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her sentiment with her bosom companion (sakhi) is the next; that this poetry,
—impersonal, without names—has the dramatis personae in the heroine
(nayika), hero (nayaka) and companion (sakhi) is the third, and so on. It
is the dramatic style of such poetry that lends itself readily and richly to
representation on the stage; the skill and sensitivity of the dancer lies in ex-
ploring every nuance of the sentiment by probing into every meaning of a
phrase, even a word. That is ahhinaya. '

The song cited above is from an ancient compilation in Prakrit, Gatha-
saptasati, ascribed to the Ist century A.D. It could, however, be placed
anywhere; Amarusatakam in Sanskrit (7th cent. A.D.) has a song identical
in style and purport (gat€ prémaveése, . .), Khetrajna, the 17th cent. Telugu
bard, has a padam in the same strain (paiyyada ...) and so on. The initiate
has to know but one; the rest can be seen to belong to a tradition in which
stylised poetry woven on conventional situations and moods of romantic
love is the eternal lure, for those who would invoke the Muse. If creativity
within convention is the hall-mark of a classical musician, so it is with such
poets of romance, celebrating love among humans joyously and lustfully.

The situations that lend themselves to poctic expression are conven-
tional and it is important to recognise where they are rooted. Fancy youthful
love among pastoral people—clandestine in nature but free in manifestation.
Local gossip, parental check and rival attractions lend sharpness to the
appetite; emotions rise, as trepidation mounts in the anxious mind. Fancy
such exciting romance being endowed with a precariousness that is almost ever
present, thanks to the frequent journeys that the lover is obliged to under-
take. His absence—even the imminent possibility of it—is what causes pangs
of separation, known as viraha, in the heroine. And, there are shades of
intensity, depending not only on the girl’s level of sensitivity but also on the
situation itself; the journey (pravdsa) can cause a variety of situations
depending upon whether (i) he is likely to go, (i) he has mentioned the
possibility, (iii) he is about to go (with or without announcement), (iv) he is
actually leaving, (v) he has gone. What is remarkable is that all this is
part of convention—defined and codified.

The moods in which the girl finds herself, in the course of her exciting
romance, are also conventional and in each mood—situationally condition-
ed—she has a defined personality, mien and manner. In the situation when
the man is away on travel the girl is known as proshitapatikg (literally, one
whose husband is away). When the man fixes a tryst but fails to turn up,
she is the disappointed one (vipralabdhg), but when he does turn up after a
late night escapade with tell-tale marks on him, she becomes indignant; yet,
she must rather instruct and admonish than reject or condemn. In this mood
she is known as Khanditd whose dignity rests on her ability to deplore his
action without denouncing the man. For, she does love him still and her
peeve is but proof of her yearning and attachment. Proud, she is, (mdnini)











