natak 90
Chandi Charitra II 69
Gian Prabodh 17

Chaubis {Ram-3

880
In the Dasam Granth Pramanika is named Samanaka, wl ereas Samanaka is

Nih.-i) Avtar 12 SIS, ISI, s.15

9. G. D., 300. 10. G. D., 304. 11. G. D. 305. 12. G. D„ 305. 13. G. D„ 297 f. 14. S. E. D., 650. 15. G. D„ 84.
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No. Name of metre

84. 58, Swaiya (^^l)

No. OF 
SYLLABLES

Special feature

Final alliteration of all the 
quarters.

Source

Braj1

Alternative n^ijis

■ . x\ '' 4

85. 59. Swaiya Anant Tuka
(?t*n pr)

86,

90.

Saraswati

Sangeet Bhujang Pray at
(#fta snrrar)

17

87. 60. Sukhda Bridha f$T£) 8

88. Sundari (5^)

89. Somraji

No final alliteration.

sis, |is, |S|, isi, si|, s, | in each 
quarter with pause at 8, 9.

I in the beginning, S at the end 
of each charan, Pause at 5, 3.

Apbhransh 
and Prakrit

Sanskrit14

Sanskrit15 r

Ruaman, Ruamal, Rual, 
Ruala, Roomal, Rooaln

V \ ,

Sagouna13

JJtbhuj3 Ardha Bhujang, 
Sankhnari, Jhoola16

*91.

92.

Sangeet Naraj fiTM)
Sangeet Padhisataka 11 SIS, |S|, SSI, s, I in each quarter.

Tfw^r)

93. Sanjuta (^ffcTT) 
M-vA { .-.Sankhnari

10 IIS, |S|; |S|, S in each quarter. Sanskrit19
6 ISS, ISS in each quarter.

Haribolmana 6 I IS, | |S in each quarter.

Sanyuta, Aruha, Priya20 
Somraji, Aradh Bhujang21

TilkcP v V

96. 61. Hoha (^r)

97. 62. Bahr-i-Mutqarib

4 ISI, S in each quarter.

Musamman Facu'lun, fa'u'lun, 
Maqsur fa'u lun, fa‘uL

Sudhi

Metres regulated by ifi^iiihber aid
k 1-- *•> A ...l ■*.

V.■>

Arabic
v;; V

1. H. A., 103. 2. B. A., (247). 3. A. U., (27). i. K. A., (722). o. Ch. Ch. II, (202). 6. N. A., (156). 7. K, A., _____
15. J. D; V., 174. 16. G. D., 120. 17. N. A., (56, 57). 18. A.,‘ (111). 19. J. D. V., 173. 20. G. D„ 123. 2!. G. D., 123.
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Compositions in 
which USED

FREQUENCY

ART VALUE

Remarks

kal Ustat 20 It is of forty-eight kinds. Of these the examples for the following can
achitra Natak 11 be seen in the Dasam Granth: Madira2; Indav or Maltif Ramaya4; Kreet5;
handi Charitra I 134 DurmiPy Manoj7; Utankan8; Surdhuni9 Sarvagami10. Swaiya has a soft
haubis (Ram-26, Krisan- gliding movement appropriate for conveying the silken smoothness of
782, Nih.-28) Avtar 1836 sensuous love poetry. In the Dasam Granth (Krisanavtar) we find this
ahma (Aj Raja) Avtar 13 metre used for war poetry also. This metre belongs to Braj. Its use is

udra (Datta-8, Paras met with even in Sanskrit prosody. It is a popular metre in Hindi. The
ath-10) 18 Swaiyas of Raskhan are especially noticeable.

/ Mukhbak Swaiya 32
aiya jo Kichh Lekh
ikhio Bidhna 3

akhyan Charitra 185
2252

...

haubis (Ram) Avtar 1 According to the name of the metre all the charans should rhyme 
differently. But in the verse given in the Ramavtar only one char an rhymes 
differently.

haubis (Ram) Avtar 8 See RuamaU

haubis (Nih.) Avtar 4

haubis (Rani) Avtar 18 See Dodhak. Sundari is also a kind of Swaiya but by halving the charan a 
modak chhand is formed which is also known as Sundari as it is here.

haubis (Nih.) Avtar 4 Keshav has used this metre17. In the Dasam Granth complete Bhujang 
Pray at is, at places, written as Somraji.

handi Charitra II 7 See Bhujang Prayat.
aubis (Ram-13, Nih.-24)
vtar 37

44
handi Charitra II 1 See Naraj.
haubis (Ram) Avtar 8 See Padhisataka. In the Dasam Granth it has two forms. In the Ramavtar 

it is the same as Padhisataka but in the Nih-Kalanki Avtar, Totak is given 
this name.

ahma (Vyas) Avtar 6 See Aruha.
See Aradh Bhujang. In the Dasam Granth, Sankhnari is given under Aradh 
Bhujang22.

P 14 See Akva.
aubis (Nih.) Avtar 30
ahma (Manu Raja-1,
rithu Raja-24) Avtar 25

aubis (Ram) Avtar
ou
14

osition of syllables (usu'ls in Persian Poetry)

arnamah 111 f 1
ikayats) 752

863
.A., (383). 9. Ch. Ch.I, (88), 10. R. A. , (607). 11. B. B. R. A. S. (A. & P.V1947, 20. 12. G. D„ 109. 13. G. D„ 115. 14. J. D. V., 173.

Jap 4; G. D., 124. 23. G. D.:, 129. 24. G. D., 13.
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The foregoing tables give us in a nutshell a hundred and fifty metres, of three 
varieties (matrik and varnik in Hindi and Panjabi and of usu'l in Persian poetry), used by 
Guru Gobind Singh in the Dasam Granth of which a hundred and six are traditional 

(including Sanskrit, Prakrit, Apbhransh, Hindi, Persian and Arabic) and the remaining 
forty-four new as well as traditional ones used under new names which though they pose 
a problem to the prosodist for their proper classification and exposition, are new land-marks 
in the field of prosody. After Keshav Guru Gobind Singh would appear to stand out as 
the greatest in the use of syllabic (varnik) metres in Hindi literature.

Another feature of interest is the number of verses used abundantly in Chaupai, 
Dohra and Swaiya metres. Out of more than eighteen thousand verses in the Dasam Granth 
the Chaupai alone occupies 5,555 verses while the Dohra and Swaiya 3,149 and 2,252
respectively. This is as it should be; these metres were very much liked by the poets of 
Riti period.

It will not be fair to conclude this part of the study of the Granth without mention
ing a few defects. The defects may fall into three categories, viz.,

(i) Divergence of the metre from its definition given in works of prosody. For 
instance, stanza No. 326 of the Ramavtar is a matrik metre with eight matras in 
each quarter and is named Sukhda whereas in Hindi Pingal Shastra, Sukhda has 
twenty-two matras. Similarly verse No. 31 together with the preceding and 
succeeding verses of the Nih-Kalanki Avtar having two charans has been styled 
as Tar Naraj whereas according to the definition of this metre they should have 
four charans each. Again, verse No. 72 of the Nih-Kalanki Avtar has been 
shown as Ela metre and of the visham matrik type whereas according to Hindi 
prosody it is varnik with iis, m, in, iss, having pause at 5 and 10.

(ii) Lack of flow in accordance with the definition given to the metre. For 
example, in verse No. 695 of the Ramavtar the words sftfhsrl', fwft and

will have to be respectively read as ffitTt1 and to satisfy the
requirements of the Bhujang Prayat metre. This will have to be ascribed 
either to the peculiarity of the Gurmukhi script or the carelessness of the 
amanuenses. The same reasons will have to be ascribed to verse No. 110 of 
the Chandi Charitra II where the metre with twenty-three syllables in each 
charan and seven bhagans and two gurus is termed Manohar. It is, however,, 
the same as Mattagyand in Hindi and a kind of Swaiya.

(in) Defective pause or splitting of a word into two in the middle for the purpose of 
pause. For instance, in verse No. 90 of the Akal Ustat, the defective pause at 
the first and third quarter of each line results in the incorrect splitting of words 
in the middle. The same is the case with pause in UfKrsm at eight in the first 
quarter of the fourth charan of verse No. 42 of the Gian Prabodh.

1. Sir George Abraham Grierson, in his Linguistic Survey of India, Vol. I, part I, page 2, has also observed that when ^ is
followed tin tadbhav words by letter ^ it tabes the form
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Tradition though not so often followed lays down the use of particular metres 
for particular sentiments. For example, in Hindi, Swaiya is appropriate to the erotic, 
pathetic and pacific sentiments ; Chhappai to the sentiments of heroism, terror and fear; 
Narach to heroism, etc. There are certain metres which are used in all cases, for instance, 
Chaupaaee, Doha and Sortha which suit all the sentiments. Guru Gobind Singh, though 
he departs at places has taken notice of the tradition ; for example, he has depicted the 
heroism of Goddess Chandi in Naraj i.e. Narach metre, in the Chandi Charitra II1. The 
instances of the departure from tradition are his use of Swaiya metre for the heroic poetry 
in the Krisanavtar and the extension of certain devotional metres like Haribolmana, Madhu- 
bhar, etc., to the heroic poetry as in the Nih-Kalanki Avtar and Chandi Charitra /, etc.2, and 
heroic metre like Bhujang Prayat to devotional poetry as in the Jap3.

Among the variety of metres already stated, the blank verse used by Guru 
Gobind Singh deserves a special mention. The use of blank verse was hitherto confined 
mostly to Sanskrit. But as in Hindi, Chandra Bardai and Keshav were pioneers in this 
field, so was Guru Gobind Singh in so far as blank verse in Panjabi is concerned.

Guru Gobind Singh was a facile metrist and this is seen in the fact that he has used 
the shortest as well as the longest metres in his Granth. The syllables and syllabic instants 
of metres vary from one to thirty-one in the Vamik class and eight to forty in the Matrik 
class respectively. A sustained effort in their composition is discernible to show the poet’s 
skill and ability in handling the metres with ease. The metres suit the mood of the topic 
and the needs of recitation.

(f) Music, Rags and Raginis

As already stated music influences not only men but also beasts and trees, etc. 
It has been said that poetry is music in words. Therefore in poetry, if it is to influence 
life, music is essential to prosody. This is in abundance in the poetry of the Dasam Granth.

In addition, in the Dasam Granth we come across metres like Sangit Chhappai, Sangit 
Naraj, Sangit Padhisataka, Sangit Padhari, Sangit Bahra, Sangit Bhujang-Prayat and Sangit 
Madhubhar. All these metrical verses which are sung with the aid of instruments with 
due regard for rhythm and beat have the prefix Sangit before their names.

There are some other metres without the prefix Sangit like Trirka, Trin-nin, etc., 
which also are intended to produce martial music by imitating the sounds of weapons of 
war and musical instruments. In these the same rhyme is often continued in all the lines of 
a stanza for producing the same effect. In connection with war-narratives he has invented 
these musical sounds, after those found in the Apbhransh period4, to work up fury in the

1. Ch. Ch. II, (1-5, 20, 21, 47, 48, 119, 120,140-46, 165, 173, 174).
2. N. A„ (331-360, 97-104, ldl-163), Ch. Ch. I, (28-31, 201-205).
a. Jap., (2-28, 44-64, 04-73, etc.).
4. Compare examples given in the Apbhransh Sahitya pp. 64, 65, 65, 114, 115, ill, 17<h 177, 179
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warriors, to show the quick and hectic speed of the battle with the beat of drum and other 
instruments and to depict indiscriminate destruction in war. Here the poet has put the 
words showing the sounds of mridang, etc., to a new purpose in the realm of emotions 
which otherwise have no meanings but which in the context in which they have been used 
lend special significance and help in the better relishing of the rasa. In this respect our 
poet has correctly made the metre subservient to the emotion, changing according to 
mood and situation. He has thus shown his keen love for music.

There is another type of musical compositions. They consist of Shabads, Padas or 
songs which are meant to create pious feelings in the religious-minded people. Ordinarily 
a metrical composition is sung to music but in the compositions of the Sidhs and other 
saints most of the verses are not metrical. They are regulated by different musical 
measurements {rags and raginis). This tradition is noticeable in bhakta poets like Sur and 
Tulsi and other saints like Kabir and Dadu, too. The Sur Sagar by Sur alone contains 
thousands of padas composed under rags and raginis.

In connection with such compositions Dr. Kshitimohan Sen also says, “Most of 
these sayings {padas) of the saint-poets are songs ; for, this was the favourite form of 
preaching with Bhaktas of the medieval India. They have expressed themselves in poetry
and music. Kabir was not only a good composer but a good singer, too...................Nanak
was fond of music and was himself a composer of songs. His disciple Mardana too was 
good singer.” This is true indeed. These shabads or rags are treated with sanctity as they 
are associated with devotional songs. The Vishnu Puran calls Lord Vishnu as Shabda 
Incarnate and makes songs and forms of poetry His emanations1.

The poetry of the Gurus which was composed between 1500 and 1700 A. D. has a 
prominent place in rags. The whole of the Bani of the Adi Granth from page 8 to 1352 is 
in rags and we have as many as thirty-one rags in this holy book. The Adi Granth includes 
banis of the bhaktas along with those of the Gurus. Thus we find that out of 1,430 pages 
1,344 are in rags. We do not come across such a big collection of rags in Gurmukhi script 
elsewhere.

Guru Gobind Singh was fully aware of the value of these rags and raginis in 
creating an atmosphere most conducive to pious feelings. The table given below will show 
the names of the rags, raginis and the musical styles used and the places where they are 
found in the Dasam Granth.

S. No. Rag, Ragini or Musical Style

1. Ram Kali {Ragini2}

2. Sorath {Rag)

11 Vishnu Mahapumn, Ansha I, XXII (8
2. M. K., IV, 3095. 3. M. K., I, 699.

Compositions 
in which found Serial No. of hymns Total No 

of hymns
Shabad Hazare 1,2, 3

m/

3
Paras Nath 86, 87 2
Shabad Hazare 4 1
Paras Nath 77, 78, 79, 82, 83.

84, 85, 97, 98, liO,
114, 117 12
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. No. Rag, Ragini or Musical Style Compositions 
in which found Serial No. of hymns

Total No. 
of hymns

3. Kalian (Ragini1) Shabad Hazare 5 1
Paras Nath 103 1

4. Bilawal (Rag2) Shabad Hazare 8 1
5. Devgandhari (Ragini3) Shabad Hazare 9, 10 2

Paras Nath 102, 111 2

6. Khial (Style of music1) Shabad Hazare 6 1
7. Tilang5-Kafi6 (Rag and 

Ragini mixed7) Shabad Hazare 7 1
8. Paraj (Ragini8) Paras Nath 75, 92, 119 3
9. Kafi (Ragini9)

(Some call it by the
name of Dhamar10) Paras Nath 76, 93, 94, 109, 115 5

10. Suhi (Ragini11) Paras Nath 80, 81, 116 3
11. Sarang (Rag12) Paras Nath 88, 89, 91, 96, 99, 112 0
12. Gauri (Ragini13) Paras Nath 90, 106 2.
13. Dhanasari (Ragini11) Paras Nath 95 1
14. Tilang (Rag15) Paras Nath 100 1
15. Kedara (Rag16) Paras Nath 101 1
16. Maru (Rag11) Paras Nath 104, 107, 108 3
17. Bhairo (Rag13) Paras Nath 105 1
18. Adan (a) (Rag19) Paras Nath 113 1
19. Basant (Rag20) Paras Nath 118 1

Thus in the Dasam Granth we find that all the hymns contained in the Shabad 
Hazare and some padas in, the Paras Nath Avtar are composed under different musical 
measurements (rags and raginis) and musical styles which succeed eminently in creating 
an atmosphere of halo and sanctity after the manner of the great saint-poets. The styles 
used also reveal the poet’s accurate knowledge of their use at particular times and in 
definite contexts. Not only this ; the poet knows the type of music to be given on 
particular occasions, for example, in romantic narrations the words evince a jingle of bells, 
in description of battles they resound the beat of drums, in the expression of pathetic or 
pacific sentiments they are skilfully muffled, etc. He gives us music, martial and hymnal, 
sacred and secular, simple and complex. In him we find a saint singing hymnal songs, a 
soldier giving martial music, a householder singing virtues of a good life and a painter 
creating wonderful pictures in music.

1. M. K., Vol. H, 923. 2. M. K„ Vol. IV, 2622. 3. M. K„ Vol. Ill, 1947.
4. M. K., Vol. II, 1129. 5. M. K„ Vol. Ill, 1774. 6. M. K., Vol. II, 953.
7. This mixed form is found in the Adi Granth also.—M. K., Vol. II, 953. 8. M. K., Vol. II, 956.
9. M. K., Vol. II, 953. 10. M. K„ Vol. II, 953. 11. M. K., Vol. I, 665.

12. M. K., Vol. I, 558. 13. M. K., Vol. 11, 1162. 14. M. K., Vol. JIT, 1976.
15. M. K.. Vol. Ill, 1774. 16. M. K., Vol. 11, 1038. 17. M. K., Vol. IV, 2893.
18. M. K., Vol. IV, 2768. 19. R. V... Part I, 5. 20. M. K., Vol. IV, 2471.
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(g) Language

The Dasam Granth, consisting of eighteen parts, is all in verse1. With the exception 
of Chandi-di-Var which is in Panjabi and of the Hikayats and Jafarnamah which are in
Persian, it is all written in Braj or Hindui or older Hindi or Hindi (Braj Bhasha)2. Braj was

<

a dialect of western Hindi, spoken in Muttra and the surrounding districts. It was a literary 
dialect as well, and the chief dialect for poetry in the sixteenth century3 *. Secular poetry like 
that of Bihari and devotional poetry like that of Sur and Miran were both written in 

Braj. After Saurseni, Western Hindi or Braj or Hindui enjoyed a special prestige and was 
adopted for literary purposes in the Panjab as well5. Both Braj and Panjabi poetry had 
attained a very high level of poetic technique6. Gorakh Nath, who is believed to have 
flourished in the Panjab before Guru Nanak, wrote his verse in the then prevailing literary 
dialect7. The Sikh Gurus made their compositions partly in Panjabi but largely in Braj8.

Guru Gobind Singh was born in Patna and spent about the first nine years of his
c

early childhood there where Eastern Hindi i.e., Bihari was spoken and taught as a regional 
dialect. He must have, as a child, picked up the regional language from his play-mates and

r

most probably learnt it at school as well. It appears to explain his bias for Hindi. This
bias may further be taken as one of the factors which led to his adopting the Braj. Again, 
Guru Gobind Singh seems to have been influenced by the Hanumannatak, a master-piece 
of Braji, popular in his times and studied in indigenous schools. He always kept this book 
with him and delighted in its recitation9. He must have been further influenced in his 
choice of the language by the place given to the Bhaktas in the holy granth. Braj was 
nearer to the dialect of Kabir, to that of Vidyapati {i.e., Mathili) and of Sur and Miran 
than to Panjabi.

Added to this, Brai had at this time achieved a greater vogue as a literary dialect
1. H. 8., 356 ; H, H. L., 58.

2. 3^ ntfq;?faf mm atffRq; sqsrarqt |, faa £rf a%; 3ft i sa% ^arer-aaR^t faaar

ttstc pn I; i font foat ana m. qq spftn nq;rc % ana trcr srrar t; af
<TSTT5I WR t | EElf sjjtf at qSTiqt £*1 m. 53313 §3 | $R3T %t SjrNlW
ft t I fa srarc % S[15? f 3% 3tf f 33% 333131 *fit f3%33r 3^3 3ft 1 jj$f
atf3 WTT % IWT 33T t 1—Ayodhya Singh Upadhyaya (H. S. V.. 388ff)-

Hazari Prasad Dwivedi (H. S., 155); Ram Chandra Shukla (H. S. I., 28); Mohan Singh Diwana (H. P. L., 40); 
Cnningham (H. S., 355); Keay (H. H. L., 5b); Tasi (Laxmi Sagar, 65); Trump (A. G., CXXV foot note 7).

3. Upadhyava (H. S. V., 325); Verma (H. A. I., 46, 46-1950 Ed); Shukia (H. S. I., 238 If); Keay (H. H. L. 3, 72); Kellog 
(G.H. L.68ff).

4. Keay (H. H. L., 26, 67). 5. Dwivedi, R. A., (H. L., 4); Tasi, (Laxmi Sagar, 65).
6. Mohan Singh Diwana {Guru Gobind Singh as a Poet).
7. Dwivedi R. A., (H. L., 8); Keay (H. H. L. 16, 91); Shukla (H. S. I., 18); Bhagirath Mishra (H. R. S., 1).
8. Keay (H. H. L.. 57); Ayodhya Singh Upadhyaya (H. S. V., 193 ff) ; Hazari Prasad Dwivedi (H. B., 98).

9. ^ ntf3ffaf fa m (f33vFT3^) HfT aR ^3% ^ q?-q? W. jpsj |5fT % |
—Ayodhya Singh Upadhyaya (H. S. V., 381 ff).

f33T3 3^ SFf^fl fqq St tft 313 ft** % I —Report Sodhak Committee, II, cl., 13.
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than any of these. Keay rightly asserts that the poets of Braj felt very strongly the 
tendencies towards the perfection of the poetic art,.......... and fame of their poetry was so
great that from their time onward Braj Bhasha came to be regarded as a chief poetic 
dialect of Hindi.1

Guru Gobind Singh accepted the literary conventions and therefore composed his 
works mostly in Braj but in his devotional works his literary medium is not pure Braj. It 
has a mixture of elements of Avadhi, Panjabi. Persian, Arabic and Dingal like the literary 
medium of many other poets of note of his age.2 His secular compositions, however, are 
comparatively free from such admixture. *

The language of Guru Gobind Singh’s verse is highly developed and faultless.3 

It is refined, polished and has a smooth flow.4

1. H. H.L., 72 ; H. S. V., 3S9. 2. Bam Chandra Shukla (H. S. I.. 226).
3. Shukla (H. S. I., 286); Dwivedi H. P. (H. S., 155); Ayodhva Singh Upadhyaya (H. S. V., 387, 3^9).

Compare

r^t ft fe §f5 to It fe % ijjrft fe tttt 7fRRft n 
5TR % 5pRT % ^7 % 5R % frot fefr nr# rirr ft n

faffstr % rrr ft fe ati W77R ft fe few # *|5R ft fe gw # tir ft ii
#77 % 5TR ft fe 351^ % 35R ft fe 5R7 % ft fe R77 % 717 ft l| a. u. , (19> 

W fef7 SR 757 3TR SR 717 7ff7 TSTf ||
^7 57 SR T<7 fefT #3; 35ff 7 RE# fef II
SRsl Tjjfer SR73 7351R STRTtfe

fflfe 5Ilf Rftfe
g5 75 srg5 ^7 fet 371771 35f7 n

75751 35577RT 3577 gnfh 11

f?
fewf 7ft7

57 5153717

rv ^351f7 ||

Jap, (1)

7R ## fhf # 73 7 p 5t ffr r% 7 rt'R ii
■k r\ *?\ '•nX A

713 =3f 737175STRR 7 RR 5f 7g 
7157 317 371f ft 77 gfe § 3T735

fesfRlf # 3<?7t 77g fPT 7 3517571

Tasi (Laxmi Sagar, 65); Shukla (H. S. 1., 286); CJpadhyaya (H. S. V., 3s9);
f7 # 7131 3t SIR gESfi 75t Sfifer STR35 71571137 #5 S13Ig33t

715 II
^xISR 33tsiR 11

$7315 gfR II K. A., (2492)

-Dwivedi, H. P. (H. S., 155).
Compare 353J1 SJI37 <jR13t fft 37?§ 317 355 #7 II

S737 5R # 35fR I 71R 7% 77 #7 II

#717 % # =77 5T77 § 35R# R 7% ## II
3 77 3 17 #7 ff# R<3 I feg f73357 II

71371 7RSlt 357t 75 =R 57^3 €t 137 ^7 I 3# II

317 37 77 77 % 7T 77 #735 7fe 35^7 # 3# II

STR 757 R7 R37 # Rf 7 7171 71f 11
/v77: T7flfT %71 ^ 35f| 35|J ^ft 771f II

7V7 75R #77 % 5T71 || 7Rc7 flf 75t7R717T II

SRR 777 % fe577flt II fl5t 7TT7 gff %f 771^ 1|

K. A., (1203)

Ch. Ch., I (157)

P. Ch., I (14)

P. Ch., 405 (376)
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(h) Diction

The Dasam Granth as already stated contains eighteen works. These eighteen 
compositions have been attempted on a large number of themes like religion, morality, 
armoury, autobiography, history, politics, mythology, legend, woman, etc. The number of 
words in it appears to run into lakhs.

The diction of these compositions is indeed rich, varied and copious. The diver
sity of themes lends itself to a wealth of words. The variety of treatment makes the choice 
still wider and tends to exploit all possible resources of expression. There are numerous 
descriptive passages • there are many long and short narratives > there are still many lyrical 
pieces interspersed here and there. All these need different types of words for diverse
treatment. There is apt to be a lot of repetition, which no doubt there is, in the nature of 
topics treated here and there.

But there is a wealth and variety of expression which would bring credit even to 
a mundane poet. ‘Every line of his’, says Doctor Mohan Singh Diwana, ‘is redolent of the 
light perfume of well-digested scholarship. It sits lightly on him for he knows it is only
adornment and not the spring of inspiration itself’.1 ‘His illusions illume, not hide. Every 
thing in the domain of Hindu, Budhistic and Muslim, religious and literary vocabulary and 
ideas is met with in his poetry’.2 He has indeed ransacked and exploited the whole literary 
tradition represented by the Ramayan, Mahabharat, Bhagwadgita, Srimad Bhagwat, Vishnu 
Puran, Markandeya Pur an, Vishnu Shahasranam, natakas, miscellaneous devotional and 
sufistic hymns, both Braj and panjabi poetry and all the religious creeds; in short, he laid bis 
hand on every thing and tompelled it to yield the meaning to him. Therefore, a knowledge 
of the different dialects of his time was natural to him, and this is easily discernible in the 
Dasam Granth. As they make an interesting study they are discussed below :

1. Panjabi:
Guru Gobind Singh was a Panjabi, who lived in the Panjab for the most part of his 

life. Panjabi was his mother tongue. The language of affection is always the mother 
tongue. Panjabi is, therefore, the vehicle of the poignant feelings in his works. War 
was another reality, rather a stern one. In those days of Aurangzeb’s tyrannical persecution 
Guru Gobind Singh was often in conflict with the rulers. He was either busy with prepara
tions for war or was actually engaged in it. War, therefore, was a favourite theme of his 
verse. He could best express himself in the language of the soldiers who fought with him. 
Panjabi words, therefore, occur again and again in his martial verse and in emotional 
moments.

Besides Chandi-di-Var which is solely in Panjabi there are some verses here and 
there composed in Panjabi language. In Shabad Hazare there is for instance a well-known 
verse, Mitra Piare nun.......... 3, which is instinct with the deepest pathos ever experienced by
a soul in distress. It is a message to God addressed as to a friend.

-----------------——-—   ---------------------------------------------------------------------------------------------------- --—' -------- -------------------------------------------------------------- 1------------------------------- 1—  — ■:    — ——1——------------------------------------- —............................................ ......... .......................... ............ ......................... ............................ 1 1 1 - ™" ........ ....— .................................. -   

1. Mohan Singh Diwana, (Guru Gobind Singh as a Poet). 2. Ibid. 3. Sh. H., (6). See page 143 for text.

the poetry of the dasam granth
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In the Ramavtar1, there are four stanzas in Sirkhandi metre which describe a scene 
of battle between Ram and Meghnad in the war of Lanka. The diction of these stanzas can 
well be compared with that of the Chandi-di-Var, describing war scenes.

In the Nih-Kalanki Anar*, again, we find the Sirkhandi metre repeated thrice, 
describing the rejoicings of the soldiers on the birth of Kalki and their preparations for 
fighting in a battle.

In the Pakhyan Charitra8, we come across a stanza in Panjabi poetry. In this the 
thirst of love in the eyes of gopis in the absence of Krishna is described beautifully.

2. Arabic and Persian :
Guru Gobind Singh is believed to have learnt Persian from a Mohammedan teacher, 

Pir Mohammad by name, whose descendants, we are told, still possess an autograph letter, 
given to their ancestor by the Guru himself.4 Persian was in those days the court language 
all over India. It was also the language of the religion of the rulers. Words of Persian and 
Arabic were used abundantly in religious and literary discussions and they found their way 
into the common speech in all the provinces. It was but natural that the writer of the 
Jafarnamah, the Persian epistle to Aurangzeb, should have made an appropriate use of 
Persian words. Such words are found particularly in the Jap.5 In this religious composition 
both Persian and Arabic words have been used in religious and ethical passages. The 
Persian words like shikast (defeat), saaz (maker), raaz (secret), maah (moon), baalaa (above), 
and the Arabic words like zamaan (being surety for), haraam (unlawful), are used in describ
ing physical objects and relations. There are certain verbs also like kunand, dihand which 
have been adopted for their condensed expression and for the purpose of rhyme also.6

The Arabic words, however, are strangely enough nearly thrice the Persian words. 
These words are the Muslim theological terms relating to God, His attributes or religious 
state of mind in invocation, e.g., Allah (God, Most high) ; Raaziq (Providence, Giver of 
the necessities of life) ; Kareem (The Giver of Grace, Generous, Munificient); Khaalik (The

1.
2.

3.

4.
5.

•6.

B. A., (467-470). . _

rardit hft grm Rtmi u
3RT farRift II

f%TTJcrT f?RRT vFItR Ifctsri II

Also see N. A., (183-181).

mk ft ^ ?t sratg ^ rrtcijt
^ 5 gad ■tor \m $ w rr 'L^rr

srrat irt ntffai f^ri ru % furc *£ ^rrft

G, G. S., 2.
Compare II RRpRfR II

UR^RRR l| 5TU)5^3RR II

N. A., (179)

II
II
II
II P. Ch., 12(6)

Jap, (122)
Also compare Jap, (120, 121, 123, 124, 127)

3>R gRTT | R5 UR?I t sr^ t II A. U., (260)

Also see Jap, (162). Kunind—Aorist tense of kardon-to do. Dahind—Aorist tense of dadon-to give.
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Creator); Raheem (The Merciful); Aajiz (Helpless, Weak); Azeez (Dear, Valuable, Precious); 
Azeem (Great, Powerful in determination, Excellent, Rare, Determined to accomplish) y 
Ameek (Deep) ; Aleek (Loving) ; Kaamil (Perfect); etc,.

Intht Krisanavtar1, a whole stanza is composed in Persian. While its diction is 
Persian, the metre (Swaiya) is Braji. It indicates the poet’s command over expression in the 
classical language and his literary tendency to adapt classical elements to his poetic 
expression. In the Ramavtar2 also, there are several stanzas describing the entry of Ram, 
Laxman and Sita in Ayodhya, after the fight with Ravan, composed partly in Persian and 
partly in Braj.

In the description of war scenes in the Krisanavtar the names of some warriors are, 
like those of Muslims derived from Persian or Arabic or both. For instance, Sher Khan 
(Persian) ; Said Khan (Arabic and Persian) ; Sayyed Meeru (Arabic and Persian) ; Sheik 
Sadique (Arabic) ; Jaman (Indian) ; Nahar Khan (Arabic and Persian) ; Jharajhar Khan 
(Indian and Persian) ; Balbir Khan (Indian and Persian) y Bahadar Khan (Persian); Nihang 
Khan (Persian); Bharang Khan (Indian and Persian) ; Jharang Khan (Arabic and Persian); 
Wahad Khan (Arabic and Persian); Tahir Khan (Arabic and Persian).3

It is difficult to accept the suggestion implied here that warriors in Tertiary age 
(Dwapar Yug) bore names of Arabic or Persian origin. They appear to be instances of 
anachronism.

3. Sanskrit .-
A significant feature of the diction of the religious works like the Jap, Akal Ustat, 

Shabad Hazare and Swaiya Sri Mukhbak is the use of Sanskrit words of which there is a fair 
sprinkling in them. They appear to vary between ten and fifteen per cent. The terminology 
of religion and spiritualism, and names and words used in praise of God and describing 
man’s relation with Him, are common to all the vernaculars of India. They are found in the 
songs of Bhaktas and discourses of the ascetics and preachers. They are tatsam words 

-Borrowed bodily from the same source viz., Sanskrit. These words are also used in temples 
and religious discourses in the original form. Guru Gobind Singh, therefore, adopted 
words like Om, Brahma, Gopal, Hari, Narayan, Pratipal, Karta (Creator) 5 Aroop (of no 
form) ; Chit (Conscious); Asi (sword) ; Asur (demon) $ Akapat (not deceitful) ; Akaam 
(without desire) ; Agaadh (Fathomless) ; Akhand (Indestructible, Perfect) ; Abaadh (Above 
harm); Abhit (dauntless); Hanta (Destioyer), etc.

1. sin 35M swu nhif? # uu ^rsr nsr su?u il
nr uu sin gnt $n fnnr frfhsr nr n sru f.n nr?u u 
rtsr uni gftsn smuinu *nru *r% un w^u ii

gMt nin 3 fiwrtpr urg fuu fsr sin g^urfu u k. a., (mwf
2. urnt nuutr 11 nmun ufc nnu 11

fsm f?«r iURt 11 nf uusru nsfi| 11 r.a., (ess)
Also see R.A., (656-657, 659-668)

3. Compare K. A., (1593, 1596, 1597, 1600, 1601, 1603, 1604, 1606, 1601)
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There is another type of Sanskrit words which have more than one meaning and 
can be used in different contexts. Guru Gobind Singh used such tatsam and tadbhav words 
to enrich his meanings and add to his wealth of expression. For instance,

Tatsam :
Chakra (i)

Hi)

(Hi) 

Taan (i)

Hi)

Tadbhav :
Baran (i)

(n)

(iii)

Karam (i)

(a) 

an)

Form, a wheel—Chakra chihan aru baranjaat aru paat nahinjih.1 

Thou hast no form or feature, no caste or lineage.
A weapon, Sudarsban chakra—Chakra bakra phirai chatur chak maan hee pur teen? 

Thy discus of authority revolves in the four regoins, and the three worlds bow 
to Thee.

Realm, range, directions, sides—Chatra chakra karta?
Of the world of four directions Thou art the creator.

Rhythm — Namo taan taane4.
All hail to Thee. Thou art the highest rhythm.

Expanse, extension, encompassing—Namo Paramtaanam.5 

Hail to Thee Who art ail-encompassing.

Colour—Namastam Abarnae.6 
I bow to Thee Who hast no colour.

Caste— Abaran hain.7 
Thou art without caste.

Being, form, figure, outward appearance—Ki Avdhoot barnai.8 
Immutable is Thy being

Action—Aalisya Karam 9 
Untainted are Thy actions.

Deeds—JVa fearmam. Na kaa-ae. Ajanmam Ajaa-ae.10 
Thou art above deeds, without body, birth, or issue.

Rituals—Namastam Akarman.11 
I bow to Thee who art above rituals.

There are some evidences of the influence of classical works in his composition of 
the Jap. There are certain words and expressions which put one in mind of the well-known 
classical verses in the Gita, the Ramayan etc. Such parallelisms are interesting to note.12

i.
10.

12.

Jap, (1). 2. Jap, (82). 3. Jap, (69). 4. Jap, (47). 5. Jap, (70). 6. Jap, (23). 7. Jap, (34). 8. Jap, (104). 9. Oap, (93) 
Jap, (100). 11. Jap, (5).
(a) srf m tra wqar i wq m w u ch. a., intro (2)

SRJT WRR wt SSfRJ! l || B. N., vi (43)Compare Bhagwadgita, IV (7, 8). See page 88 for text. ^
Also compare ^ ^ iff TO I fl'4f ! STQ* .^PW ?rf*WRt II

wxm, i ii
m sng -4R fqfqq mm i qkr ii

UTR qTTlf 1 RWl T^jT RRT ||
m f^Rlf RTS? -m I im 3RT m || Tulsi : ’Manas, Balkand, (121)

(b) Compare verses (2-28) of the Jap and stanzas 40 and 41 of the Gian Prabodh with

rr rr qrqq;: ii
* R wqqfa If Bhagwadgita II, (23)

(c) *Rfa ^q ii Jap, (si)
Compare SRfqj^qRT II <
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There are in the Nih-Kalanki Avtar four verses1 in a form resembling Sanskrit, 
written in Gurmukhi script. These are attributed to Guru Gobind Singh. They are ethical 
in purport and describe the effect of sin on the mind, character and destiny of man. These 
verses echo the Sanskrit technique. Their form has greatly suffered in the script owing to 
its inherent limitations or ignorance of the transcribers.

4. Dingal
The poet of the Dasam Granth borrowed words not only from Persian, Panjabi, 

and Sanskrit but also from Dingal. The stories of battles were often sung or recited by 
Rajasthani bards in Dingal. These stirring compositions produce heroic sentiments in the 
mind of the hearers. In order to produce heroic sentiment in his war songs, ballads and 
other compositions, Guru Gobind Singh borrowed words from Dingal, words which were 
favourites with the strolling bards.2

5. Avadhi:
Besides his mother tongue, Guru Gobind Singh had picked up Avadhi as a child 

while playing with boys of his age in the streets of Patna. These words clung to him like 
the memories of his playmates which are as deep as life. Avadhi words, therefore, came to 
him spontaneously while composing his verses whether at Anandpur or at Paunta Sahib.3

Guru Gobind Singh knew many languages and had, as such, an instinct for using 
the right word at the right place. Like a jeweller he selected his words for their emotional.

N. A., (64) 

N. A., (65) 

N. A., (66)

N. A., (67) 

K. A., (501)

R. A., (827)

R. A., (863)

.fqfcr araf al- atafft afaa; aala fO: an# ii 
aafi^; =aaa aarf ^ armait ia in: tifa aarf fR an# n
Jiff fft aaff aft Rf #T fTT #aa cjUlTf fR s^n# II
Jiff fft w aan aft few aa aa sO: "fear aaa §R an# n a.u.,(9o>
Also see R. A.,'(827, 842-844, 859, 862, 8«4) ; B. N„ I (1, 92-101), IX (16-24), X (1-4, 8-10)
XI (4-15, 54,57, 59, 65-69), XII (1-5, 9-12), etc.

1. it mi in# ata a mrta ataar aaaif u
faaa saar fei a %a ar%aj anar| n
aa ma maw nw naa a ^aara u 
a 5ffwr atnai araa faa a## faaai n 
araa a?a faff wa# awsT atmf u
faaa# as# affa ai^a# aaa a* u 
a^aa §faraa afaa aaa a wan n
§fa# faaaa ata famaa 11

2. alt n aft* n gaitaia ii in ii
Also see R. A., (118, 124, 499,*502, 509, 550)

3. Compare fafa #^ff H#a ^ al ^feaf %H II

aa ia ate gafa af|a # tfftt a^a n 
a| aa I gat aa % ite mm al aft maat u

aa tfta gaa §aa mte aa aa; a araat u
feafa aiaa af aa a§ aa a aiaai n
# maara faar gaft ant a a asfar aa atff amaat 11
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picturesque or musical values. In verse No. 6 of the Chandi Charitra l1, he says, £I shall 
adorn the Granth with appropriate use of selected and pearl-like precious idioms’.

1. He was a conscientious artist who had studied the values of words in different 
languages and used them in their proper context. For instance,

(/) In verse No. 24 of the Akal Ustat2, Jamin and Jaman are two Persian words used 
together, which lend picturesqueness to the meaning and music to the sound.

(ii) In verse No. 53 of the Akal Ustat2, the words Jamin and Jaman are separately 
used with different musical effects.

(iii) In canto I, verse No. 46 of the Bachitra Natak*, the words chamakka, seesiam, 
eesiam, bhookhanam, dookhanam add to the meanings of the verse and at the 
same time provide alliteration.

(iv) In verse No. 155 of the Japh, Samast-ul-juban, Sahib Kir an, Bahist-ul-niwas are 
phrases coined on the Arabic grammatical pattern. Bahist-ul-niwas and Samast- 
ul-juban are each a combination of a Persian and a Sanskrit word, whereas in 
Sahib Kiran both the words are of the same language ; Juban and Kir an y 
and Pranas and Niwas produce rhyming effects. The foreign words are more 
musical than that of Braj equivalents. The possessive termination ‘ul’ in 
a compound is not known to Hindi but it is used here as a device for 
verbal music.

(v) In Swiaya No. 387 of the Krisanavtar% the last word in each line is Panjabi 
introduced into Braj verse. They bend the Braji music to a Panjabi tune. In 
describing a war-effect on the minds of combatants, the poet found this device 
more helpful in touching the emotion of his audience.

(vi) In Swaiya No. 731 of the Krisanavtar7, the word sekan adds to the warmth of 
feeling and is more intimate than any other word.

i.
2.

3.

4.

5

6.
7.

ru srg? 4* mu urn i
rautu smut umu % ii

Also compare

fjtutu 5tuR % fml uruu qs; | ii
u ur? t; * | u ms m? |r t u
tfi ii 5ft ii fauf ii 5rui ii

utfuu ii rfiufa su? fuu ii 
mutuum il pi? ii

| ii £rt | ii
f% m* | ii I ii

umt # mi |t r*r ur ^ wim ii
sir ft uum u ur ^ mf| sraki ii

sfh: ml Rf ur ^fl I uu|t siq mm ii

*£« fumf *r <rr? nut umrr mz mfu fuwim n
See the Appendix p. (xv) for text.

Ch. Ch., X (6) 

A. U., (24)

A. U., (166)

A. U., (63)

B. N., I (46).

Jap,(155)

K. A., (387).
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(y/i) The Persian words and phrases like sahro, aakaljullafai, siaah, baanki, adaa-ee, 
sarvae sae-hee chamanraa, pur chusta jaanv tanraa, jaalamm phiaaq deena, gul- 
chihar, used in verses No. 655-59 of the Ramavtarx, had infiltrated into, the polite 
speech of learned men and acquired a grace and dignity which their equivalents 
lacked in a place like the Panjab, dominated as it was in the beginning by 
Persian and had no written tradition of its own.

2. A striking feature of his diction is the use of words for their picturesque effects. 
Such words are found abundantly in descriptive scenes, e.g.,

(i) In the Pakhyan Charitra2 No 256, verse No. 6 is the description of a forest. 
There are fruit trees and others of many varieties in it. Of these the banyan is 
described as having long matted hair (jattiare) and the fruits are swollen with 
juice (rassan sou pagae).

(iii)

i.

■2.

2.
~4*

In describing a battle-scene in the Chandi Charitra IP, (verse No. Ill), the poet 
tells us that the clouds of dust rose and covered the sky (dhoor udi nabh mandal 
chhaayo) 5 The battle-field was over-laid with the dead bodies of soldiers (poor 
pare) who had themselves slain many and now looked all-furious (ros bhare) 
in action.
In the engagement or in actual fighting in Chandi Charitra IP, (verse No. 162) 
action is described as resounding with the roaring of guns (takaa tukka topam) 
and the clashing of swords and shields (dhakaa dhukka dhaalam) slashing of 
bodies (tachha muchh), cries of soldiers in the confusion (halaa chaal beeram) 
rattling of spears (dhamaa dham saangam), the echoes of which are heard even 
in the netherland of snakes.

§r Sim 11 finqt uu? ||
ftq c^-ut || ^ ii

gpf SJft || JT Til II
wk ssrrt n wtr stoR ^ h
srt 3ti# ii Jtrnu ii

nhfr ii stem ^ % ii 
nrlr it ii *rk zr it n
ran Rc?r yrr ymtr n ^ unfin | ii

n fwp ii
fsrn %r pt fiTRi ii m. t H 
nra nura sTfi syr *nV n fnf yyi? strand ii 
nii# uter ii wn ^ trf 11

'jr r?T ^ gfn gr h# ^ ii
Sjna’W m £ n* ^ §frani

zwa^ sm ii 5^555. feFzm 11
nifi 11 if) nrfi 11

MUikoj

R. A., (655)

R. A., (656)

R, A., (657)

R. A., (658)

R. A.j (659)

P. Ch., 256 (6)

Ch. Ch., II (111)
fj.

Oh. Ch., II (162)



ART VALUE 289-

(vi) Again describing a battle in the Bamavtar1, the poet says, ‘the arrows fly thick 
in the skies (challae baan rukkae gain) ; the soldiers are drunken with the wine 
of fury (mattae soor); they have blood-shot eyes (raitae nain) ; the drums are 
beating (dhakkae dhol) ; the shields ward off the sword-cuts (dhukki dhaal) ; the 
arrows shoot like meteors (chhuttae baan utthae jawaal) ; smeared with blood 
they come reeling down to the earth (bhiggae sron diggae soor) 5 the conches are 
blowing (bajjae shankh saddam gadda) ; the conches, cymbals and bugles are 
making a hell of noise (taalam sankh bheri nadda) • the armours have broken 
(tuttae traan) 5 the limbs too have been broken (phuttae ang) ; warriors are 
fighting to death (rujjhae vir jujjhae jang) ; the soldiers are raging with wrath 
(mache soor); the heavenly maidens are dancing (nachi boor) ; the madness 
is frightening the people on the earth (matti dhoomma bhoamipur)'.

3. Another feature of his diction is the use of onomatopoeia. In describing war- 
scenes the poet needs such words the sounds of which echo the actual sounds of the battle. 
For example,

(i) In the Chandi Charitra II, the poet says, ‘The crows caw (kah kah su kookat 
kankiyam) ; the heavy weapons produce dull sounds, (bahi-bahat) ; the swords 
clash (lah-lahat) 5 ghosts utter weird sounds (gah-gahat); the drums are beaten 
(dah-dahat) ; the rattling spears are brandished (lah-lahat) ; the brave warriors 
are hurling defiance (Jbabkant) ; the arrows are discharged (chhutkant) ; the 
soldiers are stunned (haharant)■, the war drums are reverberating (dahkant); the 
jogans are wailing (kah kahak kookat) ; the creakings of the bows rise high 
(karaak karmukam udham); the spears smite hard (saraak) ; countless arrows 
rain in showers (barkhiam) ; etc’.2

(ii) In the Bachitra Natak, he says, ‘The witches are squeaking (dahikka) ; the kites 
are croaking (chikar) ■ the crows are cawing (kahikka) ; the swords are rattling

1. ^ % || mu I
ip# II n! qnu sqrai

fir# #hu £§#■ n ijtr pt i
nf ii ^ i

31 5TP5 $£ m ii ^ sm i
qy 3^# n n# qTt* ^ |

2. ^ ^ f'Tri $#4 ii i
utftu fourupi ii ’ll5!!?! sta *rarcu4 i

ii srmpi i
anaira srm ii i

*ipu $rpu4 n ^nu4 i
ipfo 3UR 11 fT.rT I
spfra h’4 i i stfra u?4r ^4 i
fasm sufiu ii mwi n

R. A., (551)

R. A., (552)

R. A., (553)

Ch. Ch., II (133)

Ch. Ch., II (134)

Ch. Ch., II (135), 

Ch. Ch., II (174).

)
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(bajjai) ; the skulls are clanging (kholam kharakka) ■ the guns are thundering 
(taraak); the spears are striking (saitham sarak) ; the soldiers are being pushed 
and driven about (dhakkam dhahaak)’}

4. In the description of scenes of nature and the physical appearances of his heroes 
and heroines, he lavishes well-selected epithets that produce the effect of beauty and 
sweetness, e.g.,

(i) The trees were blossoming (phool rahae); the flowery creepers (phool lataa) were 
clinging (laptaaee) to them ; the lotus flowers were blooming in the tank full 
of water (phool rahae sar saaras sundar) 5 the splendour (sobha) of all had 
increased (adhikaaee).2

(ii) The fragrance of the flowers was floating in the air (baas subaas akaas mili); 
the inhabitants of the land looked gay and merry (baasant bhoomi mahaan 
chhabipaaee) ; the cool and scented breeze was gently blowing (seetal manda 
sugandha smeer bahai) 5 It was heavy with the pollen of flowers (makrand nisank 
milaaee).3

(Hi) The water, the air and the sky and the earth are burning like fire {neer smeer 
hutaasan ke sam aur akaas dharaa taptaaee) ; no traveller is seen abroad (panth 
naan panthi chalae ko-oo) ; the birds are looking up for a spot of shade (taroo 
taak tarai tan taap siraaee).4-

(iv) The hot wind is blowing strong (paun prachand bahai ati tapat) ; the mind is 
restless and tossing in all directions (chanchal chitta daso dissi dhaaee) : all men 
and women are confined indoors (bais avaas rahae nar naar) ; the flocks of 
birds look for shade and water (vihangam vaar su chaahi takaaee).5

(v) The tanks are brimful of water (laal bharae jalpoorani sou) •, the streams are 
falling into the sea (aru sindh mili sartaa sabh jaaee)-, lightning is likewise hidden 
in the dark clouds (taisae ghataan chhataan milee): the Papeeha (hawk-cuckoo) 
is raising its haunting cry (ati hi papeeha peeyaae taer laagaaee).6

(vi) The black bees were droning over Ram’s cheeks (gunjat bhring kapolan oopar) ; 
the curly hair gambolled like snakes (naag lavang rahae liv laaee) 5 the banana- 
tree at the sight of his leg, the deer (kurang) at the sight of his eyes, the moon 
(kalaanidh) at the sight of his face, the tiger (kehari) at the sight of his waist, the 
cuckoo (kokil) at his voice, were all struck with wonder (hair heeai haharaaee); 
the children who had a look at his face would not lie in the beds (baal lakhain 
chhab khaat paraen nahi) ; the travellers could not proceed on their way (nahin 
baat challaen); they were looking at him more and more (nirkhae adhikaaee).7

IFCT gfFFE fgqsrc || % *T3% <pTTC II

^ II qiTFE II B.N..Xi,(44)

K. A., (914-918) in the Appendix, p. (iv).
ifa: gsiT vrt sfa ntr *rft nn fte n

ran srat nrn u
%ift ft fhs iftif n

nra stir w ntt? qt nr? =qlr fnt% ii

1.

2-6.

7.

R. A., (154)
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5. When he finds that the words, at his disposal, do not convey the sense that he 
"wants them to, he compels them to yield the desired sense. For instance,

Word Original meaning Desired, sense

1. A sipan1 Holder of a sword God
2. Asidhari2 Bearer of a sword God
3. Asidhuj3 With sword as flag God
4-JL • Asiketu4 With sword as flag God
5. Kharagketu5 With sword as flag God
6. Shastarpane# Holder of a striking weapon 

(Shas tar) God
7. Astarpane7 Holder of a missile weapon (Astar) God
8. Sarabloh8 All-steel God
9. Bhagauti9 Goddess Bhagwati Sword

10. Tapodhan10 The merit of ascetic-practice Ascetic
11. Shri Kharag11 Respected sword God
12. Akal12 The timeless God
13. Mahaloh13 The great-steel God
14. Kalu Time God
15. Akal Purakh15 Timeless person God
16. Kal Purakh16 Time-person, Regulator of time God
17. Chakarpane17 Holder of discus God
18. Dhanurpan18 The great-archer God
19. Keet19 An insect An humble 

servant.
20. Bhav20 The world A birth
21. Mahakal21 The great-destroyer God
22. Tan22 Body With
23. Bhaye23 Passed With
24. Kalika21 Goddess Kali God
25. Sarabkal25 Ever-present or All-destroyer God
26. Chandika26 Goddess God
97
am f m

Deg Teg* A cauldron and a sword
v.:. '

Free kitchen 
and war ,

28. Chhattrang Chhattri28 The best hero (warrior; God A

29. Sattrang Pranasi29 The destroyer of enemies God
1. R. A., (863). t2. Sh. H., (4). 3. P. Oh., 405 (381.) 4. P. Ch., 405 (367, 375).
5. P. Ch., 405(401).
9. Ch. V., (1).

13. K. A., (437).
17. B. N. I. (89).
21. P. Ch., 266 (124).
25. B. N.XIV. (1, 4, 7). 
29. Jap, (197). ..

6. Jap, (52). 7. Jap, (152).
10. P. Ch., 81 (70); A. U., (251). 11. B. JN. 1 (I).
14. B. N. I, (101). 15. Jap, (84).
18. Sh. H., (4). 19. B, N., VIII, (24).
22. Sh. H., (10); P.Ch., 405 (399). 23. K. A., (844).
26. Ch. Ch., I (233). 27. K. A., (436).

8. A. U., (1).
12. Jap, (84).
16. B. A., (4).
20. B. N. VII, (2) ; P. Ch., 405 (3) 
24. A. U., (252).
28. Jap, (106).1
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30.
Word

Shri Bhagauti1
Original meaning

Respected deity
Desired sense

Sword
31. Sarangdhar2 Holder of a quiver God
32. Banpanam3 Holder of an arrow God
33. Kharagpanam4 Holder of a sword God
34. Kharagdharam5 Holder of a sword God
35. Sahib Shri6 The great Lord God
6. Sometimes he would change a word in order to modify its meanings.if A few 

instances from the Jap7 are given below :
Original Modified Original Modified Original Modified

word word word word word word
Bhekh Abhekhae Bharam Nribharamae Varga Tribargae
Lekh A lekhae Des hlridesae Sarga Asargae
Kaayaa Akaaye Bhes Nribhesae Jaat Ajaatae
Jaa Ajaaye Gaah Agaahae Paat Apaatae
Karam Nrikaramae Baah Abaahae Mazhab Amajbae
7. He would sometimes change the spelling or the form of the word to extract

romantic or musical value from it. Here are some instances from the Ramavtar,8
Original Modified Original Modified Original Modified

word word word word word word
Jutae Juttae Tang Tangam Bajae Bajjae
Veer Veeram Bhagae Bhaggae Gajae Gajjae
Chhutae Chhuttae Lagae Laggae Nagaarae Naggaarae
Teer Teeram Pikhae Pikkhae Hool Hulla
Phutae Phuttae Dharam Dharmam Hool Hullalam
Ang Angam Dhaam Dhaamam Kalol Kalolam
Tutae Tuttae Bankae Bankaarae
8. Not content with a mere modification of words he would coin new words 

because the musical and other effects he wants to produce can best be achieved by such 
coinages. The following words in the Chandi Charitra II and the Ramavtar coined by the 
poet produce musical effects :

Taagardang, Baagardang, Kaagardang, Bhakaabhunh, Dhakaadhunk, DamaaJam, 
Dakaadunk, Rarae, Kilakk-kar, Dhamadhhamma, Dhaladhukka, Sata satta, Khaha khoon.*

1. K. A., (2237). 2. G. P., (36).
5. B. N. I, (85). 6. A. U., (26).

9. stFTfrn gun n
mi ||

star II
lurtfir u

^ srt ii
HZtHf *Nt tjlfl II

3. B. N. T, (86). 4. B. N. I, (3); G. P., (29,*35).
7. Jap, (3, 10, 14, 17). 8. B. A., (798, 118).

fastrai 11
Hr rt% II Ch. Ch., II (117)

TZt TF3 ^ II

fsns teresR m n ch. cb., n (125)
hit ^ n# 11

SHT % spu II Ch. Ch., II (213)
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Trin-nin Teeram, Brirt-nin Beeram, Dhran-nan Dhaalam, Jr an-nan Juaalam, Tatta Tee ram, 
Babba Beeram, Dhadhdha Dhaalam, Jajja Juaalam.*

9. Occasionally he resorts to polysyllabic words or compound epithets to enrich 
Tiis expression by condensing more values than one together, for instance,

* ••■mk Wfe. T • • i'* % *0 -am iiMillfc. A —

(a) Rozi-Razaakai2 Giver of bread Dait-Darni9
Raheemai-Rihaakap Merciful and liberator Garab-Hami10
Saahaan-Shah4 King of kings 
Raajak-Raheem5 Gracious providence 
Sarbatra-Maaneeae6 Universally-adored 
Rajaik- Yakeenai1 Sure providence 
Siam-Barni8 Dark-complexioned

Palangi-Pivangi11 
Sarbam-Kali12 
Sarbam-Dali13

Demon-slayer
Pride-killer
Riding a tiger 
Death of all 
Destruction of all

Satru-Charbainiu Enemy-grinder 
Char-Chitanei15 Tatoo-limbed

(6) Deer-eyed, cukoo-voiced, heart-stealer, having elephant-gait, honey-tongued, 
Moon-faced, with the best intellect, destroyer of vice, cupid-like splendoured, 
beautifully bodiced, etc.,16

(c) Often these compound epithets are hybrid expressions made from two 
languages, e.g.,
Raajul-Nidhaane17 Refugee for all Karaman-Kareem19 Merciful in action 
Kaaran-Kunind18 Giver of means Ajbaa-Krit20 Of marvellous appearance

The wealth of expressions is further enriched by the use of idioms, common sayings 
and epigrams21

i.

Also see

2. Jap, (108). 
7. Jap, (123). 

12. Jap, (110). 
17. Jap, (123).

21. (a)

ratnhritn aft* ii wifiira 3ft* n ftntmn sis? ii snjKiwn n r.a., (533)

aft 11 3ft 11 ll r.a„ (mi)
foaftt II 11 11 11 Jap., (102)

wm w t 11 swtf w fu sw 111 snfew t 11 Jap., (m
| 11 111 foa 111 srfeRtrraa t n Jap» (l76)

3. Jap, (108). 4. Jap. (109). 5. Jap, (,110). 6. Jap, fill),
8. Ch. Ch., II (248). 9. Ch. Ch., Ii (218). 10. Oh. Ch„ II (253). Ii. Ch. Ch., II (254).

13. Jap, (110). 14 Ch. Ch., II (253). 15. Ch. Ch., II (254). 16. R.A., (593). Text on p. 89.
18. Jap, (109). 19. Jap, (110). 20. Jap. (180)

saia sftaat fsta ur3t aa im sraarc dif pin: u

% fmt sira t ra^t^t €t aw % n R. A., (380)

*rr«r fire 4 u
ft am da at *ra ii p.ch.,2i(28)^ ^ arft_jro^-ii ail sw 3*^ 11 p.ch„i90(2)

3tf ii tr u p. ch., 192 <6)
^3^ gttjr a ll *jia a n P. Ch„ 292 (21)

^ <ftl II ^ II ^ ^ ^ 11 N. A., 160)

*235 ^ n ^ 11 Ch. A., Nar Naryan, (15)

I; % gtg § fan fsw nr 11
^0 a?t ast at ajj ara daft 3^ ^ 11 k. a., (1641)
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It is clear by now that the poetry of the Dasani Granth is remarkable for the wealth 
of its expressions. The resources of Braji have been supplemented by appropriate words 
from Sanskrit, Avadhi, Dingal, Panjabi, Persian and Arabic. Two main effects seem to 
have been achieved in the choice and treatment of words •. music and picturesqueness. 
Words have their own magic of the scene they create and the harmony that they lend to the 
emotional experience. The craftsmanship in the Dasam Granth is evident from the felicity 
of phrase and the inner rhythm that they create within the line.__________ ____________ _

(b)

§*rt ti 3;% ORf stRf n
*rcr fRf h ^rut ir

$r trerft n ^rrrn: rr n
gffa fR II SRrt SRR II

fft ffeR ^ I; f%5r prr ^ snff II
t 3q3T TOT f3T3 3T«t ft RUlff II
ajqfa ^rnn I pit tfct fR m II

5R STf3 I gq*PW qFR % II
ffeR fRRU firmer t *£t np-t ll
fsR ^R^t firf^r 5TR | it* ifa: % *IPT II
*r I: 5ir % *r ft'ti ii
p: i m pf 3R fcra ii

*£t sre ^tft ^t pi pit ii
fsrc t ;t RpRff jr i Rwff gsiTf ll
*T§5ff fptfta % «R ■ it w 3qif II

fqp t nRq; fro nfr srif ll
pq> fift ft to it% wr ll
qiq qrt to pit srtI tr ii

0*1 Pft ft ?TtrT II
nit nft it nff srot qR ll

fOP5 SOPi *slRtt 0TO %?T sS<TT<t Rff II
m 5R3 i TO tfff RTRR- OP*T % Ulff II
qit itn f gfq oo ajfitiRt *h: ^rr ll 
300 tf?r mff qt o?r to to or- fqoR ll 

*T TOR 5ftf% it q*R it -q^taf II
fsR^, fpRtTO tsRT P5ft PTO % *ftrr II
fro 013 to fR ptt ft gwa n
sir to pr nift qt to to or! qre ii

^q wft it pift ps p srtrp 11 it *<r itqit rtr qrfit snfit ll 
sqfp[ ^rfi ^t vn^tp; 3tr ^t 5Rg 3RR ii 

fwsRi ?ri€r to ovt ^ oro ii
t?T fon R II 5TR ^ q>^T R5TT^ II
5TT% <R R Otf 3TR II fag ^tf ^fT q§5R II
ftn fqi tot i I fft ^tit || ^n% qjR ?tf| mot n

J. N., (16)

B. N.. Ill (11)

B. N., VI (60)

K. A., (2455)

K. A., (2437)

P. Ch., 33 (41) 

P. Ch., 33 (42)

P. Ch., 108 (49)

P. Ch., 183 (19)
\

P. Ch., 192 (15) ■

P. Ch., 244 (9)

P. Ch., 266 (60),

P. Ch., 16(43)

P. Ch., 297 (7)

P. Ch., 241 (7)

B. N., II (35)

P. Ch., 336 (5)

P. Ch., 315 (10)



Descriptions

Most of the verse in the Dasam Granth, as noticed above, is narrative. A literary 
account supplements a narrative with description. Descriptions lend realism and diversity 
to a narrative. The objects of descriptions are persons, places and actions or activities. The 
narrative verse in the Dasam Granth offers considerable scope for portrait-painting, account 
of actions, descriptions of war-scenes, and treatment of nature. The description of the 
beauty of Ram1 and Sita2, Krishna3 and Radha4, Datta5 and Ansuya6, Paras Nath7 and Durga3 

are matchless examples of portrait-painting. Krishna’s sports9, acquatics10, Raas Lila11, gopis 
in union12, gopis in separation13, the march of an army14, a procession of women16 and another 
of Kamdev19 are remarkable examples of the descriptions of a group or of a moving pageant. 
The splendour of the court of Aj in Vyas Avtar is matchless in its glory of Swyamvar,17

The poet has further employed this method in the description of ugliness as well. 
The personages of the army of Abibek are both ugly and handsome. The poet has lavished 
all his resources on the description of the physical as well as symbolical attributes of Abibek, 
Kamdeva,Basant, Hulas and Anand on the one hand and that of the ugly or grotesque 
figures of Alas, Kalaha and Vair on the other. The portraits of Paras Nath18, Kam Dev19, 
Basant20 and Hulas21 are striking for their beauty, both natural and symbolical, those of 
Abibek22 Bharam23 and Alas21 are examples of the grotesque art. The pen picture of Anand2Sf 
is remarkable for artificial or ornamental beauty. The poet has an eye for the details which 
are not only significant in chracterization but also notable for telling their physical charm 
or emotional appeal. These pen-portraits remind one of similar pictures drawn by Spenser 
in his Faery Queene wherein he follows both Chaucer and his Italian predecessors. This 
resemblance is striking in view of the fact that there is no evidence of any literary affinity or 
contact. Human culture develops in different regions in its own way and yet on the same 
lines, revealing an essential identity of human evolution everywhere.

The poet has not failed to add to physical and emotional details any traits of 
character if the figure is important as an allegorical virtue or vice. These portraits which 
are about a hundred in number are divided into two processions, frozen into the respective 
attitudes. Dhiraj26 in Chhapai metre in a six-line stanza and Abibek21 in the same metre 
would help us to appreciate the poet’s art.

The description of war is a favourite theme in most of the works of the Dasam 
Granth. The verse in such descriptions echoes the action; and the sound effects produced are 
matchless. The subject has already been treated in chapter III An attempt would now 
be made to study7 the treatment of nature in the different sections of the Granth.
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1. See page 87 for text. 2. See page 87 for text. 3. See page 88 for text. 4. See page 88 for text.
5. D. A., (34-62, 65-77) See page 121f. 6. . A., (13-19, 25-33, 292-342). 7. P.N., (7-°0) Also see page 124,
8. P. N., (21-24, 45-74). 9. See page 83, 84. 10. See page 84 for text. 11. See page 85fn fer text.

12. See page 88 for text. 13. See page 89 for text. 14. See page 122 for text. 15. See page 122 for text.
16. P. N., (7-21), 17. See page 116f for text. 18. P. N„ (7-20). , 20. P. N., (171-72),
21. P.N., (173). 22. P. N., (169). 23. P. N„ (176-196). 24. P. N., (179 221.V
25. P. N., (174-5). 26. P N., (232). .27,... P. N., (169). . ........ ................ ...................
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(j) Description of Nature

Nature forms often a back-ground to the activities of man. Man’s inner character 
sometimes reveals itself in the company of nature. The creative energy of nature delights 
the heart in its happy moments. It soothes in distress by its healing balm. The primitive 
in man and nature are closely inter-related and for this very reason nature has a dominant 
place in poetry. Broadly speaking, nature is treated in poetry in four different ways. The 
first category may be styled as description of nature for its own sake. Such description aims 
at the portrayal of nature alone. In the second category, the poet projects the emotions of 
his hero and heroine and sees them reflected in nature. This is the emotional treatment of 
nature. Here, according to the varying moods of the hero and the heroine, nature is shown 
to share their joys and sorrows. In the third category nature serves as a background to 
the activities and emotions of men, as in novels and in epics. In the last variety, the 
phenomena of nature are employed as a mere decorative device, figuratively or by way 
of illustration.

The description of nature depends upon the disposition, emotions and thoughts of 
the poet. Somewhere he realises in it the inevitable loss of providence, else-where he 
experiences cruelty, intoleration, harshness in nature, and in yet other places he finds 
sympathy, co-operation and elements of spirituality manifested in nature. Thus the various 
aspects of nature depend upon the disposition of the poet. He seeks the reflection of his 
own disposition in nature ; and seeing it in the desired form, he describes it as it suits 
his purpose.

In no period of the Hindi literature, other than the modern period, is there a synthetic 
oonfigurative and free description of nature to be found. There are mainly two reasons for 
this : Firstly, Sanskrit masters took nature as an excitant and out of the infinity of natural 
phenomena, they selected forests, gardens, lakes, the six seasons, etc., for their descriptions. 
Hindi inherited Sanskrit literature in theory as well as in practice. Hindi poets, where they 
adopted other things of Sanskrit, also adopted this view in regard to nature. Secondly, 
•some Sanskrit books, for example, the Alankar Shekhar of Keshab Mishra and the Kavya 
Kalpa Latta Vritti of Amar, were written to initiate new poets into the technique of poetry. 
In these books novices were instructed as to how to describe particular features while 
describing a phenomenon. These books also influenced Hindi poets, the result being that 
while describing a landscape or a phenomenon, they have catalogued things instead of 
presenting them in configuration. Hence in the Hindi literature, there is a paucity of the 
true depiction of the genuineness, beauty and uniqueness of nature.

In the Adi-Kal, considered by some as heroic age (Vir Gatha Kal), of the Hindi
literature the dominent interest of the bard was war. His objective was to create heroic

•* © *

sentiment in his people. There was, therefore, no scope in his Rassa poetry for the 
treatment of nature for its own sake. He, however, employed nature generally as the back- 
ground of human actions1, as an excitant2 of the human feelings and as a standard of

1. Compare P. K., VI, 94, (29) ; P. R., VI, (14,15,16,17). 2. Compare F. B., VI (337, 339) ; P. R„ XXV (36, 46).
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comparison1 for human (feminine) beauty which generally was the cause of war. Of these
the last use is extensively found but it was more or less conventional, having been borrowed 
from Sanskrit poetry. Chandra Bardai’s Prithvi Raj Rasso is a case in point. In the Bhakti- 
Kal, the main theme of the poets was the union with God and to create the sentiment of 
pacification or resignation. Kabir was a mystic poet. He did not employ outward nature 
in his poetry. He, however, used nature as alankar or standard of comparison. The soul 
and God are compared to Chakva and Chakvi2. In Jayasi's Padmavat the devotee has to pass 
through a great many obstacles like a lover to find his beloved. He uses nature as an excitant 
both in separation and union.3 In sagun school of thought, nature is employed as a back
ground and an excitant. In Tulsi, we find the description of natural scenes associated with 
Ram4 and in Sur with the scene where Krishna had sported.5 But in both we find evidence 
of a personal minute observation of nature. The conventional descriptions are absent.. Both 
Tulsi and Sur have also used nature as a standard of comparison in the descriptions of the 
beauty of their heroes and heroines.

In the Riti Kal, the main theme of the poets was the description of eros. Their aim 
was to describe the coquetry and beauty of heroines dwelling in the luxurious atmosphere 
of royal palaces. Therefore, nature is seen to have been exploited to the utmost as a 
standard of comparison of human beauty. Nature is seen to have been further employed as 
a stimulus of the erotic sentiment in the description of seasons and the twelve months, just 
for the sake of exciting the emotions of the hero and heroine. Independent descriptions 
of nature are simply absent in this period. But wherever we come across descriptions of 
hunting, gardens, etc., we find, they are all conventional. The master-poets had laid down 
the forms of poetic compositions and according to them the poets could describe the scenes 
of nature with their eyes closed. They never felt the necessity of personal observation and 
often their descriptions bristled with flaws of time and place. Their knowledge of nature 
did not come to them by experience. It came through ancient literature of Hindi poets, in 
theory as well as in practice.6 In the Dasam Granth, also, descriptions of nature fall within 
this conventional category. Nevertheless there are certain examples of descriptions which 
do credit to Hindi poetry.

1.

2.

3.

4.
5. 
7.

Compare: jjjj ^ g^j ( ^ ^ | p. r„ Samaya 50

Compare K. G., 13 ; K. V., 3, (18).
h 'R # irr i K. V., 18

to

i £ri mite II

i frffi fiRl *R fstfa nift II J. G., 82

srrf i 3 «3 II

to: '-JR i
to rv ♦ r\[ RT^RT to nnr II

fR m i II

i 3R 3lt 4$ fair Rat 11 J. G>| 168
Compare description of Chitrakoot in Geetavali: Ayodhya hand, (50), 
Compare Bharmar geet, (163).
Hindi Kavya Men Prakriti Chitran, 186.
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Treatment of Nature in the Dasam Granth
Nature has been treated in the Dasam Granth in five important ways, nature as an 

excitant, nature as an inexhaustible source of alankar, nature as an entity, personification in 
nature and lastly nature as pervaded by the supreme Deity. In the Hindi poetry, nature has 
also been treated objectively as a source of sentiment (Aalamban) or as a source of moral 
wisdom. But these two do not find any significant place in the Granth.

1. Nature as an excitant :
As an excitant nature has been described both in the poetry of union and separation. 

In union the Malaya breeze, the cool moon-shine, etc., increase mutual attraction but 
in separation all the activities of nature fan the passion of love-lorn people and make them 
unhappy.

In the Indian Poetry, nature as an excitant has been mostly employed in the erotic 
sentiment pertaining to separation. When, inspite of lofty love between the hero and the 
heroine, he or she does not find consummation in union, we have the erotic sentiment proper 
to separation. Man experiences joy and sorrow in nature according to his prevailing mood. 
While the mind is perturbed, the cooings of cuckoos upset it. The full-blown rose flower 
looks like a burning coal and moon-shine appears like a snake.

A griet-stricken womaa has it as her heart’s wish that the whole nature should share 
her sorrow. She desires that all the vegetation in nature should languish ; trees should shed 
their glory. All couples should become separated even as her own person has become 
emaciated by separation, even as her own delights, her spirit and enthusiasm have become frost
bitten. The sweet cooings of pigeons immersed in happiness appear distressful to the spouse 
and she derives consolation from the distressed calls of separation of the female cuckoo.

The very elements of nature which aggravate the pain of separation enhance the 
feelings of love in union. In separation the Malaya breeze of the spring and the soothing 
form of nature in her vernal bloom, torment the heart, but in union they excite the emotions 
of love. They thrill the heroine ever and anon, while she is in a reminiscent mood about 
the delights of union which is about to come.

Thus we see that in the excitant nature itself has no existence, whether in union 
or in separation. Nature has but one usage and it is to arouse the emotions of mind. This 
employment of nature has been availed of, right from the first poet up to the present day.

Love in union has two main usages. Firstly, nature increases the exhileration of 
the mind, and secondly, it becomes an object of physical enjoyment. The phenomena 
of nature enhance mutual charms when the hero and the heroine are united. Cool sweet- 
scented breezes, moonlight, bank of the waterfall, the rustling sound of leaves and the 
cooings and chirpings of birds, infuse a certain intensity, taste and sweetness in their 
mutual attractions. The hero feels thS attraction in full-blown flowers, pairs of birds and 
trees and creepers. The whole nature appears to him full of delights. Rivers appear to 
him as if they were going to meet their lovers in flurry. Trees appear to embrace their 
beloved creepers and birds are seen absorbed in their mutual love sports.
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In the Krisanavtar of the Dasani Granth, there are two poems called the Barahmah * 
(Calendar).1 They furnish striking examples of the use of nature as an excitant. The spring 
and the rainy seasons have been conventionally described as excitants of erotic feelings. The 
full bloom of the plash trees, the humming of bees, the blowing of the pleasant breeze 
induced Nandlal to play on his flute whicn attracted his friends towards him.2

In the rains, the rolling clouds and the downpour present a beautiful spectacle. The 
Chatrik (pied-cuckoo), the pea-cock and frogs pour out their hearts to the symphony of 
the clouds. The gopis' love for Krishna grew intense and they sported with him.3 In the 
month of Maghar, too, the erotic sentiment is given a sharp edge by the piercing cold, and 
the comfort is sought by entwining the person of Syam with the gopis’.4 In his company the 
spring, the rain, and the cold winter were pleasant. But in his absence each of these 
becomes very painful.5 In the month of Jeth, the atmosphere and the earth become heated, 
travellers cease to travel and the birds hide themselves in trees. In the oppressive season, 
the lonely heart in love becomes excessively uneasy. The feeling of separation is further 
aggravated by the inclement weather.® This sense of separation is further heightened, as we 
have seen above, in Bhadon and Katak.7 Even in the autumn when the clouds have turned 
white, the nights are clear, the heart of the separated beloved is over-powered by loneliness.3 
In the month of Pokh, the dreariness of heaven and earth makes mortals look dismal. In 
the increasing rigour of the season, there is nothing to soothe the heart, The bodily frame 
languishes like the lilies, and the heart pines for the hard-hearted one.9 When Phalgun is in 
its full swing, happy house-wives are radiant with love ; they scatter rose, abir and gulal. 
Their dupattas are saffron-coloured. The whole spectacle looks like Cupid aflame by 
•contrast. The forlorn woman is most troubled at heart.10

This form of poetry from the beginning of Hindi literature even to this day is 
still being attempted. The treatment is more or less conventional. But there can be no 
4oubt here about the sincerity of the artistic treatment.

2. Nature as a Source of Alankar :
Nature is an endless source of beauty in its variegated aspects. In order to enrich 

his expressions and to lend beauty to his meaning, the poet has always selected his 
decorative devices, in the very first place, from nature. The numerous sounds and sights of 
endless phenomena suggest endless comparisons. In the Dasam Granth also many such 
comparisons have been employed in the descriptions of human face, battle-scenes and other 
impressive activities or movements of this life. The poet seems to have observed very 
numerous shades of colour and movement, both the natural and artificial scenes of life. He 
has carefully ransacked the skies and the bowels of the earth to illuminate or enrich his 
expressions. In his alankars we find such vast objects of nature as the sky, the sun, the 
moon, the clouds ; such remote objects as the snow ; such fleeting phenomena as lightning.

1. K. A., (867-78, 914-25). For text see Appendix p. (i-v).
2. K. A., (879). 3. K. A., (872). 4. K. A., (876).
5. K. A., (873-76). compare : Toun samai sukhdayak thee rit ausar yaahi bhaee dukhdaa-ee. 6. K. A., (916).
7. K. A.. (919-922). 8. K. A., (920). 9. K. A., (923). 10. K. A., (925).



300 THE POETRY OF THE DASAM GRANTH

In his comparisons enter birds like pigeon, parrot, crane, cuckoo, swan, etc. We meet deer, 
and lion also. We come across fish. We seem to smell the fragrance of lotus, champa, 
malati, and sandal wood. The poet brings in the use of even silver, gold, quicksilver, crystal 
and saltpetre for his comparisons. The vast objects of the earth like the Sindhu, the 
Ganges and the roaring ocean are also used to elucidate the sense of power embodied 
in the objects of his descriptions. Here are a few verses to illustrate the use of nature in 
alankar in the Dasam Granth.

(«) In order to relieve the burden of the earth, the Lord of the Universe after deliberation, instituted 
war.

The trumpeting of the intoxicated wild elephants is the thundering of clouds ; white tusks of the 
elephants shine like the rows of white herons preceding the dark clouds,

The warriors with armours on move about; the brightness of their swords is like the gleam of 
lightning.

The hosts of demons marching against the gods are like the clouds gathered in the sky.1

(b) One day the Maharaja saw a beautiful maid-servant.
She looked as if she was the lovely moonlight taken out of the moon.
He took her to be the lightning or the creeper of knowledge ,
Or the manifestation of the internal beauty of the lotus flower.
Or a garland of flowers, or the moon-light;
Or Padmani in beauty, or like malti;
Or born of flowers or was raibeli in blossom.
Her body emitted the fragrance of champak.
Or she was celestial maiden walking the earth ?
Or a dancing damsel from the heavens frolicking freely ;
Or she was Rudra moving about in the garb of a girl, <
Or she was a betel-leaf or a lotus-stalk dancing.
Or strains of music woven into her frame.
Or Formless had created her the queen of women.
Or she was the daughter of Nagas or she was Indra’s spouse.
Or she was Sankhani, Chitrani, or Padmani.2

1. Ch. Ch.I, (62, ; see page 65, for text.
♦
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G. P., (188)

G. P., (189)

G. P., (190)

G. P., (191)
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(c) Like milk in Chirawadh, like buttermilk in Chhatramr, like moonlight on the banks of Jamna ;
Like a female swan in Turkey of the Shias, like diamond in Husainabad, like the stream of the 

Ganges when it blendeth with the seven seas ;
Like quicksilver in Palagarh, like silver in Rampur, like saltpetre in Surangabad ;
Like champa flower in Chanderikot, like moonlight in Chandagarh, Thy praise flourisheth like 

the malati flower.1

3. Nature as Background :
In the Krisanavtar nature provides the background against circular dance of Krishna 

or the Raas Mandal. According to Macauliffe, the Guru delighted to describe sports of 
Krishna, the circular dances performed by him and the milk-maids and his special devotion 
to Radhika, his queen. It was further to the south, on the margin of the same river that 
Krishna himself had performed those great feats, which have secured him deification among 
the Hindus. And it is for this reason that we come across numerous and prolonged 
descriptions of forest, mountains, rivers, trees, flowers, birds and beasts.2

While describing natural phenomena or things, Guru Gobind Singh has mostly 
resorted to the catalogue-style or he has recounted these things indirectly as specimens of 
wit and humour. In almost all the scenes of the Granth, descriptions are either simple 
enumerations or indirect hints. The twelve months have been shown respectively as 
there was room in the mythical narratives, like the Krisanavtar, for synthetic descriptions but 
here too Guru Gobind Singh has employed the conventional style.3 In the Pakhyan 
Charitra, Brindaban3 forest has been described by the poet at great length, recounting 
therein such things as trees, birds, artificial rivers, springs, etc. Here , again, the poet has 
adopted the enumerative style.

Tall saal trees and ebonies, lemon trees Kadamb and banyan trees with their hanging shoots 
stand there,

Orange trees are laden with sweet oranges. There is a diversity of juices containing diverse 
tastes.

The peepal tree, the palmyra and palm trees, the cotton trees, saar and siraari all are there. Two 
varieties of Jaaman adorn th6 place. Gocoanuts, pomegranates and oranges are all standing 
there in a stately manner.

Nargis and rose flowers are blossoming on that spot ; the whole thing looks like a garden of 
paradise and there is none here on earth to compare with it.

Many rivers are flowing through that forest; water-falls are lashing on and this is all pleasing 
to the mind.

Its exquisite beauty cannot be described in words. He alone can appreciate its splendour, who 
gazes on it.4

Few predecessors of Guru Gobind Singh have described nature so extensively 
i n a single place.

1. jt* M m sir ^ ^ m % n
<rrcrat whk ns ^qt 131 31% tft ^ % n
^qrat % u a,u„ (284)

2. S. R. Vol. V, 22 3. K. A., (876-878, 914-25). For text see the appendix p. (iii to v). 4. P. Ch., 209 (72-75)
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4. Personification:
Attribution of a conscious personality to nature is personification. Oral stories 

pertaining to nature constitute an extremely old tendency of human nature. The emergence 
of legendary stories is indicative of this tendency. Such a tendency has its beginning in the 
Vedic period. The deification of the sun, the moon, wind, water and clouds and christening 
them by such sacred names as Surya, Som, Marut, Usha, Varm, and Indr a is an illustration 
of the tendency of personification. All the legendary stories form the basis of this tendency .

The tradition of clothing nature in outward human form and appearance is ancient. 
On the basis of this, poets have experienced human action and human behaviour in nature 
and having observed in it the gestures and emotions resembling those of the heroine they 
have shown their ardour for nature. The poet’s love of nature is not merely confined to its 
activities but he also sees love, grief, and agitation therein. In the sentient beings of 
nature this is natural. Devotion to progeny is noticeable in every bird and beast. There is 
also the struggle for one’s rights among them. Besides these, they are seen to have affection, 
attachment and nervous worry for human beings. Tulsi has mentioned horses uneasy in 
mind over Ram’s separation and Sur has described cows distressed and worried at 
Krishna’s separation. In the story of Heer and Raojha the buffaloes bellow in distress 
at the departure of Ranjha. Thus mutual relations of birds and beasts and their attachment 
to man are natural. There is also similar response towards them on the part of man. 
But a nature poet establishes a kinship with even insentient objects. The whole nature 
appears to him capable of understanding his inner emotions. Nature as a companion 
expresses sympathy for him in his distress, and is delighted in his happiness. Love-lorn 
beings derive consolation from nature alone. Nature-poets have experienced such kinship 
and sympathetic disposition in nature

Man shares other people’s sorrows or joys according to his mental conditions. His 
own mental condition is the standard of othey people’s joy and sorrow. While the mind is 
perturbed, even the most splendid sights do not appear attractive to him. But when he is 
free from sorrow even nature appears smiling.

Personification as a poetical device is rarely met with in the Dasam Granth. It occurs 
only when a character in an abnormal state of mind establishes kinship with insentient 
objects. He finds a little sympathy in the human environments and seeks consequently the 
company of nature in order to pour out his suppressed feelings and to invoke sympathy 
from the objects of nature. Love-lorn characters often derive consolation from nature. In 
the Ramavtar, Rama’s anguish at the sudden disappearance of Sita is so powerful that his 
very glances and breath burn natural objects. Even the cool wind in the forest is forced to 
take shelter in a lake.1 In the Krisanavtar, the gopis address the trees, even the forest itself 
for a clue or a trace that might lead to the discovery of Krishna.2 On the playing of Lord 
Krishna’s flute, trees shed juices, the mountains melt and release water-Mis and the 
Jamuna stands tranquil to enjoy the melodious notes.3

R. A., (3o2)

K. A., (650;

K. A., (651;

1. ii 33 3t* 3fai sft ii
2. Compare K. A., (482, 484, 485, 489).
3. Compare ^33 m ^3 3* 3*31 fur 3 §^tf 11

SIS 5T53T §f3 I 33 *13 3% §3% 3^ t II
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5. Nature as pervaded by the Supreme Deity :
In the Dasam Granth, the poet has regarded God as pervading the whole universe :

His sway pervades everywhere, He blossometh in every blade of grass in the woods.
He pervades the splendour of the spring season, wherever it prevails.
The Great One pervadeth the woods and glades, birds and quadrupeds.
He everywhere blossometh, He is Beautiful and Wise.1

The objects of nature like the sun and the moon are invested with God’s beauty :
Who has invested the moon with effulgence and the sun with light
Who has created the most radiant fire and the wind.8
His splendour appeareth everywhere ; He is the repository of favour.
His light dazzleth ; His glory is perfect.3

The poets like Plato believe that God is not only the power that creates the universe 
but also universal beauty of which all the beautiful phenomena are expressions. In the 
Dasam Granth, also, the poet has regarded God as the creator of nature and its many 
forms, the earth, the sky, the winds, the forests, fruits, flowers, etc., for instance, he says,

Who has hung the sun in the skies ;
And after creating the stars has hid them (in the light of the sun).
Who has created the (four) oceans ; and fourteen worlds ;
Who has created the gods, the demons, the men, and the Gandharvas.*
Who has created the four species of beings,
Who has made the earth, the firmament, the nether regions and the water.
Who has created the most radiant fire and the powerful winds.
Who has produced forests, fruits, flowers and buds.5

Not only is God manifest in the beautiful objects of nature but he is activising, 
energising every phenomenon and is the very principle of phenomenal life :

“The fount of effulgence”6 “The stimulator of energy”7 “Pervades everywhere.”6

Guru Gobind Singh’s view of nature is very comprehensive. He has employed 
nature as an excitant. He has used it for embellishment and illustrations. He has also 
adopted the catalogue style of describing things. But likewise he has presented beautiful 
pictures of nature in their contours and configurations. There is none of poet’s main works 
in which he has not employed nature in one form or other.

Guru Gobind Singh was curiously observant of animate nature. He seems to 
have the quickest eye, for the habits of birds and the beasts seem to come immediately and

1. ^ a?? TTltt TO TO srasa II TORI 5r?| STS*® 11
TO TO *TO fTO +T?TO || STfTsr ^ gSTO H A. u., (268)
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readily to his mind when they touch the daily interests of average humanity. His memories 
of nature seem to be numerous and handy.1

A lover of human drama, and himself the leading actor on the stage of his province, 
he was thrilled by the moving incidents of life and the excitements of sports and the chase. 
He appears to have been minutely acquainted with all the love of field sports, the hunt of 
wild animals, and the capture of the smaller game. He was a lover of the falcon which is 
often found in some of the pictures of the Guru. It is a symbol of the great hunter. There 
are, consequently, numerous allusions to this leisure-time activity of the leader of men.
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CHAPTER VI
LOOKING BACKWARD AND FORWARD

The Dasam Granth is a monumental work, an encyclopaedia, as it were, in which 
all the possible themes and forms of verse are treated with the skill of a virtuoso. It 
represents all the traditions and currents of literature, devotional as well as secular, side 
by side with new experiments that a true poetic genius would love to make out of sheer 
exuberance of its creative energy. It reflects the spirit of the times, when the saint and the 
hero were the natural leaders of the society and the state ; when religious intolerance and 
political insecurity affected deeply the minds of the people in the reign of incompetent or 
irresponsible rulers; when men and women were, as a rule, interested more in activities that 
sustained life rather than in politics ; and when the rhythm of life was rather slow and 
leisurely.

That age is gone ; its natural leaders are gone ; its milieu, too, is gone. The state 
has forged new powers and new values. The society has forged a new consciousness. The 
poets respond with new sensibilities. The milieu inspires new themes. And the past has 
been relegated into neglected books.

II
Before attempting the literary significance of the work, it is necessary to gather up 

the threads into a pattern which seems to suggest itself in the survey.
1. The Dasam Granth enshrines the literary traditions of devotional and didactic 

verse found in the Adi Granth as well as in Kabir and other bhaktas, in Panjabi as well as in 
Braji. The Jap is an example of the one, and Shabad Eazare of the other, while Akal Ustat 
and Sri Mukhibak Swaiya, are examples of the both. In a part of the Akal Ustat, there 
is a vein of satire to which the saints occasionally gave vent, when they grew impatient of 
the slow-awakening of the social conscience against tyranny of caste, or of the superstition 
and ignorance of the mass mind.

There is also in the Shabad Hazare a short lyric quivering with tragic pathos, the 
anguished cry of a dedicated heart. It strikes the note of humanism which emerges from 
the poetry of bhaktas who appeal to God in the name of humanity.

2. The Gian Parbodh Granth, which appears to be an incomplete treatise, is an 
exposition, in the form of a dialogue, of practical philosophy or Dharma (Raj, Daan, Bhog 
and Mokhsh), on which Bhishma Pitamaha discoursed before he passed away in the field ot 
Kurukshetra. Evidently, it is an attempt at the revival of the epic philosophy illustrated 
with incidents from the reigns of kings like Parikshit, Janmejaya, and of rishis like Kashyap, 
Uttank and Austik.
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3. The Bachitra Natak Granth follows the Puranic tradition of legend, history or 
both, and retells the deeds of valour performed by Chandi, Chaubis Avtars, Brahma, Rudra 
and still others. It, further, gives an account of battles fought by Guru Gobind Singh him
self in fulfilment of the mission with which he thought he had come into the world. In 
this heroic verse numerous actions charged with the thrill of Vir rasa, are described with a 
werve and zest that only a soldier-poet is capable of. The heroic poetry of Bhushan 
(1613-1715? A.D.), the war balladry of the Rajputana echoing over the sands of Bhatinda, 
would have thrilled the soldiers of Faith into re-living the ancient scenes again. On the 
communal plane, life had become a constant struggle for existence. The Mahrattas and
the Rajputs had taken up the challenge and had resolved not to submit any longer to 
political tyranny. Poetry became an echo of their spirit.

The heroic exploits of Chandi have been rendered into verse three times, twice in 
Braj and once again in Panjabi. Before the readers are called upon to imagine or witness 
the scenes of action, the horrors of war and engines of destruction in play, they are 
introduced to the heroes like Datta, Paras Nath, Rama, Krishna, etc., and to heroines 
like Sati Ansuya, Durga, Sita, Radha, etc.

Together with a pageant of allegorical figures like Kamdev, Basant, Hulas, Anand 
Bharam, Kalah, Bair, etc., in the story of Paras Nath Avtar, the sketches of the heroes form 
-an excellent gallery of portraits. The art of portrait-painting reveals a skill that improves 
upon the conventional technique of Nayikabhed and Nakh-Shikh which the Riti school 
introduced into the seventeenth century and specimens of which we possess in Birah Natak 
in the Krisanavtar and elsewhere.

Contemporary influences are hard to shake off. One adopts them as one adopts the 
climate into which one is born. The art evolves itself in conformity with the technique as 
in the Krisanavtar on the one hand and in the Jap and Sastra Nam Mala on the other ; 
but transcends its weaknesses in the hands of a master, and achieves refreshing effects in 
portrait-painting.

4. Romance was the breath of life in the Panjab of those days, with hills in the 
north and the west, deep impenetrable jungles along the rivers and a desert in the south- 
Every village had a watch-tower ; and every town, a fort. People in adversity migrated by 
the hundred, and travelled in caravans. The sight of a stranger spread an alarm and one 
village gave a signal to another by the beat of a huge drum. The folklore of such a life 
could not but be romantic, tales of hair-breadth escapes, deeds of chivalry, thrilling 
adventures, magic, ghosts and news of abduction or clannish fight over a woman. The 
Pakhyan Charitra drew upon such a stuff ; and one finds in it the romantic tales from 
varied resources: the Panjabi as well as the Persian, the Pathanic or Mughal as well as the 
ancient, floating scandals of neighbourhood as well as the infiltrated ones of Rajasthan. 
These form a body of purely secular form of literature that carries on the native tradition 
of story-telling which was then primarily oral.
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5. The poetry of the Dasam Granth like the Hindi poetry of the day has several 
dements of conventionality in it. This conventionality consists in the traditional use 
of themes, plot, imagery, form and metre. Form and metre are traditional modes of 
musical speech, that have been forged by the regional genius after generations of experi
mentation ; but the same cannot be said of theme, plot and imagery. While it is left to 
geniuses to invent new forms or metres, even the trio can introduce fresh imagery and 
variety of themes. In the Hindi poetry of the middle ages, the stories of Ram and Krishna 
have been told over and over again. Guru Gobind Singh has, however, extracted the 
element of heroism from them without projecting the attitude of a worshipper.

In plot constructions also certain conventional devices have found their way into 
the Dasam Granth, viz., a step-mother being enamoured of her step-son and on his refusal 
to gratify her desires her anxiety to put him to death ; a minister relating a series of stories 
to the king to enlighten him ; the introduction of Barahmasa or ShatrituXo depict pangs 
of separation ; seeing of lover in a dream ; falling in love with a person at the sight of 
a picture ; change of form ; change of sex ; etc. The use of such conventions in the Granth 
is well-planned. They have been employed to start the story or give it a turn in the 
character-narratives.

“Conventionality’’, says Keay, “in the use of metaphors is another feature of Hindi 
poetry. Some of these metaphors do not correspond with the fact of nature, but the Hindi 
poets are never tired of repeating them. The separation of chakva bird from its mate at 
night; the eager waiting of the chatrak bird, who is supposed to drink only raindrops, for 
the beginning of the rainy season ; the chakor bird, that is never happy except when gazing 
on the moon 5 the swan that knows how to separate milk from the water with which it has 
been mixed—these and many other stock metaphors are continually recurring in Hindi 
poets”. The same may be said of the poetry of the Dasam Granth.

Apart from conventional symbolism there is in the Dasam Granth as in Hindi 
poetry of the Ritikal, much of other imagery which is not only conventional but also 
commonplace. In the description of beauty we have in this Granth certain comparisons 
as the, moon-faced, deer-eyed, cuckoo-voiced, with an elephant-gait, etc., which are found 
in abundance as the common stock of poets of the period. But many beautiful similes,
drawn from a true observation of nature at first hand, are, also, found in the poetry 
of the Dasam Granth.

The literary genre, the acrostic, in which every verse begins with the letters of 
the alphabet in a strictly serial order, is not new. It is said to have its origin in the 
Apbhransha period of the Hindi literature. In the Adi-Granth a similar composition of 
Kabir appears under the name of Painti Akhri. Jayasi also wrote a composition like this
under the name of Akhravat. The saint poets like Rajjab, Haridas, Sundardas, etc., 
attempted this kind of composition under the name of Bawan Akshri. In the Dasam Granth, 
too, we find similar compositions. It is, however, interesting to note that of the four
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acrostics found in the Dasam Granth, one is conventional, and the others are of a rare type 
the Hindi literature in that the verses end with the letters of alphabet in serial order,, 
though of course, terminating in vowel which is unavoidable.

Another conventional feature of the Dasam Granth which brings it into line with 
the literature of the Ritikal, is its encyclopaedic nature. It covers a wide range of human 
knowledge including ayurved, astrology, human psychology, geography, hunting warfare, 
music, etc., and in fact all the sciences and arts to which references have been made in it. 
There is a long list of diseases of diverse nature—diseases that have come down to us in the 
wake of life. They are not only physical ailments but include mental worries as well. The 
common astrological beliefs, such as the conjunction of the moon and mars that augurs well, 
also find expression. A psychological touch is imparted to the well-known prescription of 
medical treatment that a wound or cut is healed by fomentation. Indelible pictures of 
the various places in the country are drawn in a string of well-chosen similes. Intimate 
knowledge of the habits and ways of various games and birds of prey is displayed. 
Long lists of various kinds of missiles and weapons of warfare in the descriptions of wars 
are frequently drawn. Mention of different rags and enumerations of various musical 
instruments and presentation of word pictures of the strain flowing from them are also 
there.

Ill
The Dasam Granth, appears from this summing-up; to be a monument to the genius 

of the Medieval India raised at Anandpur in the Panjab. Its importance is three-fold :
(a) It is a source of material for students of history who turnover the pages of 

th; Bachitra Matak for the account of battles that the soldier-writer gives, and those of the 
Jafarnama that Guru Gobind Singh wrote to Aurangzeb as a letter of protest against the 
royal breach of the royal word, Historian after historian from Cunningham downwards, 
has drawn upon the material for its authenticity and clarity.

(b) In the history of Braji literature, as in that of the Panjabi, the Dasam Granth has 
carved a niche for itfeelf, next in order, perhaps, to that of the Adi Granth. Chadi di Var
in Panjabi possesses a place of pride in the Panjabi literature as the first and finest specimen 
of poetry of Vir rasa written in Sirkhandi Chhand for the first time. The Panjabi genius at 
Anandpur accepted and maintained the literary traditions and conventions of the Braji verse, 
and at the same time put on them its native stamp of devotion and valour. It went still 
further. It re-orientated the art of autobiography in the Bachitra Natak, and the art of 
fiction in the Pakhyan Charitra,—probably the reflexes of a greater ego and a greater 
tendency towards escapism dominating in Punjabi character.

(c) Apart from the historical value of the content and of the new experiment & 
made in art forms, the poetry of the Dasam Granth has its intrinsic literary value : 
(1) lyricism (2) portrait-painting and (3) heroic as well as narrative verse, which have 
made a refreshing appeal to the modem generation. In any selection of the medieval 
Braji verse, the Dasam Granth would yield a rich harvest.
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Passages of lyric beauty are found in every form of verse, devotional, heroic or 
erotic, rich in imagery and music and instinct with emotion. In the Akal Ustat, and Shabad 
Hazare, however, we find short lyrics like ‘gems of purest ray’. Some of them are poignant 
like the cry of a soul in anguish.

In portrait-painting or even in description of nature, the verse of the Dasam Granth 
attains a high water-mark in achieving effects of beauty or passion in shringar rasa.

The heroic verse of the soldier-poet is charged with sentiments of valour and martial 
music, and gives a thrill of the war balladry of the oral tradition. Even the devotional 
verse of the Jap seems to have caught something of the declamatory or recitative rhythm 
of the heroic verse, for God is Sarah Loh and Durga, the incarnation of the Primal Shalcti. 
The swift and sonorous verse tries to echo the hurry and din of action, and the words seem 
to act for the strokes of weapons, the volleys of bullets, the neighing of steeds and trumpet- 
tings of elephants, the shouts of the fighters and the groans of the dying. The reader is 
transported to the very scenes of battle as those of the Mahabharat described by Sanjaya.

IV
A survey and study of the Dasam Granth in these pages, and a brief summing up 

of the whole at the end of this work tempt one to estimate the place of the Dasam Granth 
in the Hindi literature. ( Apart from the large variety of themes and metres found in 
it, on the basis of the number of verses (16,237, excluding those of Persian and Panjabi 
compositions) alone, this Granth stands as the biggest work in Braj, surpassing even 
the Sur Sagar which has only 4,936 available verses. Moreover, like the Sur Sagar
it is not confined only to Muktak Kavya ; it constitutes both the Prabandh and Muktak 
types of poetry.

In war poetry, Bhushan’s Shivraj Bhush an, Shiva Bavani and Chhatarsal Dasak 
get the precedence of the Dasam Granth in time as well as in epic quality ; and it m^y be 
suggested, as already mentioned elsewhere in this volume, the author of the Dasam Granth 
drew inspiration from his illustrious predecessor with a common cause, Shivaji, but m var 
and war balladry of the Ritikal, the Dasam Granth in Braji as well as Panjabi verse 
may be said to bear the palm in the person of our soldier-poet who regarded sword as 
a symbol of Sarabloh (All-steel) God. In autobiographical poetry, we find a pioneer in a 
Jain poet Banarsidas (1586-1641) of Jaunpur. But it was left to Guru Gobind Singh to 
make a fresh experiment in this field in his world of medieval poetry. In the Nirgun 
school of devotional poetry the Dasam Granth offers a fine blend of purely devotional poetry 
and satirical or didactic verse of the school of Kabir and Guru Nanak. To fiction, the 
Pakhyan Charitra contributes the largest collection of Upakhyan (tales) m the Hindi litera
ture and further marks a stage in the evolution of short story, in which character 
dominates. Coming to the Panjab, one may observe that the Dasam Granth comes next to 
the Adi-Granth in bulk of composition as well as in literary importance. In its secular 
character, however, the uamm Granth is the greatest contribution to the Braji literature, a
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monument to the versatile genius of Guru Gobind Singh. Further, the Dasani Granth 
in a way, is a great step towards rescuing much of the old Indian thought and culture 
from becoming stagnant in the ancient language of the country, which had become 
inaccessible to the general public, and transmitting it into the language of the people. V

In the variety of metres, the Dasam Granth ranks next only to the works of 
Keshavdas, but in the broadness of canvas and poetic forms and moulds, it surpasses the 
latter.

The Alankars used in the Dasam Granth are not only myriad but apt and striking. 
They have been pressed into the service of sentiment, emotion and motive very deftly. 
They impart potency to the manifestation of a suggested sense. With the poet of the Dasam 
Grnnth, as emotion increases, expression swells and figures of speech foam forth with the 
result that we have the cumulative enjoyment of sound, idea and emotion, all in one relish. 
The emotion expressed by these Alankars may be found elsewhere for these are long- 
established poetic conventions but in many places a new flight is shown, that is some
times marvellous.

The poet’s genius (Pratibha) presents ever fresh aspects in the domain of Dhwani. 
The same thought, when made to glow by the poet’s imagination, appears new.

Whatever the merits of good poetry, be it Rasa, Guna, Alankar, Dhwani or Riti or 
even metre or musical form, in the Dasam Granth all these merits of good poetry combine 
to give it a unique position as a work of great poetical value in the Hindi and Panjabi 
literatures. We may, therefore, justifiably conclude that the Dasam Granth is one of 
the major glories of the Hindi literature.

THE POETRY OF THE DASAM GRANTH

V
The Dasam Granth has been lying in obscurity for decades and decades. The 

educated Panjabis have turned their mind to western literatures. The pious have recited 
the Jap for their devotion. The Nirmala scholars have given their preference to the 
Adi-Granth and Vedant over its secular verse. While the holy Granth has won wider 
publicity by being transliterated into Devnagari script by the Shiromani Gurdwara 
Prabandhak Committee, Amritsar, the privilege has not yet been extended to the Dasam 
Granth for its secular character. Consequently, it has, with the exceptions of the Jap, 
AkalUstat and Bachitra Natak, remained a sealed book to the world of Braji or Hindi. 
It is still waiting for a literary enterprise in the Punjab, that would rescue it from its age- 
old silence and solemnity, and publish some parts of it, at least, in Devnagari to give it 
4ue publicity in the world of literature, which it richly deserves.
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Flute

wn TRTRt m 4Wx srt TMftrft m ter R3ft ii

m nt^R fin=nro w w p sard n
TRST # ^ | RRTt fjta gft SHjft 'R TRt II
TT gfT # Tfa STRR 4 TRt ^Trft fR 5TERT Rft II

K. A., (331)

T>fsr§-RR RET 5R TTT fpfcT TFT TTR | RRT % TFT ^ RTTft 11 
RW TETR TT TTTRRT TR TR R 4 RTT# TR| TTTffRTT ft 11 
$ft TR R^ft TR RRt 4 §4t cf|t R % T T ^ RTTT ft II

sr TTT^t ^ TT^ft $ 4f sir r4 tr tit f?RR ft II
K. A., (332)

T&g-wHTfNH to ^ftt TOR r#5N <fcr ^ <fer ^ t 5^5 * »
RR 4t ^ftpSTT TFPt ^T R TRRT 4 TTf «n| ?flt Tf4 4 ^TTTTg ft 11
f J 3>ff TTR ¥7 TR 77 fa^TT TfR TTTt | fsRRT TFR 77 «THJ ft II
fftfc 7T 77 7^77 4 777 77 77 ^TTT 4 77Tf 7^ TT^ft II

K. A., (333)

Bar AH MAH

TTTT 7777 4 T^t 7TT 77T7 77 ^ff f77 77 7t=7 t4 II
f7777T7 4 7»ff 7Rl% ft 7 77 f4f4 RT',7 737 74 II

o

?rf7 t;'tt =jtsr 77t7 % 4N f^ 77 % Trff p t4 ii

TR f77R7 4 77 7T77 4t ^ ?J7ff 77T7 4t 7R7 4 ll
K. A., (867)



(ii ) BARAMAH

*ft rhr q*r xf( q-fewr % q?r q>*r wk nc\ -o c\ • 'O cv

mw tft’Trc g ttt^cT | 3^r qft sfsrit spt 11
fra =rra f? OTR -mfr fa? % <nr w*g ara ?h? n
fq-fe *TT =5Rq> fsrf fTcT plW |tq II

K.A., (868)

qqr fq^qr ^ q| n
*rVFR I ^ <t ^T ^ *nsft jf^TM ^rf II

ftw *?*rt gfo* 3* #*<r ra sift * *ra*t =r|t *nf n
cr^ *pt «ft ffcr sresrc ?nf^ pn?Tf n

K. A., (869)

*r# *reft #rc qrqt ^ #^rcr f%^r gqrrer q^rf n
*ft 5R ^fta *PT 3 ^Rfg *ft srcft f^r^rf II

qrif 5»Nr trtV qr Rq?t srm srcqt ?rgt ^rrf n
cffa *nt ^ sregr ^pnq fsRT pRrf ii

K. A., (870)
f#ETT SIRS RR fag SRSTC ?RT RRSTR RT 3RTt ||

rr rr fag *rrcr git gRR rrr Rrf ii
ppt % rr rr£* rrr r)rr rrr rtPa 11
rrr rr *pRTgqr ^ft ffa R3RR RTfg Rf fRqrfqp u

K. A., (871)

*RRT #T R£T Rig RgT RRt g'qR RR RRt 3jfa TTf II
sftRR Rrqqr rrt %rs rr Tft-q?r q- RRRk RRif 11
RTfg rr gR qrpgR % rr rrr . «ft Rfr rr Rsrf II
RRR RR R^R^R 2ft kar RRR* Rlfg r| |RRrf II

K. A., (872)

'^T *T it >Rg ^ <51* a# sq 4t ^Stf II
rrtr % rr fat rrr) iv % gJT srpt ^rf tic\ ^ ^

^tf qk ^ ^t ^ *T3wz ^ ^Tfpft ?r|t srrf 11 
^tr ^r# 2ft kar ^rtw fqqr srfa ^rt 3?qqrf 11

K. A., (873) •

ftm wrcr ^ % *pt |^rrg- ^rsrl ii
^ 3^ *n^r srt ^ tpr gw ^rrf u
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Trr^cr *rt f*r f ^f*r trTft % m 35ft ft reret ?fft w 
m re # $rerre «ft far rer*r frer re tft §rer# i

K. A., (874)

^TcT^ #t reft tm fre TcT #re «ft fft ft ftET ?TTf I

rerre % re snarer §cr ret <rf str srfrf i 
ifrR % w* »fcrc ?re * Sift trC I 

cf^T re faf rere ?TTff pRTf I
K. A., (875)

*rsr re re rer*r % re f s #re «ft re mre qrf r 
re re fT re f*r renr % re *rt re frerf i

...   ♦ >. cy *v „-Iirii ,„\ r>.,. . _<v .   „„„,. a,, «-v ^

rer rere f rer Tf mf qR srret srrer rer snf i 
cfre re ^ fre rere *nff .srf gretf i

K. A.,

fft res re % rent f *r #re freur *ft sftcr rent i 
refs # srfa ft re * re # re ft afar #t ffreif i 
srff re fre #ts fre re #t cffre # re re refrf i 
err rest ^tsrsj «rt fre ssts frer re ^ft |rerf i

qre ft# fre# fff st fret re re #t re rerf i 
re?f ssire «fr sret ftf rere #t srest sft ref i 
rer faf rer re fare faf ffa grerf i
^ s* Iww *r jwrf i

srer freR re re rere reis ^| s §st ssrefa i
^ VD ^ \j) vq ♦

sms sf sre re ffremre % re stre mst i 
qf ftffaR f * fagst re s srer ft fre rereft i 
* 95 ^r«Tnr % to *t to# s»r ^tPt mnt i

K. A., (877)

K. A., (878)

K. A., (879)

WTI^-R

re re fmX ft^r % re ^jftr reT ft?r ^ft ^rref 11
c\ s ^ A

^fqr re ^rtre g‘re rer^r ref *£t ?rfrerf ti
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*3tt

*771

*37T

*37T

4

BARA MAH

%3 3?t1 731 73* 3ilf3i73ii 33 313 f37i 7 7fTf n
tit! * ^fPr *f7l 7ff si 7fwft 7 fkil tfwit 7 ^rrf 11

K. A., (914)

317 7317 ^r^TI^T f73l 7* 3173 7f7 7fl 3Sf3 71f II
7t33 77 777 77k 7| 731*3 f7331 f73lf ll

7* 7*17 *fl I wmm 77 flTT 3>lf7 3ll |77T| II

HT5PT # Jwd w *> sswl n ?M wppft * wf II
K. A., (915)

7l* Tift* |3177 % 77 77* 7377 7*1 373lf II
77 7 771 77 7t357> 7* 3131 7* 77 717 f7*lf 11
75 7fl3333 771 7f7 f371§3 3l7 7fl f*3 Tlf II

73171 77^7> 7f73> 7l 7f73>7> 7 fl7~l 3T73T71 7 3?7l| I I

K. A., (916)
777 7=77 7| 3f3 7177 =777 fsf3 37l f37 TTf 11
77 7717 *| 7* 71* f3f77 71* § SSlff 331lf II
^7 77Tf 7f f*7 717* 7*1*7 f 7771* 37lf II
713 7*1 f3*fl 77 37 773171- 7 flTl 3173171 7 Wf II

K. A., (917)
3T7 7^ 77 g*f7 7t 7* f%7 fq3l 7*31 77 71 f II

3^ 7*17 ^717 fT3l 3T3 fl 7<flf 1 7l7 7* 37lf 11

7T77 Tiff 7771 7*7177 7137 71 Pf ffl 7* Tlf II
717 lf71 5* 3177 7*1 773171 7 fl7l 3173171 7 3T7lf 11

K.A., (918)

3133 Tiff 7f7l f37 7lff 33> f37 Tiff 771 7f*lf 11 
37l7 f771 7ff 717 7* 3T f3^3 ^71 *f7 3ll 3jf3 Tlf 11 
77731* *37 TfT 3 7371 77*1 ^f3 T*f7 Slf II

c\ o fa ' c\77 3f3 77T f 7 37 7^771 7 fTTT 317771 7 77lf 11

K. A., (919)

717 f3T* 7371 3331* 33H* *fl 7 f73 ^3311

^ m m w wt *x 5'<r wjt fa* 4*vsr.
7l* f3fl7 fn* 7f7 #7 ^ 1*3 37l7 73*1 fl7*ll
77 S5# f37 7*1 f3337l 7737*1 7 f)3*l 3173171 7 3171;

II

II
II
II
K, A., (920)

*37T



*33T

A*33T

*?33T

S33T

*33T

THE POETRY OF THE DASAM GRANTH ( v >

5f>Tafc 3 3f3 qfa 33133 3*r 3313 if 3^333rf w
o3TT 3^T 3^T 33 T^ft f33^ 33 3R3 33 33Tf II

f%3 3^ 33 STT^ ^3 3% 3^ % sre f33 ^T3Tf II

srrct 3ft 33 3i3> 3ft 33337 3 ft3t 3333t 3 33Tf 11
K. A., (921)

3R3 33 t| 33 33 3^3 33 3fT3T3 33Tf n
sf‘33 33 f33r f3~f3 333 33 gf3 3 f3f 3rf li
3T3T T3 3 33 35* %JT *T3T 3T3 *pft 3 3?5Tf 11
3T3 3ft f33 3t 33331 €333t 3 ft3t 3333t 3 Mil n

K. A., (922)

W3 33T3 33T3 3313 3313 33t ?rf3 3t333if n
^5T |33 ^ *(3 33 33 ^t3 33t3 33 |35lf 11

Vt® 33t3 3ft3 3^ 33 3~t33 f33 f33t 3Wf II
3t3 Tfft 33 33 3^ft 3333T 3 ft3T 3333t 3 33Tf II

K. A., (923)

^ *rft Tf% *rtfir fwrrf n
«TT3t 3 3T3 f33T33 33(33 T3 3t f«R3 3f 3f33lf ||
3~tf33 ^3 33(3 f33t 3*3 f33 3 3f3 3 3T 3Tf II
3t3 3t f(3 3Tt 33 3't 3333t 3 ft3t 3333t 3 33l| 11

K. A., (924)

tTTiX3 3fl3 3S3r 33TI3 33133 3T3 3£T3 33lf ll

33R 3TtT 3313 mtX 33F3 33tf 11
3t ^f3 33 33t 33 5133 3r3 3t 3133 313 33lf It
3T3 3t 33T3 f3T13 3f 5333t 3 fl31 33331 3 33lf 11

K. A., (925)

Maan Lila

iTR-^fT'.

m TTf33T 3> 3T3 333

%Z 3t3 33t 3% 3 3 3t3T 3f3 33T3 3| 3t35 f3 33t | II 

=33331 33 333 3 33 *3TC3 ^ 313 33 33T | II
o ^ c\ ^

&pn
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TTR apfart fwCt f^FT ^ fwft Tit *T3t 5 f^RT ft ?Frft | II
’ft ^ «ft 4 1% * xfir sh| | n ^

( HqfTT, sqf%^p, sdrv) K. A., (677)

w ct ffr ^rt tttt fsn# sfta f^T^r^r 11
^ T^rt 3 fwt f^r t wit qr| *r pt Tfte; fosrrct n

xRW SRT 3TT W | eFT ^Nff tff ?T% 3TTT II
# ftrf w # ^ ^ ^ ^r w w fe^Kt 11

K. A., (678)

( vi

A.

rstt

A

wn

A

T^FTT

«FF^ «TR

fowT faf 'TTIT TT# ^ | ^ TT# Wmf II
?PT 3RTT *F*FT Tft fast <t -TO 'fSSjCT ^f«T <TTf II

st sr 3% ^ ?f* W 3 ta’n^ar Tfi? srf n
qr^T t fwft 5FT ^ m |^f % W TTt f^RTF? wf II

(Jrtft"T tsr^TT) K. A., (679)

^rfrrf q?r Tfr # ^rr fwrn^T ^ ^r wt | n
^q- TMt TPT *|3T #3 % W! Tj'?R | II

w?t qFM =^ft |fr qFt qfr srr^r <tr wft | u
jff ^rV rW 4 wrc ^Tet mt m wt | u ✓c\

K. A., (680)

TFsft 1R
fwr^^T 3FT TFsft ^ TTT^ <Tff ?nf II
STT# ^t *Pf*Tt ft ^t^TT fWTRT wf II

fiwT % m qw q^rf ii
<qift ^TTTrir TOT f^ % TFT sffa FTqTf II

(SPRINT .qqftfqq) K. A., (681)

Wft qq^RT |^TT^r | ?FR *H # %5 t% 3 qM II i/
^rrf ft ^ =qfqr 4 q q % ^fr m ttr ft ## u 
t^T =ERft % tts ^fr ^ ^ ?rft #t n
ar?t & m?r giT st 3s w s 3s wzvf ?tt n

(^3^, fipni) K. A., (682)

^n% ^rct irfr ttr tt^ ^ fw w i i
^ qrp^ ^T^r | ^ Jrrrt n
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gift rT gt gt gift ggtg ggr grft g gg f|^r*^Rr u
Otot rftf gft erf^r ggr fgggr ggt fff gig ffr ft n

wggg) K. A., (683)
#stt ^ g^ g grft gg s gfa ggi fgggr gwt gfg grgfg 11

%f # gfa gfT fff # faf ^ f 3 grft §ff m ggigfg II 
gg gg §gf g^t 5 gf ggf gt?$g gg grt grgfg 11

5ft *> ?5’n<r ff ^ ^ w trawft II
K. A., (684)

fwt ^5*c srsrRfr | *efir *ptr irfir 3^ s^f n 
grift *t gtf fg gTg gft ggjfgt faf fagrg § gR g gsf u 
gRTT I gf ggggr *TS STf ^ .^TTfa WeT I ggf || 

gift % gg wr gggt §gf fgg ft. gg ggg ggf u
(3%ggr, |wfi) K. A., (685)

#gT gift cT grg ggR fas <tft g gg ggt gggng ggrt 11
ggig ggrgg | ggft gg grrcgtgr f^rffr ggg *nt u

^ <o o3a w?fR finm*r sm ^ g^SM fa^lf II 
gsr grt grg grfr g?ftg p- ggrg gg grgsg grg II

(grsfatqg) K. A., (686)
^ r*-tt*j grg srtgggT

fJ%T 4*^ *T5Rt 3 ^ 5T? *M? fir^PTR lUTf II
Tfr gg gtg ggt ggggg ggw gg sftg- wf u
Win # sfhr *n^g»r <nr ffr <t wr sPrarf 11
eftf fggr gft #gg | gifgt #S| gif *ft iffa ^FTTf II

(*!*, M, K. A., (687)

»\ _____far gig
*tlTT 'TR gft g;gf ggft 5RT ft gg gtgT gRS g>fft II

gzgg ggtgg | % g^T ss # fgf s^t f^t t 11
qr^cf | f^nr ^?Ftqt f%R q-g- fgf gtg ft u 

?rgf^ grg grft gg tt# fas sssf g n
K. A., (688)

’s.Tm 3TT5T
?#tn tfs g fs gg ft gggt ^ff st fff RRfg gfte gsrt 11

ggt gsT# gfr 5 g*iT ?rg ?tft ^fT ggt giM git n
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fSST

^SST

SSST

*SST

4 ^ =*rt fa? *?*it g*i# n
SST S#t #t ^T SSSt Sft STS ft ^T3T ^ff STSS STS II

(STS1TSSS) K. A., (689)

f st sts tts st

sr| qft sts st gs *snfa ssts si 33 4 st sfa u 
st % sfa jdf |ti *sst gsts sfa sts sit ss sfa ii
S3§f| StfS S3TS3 I SS fts SSt §S St SS Sfa II
STST ITS fa# *|S ft St sf| RTTfa Sfa II

(Wfit #K ^RfT) K. A., (690)

m tft ft sfa rft fft tgl *HT *tFK t m *nf? =rf II 
fair sft ss^srs sssst faf st ss st sst sssi u
fas SS St OTT SSt SSSt fas # 33# sfs STS S# II
fassrs # ss s#t sfftft ft ft st rtt si s sf u

(*<sfat 3?fc SSUT) K. A., (691)

qjfast STS

^s # n #t ssfaT fwsTS^rr ss #ts sf | ii 
^TT^S faST S3TT fr StST fsf S^fa S3 sts sf I || 
st! sstss | fs sft g s^t sstsT s s|t ssf | ii 
sts # 3irc is sf ss ft ^r f fas sts sf | n

c\ ^ K. A., (692)

Krft STS ST^T St

sts # 3ss is sf is sti s^st faff far gsfa ii
S3 l|t S3 STS StST ^3 SSTI 3ft Sf fas |T 3 STS II 
STS ifa S SS S|t is ss sfr S3 its S3 STS II
3* »prc *ft |fr ^r gw* sTra sSW *Pt w *r sit# n

faitSSI) K. A., (693)

SS5TST ST'S SS^ ST S>

IISS^SST fff STS |ST SS 3 SStST SS StS 33t f
f3ff sfa 3fST ^sft fti s sfa RR S3t|n
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% qT?q T qq $ % fqqRq qiR % qqq 7J3t | II 

g’q^qr qq str ^ qqt qqr-qqr qq qR 111

K. A., (694)
wrc ^R qr^r q ^ qtq q^qt |R q ^ % feq f q qfq qR n

=3nt % wf | Rf fwt ft n
<TRq T fqqqtqq # RqRR q RR q# ft II 

t .ft ftr 5Erm ftt ft f wiT ^ngiRt^ *| ft n
(*ITO) K. A., (695)

RNt fR ttr q fqf 3qq qqt qifsr qqiq <qq qqqqT n
% qft ^fRr q;?>R | fqf qf?q ^fr^rT qff ^qqqr 11 

fqf qfr w qrqq | ^ qRricT qq fw qqR qqT ii 

qqt qq fRrq ®pR qqT ^Pfft qq qrff qqT II 1 ,

(qgtq, K. A., (696)
SCftrerR qTq

a

fqqT

*%*n

■*zm

qfq qqqqfr fR % Rq % fqqqTqqqr -qlf qqfq snfu 
qrs % tr% qf q> fqf qVqqq*t qqt qqqiq qqif ii 
q q qsft fR qrq ffr q<$ ^qt q trt ^RrqR u 

Tt te ^t ?f S3T 4 ift^T ^ft Tpft ftrar ^of n

K. A., (697)
fqf qR W3T qq qiq q^i qg qRq 4 q^ qR rer II 
qiqq I qg RRqtqr Rg ^1% qq fqqgt qq qR II 

qqq qq qfTR . gq*t qqqt qt qqR q qft1% fq-qR u 
qrgt #q qqt ^TRRt fqg qqqq qf gq qR fqgrt 11

(s^qqr, ^fq) K. A., 698)
qR q qiq tRt qqqt gR qrq qq> qfg qq RqRT u 

qTq qfr r | # qq qqq qq q q q^( g3 qRt 11 
qqqq qqq> qt ^q qff fqg qt qq q qrfq qqrq qqrd 11 
^t| qrq #3 q|t ^3# qqqft qqq qq qqqqt qqqRtii

(Wiq) K. A., (699)

TTqqRT

#m ^R qTq q q qqft qqqt fro# q| qrqq^- qtq q qR 11

qqiq qq qq q?T RqT qq ^ fq qY 'qq q| qqR 11
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qqw i % qq qr^ft qf| ’TT ft qr^r qfl qqq |qt n
q qrq qqt ttfx ^q qfs ^rrf^ «ftg; qqqqt qq W 11

(^ % Rfcr ^rqiri, qq^t tjt qqqi) K. A., (700)

|eTt qRT

q wj ^qq qrq qtqr qf| .^raT^r qit qfqr^ qsif it 
qr^t % p" qq *qrcfq % qs# qq ^ ^ qff qrf u
■5 **5^f # ^ t *3 #s TOf II
qq qqr qq qi^t gqqt qq |qq sre qq^Tf 11

(qtisr, ^rfqqiq) K. A., (701)

TTO qra

qm q t qqjt Tt q*?ft 3 q^T qqt qt $^[. qTq qqrf H 
qqiq q q'ft 3' <tt^t qst ^ qiqq <t qrqqt qf<q Tif n
qt qrq€t 5 q^r qqt *qrcfq 3 ;q q# qr^ qft rtI 11
qt qrf|# fq* qqn q|t q>f| ipt q qTq frerqt q>| qr| 11

.. (ftq^ J&q*ra % *3*q «TC ^wngijpr) ’ K. A., '(702)* 

felt 3RT

feft 3% q^tt =q#t ft $fr qq q ffr % qf^ff qrf| ?nf 11 
^t| q qrqq wtf^qqiq |q qw fr q^ qqrf 11 
^r 3' qrff qiq qft qqqt ^75 qqt qfq # |fqqrf 11 
eft fqq qt q q qiq qq> q^qt qrqq | qra$ qiq qqif 11

........ ^qqw<TH!) K. A., (703)

qqq qTq

35 ?nf pt 3 q^T qqt *7Rq 3TTf q <JSJ 37|q> Jpeg q'tft 11 
«rrff qrpt faff qt ^fq <t ^ q qi^ q^ q qrqq qtft u 
qt qqtqT 3 q qfq qqiq q| qrfrqr 3 5T|td II
qqqqr qq qiq qrd ^q qt qft sfTeT q^qt qq q> d 11

(qt^iqr «r?) k. a., (704)
gq ^ qrqqq qq qqtqr qq qt qs ^Rq qnq qrqt 11 
qfq qr^qt ^fq q?t fq qt qqw ^ qf sftq fqqqft 11
qq^tqrfq qqrq qq^ qr| qfe ^q % qqq qqqiqt n 
qTft ^ qTq qqi^ fqq efft q qq qqt ^fq q qqqrqt 11

(qqqq, ^tqqi^r siqqr) k. A., (705)
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t
\

firoq qqrqq | tot# ^ qRq | rrr wqt u
-o ^ ^

eftft qt qqTq fqfRq I ^qf fqq ft qff qt^RT qRt II 
3’ ^ to qf q*q ft qft qiqqt ^q ^ft q ^ sr! 11 
qjft ^ qRq ft qqqt TO qtqq TR qf | fTOlft II

(fq^f) K. A., (706)

to qro> qq qtq qtqr to #5 Tfi ffq qqiq ^ %ft 11 

ts qft qq 'tor qf qq qRq qtq qt qiqq qft 11
eft TO TO q q^ft qTOt q|t qf 5ft qqqqt qq qft II
STReT | TO *ft qq 1 TO qf qifft TOq fft 11

(%$ffqq) , K. A., (707)
> ■'■, ,,

m % q TRT TO TO q qfq qqTq gfrs qq q>R ’^ft^ft II 
qi% Tft fs to qtqr to q> q*| TOt q tor ^ftqt it

qtqq qt g tor qf1 faf qtqq qt % tot ^ ftqt n
eft qfq q qfo qt Tfqf fqq qq q, TO ^ RRft II

(srsrtR^RR) K. A., (708)

qq ffqq % gqf qq qt qfq ft gq r f n
tor g'TO | qfq qt fqf qt to qq qf 111
#5 Tft fS qfq qqt fqf cf q*| TO ft gq TOf II

q qq g gf| #T qrot fft fqq ffe q gqft qf Wj I 11 -
R^ftRT, 5TJTRRT, TOl) K. A., (709)

qqq ^ RRq qt qqtqT fTOTqRRRT qfq ftq qft II

qq qqR tor q qqfq q qq 4 ^fq ^tq ssrft n
to ?rit RTRq ^^TTfq «ft ferf ^rt qm^r ^r q ^Rft u 
wit' qq| qft ^ ^ qR ^ |it qt qwf qft n

(^0 K. A., (710)

qf 3*r ^rf qq qT fqfq qt qq qiq qft | n
TO qqR fro ftq qft qff fqq qff qaq % qq qft f u 

^ ^q qiq Tft qftq qq |^q q Ti^ qq ^ft f n
^ q qf r^Tq |ft qlr ^qft q^qr^ qft f ii

(Rqq qqifi) K. A., (711)

qf qff to qft fqff qt qs qq qqt qfq ft| qqtqt n
qtft % qq to 3^t qR qq qtqq qt Tqq>ft h
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m # 3 to to to^ w #f 3TOro^>ft n
ct ^ ft m % *r ^ fiwtft II

(sos ^ goffer, 3#to) K. A., (712)
#5T . ifcra | ^ WZK *IT gtr^ct f ?pit # * ft§rc n

<tt ft srr fro to# ft trot srf# to tott n 
wr Pit tor' srrot to c# *rPr toto to tor nC\ C\

TO3 to TOrt eftff frof# # topt ^r to #t to froR 11
(TOpT-jr) K. A., (713)

^TTeT ?T TO TOT 3TOT 3f3 TO TO> ^ TO 3 TO> II
tfXra 5* pr % 3>ft fer 4 wwf Pra u 

cit ft tor ^r to tffa? u
to 3ft tort tot ^ ^ft #t ?rft |r <rwft n

(sfe) K. A., (714)
rtot toPr #t # toPtt to ttto tor ^r ?rf ,u

f#f fer T^rt Rf# # ^ft 71% totot ft| % qrT^r «rf u 
*rff rPt ft fft to t^tT 3*Rt to t^t *rPr f J f <rf i i 
wit mm rptr to to r r# to to i f# to r| n-O C\ ^ ^ C\ C\ * ^

K. A., (715)
sro §r # froiRt totot #t t^rT ^ ^rtcr rT rrr tor eft^t ij

ft *trcft * wstar ftnr-f w ^ *Wt u
# f# ^ to i to 5ft to #^7ft.#ft|l 

,'t r^tr #t #5p r! §Pr r r|tr g Rt ^3 #t#t n
K. A., (716)

*tm rt ^ to ^rt 3 to> 11
eftft 3t f5 TO ^f3 #t Pr^ cT 53 ^jft TO ft TOt II 
qTO gtt TCt TOTT ^3 ^tt m TOT II
to Pf3^ to ^f^r ftreft fft #t sfrPr wft 11

(^RT ^RJT ^tfrr) K. A., (717)
^PTT f^PT 4 ^rat TO TO fft TO 5frt 5?T 3t TO t II

fafRt I 5% jfr fit? 5t I ^ 4 II
fro m fft *r to^t f to to^Pt # n

Pt^ ^ TO TO fro^ To TO t TO #t TO # 11
(ITT ^^rfT) K. A., (718)

(xii)
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TOR TOIR3 | ^?ft# TO I TO # 3 R3? TO II
O O ^ o

to Tft ^fr to to> ^ tor ? r ^TOt nfa 11
3T% f^ TO TO> *ft "if ^t 3 ^ ?JTOt ^f^ft II

#f fafrc ^fR f*r . ?fft to 3ftr to to fftr ^t# 1t
K. A., (719>

TO TO §3t flt

t 3 f*ff fft to tot 3ft to <jf *ft Rsft mt n 
Rf ^tr TO5*1 to: to Ri3 sro sftr frot ii
TOSff 3ft TO 3ff ftft R>ff stop TO RRT# II

to3 to TO3t to rto R?f ^3ftr wt ii

K. A,, (720)

srfroro ®tr

sft f3 iftft spft Rcft^TT 33 ft 3f RT?f3 3t 3>f3t ftp’ ll

TO f3 TO *Pft TOtt 5 ft wm 3> 5ftR ft II
3R3 3T mf ^fT WTftt If TO TO ffg- 3T TOftt II
TOR | fRPt ff 3 If 3t fcTf ^ <Tff RJT3 sftTt II

(3R5t) K. A., (721)

TOR | If 3 f3TO If RTT3 ¥7 *pt TO TO II
If TOR 3 33 | f*T ^ %f I f5 TO Tft 3 3T II

3rf3 TOT3 fTOt If RRfiT *Pt 3ft 3R3 3 #T <t 3 3 TO II
f3f 3T 3f3 TO5 3?fT ^ftt f3f 3R3§ R TOT cT 3TO II

K. A., (722)

TOR TO TOft 3TO 3 3t3 TO If RTTft II
•O ^ . >D C\

TO ^TCT f<5R ft TORt 3 Tft spff # 3 sprot 3ft TO II
3T spt fRTTT TO 33 ^t 33 ft If 3I3ff ^t TO TO II

5R fTOTI TO ?TfRI ^fR TO ft If TO % TO II
(t^^tR) K. A., (723)

*fr # f^vTpr^fT faf RjTf^r ^ i^r tot ^t^ft 11

5fTcT TOt f fr RfTOT ^ TO fR-f TOTO g TOTRt 11
TO TORt ^fR ¥5 Tft TO ^t«T TOR f^ TO II
3ft ^f fTO ft fft TO f Htf R Hf RR ^ft ifrft II

(T^^tRIH^) K. A., (724)
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Jff *f| fff *| Pfc ^ I n
qrf| tr qq| 4t fst | Rjrfq qfr q^qr qfq ft 4 q^>4t 111
qrq qrst qfa tst- 4t qfe qm q 4t q# fq^r | u 
cfTft 4 ^3T q qqr qqqt ^q 4t qt Tq q^qq T^rt | n

K. A., (725)

fttn 4! gq qqn; ^r qf q?fq q?| %k % %r %ft ii

qqq[% 4# 4 m qfir m% 4 #■ # qqreq q4 qfq 4rt n 
qqTq q^Rq 4qq 4t q;q ft ^ qtq ^| JR^TtU 

<n$ f^rc ft^R 3* sftr at to fcra | Cl ft %ft il
(qfoqqtfqq) K. A., (726)

'■vTTqqro

^hn | 5 q^q qq> qqjtfqq 4 %^rt f4f % qf^ n
^ ^ ^ ^ <ttt ^ srttu
qqiq qq qq srr 4tqT fq^ % qf| qn q^r qq q^r ii 
m% q«nT| Tt qqqt ffr q4 q% 4tqq qq feifhi

K. A., (727)

sjR q*rsnrT m qrq tot sn?
«*v^cu 3TTO q»Tq? *T FT

Ttm 4t qq crrt% gq't qqtqr qq 4 qte rfew qff mi ii
srr# 44 q^4t ^ft q ffr q qff ffrt qf qqT^ n 
4 qq qrf| T=qt ^qqt q|t *qqq qR# fqsnq wf ii

*ft 3*T STW ^P=W> flf *t mVT *| ?ff SINjt-5^ II
K. A., (728)

Ttm qqqq Rjqfq ^ <rst qfq 4 *44 q qq qrq ft qrqr n
qr|t 4t ^2 fq^Rq ft qq 4 qi4t 11

qR qqt q?q q qq 4 qfa ^q^qiq 4t 4tw qqiqt ii 
q^qqrg 4t %q qRT ^ ^t qfq qrafl qi4t ii

(qq^iRr^iqvf^q, qqtfeq, ^iqf|?qr) K. A., (729)

tt4 qTO qn?^ ^r q>

T4m wf| qfq q'sqqr qfq # ^ qf| fqrq qr^qt qrqt ii
Ppq ^ qqRfq q4 fq?q qqr 4 qiqq |t qs 4 q?it qrqt u
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A

hfth ft fqr *rfr 5*r | HrcR f sre ft ^ qrm n 
fe qff ^^ft ^ eft ft nft wm Tsift n

K. A., (730)
q>tqfvsthih TT«r ft

5ft ^ SHT Yet T?ft ?tff ft 5% HHRff ftH<Rrft II
#fR- % q>ff *tth hY ht ft frrft - to htYt 11
eiT ffTfTFrff; 5ft Tjfrf 3ft f*r 3Rft ft nf) h ^r^nr^fY 11 
Yfr fnfr h «nfr ft ft srf *Ff frfVf^r snft ii

(ffirc fi ^3*tT, qflffirR, fff^rr) K. A., (731>

ttY «iTF|r ft
^ +fir wrA *rt ii

ft*PT ^-^q^RT H^ft $Ff *RH ffa # ffr H ftft 11 ,4
feT 4TRTt m ft Hq ft Hi? f HfH fH ^ %Z ftft II
Ytn qjft tft mx Ytqr qtff ^rpr *rft snYtet ,?r ftft i1

(3qTH«T) K. A., (732)

q>T^ h HTH
; - ''- ' '■ ^-' >■ 1' ’ r . , - ; , , ; _ ;

fHn YYr HHt f|5 f ^ h# fqr^ nrf| ^ttFt ht^t 11
eff ^tf ^ff ft fa* ff 51 TRet ft TWft II
ft qrff qrpf ?rft srftqf nftt p- ft spr Y *pr Tift n

• ' f fr hh Y'ft ft Yft ft f ft ft fft ft fft ft 5Ttft H HTft II
(Ytarr) K. A., (73 (s)

WI ^ ^ Tfr ^-IIT fsf *i=t ^ * III
%?ft * fm * I ftw *"5R t# ^ * t ii
YY HT^ft Hftt fqf fir ft *HRH ft *FT ft| II
ft qff ^rff qrft F^rft gqf ^ hth ftf qfn ft f ii

K. A., (734)

TfttT ^if ^ toV *s*rt sta 5** «f*r ^ ii
?TT^F s( wrft TFT f 5^ HTH H f?W HH ff II
eTTrT Hft etFH HTH Ttf f^Ff Y HJ %f II
ht^th | ?rff fsY fm^pgx ■%* f^Tft ^ n

K. A., (735)
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sprain ^ *rr?r fr spt to Tto ii

?tt|^ g;' toft ir ft ^ *fR fttqr rt srt ?ptr i i

m% swtr % arr gat aa aft a# aa at arc n
m ft ^ srer tot ^ | f^rf^T # ^r ft?r qft *tr toR u

K. A., (736)

q>R| RIT^T to |t toPTFnpTT to SR 3 to II 
tof tot' fft 3RT ftt5 to- *TR 3ft 3RT toT to to II 

fprf| at aftaraf? aara 5 $%. a?at aa aafa arct n 
^r?| ^ft ^nr- ftt m to to to fftto ii

K. A., <737)

^ iPr * faarata gar toir aar a| aar atat u 
ftt 5TRT to ^fto fft^ % to ftg tot 5?T#JT> II 

qrrl to to *rjt ^Ct?rr % pro to[3R ^ ^ tot ii 
* **? tot a* aatar *ft* gar aara aara g atat ii

K .A., (738)

%^T tot WRfft ftf fto to Ttot ?R ^ qr gitot 11 
^RFT ft totsiT ?R ^ fft^TTTlJcrT ff to ^tot 11 

to to to| ^to 3R ?rm ft to|ftt fto ?rft to i i 
ara *srt 5* « ^ afir 4 ?a <sf aga* tarct n

K. A., (739)

^ ^ to ftt

to to 3Sft to TTTR 3»3[ TR ft qfft tot ||

5tr fr ^ to to fftto ^ fftf ft to r^trt ii 
fto % to fto ftoft n rr ^ft to to ^ftt II 
to fJ ftft to toftt toftt *TR to SR 5TRT 11

(factor) K. A., (740)
»

to

iff # ^cft^Tf ffT ftR qj 3tR to> ||

5ftcr ?5 ^ft ^frft jft to qR q-ftftr ii
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3ft^r qrft ?rfcf^3 -srs^ft ct *rf|; n
4 vtfr. riw ^rY^fe TOir ^t u

(Hlfcrq; Wgijfar) K. A., (741)

^r ?rct sfter T3$t *m w^k n
3*r ?ff ?r T^jfr qtfw wm fira-% qrff #re n

^ *ft%r | gf| *ft ^rqrfa ^"t ^ *rt 11
3*r^ -snr %^r ^ t gjftt st^tt f*r ft ^ ws u

(3^r) K. A., (742)

srt^ wm*
^ ?r^Y ?rftRt ftra- st fs^T qg?r n

*«S W* «ra* 5^ ^ ^ ^ 11
-*t% 3% m f^RcT $ft% *rlt % Trq- %t ii
^ TpT^Tt f^TT^r ftt *R ^ ^#RT II

(2f«f*) K. A.,,(743)

rn% .3 *tr qrd *f»rY m wr % m ft 11
ftr* ga at a# sta a* ^ ^ afsr * aa ft n
f^ cT ^ ||sFr 5TRT # fta ^tft ^T 3Rt fFf^t <Rlft 11
%f % 5a nt ftaat aala Ifw#! a ^ aa?t "

R^ft) K. A., (744)

m ^ qrr?^ qrft f^Tcft rRr |t*Fr t? rt^ ii

tft qrt *FRft «Rr ^ ^fr ^ fa?rifar <r^Ht 11
3? pr s® la af ata fran af| ataa aat n
aanr al gfaaf aa *ft fft at *a araa at fta anrft n

(wn) K. A., (745)

qrfr firt m strrt |t w *rr*r wn*r 11
tt4t fMr ^r qrT m t ^ ^jTf?r m ^fr^r u
^^ ?Tft ^ifr ^ t 3^r ^ 357 |t ̂  ^ ^fT frfr q-^r^r 11
3^r ?r 'jn?RT ^ ^r ^ft ^ ^3 ^TT^r i i

K. A., (746)

qrfsr w^r # ?r^r ^gfc^-.^r wrr ii
,3 ^

Ttte?TFr qrf4t^fe 4#k # ?rRf 3^ =^t?fV 11
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■A

*

rTT qft ?t1% 3w *r # ^r ?rf ^fsr % *fte; u
fiTJ ^ *r ^rar ST T ST* ST 5ft* II

K.A., (747)

froTOSRT ^ wm ^| srft- q) ^fx % ^r tot 11VO ^ ^

sfN |TO TOt *R % TO Sf»pf 4TF TO TO TO RTRt II
l^r tor t toPir ^fT % fro to ^ft gR qfrft ii 
r to faro sp^ft to ^r |frof to $ ^ ^ft n

(%«T3TO, stsNriw) K. A., (748)

to to 5trr to ^ 3 |to fa to to to^: n 
to tor *rf torf *rff *ni stto ^ ?r> ^ ii 

cR#| TOt ifafar *R TOT 52% tot <R II
>fftr % f*r^ % ?* ^ *nr f«K§rt5rr % f**: u

fat TO) K. A., (749)

%fX TFTOT TO TO # qrfa TORT *T>| TR TOT*^ TOTt 11
wfa % %*r ^ to %t *r*r Tffar |?fr froRRt n 
qRT qrt frot to t to # to qrfro *tr tor* it 

sfte; to rR fto; t| %t ttto^ to % tot WRt 11
IC. A., (750)

TO^F Sf 3RT TRTTt

^r to titot to qrfr tor % to> ^ %t | ii 
to # to %*r qro to> to to to tt to q>fe | ii

^ o O ^ v,

f^ STlT fRTO TO fTO R TORF^ TT# fq’fe^T =qff | II

q|%Tft ^ f^ RRffr ^ ^ i 3*r rr^r Tf^ | u
K. A., (754

fNrroro fft % ^ ^ trt ^r qrf ii
O o o

^TTW % qrt A ^fx % 5TcT fw^RT^T TOt 11
cTTf| % qr^ ^ '?roqrfir % tr # ^qqr xni ii

RFf TO^T W TO qriq) fq% % fwTOT qft f^ TTTRt 11 \S*
*0 C\ o

*

K. A., (752)

fw^TO cR # f^'SRR .TO. ^ M
%f* ^R te |TO TOfr ftrot TT?T # TO TO ^fr II



THE POETRY OF THE DASAM GRANTH (xix)

*PTt jr % % =FT *TfcT *fHi
fwft ftRjj TO' ffal T^ft fafe ^ '5R?TT ffaj Tff II

(dshr) K. A., (753)

TTO 3RT 4 far *TOT *ft ^fsr TO*T f%T TRT TO*ft II

Tft fir^rR^rr to? *pt tftar tos tftt n 
fwTOrfRT qr fafw# sr *tr*t 4 to toptT iic\ o
*ft top fro itto stto to # to tot 11

■o >a o o >o
(%qro q$r st^to) K. A., (754)

TO^ t q-^RT 4 TT^ft TOT TOT 11>o
TO TOfe *ftaf srsnrc iiSD

K. A., (755)
fror ^r> ste; ^frfR ^fr to> tot % tr i i

o
TO TOTO TO =^RRR TOT t|: TO % ?TR II

K. A., (756)

Tfi ^Vrorfro^TO srfronroTO foTOTTO^: totototo fros tottoto^

Acrostics

TO *Tt*RTO fafT *FT <TT TOSt

TOTT 3>3TO> tT^ fspefR ^|TO *(TO ^ SRt f*TT II ^ II
fro tor tot to # qrfsr ^ to ^ ii

-m^TR TO TOf^ Wt ^ TO ?T TTl ^ 3T# 11

qro-?* tt^ to toto to ^ft fro# to^ to araY n
K. A., (347)

ftm ?ft TPTTOT TO ^ TO ^ffw^T TO fTO TO TOsft II R Ii

wtro *ro TOt f *Rt fro *ffa> to forret g*r srrert 11
fr^ t| frot to *fta lift % to ^ to ^t# ii

PtTO TOFR spt *rf TO lfo TOTO *?f TO =TOt M
K. A., (348)



ACROSTICS

FFF FtT FF f?F % FF #tfe FFTI FR FR II F II

ff *rf ff #t ffft r;f TRf ft % tf toT tr 11

F>FF F F 'R f?F F FF fFFR FF ftT % FF FTF 11
VO ^

FFT Ff *pT FF FF> IF FFf ft % TF F 3RTTF II
K. A., (349)

ftfir 'Jnr srte | ffeu *mi s n
F? FFFt FFFI FFFt Fpr 35 FFt F? FTF fFFT FF II
^F F# IFf F Fft FF ft ftot IF 4 FTFT RT II

FFF F£ Fft IF FtF ct FTfT FTFT 3-F Ft FFFT FF 11
K. A., (350)

FFF Ft FT# fFFf FFFTF ^FTI Ff FT to || ^ l|
CN >'m* CN

FT? FFFF # FT # FI FtT ?tr FF fRF3 W* FIT II
| FTFT °FF ft FF Ft FF fFFfTT Ift FF to II

FtFF % FfFFt FF F? fFFT? FT FFFT FF FIT l|

K. A., (351)>

FlFF Ft to F FFFT fFf F FF FR? F>F T% II F II

FF FFF FTI Fft FTFT flF F TFFtT ft Ffe F% II
FTtF> FTFT IFFt FF F fFf # FfF FtF F F% 11

FF FFF ^TTFF FRF F3RF F^FF FTTf FTF F% II
K. A., (352)

FTIF FR 3TFT F> FFF FF FFF FT3J ^ FRj || ® II
FTI FF flF % FTF Ff Fft FFt f?F F FF FT^ II

#tF Ft FT FTT Ft FFF FR FF FTtFT to FT^ II

f^F FF FTF to FTTF to FF FFFT FF 'to ll
K. A., (353)

FF FFT§T # FTF Ff FT FTFT FF F to- Jpf II 

fFF FFFt FF fT F^TT^T FT FT FFT F^F f^T II 
Ft FF FFf FFt If FFT FTTFF | flF # FFF^TII

taw I 5nr ^ ?5 | *PT T-w M
K. A., (354)

5TTIFFR FF FFFT ffT % JT Fft FF FF FTF I I F II

FRF fFF FTF FF TR # FRf TRFf'FF FTF II
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*ft 4 g* stfrf^r * wii

TO ffc % m qr^r to^t sfcraro % to n
K. A., (355)

4ro q4 4 fft ?fto to <jqro | tof u ^ n 

qRY ^to qrorfro fsro ?rf fcr ^ftof *frff ii 
^ «r4F ?r to <r qrt TTT^fV ?srft ^ sre toff ii 

to*% TOcf w fro fK fro fwq; 7% tf*ff it
K. A., (356)

qrf^-TOftTO^^frq qrorro tottof qrTOF % q^ if fror) ^pfiroFt n zr it 
toto to % tot) tofto snr qroft % to % farot to q4"^rt4 11 
tototo f^TOf % *Rif*TF yra»T»TO[»rr ^ *V t to sfNtf 11

qnw - qTO p feiTrfq'fa TOF«T TO^F qfF^flt II
K.A., (357)

tot tot €tx^ 4F ftt fr ft # fro % 51 7 qq q^r 11
to TfF t qt faf 4 ff*t ^tt^rt to to to q^qr 11 
4t iw tot 4to 4r frodT ffs % toftf qf^ifht i i 
qTO totF f*r 4 *ttof fTOt g<r qR> tsti^ft ii

K. A., (358)

TOT 4FTO | ?T q>f SFWtfefa 4fT TOt fTO TO TO II SJ II
#T ^ TO ^fT *TTTO ^TTO TO ftTOTF TO# II

.. 4tro to qrsF frod) ffT 4 §444 fft 4F §*t to 11
fro % 4to 4%to ?to # stwrf qro 11

K. A., (359)

*TOT TO- TO fJF^ §T 4 Tf 4TO % If SR SS 11 E \\
faf q4 TTOTfT qftqr qr| fro q=TO 4> <r q4<r to 11 
§w ft toff ttt ft to % §*t ft fro ttto qro to n 
5?f %4f 4tR qr ^q^Fs ¥tf^f qrrq- hs i i

K. A., (360)

qFF?f qftqr ^4 qfr to % to q^t ^st 11 s 11
4Ft pwqr ^ towt ?Frfq qro> 5^ ft ft>t ^fs> ii 

qrT ^rq;4r ^frft wt 4 f^qr to ^r4t snr ^rrst u
f%«T' RTOT ^ |F 4t^FF f"oqR 4t?F ^TFgT 4fTO TOF 11

K. A., (361)
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ACROSTICS

Tfrq^r to q*?r ^ faq # tot to; qq* q qrer u q u 

^ JtTT Pptk *rt 5ft *rav >ror far? 5* ust n 
toq qt tor qq wq^ qf$ qt q;q to qqrqr u 
qnqr to ^Tcfr^T f"o ?rrT qqrc to qq qtqq qr^T 11

K. A., (362)

snw gto: qrt qqqto qqr ^ to ^ to n q n 

# qrr q z tort qq to to ott qrq # qg qq ton'O S5

srs to gt qqqr qqt qg tor toq qt qwiq n
<fPT¥|?JT% *T* 3$ TT# *ft STrt II

K. A., (363)

ssn^T to qqqqq to 3T qrq to gfr qw jto n ^ n 
to qto gq q qqqr fqg ^r to q qto qq ton 
qto qto ^g qrt ^q f fqg ^ to % qq to to^ II 

T^^qr gt qq gt qq % ^q to gto T^to n
K. A., (364)

to fto^r to qqqrq tor to # ^q gq qto n q n 

to qto gq q tot to qrq q^T qtor qq to n 
^rrq to to q^r to qq gt to to to qs to n
to to q? toq qft qq toq % qq toq to n

K. A., (365)

qtqq qt ?jq # ftoft glr to qq qqq q>r tor n «r n 
toq % tor qg qqvg qto to # qqqr to; tot n 
qr to % qq q^q qgtto ^ qq q q^tor n 
gg- qq qqt fqq to ftoto to sm | qrq ftot qfg tor n

K. A., (366)

to % qq qqq qqqt qqqFT ftot Tq qto II q ||

TTq to qq qto: qfe qto to nqq # Tq qqr n
o

qqq % to qq qto qf to ^ qq qq fqg qqrn 
qtqq qtqq ^q qrq ^tot fqg to qq fqq qqqqr n

K. A., (367)
to q| 3 toq to q^ to qq to ^qr n q n
qq ^t q qrrqt qq qrq q>to q to to qqr n

NJD
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h TOt fro # fros ifm t to ^rf| w 11o ^ ^

Otor toiO Or t r; «ft=q TOr to % ^tot 11
K. A., (368)

?tot to to sm piro {rtor gr? TOfe Ortr it ? ii

5TPTT to tot to q>fa to Or ^ttto ii

5TT f<R 751? 5Pft ^ ST5TT J<=T 5F3 II
to to tort* ?t ^ q^R qq Or qrt ^fs tor ii

K. A., (369)

*tro tor tor rto to to fro q^ TOr *rT to ^ qpft ii ^ u
^fr ^ f% # tot % ffT to *ttot sr vnfr *r ^n^ft ii
TOT ^ TO * ^fwR* TOfTOT ^ M TOT TOTt II

TfRFT 4 ¥TOTTO TOf ^ft3I TOT TOt TO #q II
K. A., (370)

wn ^ ^ vg vn * fft * ** n <r n

fro % to totT sfe srfe ttrY to ^ to %^fr Tfa n
fro to to t to*> MtTO % *pt % to ^ n

I ft* fw it^r ^ .J5T ||
K. A., (371>

?tot toOfto tot ^ *rf tot ttR tott ii *% u
fro *pt Orr sq Irt 4 fro to to tt?t q^ to n
*FfT TOTOF T fT$ £R qq fTO *0 SRq TO TO ^TR II 

TOT mTO TO# q>f T^ 5 TOTO ^ft?T TO II

K.A., (372>

ttot w tot ^r ^ to to srOO | to totr *rt ii gr n
tto^ *fr ff | mift Or f^cr ^fr *r qK ^rt n

^ t?R % qr^rr ^tht | f^firr ^rpt ?t# ii
^ qjt 5^T «TTO «rd SPT ^f| srqTff TO TO II

K. A., (373)

#qT ^PT^ qq ^R # TO to fr TO *rtT ^ II >T II

5jf TO TO ^ ^ ^ TOTO TOt p- ^TR m II



<xxiv) ACROSTICS

*TW ^ to f T 53 fp- *ft fcT^ 5ft 5T to II
w wr ?r if ^ tot -tpp =r -sfcc t# ii

K. A., (374)

toT to ^PT ft %W ^ ^ «PT^ tot *Tt f 5W#|I W ||
to ^ to srt to tot to ^ tonjr 5t «r^r t n 

| ^TcfT tr*r ft sr # sre to t^t stst sre 5to n 

to ~srto tot to A to to tot t| to<?r tn
K. A., (375)

#m to tot f^fiT ^ to *RT to 5TTT ifwf #3 *lit II T tl
irwm ^nm ^rw rrt raw w n
f^xm ^rf to # stot to sttsr to w m erit n
to to3 'Jm 5T3 3W ^ W 9lf .ftoFT tot II

K. A., (378)

*tw to to to si^rt to ^r to *rto n ^ n
to ^t 5R 3T5 to 33 4 'to ^ ^ WTeT f to ^jft II 
f^ & W* fT% fw *T%i*frll

to^ ^ ^ wtt wtft to to ^t S3 3RW to n
K. A., (377)

*pp% 3m to 3to to mr 3to wr n 5 n
to 33 to to - 33 to to tot ^r to rw 11 
sr sfRto to ton^R^t 33 3 m wt stosiwn

O

33 ^3 to to 3 5?RT ^toR % 33 ^ 3W3T II

K. A., (378)

srto ^to- s*to to 3 to to3 % pr to to ii £ (I 
g<3 3R3 % to 33 ft pr to % 53 3T3 to ii 

^ f 5337 33 ft 33 to to to sre toff tft«f» to ii

to 3T3 % 33 toto 33T ct v\Z RTeT cT?T to ^ II '
^ nO

K. A., (379)

^n?f 5i^to to^r mx sit qit ii z n

^ tr ftj iR- wft fftw 7 ■’Sit ?? Sw B3t II
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RR RT3 RT ff RR R RR RTT ff RR fst II

R% ft RRRT TR *tRR Tt fRf <?t%T RTff R5t II
K. A., (380)

*RRT R>T r| ff RTRR % <|R fT RT RR RTff RR II R II

f f | RRRTR RRt RRRRt R)35 R~t ff R> fgjR RTf RR II

rr RtR r| rr ^TM rt Rfr rrtr r| rrrtr r# ii
fRR ^fteapsfl'- fejR R ff fRR% RRR RTTT J r! |l

K. A., (381)

prrt Str r^ ftrf Rf rTrr % rr rtrr rt! ii 5 11

•f srs g rr faf Rt rr rt^ rf; ^ r(rt 3it u

RTf RR RfR fRR R> fR ft f«5R R RRRT fR RTR II
RT% RfRt RRRTR fR fR ft fR^ RR ft RTS II

K. A., (382)
*%RT RtR R^ RR R>Rff % RR RTR W SR RTR || ^ ||

*3fnr^TR r sts rr> Rfr r f*rc r Rfc # ^ ^ r rrt u
RR RT % RR R=5R RfTRfR RRTR fRRT ff VTTrf RRT Ii 
fspj «ftT R3> RT fW-VT RR?| R R RR jfa- RtT W II

K. A., (383)

TRRT RtR Rf ff RTRR Rt <pT 3T RT RR RTff R# |l 3 ||
ff | RRRTR RRt RRfeRt Rt35 Tt ff RT fejR RTf RR ! I
RR RtR r| RR RTRR RT RfR ^RR r| RRRTR R# II

fcTf RtSJ Rft fSiR R ff ^ fRR % RR R RTTT f Rf II

K. A., (384)

*RRT RT RtT fRRTT RR RRRT TR RFf R# RT RtT RRt II R II
fair *>r 3Rwtf?r is ^'¥f| i? fat 11
q^TTf TT3ft RW faf ^"T R Tft %f ^ T^ft II

%T{ fRTR ^3 fft RT fRT RTff fTTTTT RtT RTt II

K. A., (385Jp

R fRR ^T iRRTT ^ fRR TTR RRt RR RtRT f rr4t 11 R 11 
RTff fRRT Rf*T T1R RTt fRf W Rf ?TRt ^ RRpft II 
#T Rt^j T Wf RT RR RTT T| ?f RTff RRTRt II

Rt ffR RT fRR # ^f Rt ’TR %R ^ fRf TT ff RTRt 11
K. A., (386)



(xxvi) ACROSTICS

tn lift fwf n *itit lift ir ^tt^t u i u 
#t iRit ifi ft iw i wrt fif it q^jufl iitit i1 
nr in fifit irff | ii ft faurt ii itit ii
in fiiR it pr qT? lit mr ife fiiTNT it

K. A., (387)

*tiT in iit ifir^ fif nf ntr if ii nFf iit n i ii
irit nfr nfa nft fii t i nsr ffr n iff ^ iit u

*pttt ftwt 5? ’rfcr’Fftn
q-^iR iit n ^rr^TR nr fan ii iq ^ iti itt 11

K. A., (388)

mm snff I im ii iit ifi it ff ini nt ff utt u <t ii
unffi ft nfi uti itt ii irtt n

IRI I fll itTI I fTT itf n| ff nRf UTlt II
uti nf ift if iti iri nt ii % ii qrft n

K. A., (389)

WI =uft*f^5^ m* ’>*■** ** nW TOTH <B II
funufntRi nrTint ni TTfe Tfit if iti int n 
^ ffl? 3f * ? ^ f*PTft =T 3TR II
fesi ife mf icr i^t ii itq-i nt n jt tf inr n

K. A., (390)

#IT fRf HR NTIT NR t flT IT ifT iti flNNT it II I ||
inf m IIT NNRT fllTII itT II f^I iti I# ||
funritntiTi lit fsji irt fun li ssnf irff nt 11 
1111 git 51 mgr mr fn iit niT ' ii if it 11

K. A., (391)

*V _____ ♦ N

ifl'q' *Tcf 3T ?TTc\

#it ii % hi iRjf qwr itn m spfit 1 1111 1 11

II IITIT I IT fill'll RTff lilt II Itl II II 
^1 IR ift nrf II INI in lit ff ^ it 11

if * ipr mff ^11
K.A., (392).
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a
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itqi it f^^Tcfr ^iti ifi fun it sf it tit nit 11 i i i 
fiiri it $f it ii iiT f^r^TTR it if itst itit ii 
fun it if it fiiT ii fun it if in int ii
ifl mt fll ITIT II ifllflt III iff ITlt II

K. A.,-(393)

| mn lit iuit n iti i| 311T n Trrft n t ii
TTI IltWT irff lit flft II TTH II IITTt II 
T=^ ift IfITiff it I^Tft fTIFII it H ITTt II
II Tjrft H vft^FFr ^ fl ft flft II If IITTt II

K. A., (394)

| ii irfn it itit fin iti* | itit if"itu ii i ii

ftren it m ffi | if mi it ffTiT ii~ftiT n
xm if n ft iti it ifi Trfir if fm itti itiT u 
#i ^ TO * s? t fw* srrotr fftwu

K. A., (395)

fll iti ItT IITT flT % fft ^ft I35T ii I II IT# II I II
fll IT ITfl ITI II WTR Iff II I II IT# II
# Hit III IT I IT ITI II ffllTI IITI II
Itff t| I gi lilt $T itff t| ifl It gi ITI II

K. A,(396)

4 fsn in Hit f^I I H TTII it fll II Ht | II f II 
Sffff Ilt^I TTI lit fn I flf it flf II ift | II
it nfr lit mn ifr fri it iti it itiik fit | ii
It fll-lfl fll IIITI I I^II %• fll II lit | IIc\ 'O ^

K. A., (397)

wf? a?fT - 'Pit - TO OTft *rt? lit II rftlT itfT II f ||
irff iit^i tti lit m irff if fi tth itfT ii
irff lit IT i n itiT it"i HUT II II ItfT ||
III it fll-II flit fll Itl ITTfT iti HTtfT II

K. A., (398)

itT it ITltll ITfll irff WX\% TI ^it II I ||
uff iTit fuqri fti ifr tth i fiii it lit ii

4-



(xxviii) ACROSTICS

| TOTO # 3ft35 | TO qrt TOST TO TOt II

TOT *ft TO TOTO fTO TO *ft<T q7fTTO I wft II
K. A., (399)

to Tm *tto

*tot to srrf | spt to TftTO TOf to to ft TOt*rr n
TO TfTTO f«RR TO*ft 3T left TOT^TR TO- TOtSTT 11
TO^TO ^ftTpT *P faf % TO TOcT 9FT *PT TOt?TT II
%pt ffq- ^t®R % TO f^TTOf TO TOtTO II

K. A., (441)

ttot tor srrf| fwrfa- *ft fro tor^t | to^tt to tot u
| TRT SR- §■ eRffr TO TO TO TO % TO t# II
TO # TO # TO -s# TO TOR TT TO# TO #% ||

o o

TO?T «P TO fTOTt TO TO «frfa g'TO to*T TO % II
K. A., (442)

TOT TO^F | SSlTO STRTt'TO qrtRT # TO OTp> R# 11
o

Sit | TOf fTOft TO TO TO q- fro q- 5TTOT TO TO II 

TO. =TO ptj pq RRT ^ TO^F TO II
TO TO ft ST 5RTT % TOJftp TOT 'ftTOT TO# 11

K. A., (443)

tot *ft SS srfe fTOTT TO ^ TO eftTO ^ qf?T TOa *ffaT 11

TOTOT Tiff % TOTO ^*t TO =#TO TO $ €rft II
fTORT TO TO ^ TOR qf) TOTO>R *Ft TO =#tT TOtR II 
qrf^- TOFT TRTO fTOFt To TOTO ^ S^T TO *Ft*TT 11

K. A.3 (444)

?staT fro Rff fsrotTOfer # to | pr Rff fTOFrfa tft ^ mi 11

TOfl ftro % fro *ft to: tor tft to # ^ wi it
TTT TO TO?ft TO f TORT <R #t"TO TOt TO *TTf II

O O

TO 5TTO 5 g'TO TOR TORT *Fft$ Tft TOTf II
K. A., (445)

TTOT TO 5fTff fTOTq-% # TO | TO if fTO ftwit m »TRt 11
eTT TO TO SRTO 4 f^ST | TO ft qT?ft II
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=OTt f farrl qrf ^ sot f *ft f ttftY ii

qrFf ir^fr ffrqft ^rat wr# snnft ii
K. A., (446)

OT*TT sjOTt spf fTF^T f rT^(T ^ ST^OT f | fffa ^ 3jft 11 sj> II
^ot stot^t 5tt qffr ^=rft s^r ffqr ^ Tft ^ w ft n
*ot ft ff?r ft f srfsOT ?rf qq i" srff ft fk ^t?s- srf- i \'O \*1 \D \ \ X.

WT TSt *TTf TFT t ^ iff" ft ^ ^rft II
K. A., (447)

**" ?ft # 5fir* «X W3*T $ tJTf *refr fir*- WIT- TOt 11 m II
sot sror f ^tot *rf sot f sot gfsOTOT srft ii
ffFst fire # fwOTt sot *TFre Tfrq-^T sr ?rff ^Tff Tft u
^ STTfcT fSt OTff Wf OTf 5FT STf Tfq ^TTST SFsft II

K. A. (448)

sf*TT sjf qr^ ^sft fesT ST OTt?TT SOT ft TST f STOT 'THT II *T IIND ^ ^

fW ¥ sjff qTFf ft f^fOTT 5 ^ftOT ft *FT 4 OTft 11
ffs ft TT SOT ST ?TFFT fff ffft fcFT ft OT ftS OTTt II

?twft *nrt iw f fk sotot ottt ffnr f s=r f^rft 11
K. A. (449)

**n tf** * nsft- * ^ ft * f*i *j *reNi * it
qW =OTt ?TT# fTTf f*OT SOT SFTtOT^ f?ff STOTt II
^ ^ *$* ^ ^ ^ ™ I ^ t <fT STOTt II
¥TT =OTt fSTT f q-J *FT ITT ^ft SOT STOT ^Tft 11

K. A. (450)

*w *Fi| % *rcr nf 3W ^ 'aw ff Tt^ n y 11

ftT qf fsR f qq tot tt qf fqq uc\ c\ ^

qrpf ft FT fq^TT ST'TtSTT f% ^FTOT ^Tf ^ TWJ 11
ft^ srf ^FT f *PT ft OTT tq srft g"ST ft¥ f f^T II

K. A., (451)

ftqsr.sOT qf ftr^ ft ft t to ftaT Tift u ^ 11
sr^| srft sr^rft ^rft sot ft g ^ fsT f srrft n

OT*TT



(xxx)

tfft

A

tfft

tfft

tfft

#T ^tt 5T^Tfr FFTF FF FFFTF ft # FF FT# 11
nO

FtFF FT FF F #T # F# #FF F F#5TT FF FT# II
^ o o K. A., (452

# tf ftfrc T|t f#r f f g# f#ft FfF gr# n s n 
ttff Frfg frr#<TF- ff fFTTFF f‘ft | ff ft# ii

#FF | fFF-FFF F FF #FF FTF F# ^g FF# II
FTRgR f#ft FFFR fgFTFF FTF gF fgFT FT# II

K. A., (453)

FtgF t ^ #f#T F #F FFTF^t f?F FFF FTF II F II
F3FF # FF $fe 5TFT FT ^FT FR F 3#t FIF II
#5 F# W F FFTRF FF F FTF FF #F FTF II
#gfF | FF F>R F FF FtfFF F FF #F FFT F II

K. A., (454)

5Tfe | FFg #35 Ffg~ #FF FTfg # FF F# Ffg FF II F> II
#fe FT FFFT Fg FTFF FFF F> F3 FF F ^ II
FT#%#F FFF % FRF ^T FF TF #FT FR5 II
Ft fFFFF f#t FFFTF #FT~FF F TF FF FF?K II

K. (A., (455)

*1^ % Prrt spr t ** ?t ftf* ^ «i^rt H n ii
Ft gfT Ffe FFTFF FF FF FF F5F F^T FF#FT II
# ^T5ft W W? fWt !Tfir iff %T OTT *sn[f*lt ||
FFFItF fFF fFFF fTR# Ffg FTF F | SgT^fFT II

K. A., (456)

FTFfFTt FT TTFF# FF FT-# FTFF FTF FFTF II F II
>©FFfFft FT F£ F?gR fFFTFF # FF FF FFTF II 

F FT# FFF FT FT-g fF# FfF # fgF FTF FFTF II 
FFF FFF T| FFFT fFT F*tfg T| FF # FF FTF II

x O N ^ >3 O

K. A., (457)

FF % FT# FfF FRgT # FF FTFF # FF Ffe 3# II J ||
m ww f%| <PR3f *r-? t ^ <jfrii

3F# FT f| FfF FFTF Ft gF FFT # FF FF F# II 
fFF# FF FFTTFt ^F % FF FTF# FF FTTF f# II

K. A., (458)

ACROSTICS
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^ n ^5* ^ M TOR ^ frf? fT5 5*isf n s n
P r . ............... , —A. _ . ^ P, . r. - fy ■ „ -...„.., , , ■ „ .... . **N . „

TTO *TT W TO TO ^ iTO^Tl TORTO 5TO *T TOT 11
to at w wzw % #k TFft to to # to* u
^ft'T’T 4t TO *ft WT kt fTO W\ZT TTTO 'T TOTOf II

K. A., (459)
* P, r- , . __4L —PL. . A , , _ fy ,- _.£■' .... , ,., r- .. A p _____

^kTO^^rk m wstt to topt w kf tottoii ^ h
TO TOTOt Wt ft^r 4 ^k TOFT TO 5ft II 

kro to ^rfe to k*r # to ^ ^ srrp srkr to n 
sfta *rkr kkt to srrff to 5 skk f^nft to t *nri 11

K. A., (460>

STOT TO *TfT ^ TH[ ^ 1JTTTO TO> ^k 5T5t II 5 II
Tfr kropr to ?rk jt kf # to sttto srkt 11 

wj toto frot sfk srk 4 Trrk kr ttto TOt 11 
m ™ kkt tot cf tt^tcTT ^ttot to sfkro ttot 11■o o o

K. A., (461 >

„ *TF* 5f TO* *t<ft 5Tk
N C\

STOTT 5TRT TOt TO | TORT TO WWZ TO TO* TOft || w ||>0 • ^

tot 4 ^ ww *pt sft $f«r topt fk totI- n 
wts *'to | g* # srte ww^ ^FT| *rff TOftTOkft n

>TO f% * TO fTOf ffror sfts hr n
K. A., (46 i)

^kr 4 % ^ ^rft?rT kfr fk ^fr 11 ct 11
kFTtqk % kir %'^t to ^4 knr *rsf*rc to> 11

?TTrr ^ # ift^r ^rkr to> 11C\ CN N- O

=^k TTtT ^ ^ m zr Tift ^ TO TO> II
K. A., (463>

#tn fk ^ irkr^T to ^ ttttt fro 11 «r 11
snff. ^nftsfT to k^r kr^ rstt i i
St k| # fcTf 4\ZZ ^ ^1 ^Tk *TTO w4 TO TOT 11
4) k^TTO kk T^T % ffrT #TO | ’FT *T>R TOT II

K. A,, (464)
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ftqt ?rfq Y ?Jt q fqqqqq 4 qq qfqq % ^ «rtt n q ii
qq ^n% qt fjqg q;qg ^ qfq qr^rt firfir tfq qft n 
qq qq «nRT qq t qq qfqq % qqqiq qqt n 
qq # RWT |fT qt fqq qft q; ?tt *pr .qq fpft q qqt II

K. A., (465)
V *V - _____ V

qttT qpq q?Tn| qt

Jk

fqq # qq RF7T TT'^T qt qqiq R^t qfq qiq qqtqq II q ii
\3 O ^ ^

•qqq qifir fqqtqfq % fsq ssrqq qqqqr qq Tft^nr u 
tqq % qq qn3qq<qt qq qigq ^ft T^qr qtqq 11

5i3Ti q?T TTsi ^fft firr fqqr^ # qrq snftqq ii

K. A.; (466)

qfq ftwfir q^tt qqtqr qq qtqT q qfq qqt q qrqt u q n 

fqq qqq #q qqfT f q A firf ftq qqtsq qqt ii 
firf «pt qq qfq srfirs 'qr^rT t>ft qqrq q?| qif| ^qt n

firf- qq qrt Tq qft fqqf fqftqr <qq qq srfNi
K, A.. (467)

qq qq qiq qqmr qq |t fft ^ qqt fqq qrqY ii % \\
qrf ii #fq qq qfq q?t cjq 5# q qt qpr qrft 11

^q qt qf| |:T qft cjq qq| qrj qiR q>ft Tq qT# II
%3 qff q- ^ft qtq qqt 5 qqR qsqf qqqt qf^ qqqt 11

K. A., (468)
qq^ qrq qfqt qt

TqqT qq q^T qtfaq qt q»fir qqiq qqf ^fq # |ft 3qR qt II q ||

q qf qpr q^^rt fir^ q>Yqq qtf^ q% ^q qt 11 
fq.qq qiT q qqq qqqT q qfsqt qq TTq qt II
qqt qiw ttfqq % qqr A qqqTq TOt in q>T qt II

K. A., (469)

#n fqq fqq tfq fwft fq^f t fqq qq RRq % qfq qfq n q 11
tfq fqq fqq ffq;q| qtt qqjq qfr qq qfqq 11 
tfq fqq fqq qiqq q^q fqq qt q qq Yt 111
qtqqqfq fqTTqq qT-f qf3I fq^t fq^ qrf qq qtq I!

K. A., (470)
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^>ft 5TRT 3T*ft

rr?t srta sst *ft gf^TiT fsR % sr snft 11 *t i i 
fit? hi lit i?n nn fnr n mi 53 nit n
<RT $ 5TT# TRctf l^rft TT% ^ gjqft tftff T*ft II
5T%|t cR ^PRRT TT^fl ^ fasfir ?ff| 3TR ^Rt ||

K. A., (471)

sFfsrct STT5T

r*rr ^ ?t<r *r t ^ rr?t ’ft fw *R?Rt n t n
cRft crf^T SR SR *R fcR *F SR JTR^%W ^fRt ||

sfcft ’tw ffrsft- ^ sft ^nr ^TTT^rft ^ ^ srft it
SRR sp| fq^fi 3*T q?tSR> f^^ft ^ ^ft ||

K. A., (472)

sfr m$mx wrs tr vtt f^ srt fRjft srfcr sftsrr h sr ii
SPR *Ft ^ SRK3> | STfcRR^ 'ETT^T^T ?R ftm ||

sft fa# fasr qrt ^fsr *t>r sir q»t TsrsffarT ii
K. A., (473)

RWfSRt m TFRRt ^ STR*T ^R?T STR ^TSTR || cf ||
#stfsRt m $5 *t^r fasrRsr T?r sj?r ^ ^?rrt 11

# *Rsft str ^r qrpf fareft srfa rr str rir it
<TR R ?T t| 3PRT f«R #tff R 5ft ^ TR II

K. A., 474)

STt RR ■% *R *T 5TT35 WR II 
^HMT* STS 13 IrfR from * STftr # 5I mu

^ sr^Tt fsR featt «r #t ^far str 11

STt *R#t *rf| SRT STRtR RT 3R trf feT# II
K. A., (475)

II $ II * II i II urci Iti Tfr t IIIII
3ft ftrg RtTTR ^R ^Rt f^f ^ :3:>!tFt ^ ^rft I II 
STRf| «TR RRft ^fT % ^RT ^t ^ SRR ^jt | 11
UI{ ^ IIH % I<I II? lit fiftr II i?t i II

K. A., (476)



ACROSTICS

finr fht wftfeFT * *W!tor ?f ‘Stern ? 11
irnsr fAo ^r tcR to 4 wt *ft gfa setter ii 

srrff iRift iTT ^tr *n<R ft *tr*t tftfT n
Tfr <rt Trfrr fsnt finr tr ^frq-^r fa t?t ^ter ii

>3 C\ 'a *

K. A., (477>

lf?R 37Ff g3? fa?f *ft faf *Pt § THT ft 3R5TRT II ^ II
Tft ttvt <rfa | fa sft^R % sr qrc*rrar 11
TR gf TR?T Tit fftT ^T?Tt *pfT # SRSJPTF II

Tfr f ft jfH STftR % fa? «Pf 3R<TT> gfar % RWT 11
K. A., (478)

«rt f^TR TR iftfaSR fa *TR# 3R 11 ^T ||
o

TR ift'ft 5R zft R^?fr vft SffTR ^R3R II
K. A., (479)

^Ff ?? TR *it<R % 5R ft FR 5RT fsRR if TOUT II ^T II
# ^ TT^ft str! «rfrr *Rt ftRt Ffe Tf*ft sfrrt 11

jftf'R *r *rt r wt ^r err sjfsr srr 11

fa fa TftR?T % eTT ^ ftR ftRR gift TT?ft eTTR Tf^TT II
K. A., (480}

*t*TT 5TR W* 3PRT 5R g fafa RR gf TPT ft g'ftsrr II *TT II
faftr ITFR fa fa fos| 3TT fa fa? RRg F fqfat II 
cR ft fa 37Ff gg faf 5TT 5HRT 5R TR 5TT R'ftSTT II
fa eR g*RR ^| gff srfaf ft 'Fff ft R'TtsRT II

K. A., (250)

^ 35 1T?t Wit <T* W*5 WTf «teu?H
sftsRR fg ^t gift ff 5t sRt g fa 11

K. A., (206)

*The verses under this heading are not in serial order. Such verses are scattered all over the text, They have been put 
here in a vowel-letter-ending order only to show that the poet has even used pure vowel-letters, similar to consonants, at the end 
of lines. This appears to be a rare attempt as also the lines ending in serial order of the Consonant-group in Hindi poetry.



THE POETRY OF THE DASAM GRANTH

?r*r rt ^ ^ rv R=r*r %n% *rf ^snf m f n
q>T^ fot 3R sftRT # tffq # 5T3jT 1%?T q?t 55R *TTf II 

ts *lt fR *m f^R RRF TftcT STW RT ?TTf II
O o

*rr ®sf%r jrfrT it ^*rr ^r # ^ sr! h
K.A., (230)

^rcr feq- sr wft Rq 3Rit ^fr sft %fx if R? u s u 
iter freTS sit 3T *r?r ft sr?r % rt qrt iff sft u 
f%cr q^sff | fif si fis sit q^Rfasr stt ^ u
5T spft ^'TcTT f*F^ 3?t SR 5R sit «RT S?t 3R *t T3 II

K. A., (223)

its- *F# R^ *rt fi^qft 5 fTT qff ite II 35 II
^R5T^rr *r*r srr rsf sr*t *ft rt rr*t f ^ n
i^*r fta fsrf qrt far fhsfi it ^t i*RF its; n 
RSf sfsirt tf*t s# rt rt =s<?r far it st ite; n

K. A., (654)

fte 5RT^r Rfl- fasr i SR ts T^! ST itefT itlj II 5 ||
wnr ^nit % fen fWrar wrc 5r# ftr? ^ ^ n

ST ^Rl |fT sft f^tT fSRT R[T qFf fflj II
fsR to s»ft s^Rfis sft^r ^r^ft w # 5 <T3> |*st itq u

K. Am (222)

^ft sft *FS *ftRT ^Rlft I ST^FT || 5 ||
sir qft fiRT it firf ^r ^ is 5 srsfq 11
rsst srtfT *ri <r rss *ft for i fRrit 11
^FT % qnRT ^rtSR TFFR q>F| | 5 5^5 II

K. A., (30#

f^SRT^JT cTRir RT Tr^TTJ^T^ % T*T ^ftcTT Rfrsrt II ?ft If
rt fsRt qT RR^r «rV ^ m *1 ft! sht u
t gf? §m 5* sratJir ?n w qsr^ ^rPr* 11
r *rq qt qjftoft ffT w 5R- ^ ^rt ^ ?rtM ii

K. Am (935)



(xxxvi) ACROSTICS 
___r> ____

i fsprcijsn Ppth i

____ ____ * • _ _ _» »ftRra^rr i spr ii? ?kh

VfT.mm 3TPT I fVsRpT fe SR i 
facR^STT SRIT I fecra^STT ^NIIU^II

fercR^T

r*TSTSRcRT

5RTT I faflR^STT 5TWT I 

?HTS> I HS^R^fT 5R2T IIUV9H

s3*r*tt srsr? i issasn i
o 'O' STSTT I «ffR<J*rT ?RJT<T \\u*\\

cpr^srr SRfe I spR^T ^RTT I
fester i ^fp^siT sister ii^hh

srtr^srr
*res»3*rr

5PTTS I URSpgOT SRTS I

fesrsr i ^Rsgsrr srw n^oii
wssnprr <t;sts i ffe^srT f^Tste i 

srskptt rn'ii i tecsRgsrT fenfer ii^?ii

TSSfR *PC*T I ^S^STT SRS i
nsR^rr s^ri i ^fR^srr wt uirrw

sfes<jsrr ststs i ssr^stt ^sts i

STSSSSTT SRR I ^fetf^STT STW ll^ll

ftiraiOT Pf’T'r i 5fergm 5^ i 
nfl^OT **t*r i vrs^stt srfcr ii^yii
cHR^STT 5RTS I «RTT55TT SRTS I
TpSFJSTT S^T t S^R^TT s#*r n ?RKH

(fesnsTTster tf*r)



PAKHYAN CHARITRA

(How a queen wisely pacified fighting ascetic-parties)

7t7# 7tf7^«r ^tt# n fstfTT §fMr m q>| n
7tttrt7 t^TTt ii 1%77t 77 w ^n^rfr u ? it
TKfi fe77 f77 7ft 7Tlf II f7^7 M 7Tff 77Tf II 
T^t 7R 777 % 77 II W^T. 7> ^FTT W>Z II ? ||

C\ C* 'O CS '

f7ff Mf 75/ stM 7ft 11 It 777 o 7cr 77ft 11
7T7 777 % 7R STSRT I! 77 T^fc =7t? 7f 7ff7RT II 3 II

O ^ O '

?t^T 77 777 f777 77 77|f 7| 7775 i|
77|t % t£ 777 7777 T^rt 7 n v 11

=7>7f spS7 ^t Trst 77 sft II 7Tft 77T 7Tf577 Sjft II
\D CN {^s

Wt 7^7 7> 7T? f77T# II 77 7?ff 7?' 777T Tit ll K It
%7 t%7 ^7 7;f 7t* ii fcf^ ?r%f^ 77T 7q n
77fe 77fe 7T77 7^35 ^TfN I Wf 7>f ^5 77t 7Tft II ^ II
q;^t TTff 7r%iFr 7ft 11 72 t 7 ft>7f - 7I7 77ft n

7*5 7i3t 7f| 7-ft II 7177RT7 7?|t 77 7|t |l Vs II
77» *Rrmt % ftn: wft u 77 % w 3577 mft 11
Sft77 7lft 777 77 7>37t II 7T77 7T7 77Tft SSift II q It
77 77ft TRTTTTft 7T^ 11 7f| 7% fT7 7f77 STH* ||
7tf?R7 fitf^R Ttf II 7 7 7t7 %777 sftf II 5. It
717^717 tff $ fTTt I I 7f77 7T7 f77T7t fW II
7fa 7f*T % 37T #f*ft II 77 TTff 7*7 77RT <Tff7t |l $o II

CS cv * coo •

TtfTT 77 7'f77T 75/77 7(T 7f77 77* 7 <$7> II
7tf?R7 f*R77 7 f737 ^7 7775 II HU

T'TRft 7^f77 7CT 77 77fft TTf II
7T7 777 7f77 7'f^TT 7^ f*RTf l| II i/

ITffTT 77>ff 77^ft 7f7 775t7 7f77T 7^ || 7577T 7T3t 77 7^7 7^ ||
TTTfeTTfe^ 77 7?7Tf77 7T7|f II ft777T77 %# # 7T7 f7^T7ft II ^ II



<xxxviii) PAKHYAN CHARITRA

qq stts qrs fqq qqegf u q'lfr cftfr q qrfeq qrsgf u
^fq ^fq Sfqq# qfg qfg ¥R§f II gl^g' gR q *t'fq qqgft iTTTgf 11 ?Y ||

Rtaf q'fqqr qfqqRT q str n p- ^ qRTqtq pnq; u
5R TPTT #?T 5rf II q«TTqq q# II ^ II
TTRTqt S^THT ITT# II TTlTT#q qTTq 5PTT# II
q qq q>|qf f^Rr qftqg ii *rft q>gt fqq q qvftqg u \\ w
^qjfonrgq^ fag TTTq-f II qqft fq^T «TTqqfg qftqg II
«ft 3qq>g q# qfcqg ii qrq^ qq qrq qfg qrfqqg u $\» n
vq5T qqr qq qre; II «R«T qTfa q qq gqrq; II
qq qrqiqq ^g 5 qrfqqg u qg gt 5Tfq qfg qfqqg u u

qtgqr sfrr #,qt wg fqfq qf #qt qftq qqTfq u
fqqfq qqq % qqq qta qgfq q q#q> qTfq u ?$. u

« o

gfq qfqq<reqrq fwqfq# qqtqqqqre gq> qt srsTqq# qfqq qqTiqqq^ gqqq^ ii?k=;ii

fw*rfa-R

(How brave Rajput women cleverly saved their honour against the evil designs of Aurangzeb)

qtgqT qt qftst qqqTT q# vjRT^cT f%q q^TT II
sit q# Rqq qrrf% qq qqqqt qqq #q ii ? 11

o c *

Rtqf qTqqqt fqg 4t qq qrft u ^qr qtq qqqr faqqqt u
fqqq sriTT f^rt fqg qrqt n ^t qqsreftq foq' qwft n ^ n 
qqqq qfr qq qq qq> u fqfe iqriftq qsqt n 

srqqq qTfq qqqq fgqfTqT u qq q sk qfa 4 qtqt n % u

srff?r #fq qgrqtqre qgt qqqq qqt n q> q#3; qT^t qq> qqT^q fqgg qqt n

?tr fq^qt qiq# qt fqqt qqrfc 4 n gtqt gq qqqqiq qsR qqift ^ n y n 
qtq qqqq# fqrqqr fqq q qrqt qqt n qT# qqqq f%q fqqfq %V£Z qqt u 
qoqfq qggq sra^qq q^T qgg sn%4 n gt q^fqiTRTfqqr fqq qqsr^ qqri#n k ii 
stqr qiqfq 4\ qst TTfqqq q# fqrqt u qqqq»R qrfq qqq qqfsR q# fqqt n 
qrfe qrfq qrfc qff qq^ # n g> qqqr qq 4 qfq; srqsRr’ ^ ^ n ^ n

Cv cv x o *

qtgTT fqqqqRT |%qTqq% 5f^q % qqq II

l^qqTt ffq qfq fq# vmt qrtfe n vs u



THE POETRY OF THE DASAM GRANTH

^r?~#q qk qqT gfq TRt qq #q 11
# q fqqt fSRfq qq ^F~qr SR# #q |l e. ||

qfaf <pt fret 7% qt qff *ret u qkqrq ^fr tot f^r^r qft 11
^tfc pRftfC feqt q>t STR || qfk ^q qt 5iT(T || ^ ||

5R TT^fr feqt qt qf 11 ^rcfcT ^t #qt gfa q# 11
qtq; qq ^fft f q qff #t# 11 gq qq qq qqqq qt qt#- 11 ^ o 11 
Tfqqq ^>t qq>?re qff q#t 11 f*refq qq qsrqq ^r^fr 11 
^ < ff qtfq qqkt 11 q* war qq qkt n $$ M
TO JTO 51# =qff TO II qq Tf#*R tft q=qq ||

f# 5T *T5T qqT qt ft# II fff SRq TT% 3>k ?fiq II ^ 11
=rm ^ 5 *n<> feftnm^r af^rfcrvrftrat 11
TST^qq TOST faRR 11 f q fqqq f5Rfq «pt to II ^ II
fqq kret q =qtfc tot! 11 ?f TO f *Rfq q|^ TO 11

3^ m q 5T# qq* II qq ft fw# qt u ?v 11 
5ft q q*tft qf II q qtfe TOq*fqTTf II

qk ^ qqqRT 11 to qq» qq qRt 11 ^ it
5tt <re qt TOq €t tot 11 tort q| fqqsi tt tot 11 

q>fe gqq «refq <r qqfr 11 qsqq snfq sttsstt qqff 11 %% 11

#tfrr Tq #t T^qrefqq ^tqt TO stto 11
STf qTOrr q* qrp q ffqqre 11 \\a ii

qsre W q>| TO TO ^ qre TO 11 q>f* qk qiq'tq % qq^ zz 11
q>f qT5r qqr trt 11 q£ q?tfe yftqr q^r qm qq; 11 ?=; h

qffq to sfq> TTq qq ftfq q^ 11 qtqq qfq SRtq qR q?fT qfq ^ 11
TO qt qfqqq f#TO # 11 ft Tq^tTT qq ^ to ^ n H i>

Tq^trf| ^qqiq fq^fe q>frfrfqqq> 11 qr qt §t qqTw qR qq q qqf 11 

qrqft q| q^tit t| q qrq qx 11 $ fqt q^^qr to ^ qt qfq qr 11 
qfR qfR sfKqqR fqq qmq qqt 11 #t| fq qft to qqff qrfq qqt 11 
sfr qt qR qk qq qrqff 11 ft #q> qq qqqtfq f^fqqr qt FTOff II ^?ll
ftfqr ftfqr q?ft qftqtT qq; 11 fs^nfeqt qqfesq qt qrqq qft qq 11
qrfiqrft qqR qqrqt to q;k 11 ft qffqqrfq qrfqqq qq^ qqRqtt 11

qtqf gqq q^r q^qq qf^ qqt II W T^qR qq qqfqt II
qtfq qtfq qt q# qqk 11 ^fq qfq |w 11 u



<xxxx) PAKHYAN CHARITRA

qf| qf| rrr rw RTq u ^ snq u
5TPTT Rtf RT II RR ^ Rt Rt RR II II
rtt% m *rct^t sr|t ii cn^t srtR *r>r Rff ^Ir'ii
RTT%. RRt fjfR> cfr RRT II qRT R R# qRRT II II
5TT% RTf *H*T R?t RIRt II cTT^ STR ^ Rfa WRt 11

fifi^R maftaT ara?tiia!sha * <ntf arffn ^ n
^rrt ?rrfR r ftfer 6t^t Rsfc r| fRfR r rr strst €t# n

rR qrfrfR % fqi eftfr 5 fi«R % ^rtt ffa Rtq 11 
q^: rtr rr frqR % rrr % sriar r ^ 11

Cs O A S3 v"

rrt % Rf zqx mx srt #fR f?^ r^t ii q\9 11
=#rf q^t mfa r§ *ri^: 11 wn^t p^rtRr 11

% 5Rf| f^TRTf^Rt 11 ^f^ff 3^ Rfsr q§RT*ff 11 ^ ii

?>?r * vrr* anwt aa* a ataf ara ii
3^f> ?PR ^R RRT RR |t RRT SRR II II

^t Rft^T^TR' fRRTRfRR RRt?mRT^ *ft q=RTRt ^ ^rtrsttcr ii hku

'|t€iR-4-'<

(A tale from the personal life of Guru Gobind Singh)

R*R RTR3T R§ R# SRRh % ^T II
RIRT RRt fRRife Rf RRR5q<t STfa%R || ? ||
R<?t 5HR % RtT 4 cft^R *RR RiRTR II

O -o

RRT RTRRT #fT RTq RfT 3RTR II q II

fevRT RRRR^ *TRR RT^ II RgtT f5R sftt gfR RT^i II

3f=T fa? 5f *t ?a aa afcft II at #tv* art ?raa *Ht u ? n

Rgt |rtV fafm *tr RftrcT qg% sris u 
fa# rr r# RrfgR Rtfa r# ftncqif ii » n 
?rt qR^ Rftt qsq Rtqr rrr ii

c\ o

qqr qm qTf Rf! fRfW q|% RTW II K II

na: am aff ml u aa aaafa ?a faa% aarl n
RTfe ffT RRfR RfR RIRT II RT ^ #T ’RfCRI ?RTRt II ^ II

^ ^ Cv

RtfTT

Rfaf

^qf



THE POETRY OF THE DASAM GRANTH (xxxxi)

5r«r <RRn ## gft qr# n ft|t #ft firf^r thr w# n 
#*RiRr ft^nr# ii *m fanr qrft #ff <tst# it vs n

#fTT Tift #n nft SITS # q-TTfr *rf 3Wft II
STTft ft# fPT # ### ^rfT II c; II

#<Tf str m nft *farf n tpt # ft^R # mxmi w
n# % nfa 5T5 ^ *rf ii m# n# f^rqrf^?T <?f n $. u

nftTT nfs 4 <r# n*R # nR gn <tr h
itrr m *r^# q^T it# q>ft tt? ii $o ii

^ft # nftnnq^sRT# JT^nft# 4# Win# ^tRI nffa ^TTTT^TI^^ gTR#J ||vs $ 11

(Sohani Mahival—a folk-lore of the Panjab)

#<Tf TT##T 5TTS ^ t| II 4#STRT SR 3R q>| II
ftrftr 4ft# #4 ]|V *lf II cTl# #fa § STTfaqr Vff || ? || 

3r#*tr stcr ft o m# n asr 4ft ?t# ngft snt n
ftft *Tft ns ST 4 ST SR II fas Jiff 4t TR ft| q# II 3 l| 
nq> ftsir sfs 4 ns sif 11 #ss g# #r <?rf% qif n 

nrf# 4? ft$ nt# 11 «p^ 4ft# srft s n|# n 3 n
nnfa 35# shsmt ft# stft st| 11 n# <nfa 4 ss 4 itts mi n

## ^r rir^fr n# #tirt# n fa# n^ nr# s# 4s nr# ii y ii 
fa# m% nr# fa#4ft stot ii ft# nTft #nr n# snfa ftrinr u 
nq ^r stst n# 4ft sirf n #3; sift m# ft# sr Rf ii * ii
it# SR 4 qTRT RST ftST# II ft# sift ## S# Tlfft SIT# l|

nq#^#Tfa ns fasrrl 11 ft *rrs # # ss# 4# mi 11 ^ u
#fRT srfaqr Trft^rr n# nrfe n# 11

fir# ## nn n# rr sr§ft 4 11 vs 11
#q| HffaHFT nfaqr 3^ SfR# II #f# T# ft^R# II

n# n# 11 mi 5T^ft fft #3j*t# 11 c? 11
^ 3W ^ftn 3 STR# II #^^r5T #|ft #| nR# 11

qn# ns nr# t #t# ii 4|tnm g' # fai 4r# ii §. ii 
^ft # nftnwiR jT^nftn nftn n ? o ? n



J33F

R3F

jIjit

J33t

0m

Krishna-Gopi-Premlila
f3-#ft%#jfi

$TPT-?
33Ff 33ft fR 313 f33 33Tf % fJT 3t §jt ^ JR ft li 

ft 5% =3jr % 33f3t mi % f jt t 3^ f 3R ft it 
sr 3tR %| 3^3t *w ft f3 fs §jt f^fft ft ii
33 ft 3? \s SR §J*I ff 3ft SR I Slftft II

^ 33ft Jpr I fft 3t gft (t f33 313 33ft sr ^ ii
Hr SRR 33St 33TS ^t jJJT 33R33ST ?33t #3 II
3t f JJ 3r 33ft <jjt ^t m ^3 # w sraS: ii
fR #3 £t fJtf; fst 33Ff 33ft gjRt 33 || ii

X X X X X

3f| 33t 33Ff ^ 3313 % 3R 33T33 ft 33% HR 33% II
33l| 333 J*f oT3TT5rcr ft 5S133T33 ft =3% 33T33 srJ II
3;t| 333 3R wsr ff# 33r| sist rc# gj? 33% ii
3f| f#iI33 ft ?R 3T33 3tTff ff3t33 t fJT St3l| ||

X X v X X X ,
fy __ ___ >sSSRR SStT^S *F33 3T UFT £?3 3F3 ^3f3J3 3R II

X x X X X
33Ff 3% SST % ffStelt SR ft 3^1 3f3 W3F333 |Ct II

X X X X X
^t?f 33ft ffsr I f33 # gjfl fm § for #t n

X X X X X
——. _5L *\ <v r\ *x r\ *\ __ *V r- .33Ff 33f S3 wi ft r%3F 11

ftf *#* ^ f JT 3 33S ^3 33ft 33 # fJT *Rt II

^ff 3tff sf%r ff m w\ #5 m\ §jt # jr r# ii

X X X x x
33 gtr str 33ft f%*3t «ra *\wm 33# #sr *r| n
333 %f 33f% sr |t gR si3f fR qaf | ?*ff II n

ftf| tor jjrt^rr fti% ttr ^rf ^tr: ^r?f ^ft % ii

^tft prra ^tu *r FR^t ^rr tr ?tf 3ft I; n
^ l^t <p[ % JR ^t fTJT % fR R ff 3R 33ft | II
3R g^t fjfjt gjjf; fJT ^t RR ^TRf 5TT5f 5^ | ||

33 ft* 3t3 Epft 33|; gf3 et ffe ^ ffR 3I3 ^|t II
#1 3> i§TW 333t 3tST tl FR3t JR Jtf 3ft II
m WZ l|£t f3% JT3 # 33 ft ffe I ff 3f3 ^ft II
ST3 *tf% JRt fJT €t ^RT 3J 3t3 ^Ifl ff *r|t II

^Ff 33 3^ %«T T33t #3 3 3? I- ff % II
ftf f33 33 g3tRT JT3 33 ^RIf3 3t3 3f t 11

K. A. (266).

K. A., (267>

K. A., (271), 

K. A., (272).

K. A., (274)

K. A., (276)

K. A., (277)

K.A., (278)

K. A., (279)

K. A., (,280)

K. A., (281)
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KRISHNA-GOPI-PREMLILA
I qq ft ir $5r q ss q# n

# sql sqqr qq q fern# flrq qr^q ^ % sr# 11 

x x x x x
Tift I ra^VTR^r qgqf ^ #qq m qq wferq qr# II 
qrqq qq|% |q §# g;qf I ?f‘ fi? qq ^RR q# II
i^i# qq i=qq # fq cl qq it qq qrq q^iqt 11
qqR % qqs?it qq g'qr; ^ qq #tqq qqrq f|qi# II

fqqrqR^qT ftrfer *|rr ir RjRTf I #1 *ft 11
qqt qr fern qr qq ^tq qf fi q# iqq it II
qq wferq it ffer I #nr # q#srr fft: % qq t srrqtsri 11 
i;r | qrff qr§# fqir § feifRq lr qq ft q^rai 11

§q % ir 5|tr it q#qi fi qrq ^lt qft #qr #i> 11 
fqrq | qt ^|T qlt *rrcfq I fq ^ ^1. q^ q #it 11 
m fq(t Rq %qq it ^ 33* fer# it qft §q itit 11 

it qtqt fqqrq il § q| ^q?t feqft § c^ftit II

gfq I q^qf it qrq #qr q#qf fft: % fq qq qqrq 11
qriq# qfq tff §jfi I f|#l fft ftqq |q ^'rfu ||
§q i fqfs gq(t q## SRq qq q ff #q fqqftt II
#rr q# qft *frcq it g qqt ^q qrq fefr $ft sift II

qrrqq ft q## fq qt ffer I fft i srq ft ffq q#r 11 
gqqqq | *pq ife qq fer% I fqft ff qrsqqr qftt 11 
^R | qrFf qrf# fqir ^rqq qq jgftr ^&rq it qftr 11 
qrft ^ qt qq q qt ^ft qqqf q# gq q$ rrrt 11

■ qq §#l qq# qqq ^ iRq qiq q# ir 11 
qrq it qqrq §# I w fl^ft qff #qr q)q q# it 11 

t § qft fjqrc filr qf| I 3^ it 3# # 11 
q# q gqif fi §q|r $§§r ^Rq fqq fq# ir 11

^ft qqRq qrq % qq % # ?rq itqq % w#qr 1 
=q?qqT ^q ^ ^ ^ % fa f# 1 ^t# I 
fqq fqq^rq fqqt I n| # I qqqr fqfq qr qf# qtqt i 

q| ^qr qif I ?r#r qq qq its: qq it# i

qrft i qfti qr qftr q# «pft ^ qqw q^qf ^it# i 
I qr Ctqff it ^rqft 5 |# qq qrqf qrqq qi# 1 
?t*t ^fr ftrql ftrqqrft qr|# qiq qqw ?pr# i 
sts* qq #q | fqqrmqgqr fqq q | 3 q# 1

qfj =qq it =qtq# gjrqq | <qq qlqlr % #q qft | 1 
ftq q?r gq qqq % fq|% qgqr feq ^ qft t 1

K.A., (661>

K.A., (663>«

K.A., (664)*

K. A., (665)

K. A., (666)

K. A., (667)

K. A., (60S)

K. A., (669)'

K. A., (670),
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mil lift eft i# jt# sqirr me# #q srr qft t; n 
ftsr #*tt SR eft it# #n q*jrr ee ire nft | II

#1 # eft ^ ftr e# ftte; f'^riT# % ftr# qirft ii 

m i^rcftt ft me ftr# mm srme I mqft m ft n

mftr m ssfti # sqm | q;ft sq# § #3 #e % im I n 
n# %eft ft i/mie ftr# %r# # n# mmmr mr ft 11

(xxxxv)-

K. A., (671)

K. A.; (672)

RftRJRT (Appetite)

wr I ith ft jyftsrr ftrftr 33m ms- qft |ft 35ft 11
X X X X X

# wi qa;ft Tf qism t qsr# sr mft 11
X X X X X

«J3R I ei ft f** # #m ft I* ST# II

iT e*# ^ eft # gf# § eft I; ftre # mftr r# ii
Also see K. A., (246)

*

(Anxiety)

ftmes mr #m irftm ir# 3? mm fteq; mre ere# | 11
mrCt # fte 3*# e^C eg #mr # sqeiH ire# I: 11
rht: ft fern gei ftr ftrftr mrmmi ee #m ti# t 11
mil # #? ^ mft gw ftm ssq *1# | 11

we qf rit # w ei eg rut esr mm em teem ii 
#w m#* ml w ft #t srrfftw mme m3 ftmm 11 

em 5T% gift #sr # eg % hit # m ftm q*g qrl 11 
# em ft gw # wiw ge; re wft wnem fererl 11
mire wwtem m eg sr gem % ffq ft mr wit 11 
q ftrc g #w mwrw #| ww wiww irt mwrw wwrt ii 
ftt ee «ti gm ft w# me ft em ft ftn #sr e^f^ ll 

qre qft mi wm ^ft eft # ffte ^ toi^: ii
mrR T#ftr it eft# *R ft ^rft <ftsra qnq 11
^ ftmn er# tr ^ ftRi ft it n# ^e str ii 
ftq fftft nq ft ftlir# 357 qR«r TE^T #5-T^71R II
ft ^q# ^qm ^35ft 5ig snq?r % 3R ft ffti wr ll

srre ft f® ift zm srei unqin it feti qrc 11

fH ^ qft iw ft =qfft ft stg f^5rra# fsrftnrr wk qn? 11 
sri: mm 3R# 3^ 33Fe ft tflsrc ^ 5FTR ll
wi mil ftre % qit H35 q^ne h# e^ ^1# qmre 11

K. A., (240-i)

K. A., (241-ii)

K.A., (243-iii, iv >

K. A., (487),

K. A., (488>

K. A., (489>

K. A., (490)

K. A., (49IX
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(Lauding)
RR I; RR H ftlT % IR H JR |3RR ^ II
jpt rtr qRTqq t; Rf siii: font ssrit Jt u

gfe ^ H=qt fl -+df% f5Rt gljl HT fR R3RIT €t II 

jfq fqRRq | Rfl |t TJ qiRt *R J3RIT Jt l|

II

RJ RRR 

X
II

RfrT (Recollection and retrospection)

«ma #fR *|t qq n Rt qir it ir|t #rr qrc
*N\ fV ^ »V * __IR H FTR J IT iRt jqfs 3i| RR

X X X X
^ =qfN *W 3R I WT i^TR $R Rlt JJIT HRH
<ITR qRR qRT 5T# JR *RTH J% 5R |t jf^HRH

Jflt %R Jint Rt ??3RH
ipfa SRR €t HR qf QR IN RHt IR % §Tg RRH II

-*\^5 H (Perturbation)
ntfiR Jf 3H *jt 533 It hN itRR t RH H RRqsCt 

RJ 33 HH Fit Nr jt ITfd ^ SfRR
m2 ^ I frR% RR jt flR# ^fq#ft

JI^ JT SRR 5RRt IR H HN RR H% JR J3*t

II

II

^RfTFT (Prattling, talking nonsense)

$R Rt %T ^R €t 
=qqj HWRRt R3 rTR

q Ni; % §h jtr Jt qn jsjjt t*r *jq h?t \ \\
§H SRT? qt §H qTfiT RRR ^ II

X X X X

It ^ i

X

l Hlfa j| IRRTR J^T t II
• *s,

RRH R^IT JRHR RfT J ||

JRf film Jt ITTIT ^ Nr ItRR t SR IN %HTt II
?*5R fRRT rrtr fj|

r\»N\
tRqRT ji

nj RR |TOf nu
^ RRIf HfT fR ^t

_____

_._ _ r\I3R IT qRt II
I ff qrirt n

qR RR nit WRR J|ITRt II

(Madness ; insanity)

Irfqir jt tr'^t ^sr ift £tm | I 5R ^ n 
qqs ifR fiR f^R jt n|tt strr ^t ii

^rm | rit % rr # milt § fq#lt ii 
q;Rf «rr qnlt mr n ntR: rr nt f^R J^t n

(Ailment, sickness)

ff hr qCt gwf nti jr ^qqr qRt ii
fRH R3j |q n nn % IN qi rr qR rr ^irt n

X X X X X

^ *ff nn |t rij I Rg fRRfR’It fqfqin wt qrq ii
*

wm (Death due to extreme grief, shame or fear)§5TR RRRt RR Jt IR fRU HTRR t R?T ^TR nillt II

K. A., (242)

K. A., (490-i, ii)

K. A., (496)

K. A., (481)

K. A., (482)

K. A., (485)

K A., (481)

K. A., (497-iii, iv) 

K. A., (491-ii)

K. A., (499)
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HIRF

frrf

FRRF

HIRF

F%IF

FR 3RF RfFrH*t FR R? I Rfa Hf If
nkft qan f^rrq nf hr gR kf u

m ft Risk # gRt RRkl RR JgIFfR RR ^ RtF RFRt II
ftrkt Prr% hr rN flf w k hr wnk gF R>FRt ii
fRRHt t%R $ FH ̂ RR Rt gR # Hlf fsR Riff HFRt II
fiR ^ Hft kfHRt HTR R3% JR W* €t RlH % HR SRRt II

X X X X X
*FRR % RR k HR Rt R gRt HR RRR RRR5FT Ht II
RR&HTHHtHTRRRtfkiHRIHk ST<3kn HR RTHt II 
^FRR HT wft ft glR ft RTg t*RR ft pRg ftR RRI# II
HRTR pRRT HH T HH ^t RRt ^Hg# R# gRJ RFIHt II ^ 

X X X X X
RR WTg fegF TR*R Rift fapHR ^t RTR II
gRR Ht? ^tRt HR FtfR ^tRt R1R |l

X X X X X
gft R5 fg RTR HR pRIsT spFpR R pRIH % pRR Hfo g ^tRt II 
3TIHR gft RRRt HR Ft gft RRTR ft# fRR|[ RR ftnt II 
RFRt RF Ht gFRJg FRt § RFRt RR % RR ?t g RHTRf || 
glff Ir HRt HfR ft g RRt g<R # RR RR ftRt II

^rft ^m. |Pf RpR Pf Ht RR HRTR R*| gfF % gR RR II 
HtF3 gig JRs|TF TRsITHH HTFR tftRF RR RHTR II 

pRfRR RF pRg Ft RtR R pRg RRTRpg it RRR ft gRl Rlt II 
RT gFRfrRR t g*R RT HTH M gFWR II

gF RTHR HR F% gTF ^ gRf; RR it HgFTf TRHTFt II 
RRTR m |R # gg 5RF gR RRF it ^TpR kR g ETFt II 
7 ^ I R ^ RSRt pRg RpRR % RTH H TRF'RTFl II 
Hi M Ff ^ TO P fRJR | g gfT Ct ||T Ft II

gg RiR 5k sgTFR RtHR t ^FR sfk R ^TR RR RfTk II
Hk RRk RR % Rk R fTF RR RR ffR =Rt TRR ^THt II 

3R RH RR gRI ?t R^FTf R RRR HtRR fTHT II

RRTR |R g RCr RR R gF RIHR HR RR RIHI II

FkR % HR ^IFRkr fi# ^|Rt ^PR ftf RRTFt II
fRRTR fm RgH R RR RIR ^kf ^t RIR RRlft II
RP RR RF R ^f| # ^ HRR iRRRIFt II

Ft HRRp gRTR RRIR RRRIF HR fHRRR TRHTFt II
^X X x x X
RR ^t WFt g^I R ff RTR RifRT ft^RR # Hlf II
HRIR R<F RgFT Ri^T I pRR H WR RT fRFt RfR ^rf ||
%^IR ft gF # Rk ^ g W?- fRR % FH R sffR «Tlf ||
^Ff HRt gRRT RfH % SH'MI R fkt 'RH^Rt R ^Hff l|

(xxxxvii)

K. A., (796)

K. A., (797)

K. A., (811)

K. A., (869)

K. A., (861)

K. A., (862)

K. A., (863)

K. A., (864)

K. A., (865).

K. A. (911)
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^ qq qtqq % fq> |tg qqt II
«nf qt j>qf* gq§* qfq q;|qt fq% qtq qqt II 

sR 5ITf 5TIRT il I fl qtqq % qqqTq 5(qt II 
^ I ^qqit IR qt fqq g m\ g*q =qq fqjqt g aft u

x X X X X

fsqqqiqgqr fft % g<q ^ q$r q^ ^ qqtqr gq qif n
'^Tf I 5TT? qft *R q q>R | sqq It fqqqiq qqTf || 
qtft % q% ^ qqrq qq q;fq % qq q qqqr sqf 11 

gqw ^ qi5T q*qt fqfe % fqqqR ^t HT3 gRflf l|
fqqqiq qq qra ^ srraq fqqqR qts; qq qif q|t n

?R # qq ijz f^rra qqqf fqqqt qq qit qw qfq q^t II 
sqqq qtq qqqt qq^qsfq qs g?§ ^ ^q qr% q>§t II 

fqiqqt fatqgf qR; (to *|qt fqfe I qg;q fqf (tfqi *£t II
X X X X X

qtsrq qt 3pjT q fqqqTf^ qqrq qq qfq f'm qq?R II
qq qqqt sq% srfq |t qq % *mt sfq ^rqq qiR I I
qq qr ^ ft §? qf g'<R $q fq^R *|t qwq; u 

<m %\ qiq ^ ^q ^ qtsn ^ *|t fiq q «rn? u
^q ^ qq qqiq % qqTq qq fqq II 
f^q qq fmiz qtq g qtq fqq w =qqq u 
qq % qfq qf qq qiqq qrf fqil $q qrqq SIR 11“ 

*t g<q ?t qq ^ qftr |t fqqqrq qqt fef ss* n

f qq fa* ir g'qR fqq M qq wx qqif n 
^ ^ ^ qq q fqq q^q ^ q^wt q|t snf n 
#5 ^ q<t fR |t qft 5qqf| %=q qqt % ^rf n 
^ qj|; qft qqt f%q qi fqf |t fqqqiqq; % fq^rf 11

qfq g'^q qf %3iq % qiq 11

g^q q fqq qr ^qt ir sir m irq u

iftqq ^ m fq^q I §qq qq €t qiq n 
fq? qift^qt fqfq qiq t qt^: qt^ % qiq n

K. A., (455)

K. A., (752)

K. A. (753)

K. A„ (2473)

K. A., (2474)

K. A., (2475)

K, A., (2476)

K. A., (2477)



Bibliography
The bibliography includes books in English, Sanskrit, Hindi, Panjabi and Persian. The letter (S) placed 
against a work indicates that it is in Sanskrit, the (H) indicates Hindi, (Pb.) indicates Panjabi and 
(P) indicates Persian. The other works are in English.

Title
Acharya Keshavdas (H)
Jirdi Granth 

^Agni Puran (S)
Alankarsarvasva (S)
Art of Wordsworth

Bani Beuora ^Pb.)
Bansawali Nama Dasan Padshaian Da

(Pb.)
Bhakti Kusumanjali (H) 
Bharti-Bhushan (H)

Bhramargit-sar (H)

Bhagwadgita (S)
Bhushan Granthavali (H)
Bihari Ratnakar (H)

Bihari Satsai (H)
Brihadaranyak Upanishad (S) 
Chandralok (S)
Chandra Vardai Aur Un ka Kavya (P) 
Chhandogya Upanishad (S)
Chhand Prabhakar (H)
Classical Dictionary fof Hindu 

Mythology
Dashmesh Darpan (Pb.)

Dasam Granth Da Itihas (Pb.)
Dasani Guru Granth Sahib Sateek (Pb.) 
Dasam Granth Nirnai (Pb.)
Dash Rupak (S)

Das Varan Sateek (Pb.)
Dev Aur Unki Kavita (Uttarardh) (H)

Decameron Givanini Boccaecio

Dhwanyalok (S)

Durga Sapta Shati (S)
Evolution of the Khalsa (Vol. II) 
Geetavali (H)
Gita Gobinda Kavyam (S)

Goswami Tulsidas (H)
Gospel of the Guru Granth Sahib

Guru Chhand Diwakar (Pb.)
Guru Gobind Singh (A pamphlet)

Guru Gobind Singh as a Poet 
(A Tract)

Author
Dr. Hira Lai Dixit 
Dr. Ernest Trumpp.
Edited by Jivanand Vidyasagar 
Rajanak Ruyyak 
Lascelles Abercrombie

Dr. Charan Singh 
Kesar Singh Chhibber

Lakshmidhar Shastri 
Seth Arjun Das Kediya

Surd as

Shankar Bhashya 
Mishra Bandhu 
Shri Jagannath Das 'Ratnakar'

Bihari
Shafrkaf Bhashya 
Jayadev
Dr. Bipin Bihari Trivedi 
Shankar Bhashya 
Jagannath Prasad ‘Bhanu’
John IJowson

Sher Singh

Randhir Singh 
Narain Singh 
Lai Singh 
Dhananjaya

Sahib Singh 
Dr. Nagendra

Translated by J. M. Rigg

Anandavardhanacharya : Com
mentary by Badri Nath Sharma 
Vyas
Dr Indu Bhushan Banerjee
Tulsidas
Jayadev

Ram Chandra Shukla 
Duncan Greenlees.

Rhai Kahan Singh 
Prof. Teja Singh

Dr. Mohan Singh ‘Diwana’

Publishers
Lucknow Vishwavidyalay. Sam.2011
India Council, London, 1877.
Saraswati Press, Calcutta, 1882.
Nirnaya Sagar Press, Bombay.
Oxford University Press, London, 

1952.
Khalsa Tract Society, Amritsar.
MSS

Indian Press Ltd. Prayag, 1945.
Bharti-Bhushan Karyalay, Kashi, 

Sam. 1987.
Gopaldas Sundardas, Sahitya-sewa-
Sadan, Banaras, 4th Ed.
Anand Ashram,Poona.
Nagari Parcharini Sabha, Banaras.
Granthkar Prakashan Shivala, 

Banaras, 1951.

Anand Ashram, Poona.
Nirnaya Sagar Press, Bombay.
Hindustani Academy,Allahabad,1952.
Anand Ashram, Poona.
Jaggannath Press, Bilaspur.
Routledge and Kegan Paul Ltd. 

London, 1950.
The Sikh Religious Tract Society, 

Tarantaran (Amritsar).

Wazir-i-Hind Press, Amritsar.
Bhasour
Chaukhamba Sanskrit Series Office, 

Banaras.
Lahore Book Shop, Lahore, 1946.
Gautam Book Depot, New Delhi, 

1949.
George Routledge & Sons Ltd, 

London.
Chaukhamba Sanskrit Series Office, 

Banaras.
N. S. Press, Bombay.
A. Mukherjee & Co., Calcutta, 1947.
Gita Press, Gorakhpur, Sam. 1991.
Bhargava Pustakalay, Gayaghat , 

Banaras, Sam. 1998.
Nagari Pracharini Sabha. Kashi.
Tbe Theosophical Publishing House, 

Adyar, Madras, 1952.
Sudershan Press, Amritsar.
Amarjot Publishing House, Ambala 

Cantt.
The Sikh Religious Tract Society, 

Tarantaran. (Amritsar)



11

Guru Shabad Alankar (Pb.)
Guru Shabad Ratnakar 

Mahan Kosh (Pb.)
Grammar of the Hindi Language

Hanuman Bahuk (H)
Hanumannatak (H)
History of Hindi Literature 
History of Panjabi Literature 
•History of Sikhs

Hindi Bhasha Aur Sahitya ka 
Vikas (H)

Hindi Bhasha Aur Sahitya ka 
Itihas (H)

Hindi Chhand Prakash
Hindi Kavya me Prakriti Chitran

. . (H)
Hindi Literature.

Hindi Natak : Udbhav Aur Vikas (H) 
Hindi Premakhyanak Kavya' (H) <

(1500-1750 A*D.) 
Hindi Riti Sahitya (H)
Hindi Sahitya (H)

Hindi Sahitya ka Aalochanatmak 
Iiihas (H)

Hindi Sahitya ka Adikal (H)
l

Hindi Sahitya ki Bhumika (H)

Hindi Sahitya ka Itihas (H)
Hindi Bhasha Aur Sahitya (H)
Hindui Sahitya ka Itihas (H)

History of the Panjab

~ How the Sikhs became a Militant 
Race

Idealist View of Life

Introduction to Panjabi Literature

Introduction to the Study of 
Literature

Indian Philosophy (Vol. II)
Indian Philosophy and Modern 

Culture
Indigenous Education in Punjab 

until Annexation 
Jaya Daman (S)
Jayasi Granthavali (H)
Jap
Jeewan Sandesh (Monthly)Historical 

No., 1951 (Pb.)
Journal of Bombay Branch of the 

Royal Asiatic Society 
KaviPriya(H)

Bhai Kahan Singh 
Bhai Kahan Singh

Rev. S. H. Kellogg

Tulsidas
Hirdai Ram
Dr. F. E. Keay
Dr. Mohan Singh ‘Diwana*
J. D. Cunninghum

Ayodya Singh Upadhyaya 
‘Hariaudh’
Acharya Chatur Sen

Raghu Nandan Shastri 
Dr. Kiran Kumari Gupta

Dr. Ram Avadh Dvivedi

Dr. Dashrath Ojha 
Dr. Kamal Kulshreshtha

Dr. Bhagirath Mishra 
Dr. Hazari Prasad Dvivedi

Dr. Ram Kumar Varma

Dr. Hazari Prasad Dvivedi

Dr. Hazari Prasad Dvivedi

Ram Chandra Shukla 
Shy am Sundar Dass 
Garcin de Tassey translated by 

Laxmi Sagar 
Dr. S. M. Latif

Macauliffe

Dr. Radhakrishnan

Dr. Mohan Singh ‘Diwana’

W. H. Hudson

Dr. S. Radhakrishnan 
Dr. Paul Brunton

Dr. Roshan Lai Ahuja

Edited by H.D. Velankar 
Edited by Ram Chandra Shukla 
Translated and Annotated 

by S. Brijindar Singh)
Gurdit Singh Giani

Keshav : Commentory by Hari 
Charan Dass

Sudershan Press, Amritsar, 1924.
Darbar Patiala, Sam. Nanaki 461.

Kegan Paul, Trench, Trubner & Co. 
Ltd. London, 1938.

Gita Press, Gorakhpur.
Khem Raj Krishan Das, Bombay.
Associated Press, Calcutta, 1933.

Oxford University Press, London. 
1918

Pustak Bhandar, Patna.

Mehar Chand Lakshman Dass 
Lahore, 1946.

Rajpal Sc Sons, Delhi-1952,
Hindi Sahitya Sammelan, Prayag 

Sam. 2006.
Hindi Pracharak Pustakalay, 

Banaras, 1953.
Rajpal 6c Sons, Delhi.
Chaudhri Man Singh Prakashan, 

Ajmer, 1953.
Raj Kamal Prakashan, Delhi, 1956.
Attar Chand Kapur Sc Sons Delhi, 

1952.
Ram Narain Lai, Prayag, 1949.

Bihar Rashtra-Bhasha Parishad, 
Patna, 1952.

Hindi Granth Ratnakar Karyalay, 
Bombay, 1950.

Indian Pre^s Ltd., Prayag, Sam. 1997.
Indian Press, Allahabad, 1930.
Hindustani Academy, Uttar Pradesh 

Allahabad.
The Calcutta Central Press Co. Ltd. 

Calcutta-1891.
Govt. Central Printing Office, Simla.

George Allen Unwin Ltd. London, 
1951.

Nanak Singh Pustakmala, Amritsar, 
1951.

George G. Harrap Sc Co. Ltd., London 
1949.

George Allen & Unwin Ltd., London.
Ridet & Co. London.

Thesis accepted for Ph. D. (Punjab 
University).

Haritosha Samiti, Bombay, ] 949.
Indian Press Ltd., Prayag, 1985.
Amritsar 1925.

Patiala

1946-1947.

Nawal Kishore Press, Lucknow.



Ill

Kavya-Darpan (H)

Kavyadarsh (S)

Kavyalankar (S)
Kavyalankar Sutra (S)
Kavya ke Roop (H) 
Kavya-Pradeep 
Kavyadarsh (S)
Kabir and His Followers

Kabir’s Poems

Kabir Vachnavali (H)

Kaivalya Upanishad (S)
Kath Upanishad (S)
Khalsa Dharam Shastra (Pb.)

Vidyavachaspati Pt. Ramdahin 
Mishra 

Dandin

Bhamah 
Vaman 
Gulab Rai 
Rambahori Shukla,
Commentry by Ranvir Singh 
Rev. F.E. Keay

Translated by Rabindranath
Tagore

Edited by 'Hariaudh'

4

Shankar Bhashya 
Sodhi Ram Narain Singh

Granthmala-Karyalay, Patna-4, 
1951.

Nutan School Book Yantralya, 
Calcutta, Shaka 1803.

Shriniwas Press, Tiruvedi, 1934. 
Vidya Vilas Press, Banaras, 1908. 
Pratibha Prakashan, Delhi, 1950. 
Hindi Bhawan, Lahore, 1940. 
Oriental Book Depot, Delhi. 
Association Press (Y. M. C. A.), 

Calcutta, 1931.
Macmillan & Co. Ltd., London, 1921.

Nagari Pracharini Sabha, Kashi 
Sam. 1996.

Shri Venkateshwar Press, Bombay. 
Gita Press, Gorakhpur.
Sri Gurmat Press, Amritsar, Sam.

Life of Guru Gobind Singh 
Linguistic Survey of IndiaTVol, IX.

Markandey Puran (S)
Mahabharat (S)
Medieval Mysticism of India 
Mishra Bandhu Vinod

Modern Vernacular Literature of 
Hindustan

Mystics, Ascetics and Saints of India 
Natyasastra

Nirgun School of Hindi Poetry. 
Outline of the Religious Liter

ature of India
Padmavat ka Kavya Saundarya

V.

Pandavgita
Pan jab Dian Varan (Pb.) 

xPanjabi Sufi Poets. ^ \

Panjabi Varan (Pb.)
PanthParkash (Pb.)

. Philosophy of Sikhism 
Principles of Literary Criticism 
Prithvi Raj Rasso (H)
Rag Vigyan, Part I (H)

Rahat Nama (Pb.)
Rah at Nama (Pb.)
Ram Charit Manas -(H) 
Rasarnavsudhakar VS)

Rasikpriya
Raskhan and Ghananand ~---------- -
RepoTt Sodhak' Committee Dasam 

Patshai Shri Guru Granth Sahib 
Rewatat (Prithvi Raj Rasso)

27th Samay (H)
Ritikal ki Bhumika (H)

Kartar Singh 
Sir George Grierson

Vyas

Dr. Kshitimohan Sen 
Mishra Bandhu

Hindi Translation by Kishori 
Lai Gupta
John Campbell Omen 
Ascribed to Bharat Muni, Trans 

lated into English by 
Manmohan Ghosh,

Dr. P. D. Barthwal 
J. N. Farkuhar

Shiv Sahai Pathak

Edited by Ganda Singh 
Dr. Laj wanti Rama Krishna

Piara Singh Padam 
Giani Gian Singh 
Dr. Sher Singh 
Lascelles Abercrombie 
Chand Vardai 
V. N. Patvardhan

Desa Singh 
Guru Gobind Singh 
Tulsidas 
Singabhupal

Commentary by Sardar Kavi 
-Compiler Late 13abu Amir Singh

Dr. Vipin Vihari Trivedi 

Dr. Nagendra

Nanak Shahi 445.
Lahore Book Shop, Ludhiana, 1951. 
Government Printing Press 

Calcutta (India) 1906. 
Venkateshwar a Press, Bombay. 
Chiprasala Press, Poona.
Luzac & Co. Ltd., London.
Ganga Pustakmala Karyalay, 

Lucknow.
Hindi Parcharak Pustakalya, 
Varanasi.
T. Fisher Unwin London, 1903. 
Asiatic Society, Calcutta.

The Indian Bookshop, Banaras, 1936 
Y. M. C. A., Publishing House, Ltd. 

Calcutta.
Hindi Granth Ratnakar (Private) 

Ltd. Bombay, 1st. Edition 1956. 
Khemraj Sri Krishan Dass, Bombay. 
Khalsa College Amritsar. Ed. 1946. 
Humphrey Milford, Oxford Univer

sity Press, 1938.
Lahore Book Shop, Ludhiana, 1951. 
Khalsa Tract Society, Amritsar 
Sikh University Press, Lahore.

Tata Printing Works, Banaras. 
Vishnu Digamber Vidyalaya,

Poona, 1953.

Indian Press, Allahabad*
Travancore Government: : Press, 

Trivandrum.
Nawal Kishore Press, Lucknow. 
Nagari Pracharini Sabha, Kashi. 
Khalsa Dewan, Amritsar.

Lucknow Vishwavidyalay, 1953

Indian Publishing House, Delhi.,



IV

Sankshipta Hindi Shabda Sagar (H)

Sanskrit English Dictionary (S)
Sant Kavya 
Saturday Review 
Sahitya Darpan of Vishwanath 
Sahitya Darpan of Vishwanath

(Paiichhedas I, II, & X Arthalan- 
karas)

Shri Dashmesh Kavya Pradeep (H) 
Shri Dasam Granth Sahib ji, 3 Vols.

(Pb.)
Shrimad Bhagwadgita (S) *

Sikh Itihasak Yadgacan (Pb.)
/ Sikhism, Its Ideas and Institutions 

Some Concepts of Alankar Sastra 
Sikh Martyrs 
Sikh Religion, 6 Vols 
Sikh Review
Sri Guru Granth Sahib ji (Satik)

(Pb.)

Sur-Panchratna (H)

Sur Sagar
Storia Do Mogor or Mogul India 

Sadhs

^ Spokesman (Guru Gobind Singh 
Number)

Swetaswatar Upanishad (S)
Short History of Aurangzeb 
Tarikh Guru Khalsa 
Tom Jones (Book XIV) 
Transformation of Sikhism 
Trumpp’s Translation of Sri Guru 

Granth Sahib (Vol. I)
Vedant Sutra (S)
Vishnu Puran (S)
Vishnu Sahasra Nam (S)
Vir Kavya

Vishnu Mahapuran (S)
Vrajbhasha Sur-Kosh (H)

Yajur Ved (S)
Yog Darshan (S)

Zafar Namah (P)

R. C. Vafina 

V. S. Apte
Parshuram Chaturvedi

Mm. Dr. P. V. Kane

Giani Harnam Singh Ballabh 
Annotated by Giani Bishan 

Singh

Prof. Teja Singh 
Dr. V. Raghavan 
Bhagat Lakshman Singh 
Macauliffe.

Bhai Badan Singh Giani of 
Sekhwan

Surd as

Nand Dulare Bajpayi 
Niccolao Manucci Translated 
into English by William Irvine 
W. A. Allisons

Shankar Bhashya
Sir J. N. Sarkar
Giani Gian Singh
H. Fielding
Dr. G. C. Narang
Giani Harnam Singh Ballabh

Badrayan
Vyas
Vyas
Dr. Uday Narayan Tiwari,

Edited by Prem Narayan Tandon 

Patanjali.

Edited by Nanak Chand Naz.

Nagari Pracharini Sabha, Banaras, 
4th Edition.

Gopal Narain & Co., Bombay.
Kitab Mahal, Allahabad. 1st. Ed. 
Oct. 1899.
N. S. Press, Bombay 
P.V. Kane, Angre's Wadi, Girgaon 

Bombay. 1951.

Sikh Vir Karyalya, New Delhi. 
Khalsa College, Amritsar.

N. S. Press, Bombay.
Sikh Historical Society, Amritsar. 
Lahore Book Shop, Lahore, 1938. 
Vasant Press, Adyar, Madras, 1942. 
Ganesh & Co. Madras. 1923.
The Clarendon Press, Oxford, 1909. 
May 1951; April. May, June 1956. 
Maharaj Balbir Singh Bahadur 

of Faridkot. Sam. 1963 
Nankshahi 438.

Ram Narain Lai, Allahabad,
Sam. /1998.

N. P. Sabha, Kashi,
John Murray, London, 1908.

Y. M. C. A. Publishing House, 
Calcutta.

1952.

Gita Press, Gorakhpur.
M. C. Sarkar & Sons, 1930.

The Modern Library, New York. 
New Book Society, Lahore.
The Sikh Vir Karyala, N. Delhi

Nirnaya Sagar Press, Bombay.
Gita Press, Gorakhpur.
N. S Press, Bombay.
Bharti Bhandar, Ltd. Allahabad, 

Sam. 2005.
Shri Venkateshwar Press, Bombay. 
Lucknow Vishwavidyalay, 1st. Ed. 

Sam. 2007.
Vedic Yantralaya, Ajmer 
Nirnaya Sagar Press, Bombay.




