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Separation need not be caused by physical distance alone. When
the man becomes preoccupied elsewhere so as not to bestow atten-
tion, he becomes distant. The roused mistress in such a situation
becomes virahotkanthita. When, however, a tryst is fixed and the
man fails to turn up, the disappointed one becomes vipralabdha.
When neglect or emotional distance is traceable to the ‘other
woman’, the mistress turns into khandita (the admonishing woman).
When the injury is imaginary and yet the mistress sports a peeve
she is known as kalahantarita (separated by quarrel).

Yet, separation is meaningful only when it presupposes a strong
union and leads to a reunion. The interesting facets of such a state
are crystallised in three nayikas: vasakasajja, the girl who is fully
decked to receive the lover; abhisarika, the daring adventuress who
goes to meet her lover; and swadhinapatika, the proud, happily
matched woman (see Fig. 1A & B).

It is not necessary to set the mind inquiring if these nayikas are
drawn from real life; nor is it desirable. Let them be fanciful crea-
tures, suggestive of the plausible. Fiction superimposed on a little
truth is infinitely more attractive, at all times. Moreover, stylisation
lends magic, as when the iconography of India instils divinity in the
stylised representation of the human form. If the nritta of Indian
dance evokes beauty and grace in stylised movement, then it is
nritya that conjures sringara through stylised portraits of charming
women.

Full Stature

Notwithstanding the charm of the gathas and their popular
appeal, the nayikas figuring in these songs would never have acquired
full stature and classical status but for two important phenomena in
medieval times. The first is the entry of the gatha style, with all its
conventions, into the Sanskrit tradition, resulting in the form known
as muktaka. The finest example is Amarusatckam, a compilation of
a hundred erotic stanzas, celebrating love (sringara) in the footsteps
of Hala. The empbhasis shifts from separation to union (vipralamba
to sambhoga) but the types are the same; commentators on
Amaru invariably indicate which nayika each song depicts and
which is the mood that is dominant. Besides, treatises on literary
criticism beginning with Dhwanyaloka cite passages from Amaru
as well as Hala to illustrate poetic devices known as alankara. What
is interesting is that while such works uphold the literary charm of
those anthologies, treatises on the aesthetics of erotics (sringara)











