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Abstract

While the hero (ndyaka) of classical Sanskrit lyric poetry is, as a rule, an adult and a con-
summate lover, that is not the case with the heroine (224yik4). Poets, anthologists and the-
oreticians of literature distinguish the various types, which differ, among other things, in
their age and experience in love matters. They include the adolescent heroine, who is de-
picted during the process of her transformation from a little girl into a young maiden. This
motif, referred to as vayahsamdhi, was also introduced into the medieval lyric poetry of
north-eastern India, thanks to the famous Maithili poet Vidyapati (14"-15" centuries
CE), who used it in his songs on the adolescence of Krsna’s beloved Ridha. The paper
analyses in detail selected instances of the use of the motif in Sanskrit and Maithili sources,
with a particular focus on metaphors employed to explain the liminal period of adolescence
to the poems’ listeners or readers.

Keywords: nayika; adolescent heroine; vayahsamdhimotif; Radha; classical Sanskrit litera-
ture; kdvya; Vidyapati.

1. Female Adolescence in Classical Sanskrit Literature and Classical Indian Liter-
ary Theory: Visvanarha's Sihityadarpana

In classical Sanskrit literature (£4vya), as well as in classical Indian literary theory
(alamkarasistra), the adolescent heroine does not seem to have her own separate,
traditionally established name. Let us consult, for example, Visvanitha’s SzhAit-
yadarpana (SD), which is a good source to refer to for information on the subject.
In this 14"™-century comprehensive alamkarasistra treatise from north-eastern
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India', which develops the earlier tradition of the discipline, the author distin-
guishes, names, defines and illustrates in his own or other poets’ exemplary stanzas,
as many as 384 types of ndyiki. However, the literary representation of an adoles-
cent female is not one of them. This does not mean that such a heroine is absent
from Vi$vaniatha’s work.

The first of the stanzas illustrating the mugdha niyiks, i.e. ‘naive’ heroine, is
the following one, in the srdilavikridita metre, by the theoretician’s father:

madhyasya prathimanam et jaghanam vaksojayor mandata

diram yaty udaram ca romalatika netrajavam dhavari /

kandarpam pariviksya nitanamanorajyabhisikcam ksanad

anginiva parasparam vidadhare nirlunthanam subhruvah // SD 3. 58 //

Her buttocks come to acquire the ampleness of her waist,

the smallness of her breasts passes to her distant belly,

and the line of her abdominal hair

hastens to assume the straightness of her gaze.

Itis as if, on seeing that Kandarpa has been newly inaugurated
as a ruler in the kingdom of her mind,

among the parts of the body of the fair-browed one

mutual plunder instantly began®.

Although the heroine is referred to above just as ‘the fair-browed one’ (subhra),
without specifying her age, the stanza clearly depicts an adolescent girl. Most of
the noticeable physical changes which happen during female puberty are duly in-
dicated here — our heroine’s breasts develop, her waist becomes slimmer, she loses
the protruding belly of a child, while she gains fat in the area of her buttocks; a
small line of hair appears on her abdomen.

A certain change in the girl’s behaviour is also pointed out in the stanza — she
no longer looks other people straight in the eye but begins casting oblique glances
at them. Obviously, this has to be comprehended as a symptom of psychological
changes in the heroine — as a result of her increased self-awareness, as well as aware-
ness of others and their judgements, characteristic of the period of adolescence, she
becomes diffident, shy and easily embarrassed, while doing her best to preserve de-
corum at all times.

1. Gerow 1977, 281: «the first quarter of the 14th century»; ibid., 282: «hailing from Orisa».
2. Translation mine; cf. Mittra-Ballantyne 1865, 68.
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However, sideways glances may also be interpreted as a display of the girl’s new-
found coquettishness, together with the playful movements of her eyebrows, to
which the above-mentioned epithet subhri possibly refers. In its turn, coquettish
behaviour reflects emotional changes in our heroine — «Kandarpa has been newly
inaugurated as a ruler in the kingdom of her mind>, after all; in other words, she
starts being curious about love matters, or perhaps even experiences the first stir-
rings of love in her heart, which, interestingly, is perceived by the poet not as a
consequence of the onset of adolescence but, on the contrary, as its cause.

To emphasise how fundamental this transformation of the heroine is, and
how critical the period of adolescence is in her life, the author skilfully uses con-
trast and an apt metaphor in the stanza.

The individual parts of the body of the adolescent girl, he demonstrates, are
stripped of their childhood characteristics, which are then transferred to other
body parts; eventually, each body part will acquire new, adult traits, opposite to
the previous ones; in this process, it is as if our heroine were first deconstructed
and then reconstructed from the same elements as before, but distributed very dif-
ferently.

Metaphorically, adolescence is conceptualised here in terms of another limi-
nal situation, namely interregnum, or rather the beginning of a king’s reign — the
new ruler has already been inaugurated but has not been able to assert his authority
yet. This results in the instability of his kingdom, internal strife and the collapse of
the old economic and political order; a new order will finally emerge and the situ-
ation will normalise, but with a great shift of wealth and power in the state.

2. Female Adolescence in Classical Sanskrit Literature and Classical Indian Liter-
ary Theory: Classical Sanskrit Anthologies

Stanzas depicting the adolescent heroine found their way into classical Sanskrit an-
thologies (kos2/ kosa) as well. The topic must have been quite popular, as in three
well-known collections, namely Vidyakara's Subhisitaratnakosa (SRK) (probably
11% or 12* century CE)?, Sridharadasa’s Saduktikarnimyea (SKA) (1205 CE)* and

3. Sternbach 1974, 15. Cf. Ingalls 1965, 30: «the latter half of the eleventh century A.D.»; Ko-
sambi 1957, vii: «The first edition was compiled about A.D. 1100, the expanded edition about A.D.
1130x; Sternbach 1978-1980, I, 3: «cca 1100-1130»; Warder 2004, 1: «the beginning of the +12».

4. Sternbach 1974, 16.
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Jalhana’s Sukeimukeavali(SMA) (1258 CE)’, it is given a separate chapter, invari-
ably titled vayahsamdhi / vayassamdhi ‘life-juncture’ (Monier-Williams 2002:
920). The vapahsamdhi chapter (vrajya) of the Subhasitaratnakosa is by far the
largest — it contains 50 stanzas®; the vayassamdhipaddhati of the Suktimuktivali
contains 17 stanzas, while the vayahsamdhi section (vici) of the Saduktikarnamyta
has only 5 stanzas, but they are followed by a further S stanzas gathered in a section
titled kimciduparadhayauvana /kimcidupodhayauvani ‘[the heroine] whose
youth has slightly grown / has come a little closer’, which I will also take into ac-
count in this paper.

Let us begin with a brief overview of the poems’ content”. As noted above, in
classical Sanskrit literature, the adolescent heroine does not seem to have a separate
name. Thus, in some of our stanzas, she is referred to as ‘a girl’ (5a/2)*, and else-
where, as ‘a young maiden’ / ‘a young women’ (caruni’/ yuvati®), or even as ‘a
woman’ (stri)™.

The period of adolescence is here usually referred to periphrastically, e.g. as
the time ‘when childhood is gone’ (gaze bilye, SKA 2. 2. S), ‘when childhood per-
ishes’ (glayati saisave, SRK 335; sidati saisave, SRK 348; SMA 51. 5), ‘between
childhood and youth’ (sisutitirunyayor antare, SRK 344; SMA S1. 9), ‘when
youth has slightly grown’ (stokirohini yauvane, SRK 346) or ‘when youth comes
closer’ (pratyasidati yauvane, SRK 342); as ‘the beginning of youth’ (raruni-
masamarambha, SRK 334; 360; SKA 2. 2. 2; yauvana [...] arambha, SRK 338;
339), ‘first youth’ (rdrunyam prathamam, SRK 345) or ‘fresh youth’
(navzyzzuvanz, SRK 337; 340; navinayauvana, SRK 359; SKA 2. 1. 5). Some au-
thors simply speak of ‘youth’ (zarunabhiva, SRK 357; taruniman, SRK 336; 349;
375; SMA S1. 7; tarunya, SRK 341; 361; yauvana, SRK 363; 371; 380; SMA S1.
4). The term vayahsamdhi, given by the compilers of our three anthologies in the
titles of their relevant sections, itself rather periphrastic and generic, is almost never
used by the poets™.

S. Sternbach 1974, 17.

6. One of them (SRK 353), however, depicts an adolescent boy.

7. Cf. Ingalls’s introduction to his translation of the vayahsamdhi chapter of the Subhasi-
taratnakosa (Ingalls 1965, 153-154).

8. SRK 334; 354; 358; 368; 369; 372; SKA 2. 1. 3; 2. 1. 4, SMA 51. 7; 51. 16.

9. SRK 356.

10. SRK 363; 357; 374.

11. SRK 335.

12. The only exception being, interestingly, SRK 353, mentioned above, where it refers to male
adolescence.
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Just like Vi§vanatha’s father in Szhityadarpana 3. 58 discussed above, the au-
thors of our poems keep track of, and describe in detail, the gradual transformation
of their heroines’ bodies occurring during puberty. The onset of menses, rather
understandably, is never mentioned or even alluded to here; however, of the no-
ticeable major physical pubertal changes, only rapid growth is omitted — the devel-
opment of the secondary sex characteristics, namely enlarged breasts", wider and
curvier hips™, as well as a slimmer waist"® and plumper buttocks'® due to the redis-
tribution of body fat, are all duly taken care of.

The appearance of abdominal hair is also a recurrent motif'/, while underarm
hair is not depicted. Additionally, the authors point out the pale cheeks of the pu-
bescent girls'® and three folds of skin forming on their bellies”.

However, once again similarly to Vi$vanatha’s father in SD 3. 58, the poets
are perceptive and sensitive enough to observe changes in the behaviour of their
adolescent heroines as well, which are indicative of a psychological transformation.

The heroines, they point out, are no longer little children in loose garments,
with unbound hair®, who used to look others straight in the eye*', laugh without
restraint, run and skip around™, play with dolls**. Modest and bashful now*, they
cover their blossoming bodies* and restrain their laughter*. They become curious
about love”; when their older, more experienced female friends discuss erotic mat-
ters, they listen attentively®, while feigning indifference. Day by day they

13. SRK 334; 337; 340; 342; 345; 347; 349; 351; 352; 355; 356; 361; 363; 364; 365; 371; 372;
375; 376; 377; 3785 379; 380; SKA 2. 1. 45 2. 1. 5; 2. 2. 2; 2. 2. 3; 2. 2. 5, SMA 51. 4; 51. 6; 51. 7; S1.
8;51.10;51. 11;51. 17.

14. SRK 352; 355; SKA 2. 2. 5; SMA 51. 11.

15. SRK 355; 379; 380; SKA 2. 2. 5; SMA 51. 4.

16. SRK 341; 343; 345; 347; 351; 360; 373; 375; 376; 379; 380; SKA 2. 2. 2; 2. 2. 3; SMA S1.
4;51.6;51. 8;51. 10.

17. SRK 338; 363.

18. SRK 341; 342.

19. SRK 352; 356; 361; 363; 364; 371; SKA 2. 2. 5; SMA 51. 8; 51. 11.

20. SRK 335.

21. SRK 383.

22. SRK 355; 383.

23.SRK 348; SMA 51.5.

24. SRK 339; 352; 372; 373; SKA 2. 1. 3; SMA S1. 11.

25.SRK 335; 348; SMA 51. 5.

26. SRK 348;383; SMA 51.5.

27.SRK 339.

28.SRK 369; SKA 2. 1. 3;2. 1. 4.

29.SKA2.1.3.
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advance in the art of coquetry — they learn how to gracefully move their eye-
brows™, cast oblique glances®, walk slowly®* with a slight smile on their lips®; they
constantly check themselves out in a mirror* and practise binding their hair™.
They do not speak much®, but their words are imbued with double meanings and
hints (chekokti)”.

Let us now discuss selected examples in more detail.

When I was reading our poems for the first time, what struck me most was
that adolescent girls were frequently seen in them as somewhat vague, difficult to
grasp, and thus hard to depict.

The best example of such conceptualisation of the heroine is probably the
very first stanza of the vayahsamdhisection of the Subhisitaratnakosa (SRK 334),
in the sikharini metre, ascribed to Viryamitra®, which was popular enough to be
also included, anonymously, with only a few minor different readings, in the Sik-
timukeavali SMA S1. 7); its first half is also included in the Saduktikarpimyea,
where it is combined with a completely different second half to form a stanza as-
cribed to a certain Rajoka (SKA 2. 2. 2).

bhruvoh kicil il parinatir apiarvi nayanayoh
stanibhogo vyaktas® tarunimasamarambhasamaye® /
idanim baliyih kim amrtamayah kim madhumayah

30. SRK 334; 335; 339; 349; 358; 360; 372; 376; 380; 383; SKA 2.2.2;2.2.5; SMA S1. 4; 51.
7;51. 8.

31. SRK 335; 345; 348; 349; 351; 352; 355; 358; 360; 361; 362; 367; 372; 375; 376; 383; SKA
2.2.3;2.2.5;SMA 51.5;51.7;51. 10; 51. 11.

32.SRK 355; 358; 376; 383.

33. SRK 3605 367.

34. SRK 346.

35.SRK 335.

36. SRK 376.

37.SRK 335; 346; 348; 349; SMA 51. 5.

38. A Bengali, or at least an easterner, of the time of the Pala Dynasty, 900-1100 CE (Ingalls
1965, 32; cf. Kosambi 1957, c: «A Pila author, [...] courtier»; Sternbach 1978-1980, II, 473:
«Court poet of Pila kings. [...] Must have lived in the beginning of the 12th century or earlier [...]
but probably earlier).

39. SMA S1.7: vyaktas; SKA (1) 2.2. 2 = SKA (2) 2. 2. 2: vyaktas.

40. SMA 51.7: tarunimani samrambhasamaye.

41.SMA 51.7: visamayah.
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kim anandah saksad dhvanati madhurah paficamalayal® // SRK 334 //

Now comes a certain grace of eyebrow,

a new development of eye,

and the curve of breast appears

atyouth’s commencement;

while in the child’s voice

the note of love sounds clear,

composed, one knows not which to say,

of nectar, honey, or of bliss. (Ingalls 1965, 154).

In the first half of the poem, the adolescent girl’s eyebrows acquire ‘a certain grace’
(kacil lilz an indefinite article is used here®), the new-found maturity of her eyes
is called apirva ‘unpreceded, unprecedented, not having existed before, quite new,
unparalleled, incomparable’ (Monier-Williams 2002, 96), and her developing
curved breasts are referred to as avyakra. Ingalls chooses the reading vyakra (against
the editors of the original Sanskrit text of the Subhisitararnakosa but supported
by the readings adopted in the edition of the Siakrimukrivaliand in both our edi-
tions of the Saduktikarnimyrea), and hence his translation. However, I would argue
that the reading avyakra, understood as ‘indistinct’ (Monier-Williams 2002, 111),
suits the overall meaning of the poem much better.

In the second half of the stanza, the voice of the heroine, imbued with her
eagerness to love and be loved, and thus as if attuned to the erotic paicama riga, is
considered to be simply indescribable, even if as many as three standards of com-
parison — nectar (amyta), honey / sweet wine (madhu)* and bliss (2nanda) — are
proposed.

Another poetic device easily observable when reading our poems, once more
similarly to SzhAityadarpana 3. 58, is the frequent use of contrast to depict changes
occurring in the adolescent heroine’s outward appearance and behaviour, and to
emphasise how radical they are. The best exemplification of this practice can be
found in the 22nd stanza of the vayahsamdhi section of the Subhasitaratnakosa

42. SMA S1.7: dhvanitamadhurah paficamaravah. Ingalls 1965, 494: «paficamalayah |...] can
scarcely be right, for pacamais the name of a note or key and /ayameans tempo. Read paicamakalah
[...] (pacamaravah |...] gives equally good sense)».

43. Cf. the use of indefinite articles in SRK 335; 336; 339; 344; 346; 348; 349; 368; 372; 383;
SMA 51.5;51.9.

44. Or poison (visa) according to the Saktimukeavali
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(SRK 355), by the famous Rajasekhara®, which is also included in the Saduk-
tikarpamyrea (SKA 2. 2. 4):

padbhyam mukeis taralagatayah samsrica locanabhyam
Sronibimbam tyajati tanutam sevare madhyabhigah /

dhatte vaksah kucasacivatim advitiyatvam dsyam*
tadgatranam gupavinimayah kalpito yauvanena// SRK 355 //

Liveliness, abandoned by her feet,

passes to her eyes;

her hips reject the slenderness

that now her waist assumes;

her torso wins companions in her breasts;

her face, however, stands alone without compare.

Thus adolescence brings about

exchange of attributes in all her limbs. (Ingalls 1965, 158).

The stanza resembles SD 3. 58 to the point that it might well have been its model,
so after all the previous discussion there is no need to explain it in detail.

However, let me point out the skilful employment here of the mandikrinei
metre. With its two contrasting consecutive series of syllables — four long (gury,
lit. *heavy’) syllables and five short (/aghu, lit. ‘light’) syllables at the beginning of
each pada, this metre is indeed most suitable to express the contrasting character-
istics of the transforming heroine.

This is especially visible in the first and in the second pida, where short sylla-
bles render the quick steps of a little girl, running and skipping around
(taralagatayah) and the slimness of her delicate hips (¢yajatr ranurim), while long
syllables represent the graceful slow gait of a young maiden (padbhyim muktis),
whose hips have become much wider, curvier and heavier now (sronibimbam).

The metaphor used by Rijaekhara is, admittedly, not that striking; it might
have been drawn from the conceptual domain of the market, which is also a liminal
sphere, «with its implications of choice, variation, contract» (Turner 1974, 71).

45, 910" centuries CE. (Kosambi 1957, xciv: «He speaks of himself as the guru of King
Mahendrapila, and under the patronage of his son and successor Mahipala. This refers to the
Pratihara kings of Kanauj who are known from inscriptions to have ruled circa A.D. 890-920»;
Ingalls 1965, 32: «900»; Sternbach 1978-1980, I1, 305: «End of the 9th, beginning of the 10th cen-
tury»).

46.SKA (1) 2. 2. 4 = SKA (2) 2. 2. 4: advitiyam ca vaktram.
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Let us now have alook, then, at the last stanza of the kimciduparidhayauvani
section of the Saduktikarnamyrea (SKA 2. 2. 5), in the sikharini metre, ascribed to
Satinanda?, in which a much more vivid metaphor is employed:

gate balye cetah kusumadhanusi siyakahatam

bhayid viksyaivisyih stanayugam abhin nirjigamisu /

sakampa bhravalli calari nayanam karpakuharam

krsam madhyam bhugna valir alasitah sroniphalakah // SKA (1) 2.2.5 =
SKA (2)2.2.5//

Childhood gone, on seeing her mind wounded

by an arrow of the god whose bow is made of flowers,
fearful, her breasts wish to spring forth,

her eyebrows tremble,

her eye flies to the cavity of her ear,

her waist grows thin,

the skin on her belly forms folds / becomes depressed,

and her hips suffer from exhaustion®.

Yet again similarly to Szhityadarpana 3. 58, the first awakening of love in the her-
oine’s heart is seen here not as a consequence of the onset of adolescence but as its
cause.

This witty poem resembles SD 3. 58 in one more aspect: adolescence, through
numerous puns, is presented in the stanza in terms of another liminal experience
from the conceptual domain of politics and war, namely a sudden invasion of a
country. The previous ruler is gone, and an aggressor enters, causing stress, panic
and general confusion in the hapless kingdom.

The image is so violent that its use for the metaphorical conceptualisation of
pubertal changes in a girl’s body, her new-found coquettishness, and her first love
creates a slightly comic effect, while still successfully explaining to the readers the
radicalness of her physical and behavioural transformation, as well as her emo-
tional turmoil at this critical moment in her life®.

47. A Pila court poet of the first half of the gth century CE. (Kosambi 1957, ci; Sternbach
1978-1980, 11, 505).

48. Translation mine.

49. For other metaphorical conceptualisations of female adolescence in terms of situations
from the conceptual domain of politics and war, see SRK 338 by a certain Ladahacandra (a king
founds a new city), SRK 362 (a country prepares for an invasion), SRK 382 (a king is defeated by a
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3. Radha’s Adolescence in the Maithili Songs of Vidyapati

As already mentioned, the vayahsamdhi motif was also introduced into the medi-
eval lyric poetry of north-eastern India, thanks to the famous Maithili poet
Vidyapati (V) (14"-15" centuries CE)*, who used it in his songs on the adoles-
cence of Krsna’s beloved Radha.

The present paper does not aim to investigate this broad topic in depth; how-
ever, it might be worthwhile to analyse here just one among Vidyapati’s numerous
vayahsamdhi songs, as an example of the influence of the classical Sanskrit literary
tradition on vernacular Indian literatures:

Saisava yauvana darasana bhela/
duhu patha heraita manasija gela //
madanaka bhiva pahila paracira/
bhina jane dela bhina adhikira//
katika gaurava piola nitamba /
ekaka khina aoke avalamba //
prakata hasa aba gopata bhela/
uraja prakata aba ranhika lela //
carana capala gati locana piba /
locanaka dhairaja padatale yaba//
navakavisekhara ki kahaita para/
bhina bhina rija bhina vevahara// V'S //

There was an encounter between childhood and youth;

the mind-born god of love went to see the two paths.

The first display of Madana’s power®! —

he has given his different subjects different rights.

The buttocks have acquired the heaviness / dignity of the waist;

the thinness / weakness of the latter is now supported by the former.
Laughter, previously unconcealed, stays concealed now;

the breasts have come out of concealment in its place.

The gaze will assume the restlessness of the gait;

the calmness of the eyes will pass to the feet.

rival), SMA S1. 8 (when two claimants vie for the throne, a third pretender plans to conquer the
kingdom).

50. Jha 1972, 55 10. Under the patronage of King Sivasimha and other rulers of the Oinavara
dynasty of Mithila (Majumdar 1960, 404-407).

S1. Kapur 1968, 11: bhava= sartd, prabhutva.
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What can Vidyapati say? —
‘Different kings, different customs™2.

As we can see, Vidyapati, in a structurally very different poetic text in another lan-
guage, depicts physical changes happening to his adolescent heroine, as well as
changes in her behaviour, indicative of a psychological transformation, in a way
that is quite similar to Sanskrit authors. The song mentions the pubescent girl’s
heavier buttocks, thinner waist and enlarged breasts; it also points out the heroine’s
slower gait, restrained laughter and oblique glances, all three showing her height-
ened sense of decorum and her progress in mastering the art of coquetry. The onset
of adolescence is presented here, just as in the Sanskrit vayahsamdhi poems ana-
lysed above (SD 3. 58 and SKA 2. 2. 5), as caused by the first stirrings of love in the
girl’s heart.

To help his listeners or readers better understand adolescence as a critical pe-
riod in a woman’s life, Vidyapati — once again similarly to Sanskrit poets — employs
contrast (in a manner already familiar to us after discussing SD 3. 58 and SRK 355)
and a political metaphor, resembling those used in SKA 2. 2. 5 and SD 3. 58>, but
with a new twist.

The heroine’s adolescence is conceived of in terms of a whole series of dra-
matic events taking place in a kingdom. When the previous monarch (childhood)
is engaged in a battle with a rival (youth), yet another pretender (love) makes use
of this opportunity to seize the throne himself.

Next, he immediately asserts his authority — some of his new subjects are
stripped of their office, which is then offered to others; some, filled with fear, go
into hiding, while some, on the contrary, come out of hiding after receiving con-
vincing assurances. Thus, the old political order of the state, completely rear-
ranged, gives way to a new one, more conducive to the new king’s successful reign.

4. Conclusions
Summing up, in Classical Sanskrit literature, female adolescence appears to have
been quite a popular topic, since in three well-known anthologies, namely

Vidyakara's Subhdsitaratnakosa (11" or 12% century CE), Sridharadasa’s Saduk-
tikarnamyrea (1205 CE) and Jalhana’s Saktimukeavali (1258 CE), it is given a

52. Translation is mine.
53. Cf. also SMA 51. 8, as well as SRK 362 and 382 (see footnote 49).
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separate chapter, titled vayahsamdhi/ vayassamdhi ‘life-juncture’. However, the
authors of the poems included therein (and in another section of the Saduk-
tikarnamyea, titled kimciduparadhayauvana / kimcidupodhayauvana ‘[the hero-
ine] whose youth has slightly grown / has come a little closer’, which has also been
taken into account in this paper) almost never employ this term and, usually, refer
to adolescence using various periphrastic expressions instead.

The adolescent heroine, captured during the process of her transformation
from alittle girl into a young maiden, does not seem to have her own, traditionally
established name. The authors frequently view her as vague, difficult to grasp, and
thus hard to depict.

Still, they duly describe most of the noticeable major physical changes which
occur during female puberty. They are also perceptive and sensitive enough to ac-
curately observe and point out fundamental changes in the behaviour of adoles-
cent girls, which are obviously to be interpreted as symptoms of a radical psycho-
logical transformation. Interestingly, the onset of adolescence is often considered
by the poets to be caused by the first awakening of love in the heroine’s heart.

To help the readers better comprehend how critical this period is in a
women’s life, the authors frequently resort to the skilful use of contrast and apt
metaphors. Unsurprisingly, adolescence is often metaphorically conceptualised in
terms of other liminal experiences. The poets have a special predilection for meta-
phors drawn from the conceptual domain of politics and war, which is also easily
understandable. Even though the depictions of events such as an invasion, the
tight of pretenders to the throne or the beginning of a new king’s reign, with the
ensuing general confusion and instability of the state, may sometimes create a
slightly comic effect, they generally emphasise the turmoil of female adolescence
quite convincingly.

Moreover, happenings of this kind would surely have been well-known to at
least a part of the original — predominantly courtly - literary milieu. For them, the
explanatory value of these metaphors must have been great indeed™.

The last part of the paper discusses one of the numerous songs on the adoles-
cence of Krsna’s beloved Radha by the famous Maithili poet Vidyapati (14*-15®
centuries CE) as an example of the influence of the classical Sanskrit literary

54. Additionally, it is perhaps not unreasonable to suggest that some of our authors (many of
whom were court poets, see footnotes 38; 45; 47) may allude to real-life events in their stanzas
through the use of political and military metaphors. Thus, while depicting adolescent girls, they may
also give indirect praise or advice to their kingly patrons.
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tradition on vernacular Indian literatures. As a detailed analysis demonstrates, in a
structurally very different poetic text in another language, Vidyapati treats the
vayahsamdhi motif quite similarly to Sanskrit authors.
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