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FOREWORD

The L. D, Institute of Indology has great pleasure in publishing the book
Appointment with Kalidisa by Dr. G. K. Bhat, Ex-Director, Bhandarkar Oriental
Research Institute, Poona. The book will, no doubt, prove a goed introductioa to
Kalidasa, Therein Dr. Bhat treats of Kalidasa’s life, date and works, his worid of
thought, his personality and art, his outlook on life and the values he cherished in
art and life. His appraisal of Kaliddsa’s Supreme theme : Srigira or love is parti-
cularly very interesting and illuminating., He evaiuates the problem in the contaxt of
social atmosphere prevailing in the days of Kalidasa. He does not favour the
‘sublimation’ thesis or ‘spiritual’ interpretation and argues out his case very convig-
cingly. His treatment is throughout lucid and autheatic.

We hope that the book will be of great interest to scholars of Sanskrit Literature
in general and of Kalidasa's works in particular.

L. D, Institute of Indology, Nagin J. Shah
Ahrmedabad-380009, Director
26th January, 1982,
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PREFACE

The L. D. lastitute of Indology, Ahmedabad, invited me, in June 1979, for a couple
of lectures on “Kalidasa’s Philosophy of Living”. Severity of my arthritic ailment
preveated me from keeping the engagement. The authorities of the Institute were kind
to me and kept the invitation open. I took the lectures on the 26th and 27th November
1979 ueder the auspices of the Institute.

Ducing the interval the Institute made anotaer offer to me inviting me fo write a
small book on Kalidasa which the Institute undertook to publish, The present work
is my response to the kind offer.

I have called the book “APPOINTMENT WITH KALIDASA™ for a reason. It natusally
includes the material wkich I used for sy lectures. But if is meant as an introduc-
tion to Kaliddsa : introduction to the life and literature of Kalidgsa, his world of
thought, his personality and art, his outlook on life and the values he seems to have
cherished in art and life. I made an imaginative effort to be on the inside of the
poet, as it wers, 1f I am able to help the reader towards a better understanding of
the great poet and appreciate his peerless art, that is all the reward I hope for.

T am grateful to the Inostitute’s former and present Directors, Pt, D.D. Malvania and
Dr. Nagin Shah, for the courtesy and affection with whick my convenience was
looked after, 1 wish also to express my gratitude to my several former pupils and
friends who gave an enthusiastic attendance at my lectures.

A 12, Svappanagari Apartments, €. K. BHAT
Karve Road, PUNE-411 604.
November, 1979,
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l PERIOD OF LIFE AND
LITERARY ACTIVITY

It still appears difficult to fix the date of Kalidasa, the periods of his life and
literary activity. Silence on the patt of the poets and lack of precise, decisive evidence
lead, at the most, to some probable inferences. But the deductions are bowled down
if the literary evidence on which they are based are shown to be capable of a diffe-
rent inferpretation; sometimes, the interpretations act like double-edged sword cuttisg
both ways. The evideace of edicts, copperplates, cions etc. is generally regarded
to be reliable as authentic historical material. But evidence of this kind is inade-
quate in the case of Kalidasa, Moreover, it appears that there were a mumber of
poeis in Sanskrit literature who did have the same pame Kizlidasa.! Rijasekhara, of
the 10th-11th century A.D., posticaily refers to three Kzlidasas?2 Though it is likely
to be an allusion to three works of Kalidasa, such literary references are confusing,
and they make the question of the poet’s date more complicated.

But the discussion over the years has yielded some well defined limits within
which the date of Kalidzsa could now be tackled. (a) The dramatic plot of Malavi-
kagnimitra is based on the life of king Agnimitra, who belongs to the Sunga dynasty
known to ancient Indian history; the period of this dynastic rule is 2nd to lst cen-
tury B.C. 1t is therefore clear that Kiliddsa could not.be earlier than this limit of
time. The opinion of Fauche, who regarded Kizlidasa as a contemporary of the last
king of the Raghuvarhia, Agnivarna and ascribed him to 800 B.C., will have, there-
fore, to be rejected. (b) The downward limit of Kalidasa’s time is determined by two
factors : A Jain poet Ravikirti has mentioned Kalidasa and Bhiravi together,3 this
is recorded in the Aihole Inscription which is dated 634 A.D. Secondly, Bzna, the
protege of emperor Hargavardhana (606-647 A.D.) is known to have paid a glorious
tribute to Kalidasa.4 These two references show that the date of Kilidasa cannot be
taken beyond the 6th-7th century A.D, The assumption in Bhojaprabandha that Kali-
dasa was a court poet of Bhoja of Dhard (10th century A.D.) or that he was a
senior contemporary of Bhavabhuti (700-730 A.D.) as a popular legend assumes, will
both appear to be fortuitous,

The period of Kalidasa’s life and literary activity, thus, falls between first cen-
tory B.C. and sixth century A.D. The precise date within this period of time is,
again, a .matter of opinion and shows some distinct divergence, Two views stand
out prominently ;

]



2 Appointment with Kalidasa

(i) A large number of scholars like Lassen, Keith, Bhau Daji, Rarneshchandra
Dutt, Haraprasad Shastri, Pathak, Mirashi cic, think, with some variations, that
Kalidasa must be assigned to the Gupta period of Indian history.

(ii) On the other hand, William Jones, C. V. Vaidya, Kunhan Raja etc. are
inclined in favour of the early date, first century B.C., which is finked with 57 B.C,,
the beginning of Vikrama Sashvat.

Fvidence for Gupta Age:

The variations in the opinions of thore who assign Kziidisa to the Tapta age
are due to the fact that ihe period of the Gupta empire extends fron: 320 to 569 A D.5
Differcnt centuries within this period havs beea considered for Kili tisa by diffe-
rent scholars.

Sixth Century A. D.

(i) A poet Abhinanda says in his epic poem Ramacarita that the works of
Kalidasa or the poct himself were raised to unique fame by “Sakarati®.6 This Sakarati
is Yasodharman, the powerful king of Malwa, who ruled in the sixth century AD,
and who had defeated Mihirakuta, the formidable Hun King. Ya$odharman assumed
the title Vikramaditya and put his learned friend and poet Matrgupta on the throne of
Kashmir, This Matrgupta is identical with Kalidasa. This evidence, which is upheld
by Haraprasad Shastri,” puts Kalidasa in the sixth ceatury AD.

Historians find a confusion of history in these assumptions. Huen-Tsang was in
India at this time; the kinre whom he mentions with respect and esteems is not
Yaéodharman, but Siladitya i of Valabhi, Farther, jt does not appear from the
inscriptions of Yasodharman that he had taken the title Vikramaditya,

(ii) The famous astrologer Varihamthira belongs to the sixth centurv. He fixed
the beginning of monsoon s from the first day of the month Asadba. The reference
in Meghadita, "Gsadhasya prathamadivase’,B beats a striking resemblance to Vardhami-
hira’s opinion,

However, it cannot establish that Kalidisa was a contemporary of Varihamira.
More important is the fact that monsoon breaks in the beginning of Asadba in some
parts of India; and one can see the rain-filled black clouds with one’s eves, s it
necessary to seek the authority of a work oa  astronomy to support such a patent
experience ?

{#ii) A verse in the Jyotirvidabharana® states that the work was cémposrzd by
Kalidasa, who was patronised by Sakdri Vikramaditya, and who was one of the nise
“jewszls’ of the king’s court.
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Even if this work were accepted as of the sixth century, its faulty diction and
pedesteian language cannot be accepted as coming from the author of the Sakuntala.
The evidence, thus, loses all value.

On the whole, the sixth century hypothesis has not much to conmmmend itself,

Fifth Century A. D,

In the Raghuvam$a Raghu is described to have defeated the Hups on the bank
of Vanksu or the river Oxus.1® It is known from history that the Huns established
their imperial rule on the bank of Oxus in Balhika or Bactria by about 450 A. D,
and from there they marched into Jodia. It is proved from the Girnar Iascription
(455-56 A.D.) of Skarda Gupta that this king of the Gupta dynasty defeated the
Huns. Prof Pathak thinks that Kalidasa has deliberately woven this contemporary
allusion in the Jegendary account of Raghu’s military campaign; and thus he regards
Kalidisa as a poet of the fifth century A D.

It is to be noted that there is another reading ‘Sindhu’ is place of ‘Vanksu'.
But even if ‘Vanksu' were taken as the reading, the assumption of Prof. Pathak that
Huns were not known to India till the fifth century A. D. is not correct, The Huns
are mentioned in the Mahabharata, and Lalitavistara, a work of the third century,
refers to the writing script of the Huwes. Skauda Gupta, therefore, must not have been
the first Indian king to counter and defeat the Huoss.

Fourth Century A. D,

Many scholars are, thetefore, inclined to accept the fourth century A, D. as the
most prebable period of time for Kalidésa,

Tradition seems to have fixed Kalidasa’s connection with some Vikramiditya,
The sponsors of the Uupta age view [ind many suggestive allusions to Gupta kings
in the works of Kalidasa, skillfully woven with the literary thread. For example, the
repeated use of the word vikrama in the Vikramorvasiyalt is, the scholars think, a deli-
berate and suggestive allusion to Vikramaditya, The military campaign of Raghu for
the conguest of the four quarters resembles that of Samudra Gupta. The rescue of
Usrvagi by Puriiravas from the hands of demon Kesin has a close parallel to the rescye
of Dhruvadevi effected by Chandra Gupta disguising bhimself as a woman and secusr-
ing eatry into the enemy ranks., The title Kumdrasambhava appears to have been chosen
to bring a reference to Kumara Gupta. At the same time, assuming that the poet refers
to several Gupta kings from ‘amudra Gupta to Kumidra Gupta, it cannot be assumeg
that Kalidasa lived duriag the reigns of all the three kings, unless he is granted a life
of 150 years. So, it is held that Kalidasa was an bonoured poet of one of the Guptg
kings: and in the opinion of majority it is Chandra Gupta Il (380-415 A. D.) who
was the patron of the poet. Chandra Gupta If and his grand son Skanda Gupta alope
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had assumed the title Vikramiditya, The evidence of the inscriptions and of coing
has shown that Chandra Gupta il destroyed the gaka~K§atrapas of Kathiawar; this
fits with the epithet Sakéri. It is also koown that Chandra Gupta had made Ujjayini
as his capital. His genercosity and patronage to learned men and poeis are equaliy
well known, The evidence is regarded, therefore, as strongly supporting Kalidasa's
connection with Chandra Gupta IL

Other considerations which support this date are as follows :

(1) Buhler, Keilhorn, Keith and other scholars have shown that the paneygric
composed by the poet Vatsabhatij, recorded in the iascription of the Sun-temple at
Mandsor (473 A.D.) emulates to a considerable exten! the poetic style of Kalidasa. This
suggests the influence of Kalidasa and the fact that he must have preceded Vatsabhatti.

(ii) The verse ‘Susruasasva gurim...’ ip S‘ékunta!a,” in which Kanva’s advice to his
daughter and to the newly maryied girl is contained, shows a striking similarity of
thought and diction with those in the Kamasiitra of Vatsyayana. Kalidasa’s deep
study of the Kamasiitra is evident from his writings. The probable date of Vatsyivama
is 250 A.D. Kalidasa obviousiy appeats to bave succeeded him.

(iii) The envoy mentioned in the poem Kunrale$vara-dautya is probably Kilidasa
himself. The Kuantaieda is the grand-son of Chandra Gupta Vikramaditya, the
Vakitaka king Pravarsena IL13 The daughter of Chandra Gupta, Prabhavatigupta,
was married to Vakataka Rudrasena (395 A. D.); Pravarasena is her son, He was a
child at this time; so Prabhivatiguptd was looking afier the zdministration of the
kingdom under the guidance and direction of her father Chandra Gupta, This poli-
tical bappening is corroborated by the description in Kuntale$vara-dautya, “The over-lord
of Kuntala has placed the burden (of political adininistration) on yow’. The particular
verse is supposed to bave been said by Kalidasa himself according to the Sragaraprg-
kasm of Bhoja;!4 this suggests the possibility that the envoy or the messenger must
bave been Kalidasa himse}f. The literary reference and history, thus, indicate fourth
century A. D. as the date of Kzlidasa.

(iv) The Prakrit epic Setubandha or Ravanavaho to which Bana alludes is supposed to
have been composed by Pravarasena, and belongs to a period earlier than the seventh
century A. D. Pravarasena is KuntaleSa mentioned above. It is likely that Pravarasena
wrote this poem and Kaliddsa corrected and improved it; or Kalidasa himself may
have composed it for Pravarasena.!5

(v) The Gupta Age is known as the goldsn age in ancient Indian history. It
was an age of the revival of Sanskrit learning and arts which received an afflatus
from royal interest; it was also the age which bestowed new glory on the Brahma-
nical religion. It is reasonable to associate Kalidasa with an age of prosperity and
glory; his literature bears the stamp of this age.
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Chandra Gupta IT ruled from 380 to 413 A. D, Thus, the fourth century and
the beginning of the fifth appears to be the period of Kalidasa’s life and fite-
rary activity.

Evidence for earlier date :

Tradition connects Katidasa with Vikramaditya : there are many scholars who
are inclinded to accept an early date for Kaliddsa, syachronising with Vikram
Samvat 57 B, C., that is, the first century B. C.

(i) The difficulty in commendiag this view was that history was not aware of
any ‘Vikramaditya® or of the commencement of sorae Sarmvat or Saka in the first
century preceding Christian era. But it appears from Vatsabhatti’s Mandasor inscrip-
tion that one ‘Malavagana’ was in vogus in this period of time.!8 It is, therefore,
possible to say that the allusion to ‘M@2lavagona-sthiti’ in the inscription is not
connected with a ruling gapa or tribe but with a particular system of calculating
calender years. It is also possible that the Malavagala, suffering a defeat from the
Greek soldiers in their confrontation with Alexander, may have moved down to
Malwa and Rajputana where they tried to consolidate their hold. The lzader of this
gaDa was one Vikrawnaditya; he had repulsed the Greek advance in the first century
B. C., earning the title «Sakari’, and had sfarted his own era or Sarbvat; but consi=
dering thar a gasa or tribe is greater than an individual, the era was not started
with the name Vikrama-sarivat but with the tcibe’s name Maiavagana,!?

A royal family called Gardabhilla was ruling at Ujjayini in the first century
B. C. Vikramiditya, son of Gardabhilia, had repulsed and driven out the Sakas
from Ujjayini and promulgated his own era, in about 56 B. C, This is recorded by
a Jain writer Merutunga.’® It is also a suggestive fact that the personal name of
this Vikramaditya's father was Mahendraditya : Kalidasa has used the names or words
“Mahendra’ and ‘Vikrama’® with some deep meaniong in his Vikramorvasiya, and the

literary allusion is interesting.

if this evidence were acceptable, the problem of the existence of a Vikramaditya
and Sarivat era in the first century B, C. gets solved and Kilidasa’s conaection with
this period of time also becomes a reasonable assumption.

(ii) Tne poetic works of the Buddhist poer Ajvaghosa and those of Kalidasa
show a remarkable similarity in thought and style. About the mutual influence of
the two posts scholarly opinion is divided, Mirashi and others who assign Kalidfisa
to the fourth century A. D. natarally think that Kalidasa has imitated Ajvaghosa,
On the contrary Sharadaranjan Ray, Nandargikar, Karmarkar etc. are of the opinion
that Aévaghosa was influenced by Kailidasa’s writing.19 Any way. the evidence sugg-
ests that the two posts may not have been far removed from each other in time;
Aévaghosa is supposed to belong to the first century A, D,
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(iii} The dramatic plot of Malavikagnimitra draws on the life of the Sunga king
Agnimitra. Those who beiivve that Kalidasa lived in the Gupta age regard the date
as a matter of history; and belicve that any poet can draw on the historical material
of the past; it is not necessary that he should be a contemporary of the historical per-
sonalities mentioped in his writing. Mirashi conjectures the play to have been written
on the occasion of the marriage of Vakataka Rudrasena and Chandra Gupta's
daughter Prabhavatigupta.?0 However, the obvicus references to the present, prevail-
ing rule of king Agnimitra in the epilogue of the play remains a puzzle and is not
at all explained by the advocates of the Gupta age view.

The epilogue refers to Agnimiira as a current ruling king?' and suggests that
Kalidasa must have bren his contemporary; the time is (st century B, C.

(iv) A medal discovered at Bhita depicts the scene of deer hunt, reminding of
Dusgyanta’s hunt in Sakuntala. Prof. Ray thinks it to be of the Sunga period (117-72
B. C.).22 The protagonists of the Gupta period do not accept that the scene is from
Kalidasa’s play and do not take the period of the medal as conclusively proved.

(v) Soms cultural and historical references in Kaliddasa’s works are indicative
more of =an early age rither than the Gupta period. For example : the reference in
Sakuntala to the vaikhanasa—vrata and the ancient Vaikhgnasa-smyti; employment of
Yavanis, that 1s, Greek women as th: personal body -guards of a king; the meation
in Meghadita of the village elders who still remember the Jegend of Vatasaraja
Udayana; continuous reference to Asoka; the rather unusual word used for Indra,
Akbandala, and its phonetic associations : Akbandala > Akhandara » Alexander. It
is also worth rememberiag that the Gupta kings were Vaisnava, while Kalidasa,
though non-sectarian, was particularly devoted to Siva.

(vi) The linguistic evidence tike the simplictty of Kalilasa’s language, his gramma-
tical forms which go sgainst Papini’s rules but which sometimes accurd with Patafi-
jali's sentence-construction,® and such other language and grammar peculiarities are
in favour of an carly period for Kalidasa,

(vii) The problem of the dates ol Sanskrit poels can be tackled from a fresh
direction provided by, lndian art, Prof. C. Sivaramamusti, ex-Director, National
Muscum, Delhi, has made a special siudy of Ipdian sculptures and paintings, and
has come to the conclusion that, 'The understunding of a forgotten past is made
possible and what is left unexplaiped or vague by one is explained and made clear
by the other, as art and literature act as real mirrors”.?4 This approach is as inte
resting as it is valuvable, A study of the paralelisms between Kalidasa’s poetic ideas
and literary allusion on the one hand and art representations on the ot ier necessa-
rily lead to the belief that Kzlidasa must hive been an early poet. A few examples
are given further, (a) Kalidasa describes the Kalpa tree as creating everything that
a woman needs for her decoration, in his Meghadiata.®s A scuipture from Barhut
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rail-coping shows a wine—pot in a sling, jewels and variegated garments issuing from
a Kalpavaili, and answers the description in the Meghadiita. The sculpture is of the
Sunga period, 2nd cenfury B. C. (b) Another Barhut rail-coping depicts the hand of
VanadevatZ issuing from a tree clump. This also is of the Sunga period and recalls
to mind the gifts of Vanadevats to Sakuntaiz .26 Prof. Sivaramamurti observes that
it ‘is piobably the best explanation of the verse in the Sakuntala, {c) Referring to the
sport of married couples Kalidasa describes in the Raghuvamfa, Aja tenderly fecling
the body of his beloved.2? This idea is well depicted in a Nagarjunakonda sculpture
ol the [ksviku period, 3rd century A D, () A verse in Uttara-Megha describes the
fiower decorations and marks of enjoyment of women.28 Prof Sivaramamurti belwves
that ‘the entire verse has a vivid sculptural commentary in @ panel from Nagarjuna-
konda', which belongs to 3rd century A. D. (¢} Describing the diversions of lovers
Kaliddsa mentiors the Yaksapatni speaking to the Sarika in a cage.?? A fine sculp-
tural represcntation of this idea is found in Kushan work from Mathura, ‘of which
the Bhitesara Yaksi addressing the pirrot is probably the most charming’. This s
of 2ud century A. D. () Rama, in his aerial journey from Laika to Ayodhya, shows
a fanoy fish-elephant30 in the ocean to Sita. This madtanga-nakra is referred to as
hamrga in earlicr literature like the Ramayana, This curious animal is depicted on
the Amaravaii rail, of the Sitavihana period, 2ad century AL D.

Tuere arz, of course, other pictorial representations inspired by Kalidzgsa’s titerary
art that belong to later periods up to the 12th century A, D, But these earlier speci-
mens which show a close parallel between the literary idea and the pictorial-sculptural
reprasentation are not possible to be explained without assuming an early date, first
century B, C.,, for Kalidasa.

The discussion is enough, 1 believe, to make vs aware of the wide difference of
opinivns and of the difficulty of deiermining precisely the date of Kalidasa. Prof.
Karmarkar seems io be willing to admit two Kalidasas and two Vikramadityas, one
of the first century B.C. and another of the fourth century A. D, It, however, appears
that Kiilidasa has to b: assigned to one of the two periods of time. The view of the
earlier date has not been refuled by those who reject it, and the cumulative evidence,
especially the recent one from art representations, is in favour of taking Kalidasa
as a poet of the first century B. C.

Determining the date of a  Sanskrit poet is a major task of history, But a
carmmon reader s iikely to be confused and baffled by the variety of opinions held;
and, interested more in the literary art of a poct like Kalidasa, would like to say in
the words of Rabindranath Tagore :3

Hiy re Kabe, kete geche, Kalidaser Kal !
Panpditera vivada kare laye tarikh sal |
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Hariye geche se-sab abda
Itiveita ache stabdha —
Geche yadi apad geche, mithya koldhal |

NOTES

The German scholar and rescarcher Aufrecht has mentioned six writers having the same

name Kazlidasa.
Quated in Sakeimukeivali, 4. 60 :

eaisfi faa g wfogaEr @ gl
AR afedar sfaead) &g

Ct. Fanity Anatraaad {ak SEdwm o
a sl dadifs: sEmBasisaaafifi: o
Cf. Harzacarita, 1. 16 :

fatarg & a1 Ty Fiegaey ging

Wadgantg qedifay SEd o
See, The History and Culturc of the Indian Peopie, Vol. IlI; The Classical Age; ed. R. C.
Majumdar.

cr. ‘enfy wmfy sfszmara(zad) dar gaataa v
“Age of Kalidasa™, in Journal of the Bihar-Orissa Research Society {JBORS}, Vol. 11,
Parva Megha, 2.
Jyotirvidibhgrana, 22. 10 :
wgaRgamnfgnsraenraal afdgan
Zadt FOsfiRd o wwat wafy 3 awddT fEa
Cf. Raghuvainia, 1V, 66-68; sve particularly v. 67 ;
Frararsange dg(feg)dkfaga: |
gugaifam: mralongeEasar u
v. 68 has, A7 EMGUTA @99... I3 TIREIA 0
Ci. Ciiraratha’s compliments to Puriiravas : ‘...ﬁmm%ﬁﬁ a&% CEICEN ‘Hﬂfé’%t g
ﬁ'iﬁiﬂ'ﬁ%\'(: \' and the titie of the play. Vikramorvaiiya, act L.

Sakunarala, IV, 13
See, Ktishnaswami Avyaogar, Srudirs in Gupta Histery, p. 34.
The full verse quoted in the $yagaraprakisa is as foliows :

sgFesiaaEd aifearda #egl
gafaqauaald, Awweaalia |
fyafy mgguedirgrEana att
afy fafalgawe grammadia: o
See, MM. Dr, V. V. Mirashi, Kalidasa ( in Marathg and Hindi JH Marathi, p. 40,



17
18

19

20
21

22
23

25

26

27

28

Period of Life and Literary Activity

Cf Mandasor Inscription :
areTar iRl ai [aagsd
f*ﬁ{ﬂa’quﬁ%SEmIQﬁ AsTIAETd || Vatsabhatti’s.
See Baladeva Upadbyaya, Senskrit Sghitya-ka Itihasa { Hindi), pp. 157-158.
Alluded to by Nandargikar, Raghuvainta (ed.), Introduction, p. 47; Karmatkar, Kalidasa
pp. 6-7. ’

Prof. Kmamarkar 3¢ of the opinion that Advaghosa uses in his epic Saundarananda ( 1. 26,
I 36) two allusions to Sakuntala :

T WMFFAAAT WA qEE: |
apdtiEia Aata NEREdER: v 1 26
fa@mEr AU R guRyg T
ATATAATIEY JTAZTEAT N 1, 36
This shows that Afvaghosa knew Sakantala; and since the allusion comes by way of 2 sta-

ndard of comparisnn («pamans) he must have regarded it as an ideal work worth referring
to. See, Kalidasa, pp. 9-11.

Mirashi Kafidisa, op. cit., p. 40.

Cf. Malovikagnimitra, V. 20 cd !
wgrediafgrargfy ssEl
gread A4 &g wmar afaE u

Ray, $akuntala, ¢d. Tntroduction, p. 9,

For example : the forms of Am Perfect with the inflexion separated from the verb-element,
g qggl  wEaqd]” adadi @ agﬂ R the grammatical coastruction with a noun
asd adjective with yar-cuding termination which do not agree in gender. ‘wzrrfésﬁ’?g'

g 3 Kalidisa ic fond of the word ‘pelava’; but Vamana (8th cent. A.D.) points out
that it has an obscene sense. For the examples and other linguistic discussion see Ray.
$akuniala, ed., Introduciion.

Sce, C. Sivaramamarti. Sawskrit Lileraiure and Art - Mirrors of Indlen Culture, Memoirs
of the Archacological Survey of India. No. 73; first ed. 1954; Reprint, Lakshmi Book
Store, Japapath, New Delhi; 1972, The following examples and quotations are taken from

this work.
Of. Uniara-Megha, 17 4 : T O3 TFOAISAOCH FOOI4: |
See also v. 2. for the use of flowers as decorations,
Cf. Sakuntale, 1V. 5, particularly, the second half ¢
. - FY
S FREIAIEAUGTR TR |
gaEgmnty a Faededciieiata:
Cf. Raghavamia, VI, 7:
Az gy Agrga: agagerRd R
afadmaai @ RA agwimgat qyfET 1

Uttara-Megha, v. 7.

2
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29 Uttara-Megha, 25 cd:
g=gdt ] AYETal GiflH TSRt
Ffag ag: @Oy 0% & & o faf o

30 Ci. Raghuvamsa, XIII. 11;:

FAEAh: TEERGAGAEAT {0 ww agaer
FRGNEARAA 9 qut A9l FolgwEEEEE, o

31 The quotation is from the poem *Sekala’: see the Sahitya Akademi publication, Ekottaraiati,
1961, p. 226. The substance of Tagore’s lines is : Alas, that age of Kailidasa is long past !
Y earned men are now furiously debat_il:}g about his precise date. One doesn’t know where
those years are lost is the limbo of Time, For, History holds complete silence in that con-
pection, But if the age is gone, well and good; the worry is over ! Why this {utile uproar
for determining the poet's date?
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Thanks to the immense admirtaion, esteem and popularity that Kalidasa appe-
ars to have earned from almost the prime of his literary cageer, it has happened In
the history of Sanskrit literature that a aumber of works of all kinds came fo be
gathered round his name. Obviously, lesser writers must have palmed off their lesser
works on Kalidasa’s name in order to bask in the reflected glory of the great poet.
Perhaps, Kilidasa may have been a hallowed pame; ‘and many writers may have
assumed it, the adoption being facilitated by the easy etymological derivation
of the name. Aufrecht has noted, as we have seen, at least six writers who bear.
the name Kalidasa. And lack of historical sense, indifference to the necessity of
maintaining accurate historical records, among the ancient Indians, as also the diffi-
culties of cowmmunication and contact, all must have resulted in perpetuating the
confusion about authorship, sometimes confounding it worse. One of serious tasks -
facing Sanskrit scholarship in the early days was to sift the genuine from the spu-
rious ascription of literary works. And though such sifting may still continue in the -
case of some works or authors, there seems to be a genperal agreement now about
the lterary works of Kalidasa.

Kalidasa is the apthor of the following works @

(i) Two lyrical poems : Reusamhara, Meghadiita -
(i) Two epics : Kumdarasarmbhava, Raghuvamsa;
(iii) Three plays : Mglavikagnimitra, Vikramorvasipa, Abhijaana-$akuntala.

1. Rtusambara

Rtusamhara is a small lyrical poem of 144 stanzas in 6 cantos, mostly in Vam-
fastha metre (cantos I, II, V, VI), the variation being Vasantatilaka (canto D) and
Upendravajra (canto IV). The poem gives a graphic and poetic description of the
six seasons of India. Through the description Kalidasa presents a vivid and e}oquent
picture of Nature. But in stead of filling i details picked from accurate observation,
as Valmiki often does, Kailidasa pays more attention to describing the effect of
nature oh the emotional life of man, particularly on the emotion of Jlove. The des-
criptive poem is, therefore, neither a list of the 'seasons nor a record of nature’s
wealth in different seasons. The sympathetic association between nature and human
emotion is the basis of the poetic description in the lyric, The familiar objects and
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scenes in nature wear hers the hues of love, The symbols like the kiss of the clouds,
the embrace of creepers, the intoxication of freely flowing streams and others are,
no doubt, conventional; and the description of the seasons lacks the splendour of the
poetic vision in the Meghadita. But the poem is still remarkable for its poetic spur,
its limpid slyle and the relation it stresses between nature and human eotions.

The poem opens with a description of Grisma or the hot season, The days in
this season are unbearable due to heat; but the moon-lit nights are particularly en-
joyable to the lovers. The effect of the heat in the form of continuous thirst and
laziness is, of course, noticeabie on the human beings, birds and beasts. There are
forest conflagrations in this season. Varsa or the Rainy scason follows Grisma
with a fanfare, blowing the trumpet of the thundering clouds and waving the flag
of lightning flashes. Clouds filled with rainwater move porderously in the sky. The
Cataka birds heave a sigh of relief and eagerly look up. Streams of water knock at
the trees on their banks and rush towards the sea, like a wanton woman, Nature
wears a green cloak. And then Sarad or Automn arrives, »ith the splendour of a
new bride, the blooming lotuses for its face and hands, the rip: rice crops for its
cloak, the warbling Kalahansas for its anklets. The creepers now oppear like the
arms of beautiful women; the Jasmine flowers spatrkle iike their white teeth; clusters
of red Adoka look like their smiling lips. With the advent of Hemanta the rice and
fields are ripe and yeliow; but lotuses wither; the farms arne over-hung with mist.
But the cold in this season is very detightful, especially in thc close company of a
beloved. However, as the cold increases in $isira, hot Sun during the day and
blazing fire at night seem preferable to the closeness of one’s beloved. The sixth
and the last canto describes Vasanta or Spring, the prince of seasons. Wearing the
Karnikdra flower in their ear-lobes, the blossom of the fiery-red ASoka in their hair,
young women start aow with enthusiasm towards their trysts. The music of the Koil
keeps them company. And the God of Love is ready fo release arrows of mango-
blossom on their hearts. It is a season which creates yearning and, sometimes, beart-
burning; but it is also the season that young lovers love best.

Mallinsth has not commented on the Rrusamhora. The Anthologics do not quote
from it. The language, descriptive style and the poetic imagination in (his poem are
on a lower level than what they are in thz other poetical works of Kalidasa. Some
scholars are, therefore, inclined to believe that it is a work of some lesser poet fathe-
red on Kalidssa. But the poem obviously belongs fo the apprenticeship period of
the poet; and recognising this literary fact one can understand its comparalively
lesser merit, without denying its genuineness.

2. Meghaduta

The Meghadita is still smaller in extent than the Rtusamhdra, the first part or
the Parva-Megha haviag 66 sianzas and the second half or Utiara -Megha 55, But
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in concept, poctic style, superb imagination, masterly execution and in profound,
heart-stirring emotional appeal it is a lyrical gem that can hardly be matched. The
poem has a slender but delectable narrative thread which accounts for its genesis
and which runs through its colourful fabric. A Yaksa, servant of the lord of Alakaz,
Kubera, made some mistake in his duty; Kubera punished him with a curse, bani-
shing him from Alaki into exile for a period of one year. As the poem opens, the
Yaksa has passed eight months of his bapnishment, living alone on the Ramagiri,
away from his loving wife. The flrst day of Asidha augurs the advent of the Rainy
season and the sight of an elephantine cloud, black with rain-water, butting at the
line of the horizon, fills Yaksa’s eyes with tears, bringing up his suppressed sorrow
of separation, because the monsoon peciod is always bard on lovers close to each
other in love but separated. An idea of sending a message of love and assurance to
the pining wife far away in Alaka through the roaming cloud takes shape in the
mind of the Yaksa. As a matter of fact, a cloud is merely an aggregate of smoke,
fire, water and windy vapour, and lacks the intelligent, efficient sense organs for
picking up, understanding and delivering a message couched in human language. But
intense love. particularly the soul-scoiching agony of separated love, can bliad a
person to tke obvious, taking away the normal ability to distinguish between the
animate and the inanimate. So, the Yaksa decided to uncover his soul in agomy
before the cloud and turn him into his personal messenger Hence the title of the poem.

The Yaksa offered the cloud a loving greeting with the Kutaja flowers and
spoke to him with words of tender love and persuasion, He praised the cloud for
his high lineage and described him as the ‘Prakrti-purusa’ of the bousteous Indra;
he relied on the supreme quality of the cloud as a ‘refuge of the tortured’ and
persuaded him to take with him his message to the city of Alaka in the Kailadsa
mountain range, where the presence of Siva bathes perpetually the terraces of its
roansions in brilliant moonlight.

The Yaksa then proceeds to describe the route the cloud can take to rcach Alaks
from Ramagiri. Jt is a glowing description of various places, and not a geographical
tour tinged with historical or legendary information, With every place mentioned on
the route, the poet creates an image, a picture framed with ornate or poetic detail,
The places will have their own charm each to delight the cloud; there wiill be birds,
rivers, and women to greet him ard show him the way : there will be resi—places
like mountain—tops and occasions for personal enjoyment when the cloud came across
a river; there will be places to offer devotional service, und opportunities to earn the
gratitude of rain-thirsty carth, birds or the agricultural community. For example :
the flying crancs can keep company with the cloud in his long journey, at feast parst
of the way; and the Saranga birds can show him the way. The river Rewa or Nar-
mada, breaking into scveral streams on the marble rocks will present the likeness of
a huge bluck clephant decorated with white strips of colour. The fragrant earth and
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a variety of flowers will be there to greet the cloud, as there will be village women,
pushing the hair back from their eyes and looking up to him. There will also be
playful women, on the Kailisa mountain, who will poke the cloud with the poiots of
their bracelets and turn him into a shower-house,” At Ujjayini the cloud can refresh
kis memory with the story of Udayana; he can attend the evening worship at the
Mahakala temple, where the attendants of Siva will greet him because he resembles
the dark-blue throat of Siva in his colour, and he can take active part in the worship
replacing the drums by his thunder. The rivers are the beloveds of the cloud; the
one that looks emaciated the cloud will be able to revive with new vigour; the cae
that is buxom he can enjoy., The entire journey of the cloud will, thus, be crowded
with pleasure and enjoyment.

The end of the jourpey is Alaka, which is the defight of delights A semi~divine,
fabulous city situated on divine precincts, it has all the splendour of the Lord of
wealtth, the luxuriance of nature and the charm of a dream city, All flowers bloom
here all the year round, the nights are all mooa-Jit, the men and women are blessed
with eternal youth, and the Kalpa tree alone creates a!l the things needed by women
for their toilette and decoration. Yaksa’s own house is to the the north of Kubera's
mansion, There is a young Mandara tree near it, reared by Yaksa’s wife, and so
small that she can pick its flowess easily. There is a beautiful arch, and a well in
the house in which golden lotuses with green jewelled stalks bloom and emarald steps
lead to it; the swans come to rest here forgetiing the Maianasa lake. There is a plea-
sure-hill near the well surrounded by gold plantain creepers, a favourite spot of
Yaksa’s wife, A red Adoka and a charming Kesara stand by the houst; a marble
board is fixed between them with gold sticks; it is a spot where the Yaksa’s wife
loves to sit and teach the peacock to dance ke:ping the musical thythm by clappisg
her palms to the accompaniment of her tinkling bracelets. Besides, a conch and a
lotus are painted on the door-jamb, These are the signs by which the cloud will be
able to recognise the house without difficalty.

Ope cannot be sure what fime of the day or night the cloud will reach Alaka
and Yaksa’s house. If the wife is asleep due to fatigue and the unbearable sorrow
of separation, the Yaksa would request the cloud not to disturb her but wait for a
while, Mostly, she would be dragging herself tbrough the long hours, keeping her-
self occupied doing the various cores, She may be placing the offerings on the door-
step; painting a picture of the emaciated Yaksa; talking to the Sarika in the cage;
or humming a personal song to the tune of the lute, forgetting the words and the
melody lost in her tears; counting the remaining days of the period of separation by
placing flowers on the threshold. The Yaksapatni is 2 very beautiful woman, with an
ideal form and perfect limbs, but the separation must have affected her terribly,
making her fean, soiled, neglecting her toilette and decoration, somehow living on
the hope that the separation will end and she will be in the arms of her husband. A



Literary Works . {5

message of cheer will, therefore, be very opportune and will strengthen her hope and
will to go through the remamder of days with patience and courage.

The Yaksa asks the cloud to introduce hirmself as a beloved friend of her hus-
band and to convey to her that he is unharmed in body in his hermitage on the
Ramagiri and is asking after her well-being, The Yaksa has not been able to block
the memory of his loving wife even for a momeat,; his body aches for ber close
touch: he sees her likeness in several objects of nature; lack of sleep deprives him of
the delight of seeing her in a dream, and the wakipg hours of the day rob him of
the pieasure of painting her likeness because the gushing tears spoil the effort But
he is living on hope and wants his wife to do the same; for happiness must follow
soffow in the universal scheme of nature. The curse will terminate on the eleventh
day of Kartika, and the remaing four months must be passed with eyes closed. When
reunited in love, the beautifu) autumnal nights brilliant with moonlight will be theirs
to wipe out the agonies of separation with re-doubled pleasures of love. With this
message of hope, consolation and abiding love, the Yaksa also prays that the cloud may
never experience scparation, even for a moment, from his own beloved, the lightning.

The first haif of the lyric presents a series of pictures of beautiful pature in
which the flowers, creepers, birds and animals, rivers and mountains, come alive with
a life of their own; and there are cither loving associations connected with them or
there is the tender emotion of love and attachmeat which illumines them. The second
 half of the poem is a picture gallery of human emotions, of love and love in separa-
tion, each picture mounted on the beautiful frame of masvellous nature, Kalidasa
has chosen the slow-moving Mandakranta metre which pauses in its pace, as a fitting
vehicle for the expression of vipralambha §rigira, so that the mood of pervading
sorrow is matched by the slow, halting movement of the words. He has further
shown an instinctive poetic genius in ending the poem on the message, with a defi-
nite promise of cheet, consolation and reunion, allowing the human heart to enjoy
the bitterness of sorrow laced with the assurance of happiness, which is the deeper
truth of life. And in keeping the background of the story and the personality of the
central characters vague, lost in mythological belief and postic imagination, he has
endowed the poem with a universal quality and appeal. What does it matter who
this Yaksa is (kafcitj? It is not his story, but the story and the intensely moving
emotional experience of the human heart. The poem is a sad-sweet song of the human
heart. Hs poetry, beauty and tenderness of emotion have made it an immortal piece
of literature, Its imitations by the scores iun the history of Sanskrit literature and its
. innumerable translations prove its abiding attraction and aesthetic value.

3. Kumarasambhava

The subject of Kumdarasambhava is the love of $iva and Parvati, their marriage
and the birth of Kumara or Kartikeya, who later slays the demon Taraka and reli-
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eves the Universe of a dreadful worry and danger. Parvati is the daughter of Menza
and Himavat. Kalidasa personifies the Himalaya mountain and preseats him as a3
human, loving father, deeply concerned with the happiness of his pet  daughicr; but
at the same time the geopraphical and material aspects of the mountain range and
the mythological fancies associated with it are carafully preserved and mixed in the
dual personality. The epic begins with a gorgeous, marveflous description of the
Himalaya which is the wonderful background and the *scene of action’ of this story
of love and marriage. Himalaya is presented as the ‘soul of the gods’, on whose
precincts wonderful herbs grow, some emitting light in darkmess, some of unique
medicinal value; it is a mine of pumberless jewels and precious sfones; its surroun-
dings are hallowed by tbe presence of gods and of sages who practise uncommon
penances. Its majestic peaks, wrapped in pure-white snow, rise above the clouds and
reach heavens, blocking sometimes the movements of celestial beings travelling in air.
But with all its snow and inaccessible heights, its wonderful majesty and its rich
splendour continue to dazzie all beings, including the supernatural denizens.

The only daughter of Himavat is Parvati who was enticed by Siva and wanted
to marry him. Siva is engaged in a penance, for some ‘mysterious reason’, and has
sought a secluded corner of the rich, enticiog regions of th= Himalayas for his puzr-
pose. Parvali goes to the place to give him her personal service and attends on him
with her companion while he chooses to remain undisturbed and upmoved in his
mental concentration and penance. But it appears that the gods are themselves in-
terested in the marriage of Siva and Parvati, An asura by name Tidraka has triom-
phed over the divine power and is poised to take the universe under his control.
Since Prajapati has given him a boon of indestructibility, neither he nor the Preser-
ver of the Universe, god Vishu, is able to deal with the growing might of the
demon. It is predicted that a son born of the union of Siva and Parvati will alone
destroy the dimon, So, the gods propose to help Parvati, in their way, in her own
pursuit of love. To kindle the spark of love in the heart of éiva, Brahma asks
Madana, the god of love, to do his bit. Madana comes to the Himalayan regions
with his wife Rati and his companion Vasanta,

All of a sudden, the Himalayan region comes into glory with the bloom of an
untimely spring. The flowering trees blossomed into a riot of colours. The deer stae-
ted roaming the plains. The male Koel with its throat hoarse with now mango
shoots busst into a sweet melody. The male and female bee perched on a flowers to
sip the juice, the male following his beloved. The black antelope scratched the dos
with his horn and she closed her eyes in sheer happiness. The female elephant put a
mouthful of scented water into the frunk of the male. The Kimpurega could not
help kissing the fragrant mouth of his beloved. Even the ascetics found it difficult
to keep their minds in concentration, conscious of amorous activities al! round
them, Kama eloded the watchful eye of Nandi and entered the inner sanctum where
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Siva was deep in samadhi. Parvati was near by silently watching, offering her worship
and salutations to Stva lost in his meditation. Kama seized an opporiunity, as Siva
opened his eyes and directed them to Parvati’s lips while she was offerivg a garland
of lotus-seeds. Kama fixed the sarumohana arrow to his fowery bow. As he was
pulling the bow-string Siva saw him; and before the words of warning and appeal
were out of the mouths of the gods watching the happening from the sky, a flame
of fire issuing from the third eye of Siva reached Madana aund reduced him to ashes.

Rati’s heart broke; her sorrow was beyond consolation. Her misery at the loss of
Madana drove her to end her own life and she would bave thrown her body on the
pyre of burning wood prepared for her husband. But a heavenly voice  assured her
that Madana would be brought back to life and asked her to preserve carefully.the
ashes of his body. Parvati realised with a shock and amazement that her unparalicled
personal beauty, which had put even Rati to shame, and all the blandishments of
Kama had no effect on Siva. Thers was no way to reach his heart except perhaps
penance of which he, as a Yogi, was the master. Bitterly disappointed but firmer in
her determination she decided to start severe austerities, against the entreaty of her
mother, subjecting ber delicate body to fasts, living on fallen leaves, then giving up
even these and subsisting on air, standing in cold water in the biting winter, and
m summer kindling four fires round her and gazing at the mid—-day Sun.

Utterly exhausted, yet persevering and- hopeful, Parvati was biding her time,
when a young celibate, blazing with Brahmanic lustre, entered the tapovana where
Pzrvati was doing her penance, She received him with due honour and respect. The
young ascetic with matted hair asked her about her well-being, her austerities, and
complimented her for undertaking a penance which would serve as a model even to
seasoned ascetics. He paturally wanted to know its purpose and showed his willing-
ness to give her half the merit of his own austerities so that Parvati could have her
wishes fuifilled. What was amazing was that there was no cause for undertaking any
penance : Parvati was born in the divine family of Hiranyagarbha; she had the
beauty at which all the three worlds were marvelling; splendour, riches and happiness
were like hand-maidens in the house of her father; she was in the prime of her
youth, What else could any one want to gain by penance ? She could not want to
gain heaven, because her father ruled over the godly lands, Why did she don then a
bark-garment which befits advanced old age, not youth and uncommon beauty ?
The ascetic guessed that it was a matter of love and expressed a desire to Know
about the young man whom Parvatl coveted. When he learned from her companion
that Parvatl had set her heart on Siva, the young ascetic could not check either his
words or ‘the laughter that was about to break the bond of his lips. Love for Siva ?
That Samhbhu, who lives on the cemetery grounds, goes about without clothes, besmears
his body with ashes from the cemetery, loves to put on an eiephant~hide dripping
with blood, and serpent coiled as a bracelet round his wrists ? Siva’s three eyes

3
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leave nothing to be said about his personal charm; his nakedness proclaims what
wealth be has; nobody knows about his lineage. How could Parvati come to love
such a personality ? How horrible it would be when Siva’s serpent-coiled hand wounld
hold Parvati’s hand in the marriage ceremony ! How could his elephant-hide match
with the silken brial dress of Parvati 7 Aand how ridiculous would the bridal procession
be when Parvatl would ride behind Siva on the back of a bull ! Parvatl was flaring
in anger as the Batu was proceeding; and now she came out with a stunning reply,
To her mind there were bhardly any people who realised the quintessence of Siva’s
unique personality, Lacking garments to wear Siva was the source of all riches;
tiving in cemetery he was the master of the three worlds; dreadful in outward aspect
he was known as Siva or the auspicious. He symbolised the Universal Man, and it
did not matter, therefore, what he wore, where he lived or how he acied. He may
ride a buil; but indra riding his Airavata makes way for him and bows at his feet.
It is no wonder if his lineage is not knowr; how could one know the bicth of the
god who creates the self-born Brahman ? But Parvati did not wish to argue with a
flippant, talkative chap, and ordered her companion to show him the way out; and
she herself gof up to leave the place, because listening to the abuse of the great is
itself a sio,

The young ascetic threw away his disguise, and stood before Parvati as Siva.
He took her hand in his, and declared Limself to be her ‘servant, bought by her
austerities’ and, of course, her devotion and love,

The proposal of marriage is then brought formally to Himavat by Arondhati and
the seven sages. The marriage is celebrated with regal splendour and divine touch
with full ritual and festivities. Kalidasa devotes the eighth canto to describing the
pleasures of iove of the newly married couple.

The printed editions of the epic have nine more cantos which carry the story
forward, describing the birth of Kumara, his growing up, his exploits and his gigantic
fight with the demon Taraka ia which he kills him. But in the execution of the
story, poetic imagery, use and handling of matres, language and diction, the imitation
of Kalidasa can be recognised but not the sure and genuine hand of the poet. The
commentary of Mallindtha is not available after the eighth canto. If is argued that
the birth of Kumara-Kartikeya and Taraka-vadha are an integral part of this
legend and the story, therefore, ought to include them. But is it a literary compulsion
for a poet io ‘handle the whole legend ? Does he not have the freedom  of art to
choose a part of the legen. and leave the rest with enough poetic suggestion ¢ That
is what Kalidasa seems to have done. The traditional belief that Kalidasa wrdte a
full epic but the cantos after the eighth came t¢ be lost somehow, is a belief [ do
not share. It do:es not appear from the title of the epic that Kalidasa had planned
a full story of Siva-vamsa or Kumara-carita. Kalidasa appears to have in his mind
the story of the uncommon love of Siva and Parvati, culminating in their marriage.



Literary Works i

With the pleasures of the wedded couple described, the ‘possibility’ and the ‘bicth’
(the two meanings of the word, sambhava) of a son were assured. The poem then
could end on the obvious poetic suggestion (dhvani) because the rest of the story is
known from the established legead; and, moreover, the details are too full of the
marvellous elements to attract human interest, which predominates in the story-portion
of love and marriage. I am also not inclined to accept the other traditional belief
that Kalidisa’s depiction of $rigdra of the ‘parents of the world’ provoked strong
criticism from fovers of literature and critics; and so, he left the coraposition of the
epic after the eighth canto. This may be a matter of literary taste, which does change
with the passage of time. But the view is not consistent with Kzlidasa's own outlook

on love and life,

The story of the divine love of Siva and Parvati is a symbol of the power of
creation which moves, animates and perpetuates the entire Universe. It is in this
sense that the mythical couple is to be recognised as the parents of the world, The
other-worldly ascetics and yogis would like to burn Kéamae aud destroy the natural
passion fo ashes, as Siva did in his agitation. But the divinities assure rafi and
kama is brought back to life; it is the force of animation and nature’s arrangement
for the continuvation of life in this universe. There is 2 pleasure and gratification of
the body and mind in the fuifilment of love. But it is also {rue that physical union
is not an end in itself. It demands unselfish devotion and bard penance sometimes,
as the examples of Parvatl and Rati show., When these motives combina there is
real fulfilment in the form of a son who will be not only the delight of his parents
but also an ornament to the world,

Kalidasa seems to present this theme of universal love and ils deeper significance
through a mythical story. And in treating this stery with its emphasis on the human
angle, Kzlidasa’s art blcoms with Vernal splendour. In the description of the
Himalaya, the advent of Spring and Parvati’s severe austerities, poetic imagination
and picturesque grace join hands together. The devoted love of Parvati and the
heart-rending lament of Rati chaurn out the tender feelings and pathos of human life,
in the disguise of Siva there is a thrilling dramatic quality, as his own ridicule is
the finest exampie of dramatic irony and humour and of the disarming ability to
laugh at omeself. Nature and human emotions match in uoderstanding respoase to
make this story of love a poetic delight. It is said that Kalidasa wrote Raghuvamsa
after completing the Kuma@rasambhava. The two epics do not appear fo be far
separated in time, considering the stamp of maturity discernible in this epic.

4. Raghuvansa

Raghuvarm$a is a massive epic in 19 cantos, and, judging by a long-established
tradition of literature and of Sanskrit studies, the most admired work of Kalidzsa,
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an epic which carned him unreserved praise from literary critics and the pet namé
of ‘Raghukara’,

Kalidasa opens this epic with a salutation to Siva and Parvati, the parents of
the universe, blended inseparably with each other like word and sense. A poet's
power of words may be jimited; but he aspires to rise to the heights of fame. The
effort may be inadequate; but the Raghu family hailing from the Sun possesses
such dazzling and extra-ordinary qualities as to inspire any man of letters and lead
him to burst inic a flow of words in describing the worthy kings of this Solar race.

The son of StGrya was Manu; in Manu’s family was born an eminent king,
Difipa. Physically Dilipa was epuipped with broad chest, massive shoulders and the
stature of a Sila tree; he bad the intellectual and spiritual qualitics to make him a
fine administrator and a valorous leader of men,; the Kkingdom of the earth was in
his hands, and his people loved him. Queen Sudaksina was a worthy match for him,
In the midst of this fuxury and splendour Dilipa and his queen suffered from one
drawback which deprived them of the happiness of family life and closed the door
of other-woridly happiness for them; they had no child. They decided to consult their
family priest Vasistha. In their chariot ride to the hermitage, though their hearts
were heavy with sorrow, nature and man did not forget to offer them a loving wel-
come, Gentle breezes removed their fatigue; peacocks sang their praises; the sdrasa
birds stood in a line to raise an arch over their heads; the villagers greeted them
with jars of fresh ghee made from cows’ milk. The royal coupie too spoke to the simple
vitlage elders, asking them their mames and of the trees not familiar fo them. When
Diiipa reached the hermitage of Vasigtha, it was evening; preparations for the ¢vening
fire—obiations were ready; the wives of the sages were feeding the young ones of the
deer with handfuls of wild rice; {ragrance of the burning incense had filled the
atmosphere, Dilipa spoke to the priest and Vasistha found out in Samudhi the
cause of the king’s misery, Dilipa was, once, returning from the heaven after serving
Indra, and in his eagerness to go back to his wife he had failed to notice the celestial
cow Surabhi sitting under the Kalpa tree and had forgotten to pay his respects fo
her, Surabhi had cursed him for the lapse and so he was childless. Tha sage advised
him to serve Nandini, the daughter of the Kamadhenu, who was in the hermitage.
Dilipa and kis queen immediately decided to act up to the advice. They chose a
cottage to live, used darbia blades as a mattress to sieep on, subsisted on wild roots
and fruits, and thus, observing the hermit’s vow, started attending on the cow.
Sudakging would worship the cow moraing and evening, Dilipa would follow her
like a shadow during the day in her roamings through the forest, feed her now and
then with luscious green grass, waik behind her, sit when she sat and sleep after she
had gone to sleep. The couple followed this ritual with devotion for twentyone days.
Then, one day, Nandini climbed a high and difficult peak of the Himalaya and
started grazing there. Al of a sudden she gave a cry of distress and Ditipa found
that the cow was in the clutches of a lion. Dilipa tried to pull his atrow, but his
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hand stuck at the quiver. The lion then spoke to him in human terms, explainiog
that he was an attendant of Siva, the Devadira tree in this precinct was an adopted
child of Siva and Parvati, and that he, Kurhbhodara, was permitted to eat any
animal that came in this region and molested the tree. Dilipa found that he was
helpless against the divine ordination; so, he offered his own body to the lion in
place of the cow’s, disregarding the ridicule and advice of the lion, bent only on
doing his duty to the cow and fulfilling the kingly obligation of protecting one’s
subjects. But in stead of the lion pouncing on Dilipa a heavenly shower of flowers
greeted Dilipa. It was all an illusion created by Nandini in order to test Dilipa and
he had passed the test. Nandini advised him to drink her milk and promised the
fulfilment of his desire.

Nandini's boon bore the fruit. In due course Sudaksini was blessed with a son.
The desolate place turned into a freasure-house of joy and happiness as the little
Raghu staricd 1ambling through the apartments, hoiding the finger of his purse, and
prattiing delightful childish words and playing his games, Dilipa looked affer the
education of the prince with care and soon Raghu became proficient in all lores and
statecraft. He acquired geod physique ulso, and standing near Dilipa he looked like
a young elephent by the side of a mighty elephant. Dilipa arranged his marriage in
due time and installed him s heir-apparent, Dilipa then decided to perform the
Horse-sacrifice, Reghu was entrusted with the protection of the horse assisted by a
huge army. The sacrifice commenced; but suddenly the horse disappeared mystetiously,
Once again Nandini came fo the belp of the royal family, Whena Raghu washed his
eyes with the sacred urine of the celestial cow his vision could penetrate all open
and hidden obstacles, He saw that the jealous Indra had sfolen the sacrificial korse.
Raghu challenged Indra to a fight. Indra was amazed at Raghu’s valour. But he told
him that the title *Satakratu’ must belong exclusively to Indra; Dilipa can get, how-
ever, the teligious merit of having completed the sacrifice, Dilipa felt that he had
obtained the fruit of his life. He haaded over the reins of the kingdom to Raghu
and went away with his queen to live the life of a forester.

Coming on the throne Raghu assumed a new brilliance. The invisible Lakgmi
held the royal parasol over his head as it wer:, and Sarasvati sapg his praises thro-
ugh the mouths of his bards. The Earth felt honoured and gratified at having such
a king; and Raghu fully justihied his designation ‘Rija’ to his subjects by keeping
them pleased and happy. When the Monsoon was over and Autumn came, Raghu
decided to undertake a military campaign of all-round conquest. Accompanied with
a fully cquipped army Raghu first came to the East. His huge army crossing the
castern ocean looked like the mighty stream of Ganges coaxed by Bhagiratha from
the matted bair of Siva. Raghu conquered Suhya, Vanga, and planted his victory
pillars in the stream of Ganga. He turped then to the South, The Kalinga king paid
him a tribute and saved his kingdom. Moving further down south Raghuo crossed
the Kaveri river and, along the scuthern coast, came to the kingdom of the Pandyas.
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The Pandya king presented Raghu the tribute of pearls gathered in the sea near the
mouth of the river Tamraparpi and accepted his suzereinty. Raghu crossed the sandal
wrapped Malaya and Dardura mountains, weat beyond Sahya range, defeated the
kings of Kerala and Aparanta; and then moved up by the ground route in order o
meet the Parasikas, He covercd the earth with the severed heads of the long-bearded
foes. On the long beach of Sindbu, as Raghu’s horses, their manes entwined with
saffron shoots, roiled in the sands they were refreshed; it was easy for Raghu to
crush the Huns, Kambojas etc. with his cavalry fresh and vigoious after the rest.
Raghu then conquered the claps like Utsava, Sarhketa in the [innalayan region asd
came to Kamarapa — Assam. The king of Kamarlipa offered flowers of jewels at
Raghu’s feet. With the conquest of four quarters Raghu returned to his kingdom. He
performed the Visvajit sacrifice and distributed all the wealth, his own as well as the
acquired, with the generosity of showering clouds.

But as the sacrifice was over, Kautsa, a pupil of Varatantu, came to Raghu to
beg for 14 million gold pieces which he wanted to present to his teacher as prece-
ptor’s fee. Raghu’s treasury was empty. It was also his sacred vow never to send
away a needy person without granting his wish. Kautsa was about to turn away;
Raghu requested him to stay in the palace for a couple of days; he had decided to
attack Kubera to get the necessary wealth, Kubera knew it, and he filled Raghu's
treasury with show: s of gold during the night, Raghu offered the entire wealth to
Kautsa; but he collected only the exact amount, thanked the king ard went away,
giving him the blessing that he would have a virtuous son worthy of himself,

As the son was born to Raghu with the blessing of a Brahmin, he naomed him
Aja (the unborn). Like a lamp lit from another lamp, Aja inherited his father’s
vigour, strength and nobility. When Aja came into youth, king Bhoja of Kratha-
kaidika sent his messenger to Raghu for the svayamvara of his sister. Raghu thought
well of this possible relation with the Vidarbha kingdom; Aja was of a marriageable
age; he scnt Aja therefore with a suitable army. On his way Aja stopped for a while
on the bank of Narmada. There was a curious elepband in the river; its strong scent,
bitter like that of the Saptacchada tree, repelled the elephants in Aja’s army; they
started running helter—skelter and the army camp Wwas in uproar. Aja saw this coa-
fusion, selected a particular arrow and discharged it at the head of the rogue elephant.
It was really the son of a Gandharva, Priyathvada, who had offended the sage
Matanga and was transformed into an elephant by the curse of the sage. In gratitude
Priyathvada gave Raghu a gandharva missile, sammohana, and both went their ways.
Aja encamped near the capital of Bhoja who welcomed him personally. The svayanvora
was next morning; but Aja could not sleep thinking of it and of [ndumati. Sleep
came to him only in early hours of the morning, when he was awakened by the
songs of his bards, Dawn was breaking, dew—drops had coliected in the folds of
reddish leaves; lotuses were opening; the parrot in the cage was repeating the songs
sung by the bards. Aja got up and started his preparations o go to the marriage-hall,
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Aja entered the hall in dignity and took his appointed seat. Otber kings were
already there and every one craned his neck to have a look at Aja. In a littie
while the professional bards came and sang praises of the royal family; the fragrant
smoke of sandal and aguru filled the hall; conches were blown confusing the pea-
cocks with the semblance of thunder-clap; and princess Indumati arrived in the
svayarmvara-mandapa in a palanquin, There was an immediate excitement amosg
the kings gathered in the hall. One king started whirling the lotus in his hand; another
held the jewelled necklace slipping down from his should:r and turned his neck to
have a better look at the approaching figure; one turned his eyes down to his gold
foot-stool and drew lines with his big toe on it; another furned to his neighbour
to whisper something to him; one tore the Ketaki leaf in this hand inadvertantly;
the other rattled the dice ia his hand and threw them down; the third was busy
adjusting his crown. Indumati was naterally unmindful of these erotic gestures on
the part of the prospective suitors. She walked through the row of sofas, a garland
in het hands, accompanied by the bold pratihari, Sunanda, who was familiar with
all the suitors. She described each one with all his special points, Indumati wouid stop
before a king while he was being 1ntroduced by Supnanda and then move forward.
The particular king’s face would be illumined with hope as long as Indemati was
standing before him, but it would be piuaged in darkness of despair when she moved
ahead. In a2 way Indumati was like a iighted torch moving through the royal road,
alternately illumining and throwing into darkness the turrets of the palatial mansions
on the side. Indumati could not feel any attraction for the various Kings who were
introduced to her, except for Aja whom she finally chose and garlanded. In a sense,
it was the union of jewel and gold. All then turned towards the cily to celebrate
the wedding properly. As the couple was driven through the streets, the women in
the city rushed to look at the bride and the groom aod in their hurry and confu-
sion forgot to complete their toilette, The marriage was performed in regal splen-
dour. Aja took his bride with him and started home. The disappointed kings had
not uttered a word duriog the marriage ceremony; but now they combined to biock
Aja's way and take away Indumati from him by force. Aja gave a stiff fight. He
realised, however, that it would take a long time to defeat the combined forces of
the opposition and there was also aa element of uacertainty about the final cutcome.
So, he used the s@inohana missile sending bis enemies into sleep. He showed with
just pride the kings lying in disorderly sleep to his delighted wife and returned home

safe and jubilant.

Raghn was happy with the bappiness of Aja and Indumati. The kings of the
Raghu family do not like to stick to the throne, particularly when they have a
capable son. Raghu decided to use the rest of his life in the practice of yoga for his
own salvation; and handing over the kingdom to Aja he repaired to the solitude of
a forest. It was hard for Aja to bear the separation from his father; but he was
trained in statecraft and did not faiter or fail in his kingly duties. Then Raghu
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passed away. It was fortunate that Indumati had given birth by this time to a son
who was pamed Dasaratha.

-Once Aja and Indumati were in the garden ouiside the city, Narada was passing
through air to Gokarna to pay his holy respects to Siva located at that southern
place of pilgrimage. The garland of flowers hanging from his lute broke loose and
fell on Indumatl’s breasts and she died on the spot. Aja fainted with the shock.
But when he recovered consciousness the fact that he had lost Indumati sent him in
inconsolable sorrow. The beart-rending lament of Aja bewildered the birds, the trees
wept with him shedding tears of failing leaves. How could a garland of fowers kill
any one ? And why did Indumat! go away without telling him ? The whole place
was filled with memories of her. Could not death show a little mercy ? In taking
Indumati away death had robbed Aja of the mistress of his house, a wise counsellor,
a companion and a beloved pupil in fine arts. There was nothing left for Aja to
live for. Aja completed the funeral rites and somehow came back to the city. Vasistha
was engaged in a sacrifice at the time; but he sent a message through his pupil.
Death is a mystery; but no mortal can escape it, Death is the law of nature: fife is
a borrowed experience, So, it is not proper for the wise to mourn over death. It is
true that Indumaii died suddenly; but she was an apsara really, by name Harini;
Indra had sent her to spoil the penance of a sage, Trnabindu, and it was due to his
curse that she had taken a human birth; the curse was to end at the sight of a
celestial flower; s0, she went back to her heavenly regions. Aja should understand ali
this, said Vasigtha, and control his sorrow. No amount of tears would bring the
dead back to life; on the contrary the tears are supposad to burn the departed.
Ending one’s life is also no good, because it does not mean re-union with the
departed. Vasistha’s words were weighty, full of deep philosophical truth, and they
carried sympathy and consolation. But Aja had decided otherwise. ile lived for eight
years somchow till Dasaratha came of age; and then committed suicide by fasting
unto death at the confiuence of Ganga and Sarayu,

Dasaratha governed his kingdom well, _He had the ideals of his father before
him; his mind was tuned to the happiness of his people and the people too were
happy. Personally he had no vice.

Once he thought of going oun a hunting expedition. [t was spring time. The
scent of flowers, songs of birds, the cool touch of the gentle breere were in the
atmosphere, in addition to the riot of colours, the sweet homey of the flowers and
other paraphernalia of nature fo excite and gratify the senses and mind. Dafaratha
cculd not but be affected by the emotion-charged atmosphers. The plumage of the
peacock reminded him of the tresses of his beloved wife interspersed with flowers,
apd the sight of the deer of her eves; he could not use his arrows agaiast them,
But he hunted and killed wild boar, rhino and tiger., With night-fall he encamped
in the wood. Tn the early hours of the morning he thought he heard an elephant
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drinking water at a nearby river. He sent a special arrow in the direction of the
sound, To his horror he heard a human ¢ry of agony. He rushed to the river and
found a Brahmin boy, S'rivaga, who had come to feick water from the river and
had become the victim of his fatal arrow. Dasaratha tended him and, on bis teliing,
carried him to his old pareats. The arrow was pulled out of the heart of Sravana
but the boy died immediately. The aggrieved father cursed Dasaratha in his anguish
that he too would die by the grief over his son. The old parents died on the pyre
of their only son, and Dasaratha returned to his capital with a heavy heart, solemn
like the sea with the fire burning in its belly.

Is corse, sometimes, an augury of an unconscious bliss ? Dasaratha was childless
so far. He decided to perform the Putra-kama-isii. The gods in heaven were waiting,
at this time, for the human avatdrae of Visnu to deal with Riavana whose might was
vachallenged and was further enhanced by the boon of Siva, Visnu agreed to take
birth as Rama. According to divine ordination, when the wives of Daéaratha ate
the sacrificial carv, Rama was bora to Kausalya, Bharata to Kaikeyi and Laksmana
and Satrughna to Sumitra.

In the following six cantos Kalidasa presents the story of Rama on the lines
of Valmiki’s Ramayana. There is a reference to the killing of the Krauniica bird by
the hunter and Valmiki’s inspiration for the epic composition, The incidents, from
the protection of Visvamitra’s sacrifices in early childhood, through the training and
education, marriages, Kaikeyi’s insistence on putting Bharata on the throne, the
exile into forest, Dasaratha’s death, killing of Tadaka and a host of demons in the
Dandakz, abducfion of §ita, search for her, friendly alliances with Suvgriva and
Hanumat, fingl crossing of the ocean, seige of Lanki, death of Ravana and the
triumphant return to Ayodhyz after Sitd’s purification by fire -ordeal, are ail briefly
presented. Ramarkable in this presentation is the picture of the lands of Iadia
(Bharata-bhumi) which Kalidasa painis through Rama as he and Sita proceed from
Lanka to Ayodhyi in the Pugpaka aerial car. The pictures pulsate with life, accaracy
of details, colour and variety,

The rule of Riama was an happy augury of a just and righteous govercment,
But the public scandal about Sita's long stay in RaAvana’s captivity, in spite of her
fire-ordeal, hurt Rama very much and he abandoned her while she was advanced in
pregnancy. Kalidasa’s Sita does not blame Rzma, only questions his judgement in
the light of her ordeal and the reputation of the family; her love for Rama remains
constant. Valmiki Jooked after the abandoned Sita and her twin soans, educated them,
taught them his Rdmdyana, which Rama had an oppottunity to hear when he met
tbe boys in the course of his Asvamedha performance. He recognised Ku$a and
Lava as his ows sons but wanted Sitd to demobstrate her purity before all the
people. Sita chose fo disappear in the bosom of her mother Eerth. This was a shock

4
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to Rama., He had put his brothers in charge of different parts of his kingdom. He
now ended his life in the river Sarayd. Many citizens followed suit, such was their
love for their king.

Satrughna had dealt with the brood of Lavana demons on the bank of Yamuai;
his sons Satrughati and Subihu were now given the charge of Mathura and Vidiéa,
the newly founded kingdoms on the Yamuni. Bharata had put down the rebellion of
the Gandharvas in the Sindhu region and installed his sons Taksa and Puskala to
administer the kingdom of Taksasila and Puskalavati. Laksmana’s sons, Angada and
Candraketu, were ruling over Karapatha. Rima had himself given the kingdom of
Saravati to Lava and of Kusavatl to Kuéa, After the decease of Rama Kusa as the
eldest son becamc the chief ruler. But as be prefered to live in Kudavati, the city
of Ayodhyi bhad a faded and dumb leok. One nighti Kuda had a vision. He was
awake in his bed. Suddenly his bedchamber was flooded with brilliant light. A
woeman dressed  like a virghini stood before Kusa with folded hands. She was the
presiding deity of Ayodhyd. She destribed the desolate condition of the city and
urged him to go back to Ayodhya to restore her to her former glory. Kusa accepted
the plea. He returned to Ayodhya and rebuilt the city, He asked some Brahmips
to lock after the kingdom of Kuszavati and conducted his own state affairs from
Avyodhya.

Once as he was enjoying the water sport on the Sarayn, his bracelet fell in the
river. It was given to Rama by the sage Agastya, and Rama had given it to his
son. Kusa organised an extensive search, but could not recover the lost bracelet.
Thinking that a serpent may have swallowed it he employed the Garuda missile,
The king of the Niagas came up from the waters, returned the bracelet to Kuda, and
offered his younger sister Kumudvati to him. From this incident Ayodhya was freed
from the danger of serpents and the serpents too earned protection from Garuda.

Kumudvati gave Kun$a a son, Atithi. L-ter, when Kuéa was fighting the Durjaya
demons for the sake of Indra, he and the Jemon both were killed, Kumudvati follo-
wed her husband in death. The ministers put Atithi on the throne. Atithi had
deeply studied the Arthasdsira and political economy. He observed a carefu) time-
table day and night and performed his duties with a sense of discipline. He had
also mastered his senses, as he did his snemies. His kingly rule grew in glory; Indra
and Kubera were his allies; the people enjoyed prosperity.

After Atithi twentyone kings ruled inheriting the kingdom by family descent.
Sudariana, the son of the tweaty-second king Dhiuvasandhi, came to the throne as
a child, But as a crescent of the moon illumines the sky, a cub of a lion strikes
terror in a forest, or a lotus-bud adoras a lake, Sudarsana brought prestige and
glory to his rule. The experienced ministers helped himi to acquire proficiency
in administration, He lived dong. In his old age he handed over the kingdom
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to his son Agnivarna and, following the tradition of Raghu family, repaired to the
forest to devote his time to the hermit’s life and penance.

Sudarsana had enforced such firm and fine traditions thit Agnivarna had nothing
much to do for administering hits rich kingdom. But Agnivarna was by femperament
a pleasure-secker, loving women, wine and music. He spent almost all his time ig
his apartment listening to or playing music, As if the women in his harem were not
enough, he invited handsome maids and couriesans to keep him company. Agnivarna
was a real expert in music. He personally played the mydange as an accompaniment
to dance, and poinied out to the female darcer her errors in keeping musical time.
But all this pleasure-loving had its inevitable results, The administration was ruined.
The subjects could hardly see their king. Once when the minister pressed him,
Agnivarga thrust his foot out of a window of his bedchamber (o give darfana to
his people. The cxcesses with women and wine had also taken a tolf of his health;
he had contacted the wasting disease; ultimately death overtook him. For caution
the ministers arranged cremation in the garden of the palace and suppressed the news of
the king’s death. Agnivarna’s pregnani queen was put on the throne. The queen, the
ministers and the knowing public began the waiting period, hoping, for the birth
of a new successor to the royal family.

The epic is a saga of Solar kings. Kalidisa named it after Raghu perbaps for
a number of reasons. Raphu stands oear the top with Dilipa in Kalidzsa’s story
and the succession of kipgs cculd naturally be described as the scions of his family,
Raghu, on the whole, is the most exemplary of the royal family described here, R3ama,
is equally great. But he comes far down in the line; and besides, in the poet’s eyes
Rama is good in human form; on the contrary Raghu is an extra~ordinary man
who raised himself to divine heights.

By writing this epic Kailidasa appeass to have created a norm for a literary
epic : a massive subject; elegant construction with a veriety of personalities, incidents
and emotions; beauvtiful expression which runs through varying style and metres; the
poetic and dramatic quality of the descriptions; a stress on an ideclogical portraiture;
and a noble thoughtful outlook on lile; these are some of the characteristics that
distinguish Raghuvamsa. There is no wonder if the ‘Raghukara” found a permanent
place in the hearts of all lovers of literature, ’

3, Malavikaguoimitra
The dramatic story of Malavikignimitra is a story of love that finally succeeds
through harem intrigue and opposition by clever ploiting. Agnimitra, king of Vidisa,
happened to notice in his usual visit to the barem apartments a picture recently

painted showing a group of ladies in the harem. There was a young girl there who
particularly atiracted his attention, But the senior queen Dharini did not answer
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Agnimitra’s simple question about the girl, fearing undesirable developments. Dha-
rip’s young sister, a child, Vasulaksmi, gave out the name of the girl as Malavika.
The queen’s silence was a tactical error, because it only served to increase the
king’s curiosity. Tbe girl was sent to the queen by her low-born brother who was
posted to command the fortress on the baok of Narmada: the girl came into his
hands as a refugee, and seeing her exceptional skill in dance, he had semt her
to Dhéaripi. Matavika was living in the barem as a personal maid of the queen and
was receiving dance lessons from the royal preceptor of dance, Ganaddsa, as the
younger queen lrdvat: was being coached by another dance master Haradatta. These
things were known in the harem apartwents; so, when Agnimitra spoke to his compa-
nion and ‘jesting pilot” Gautama and expressed bis keen desire to see Malavika in
person, the Vidusaka instigated a guarrel between the two dance masters as an indi-
rect but sure remedy to fulfil the king’s wishes, The dance masters were both experts
in their special field and touchy; when they were chailenged by each other about
their respective superjority in their specialised art, the quarrel came to a head; both
sought an iuferview with the king, as they were in royal employment aad as the
king is the firal tribunal in matters of dispute. Agnimitra invited Dharini and her
learned companion Parivrajika-Pandita Kaudiki to hear the dispute in otder to
maintain an appearance of personal uvaconcern and indifference. Dhariny was clever
enough to see through this manocuvre and tried desparately to stop the guarrel by
several arguments; but Gautama cootinued to provoke the old Ganadasa by accusing
him of lack of skill, of doing nothing to earn his salary, and comparing the two dance
masters to rams and elepbants who would give no peace till one of them was vanqu-
ished in a fight, which, any way, would be great fun. Unfortunately for Dharini,
Parivrzjika did not exactly take her side; she suggested that the masters demonstrated
their skilt by the performance of their pupils, for undisputed skill in an art is not
a matter of theoretical knowledge only but also of an ability to train a pupil. So,
a show was finally arranged to Le held immediately in the music apartment of the
palace. Ganadasa was given priority because of his age; Parivrajika was to act as
4 judge; and a difficult piece, the Chalita dance, based on the fourth quariret of
éarmigt_hﬁ’s composition, was selected for presentation by both the contending parti-
es. The performance of Malavika is shown in the second act; that of Haradatta’s
pupil is reported. Mzlavika gave a perfect exhibition of the difficult natya and came
out the wioner., Agnimitra had the pleasure of watching Malavika at ciose quariers,
admire her exquisite personal beauty and her accomplished skill in dance and abhinaya.
The experience resulted only in  increasing his interest in the girl; he fell in Jove
with her and pressed the Vidusaka fo arrange for a meeting with her.

The opportunity came partly by a coincidence. Dhiarinl had a favourite Asoka
tree; 1t had not come into blossom though the season was ripe; it was necessary to
fulfil the tree’s dokada; normally Dharini would herself  have fulfilled the longing
of the tree by Kicking it gently with her left foot; but she sustained a fall from the
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swing and injured her foot; this may perhaps have been Gautama's trick; any way,
the work came to Malavika; Dharinl  promised her that she would accord to her
wish if the golden Agfoka blossmed in flve nights duc to her effort. Gautama, how-
ever, had managed to take Bakylavalika, a harem maid and a personal friend of
Malavikd, into his confidence and asked hzr on the king’s behalf to prevail on
Milsvika and make her respond to the king's love, The third act shows this beauti-
ful, romantic scene of Asoka—dohada-piirana, Mialavikd comes info the Pramadavana,
slightly puzzied but hopeful, and already eniertaining thoughts of love for king Agai-
mitfa, Bakulavalikd comes with the personal ornaments of gueen Dharini and deco-
rating materiais (o give her assistance to Malavikz. while applying the red lac-
dye to the tender foot of Malaviki she opens up the topic of the king's atiraction
for Malav:ka and wins a confession from her of ber love for the king, and also of the
difficulties in her way. Bakulavalika gives her encouragement and promise of al)
help. The Vidusaka had brought Agnimitra to the scene and both we.e walChing the
developments from behind a creeper. As Mailavika rises up to kick the Asocka with
her decorated ornzmented foot and fulfils the tree’s longing, Agnimiira steps forward
and beps Malavika to fulfil his owa longing for her. The romantic scene of love is
spoiled by Iravati who jumps into the scene. As a matter of fact, Agnimitra had
promised his younger queen Iravati to be with her to enjoy the swing in celebration
of the Spring; Iravati had come to the royal garden with her maid, slightly drunk;
had discovered Mailavika near the Asoka, wondered about it; but knowing the reason
of the maid’s presence felt a pang of jealousy too. Now, seeing her husband makiog
overtures of love to Malavika she could not contrel her anger, She rushed forward
and taunted Malavikd and the king with words of bitter and jealous apger. The
Vidusaka was taken by complete surprise and could not think of any means of escape,
except runping away from the sceme. The king, equally taken aback, tried to explaia
the situation away by bluffing and actually apologised to Iravati touching her feet.
But lravati was irafe; she raised her fallen girdle to strike at the king, checked her-
self somehow, and went away in aoger, predicting disaster like the fiery planet Mars.
Malaviki and Bakuliivalika bad already excused themselves and run away from Iravaty
The king and the Vidosaka were left on the spot, frustrated and fearful of unknown
consequences,

They came without delay. At the instance of Iravati, Dhirini was compelled to
throw Malavika and Bakulavalika into confinement in the cellar of the Samudragrha,
and the parden-keeper and guard, Madhavikd, was instructed not to set the girls
frec unless the queen’s signet-ring was shown along with the order for release,
Gautama bas now to employ a series of tricks, The most important thing was to
obtain the possession of the queen’s ring, For this purpose he plays the FPoax of
serpent-bite. He pretends (hat he had gone to pick a few flowers for the queen for
his visit to her when he was bitten by a poisonous serpent. When he is brought in
the peesence of Dharili he acts the part superbly, shaking all over, and requesting
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Dharini to pardon ail his faults and look after his family aft:r his death. The queen
is alarmed that she was ap indirect cause of a Brahmin’s death. The physician is
sent for. Gavtisma bhas taken a number of people into his conspiracy, parti-
cularly Javascrg, the messenger and go-between., She brings the medical opinion, as
tavght, that a surgical operation to let out the porsoned blood was necsssary, which
Pariviajiks -onfinms froms her Knowledge; in addition, a manira procedure was necess-
ary for which some object with an efiigy of serpent was required; Dharini in her
anxicly and fear for the Brahmin's safety takes out her signet-ring and gives it to
Jayasend, because it hgs the serpent’s figure carved on it. The Vidnsaka is apparently
tuken fo the royul physician; but he and Jayasena meet on the way; she is left back
10 cariv the inessage, afier proper interval of time, to the gueen that Gautma was
out of danger to his life; vnd the Vidusaka armed with the ring, coliects the king
and together they go to the Samudragrha. Gautma shows the ring to Madhavika; he
sifences her suspicion by bluffing that the king’s stars were not favourabla and so it
was decided to release ail prisoners as a  mark of auspiciousness;  further, Dharini
had put the gidds in prison to humour Irzvati; she did not wani to hurt her feelings:
so, in stcad of seadirng her own scrvent she bad sent Gautama with the ring as it
would give the impression that the king was personally interested in setting the girls
free, The entire hoax works perfectly., Agnimitra is able to meet Malavikda in the
privacy of the Samudragrha. Gautama chhoses to sit near the gate, sends Bakula-
valikd t¢ watch the path leading to the Samudragriha, and the lovers are left to
themselves. But it happens that Iravatt is on her way to the Samudragrha. She is
stilt fuming witle seger, but i3 repenient aise of her rash behaviour in the Prama-
davan:. A Ditle uncertain and also proud she had decided to present her apology to
the picture of Agnimitra placed in the Samudragrha. When she and her maid ses
Gauima at i cntrance they suspect some intrigue, The maid drops a crooked stick
on the Viiusaka who was dozing at tlie moment without any care in the world, His
instinetive feor for the serpent suddenly rouses him and he shouts in alarm for help.
Agnimitra and Miiavikd come cut rupning from the house, and Bakulivaliki too
from acothicn direcvon, Travatl understands everything in a flash. The situation has
repeatc<t 1taetf. Only a fucky coincidence saves it. Vasulaksmi, playing with a ball,
was frighicned by a brown monkey and was shaking like a leaf in fear. Everybody’s
attention is furned to the child., Agnimitra runs to console her; Iravati in her natural
concers fur  the child forgets her anges; and Gautama finds, to his retief, that a
partisan, a brown monkey, has come to his assistance and saved the situation,

A number of things happen in the fifth and the final act, The goilden Adoka
blossoms into full tuxury before the five nights are over, Dharini is delighted. She
arranges a specii! festive ceremony around the Asoka and orders that Malaviki be
dressed in a bridal dress used by Vidarbha maidens This work is particularly entru-
sted to the clever Puriviajika, There is a side-thread in this story of love, namely,
the disputs betwecn the two Vidarbha princes Yajnasena and Madhavasena; the
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latter is a partisan of Agnimitra; and to counter the treachery and arrogance of
Yajfiasena, who had thrown Madhavasena into prison, Agnimitra had ordered a military
attack on Vidarbha. Dharini’s brother Virasena was in charge; the results of this
battle come to hand now. Yajfiasena i3 routed, Madhavasena is freed from prison,
and the ioot collected after the military victory, along with two gisls skilful in music,
is being sent. When the girls arrive they immediately recognise Malavika. She is, in
fact, the princess of Vidarbha and the younger sister of Madhavasena. Her marriage with
Agnimitra was already negotiated; but the political upheaval came in the way. With
Madhavasena’s imprisonment his minister Sumati arranged fo take Malavika, his
own sister Kansiki (the Parivrajika) and a few people to the salety of Vidisa through
a secret route in the Vindhya mountain range, Unluckily the party was atticked by
a band of marauders in the Vindhya mountain pass; Sumati fought bravelv: but he
was alone; he died in his effort to save the women. Malavika was lost; as we know
she came to the hands of Virasena who sent her to Dharipl. The distressed Kau§iki
became a pun and finally found ber way in the royal harem as Dhirint’s coimpanion,
This part of the story is narrated by Pandita~Kaudiki, who is alsa recognised by the
two pirls. The narration revealed, for the first time, that Malavikd was not a2 maid
but a princess. Kausiki explains to the apologetic Dharini that she did not reveal
Malavika’s true identity because it was predicted from her horoscope that she would
be required to live like a maid for one year before happiness came to hei. Dharini
was glad and waated to make full amends for treating Malavika as a muaid though
it was not her fault . At this momeat another piece of good news comes. Dharini's
son Vasumitra was guarding the sacrificial horse for his grandfather Pusyamitra, and
Dharing was in perpetual aoxicty tor his safety. The news comes that he has routed
the Yavanas and won the final victory. Pusyamitra has also seat an inviiation to
the entire royl household to attend the cclebration of his Advamedha. In ehis moment
of ali-round joy, Dharini gives the haond of Malavika io Agnimitia,

The play is a comedy of royal love, and a hilarious comedy, as it is full of
amusing situations,mirth and laughter, with the serious undercurrent of & deep mutual
love. But it is obviously the first dramatic work of Kalidasa and he could not avoid
cerlain shortcomings. The major is the portrayal of Agnimitra. He is shown as a
king who is entirely dependent on his dependents. His armies, commanders and his
young son fight the battles; and there is no poiitical wotk [cr him cxcept deciding
the strategy and directing the campaigns. Even in the matter f bis persoual love
he 1elies completely on his companion, the Vidusaka, whom he describes as his
‘minister of personal affairs’. The Vidusaka dominates the actio of the play. And
with Agnimitra’s unimpressive portiait the modern readei, at leas:, 13 in doubl about
who the real hero of the play is, Gautama is quite clever and resourceful; but should
a minor character assume such an importance in a sophisticated play 7 The embar-
ragsing situations in which Agnimitra is placed in the Pramadavina snd Samudra-
grha scencs aré not Jattering to his personality, like the fun Gautarea makes of him.
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The play is also full of coincidences which kuckily help the development and fulfilment
of love. The pattern Kalidasa clicse is of a low-lavel comedy; but it is not suitable
for a dignified play. Kalidasa, of course, improves his technique in the following
plays, But it appears that even Malavikagnimitra set a vogue; for, we find Sri Harsga,
and later R3jasekhara, imitating Kalidasa in creating their court comedies of love.

. Vikramorvasiya

This is also a play of love, technically a Totaka, because the heroine is a
celestial nymph and the hero a renowned king of the earth, It s the story of love
between the heavenly Urvasi and the mortal Puraravas, a Vedic legend to which
Kaliddsa has given a poetic form and humaa garb. The pattern is varied too; the
davelopment of love goes through the stages of union, separation and reunion.

King Pur@iravas is returning from heaven after paying his hely respects to Sun,
When in mid-air, he hears a cry of help, as if some small birds had cried out in dis-
tress. Obviously the danger was to somc woman of women. Purtravas learns from the
distressed nymphs that Urvasi, the orpament of heaven, was abducted by the demon
Kesin as she was returing from the mansion of Kubera, along with her friend Citra-
lekha, and the rescal had escaped in the North-Eastern direction. The rescue was
possible only by onc who was a pariisan . { the gods and who had the ability to
travei on eerial paths in the sky. Purfiravas promises all help to the nymphs and
they promise to waif for him on the peak of the Hemakits mountain. The chariot
of Puriiravas flies through the sky and in no time overtakes the demon. Puriiravas
rescues Urvadi and her friend and brings them back to the Hemakuia to their anxi-
ous companions. Urvasi is guite safe; oniy she had fainted in face of the danger.
Now, when she cpens her eyes it is like lotus opening its petals at the close of a
dark night, Urvasi had thought that she was rescued by her patron Indra; but Citra-
lekha drews her atiention to the king who was an equal of Mahendra in prowess;
Urvaéi looks at the king and suddenly feels that the demon had obliged her by brip-
ging her into confact with the king. Purtravas, on his part, is amazed at the heavenly
beauty of Urvaéi and thinks that if she were the mental creation of sage Narayana
it must be a myth. It is 2 case of love at {irst sight, But the backpground is of Vikrama,
the brave rescue affected by Pur@ravas. If Urvasr's extra—ordinary beauty attracted
Purtravas to her, Urvasi had every reason to fall in love with him; Pururavas was
majestic and handsome; his valowr was matchless; and he had put Urvasi under
a loving cbligation by saving her life. Citraratha arrives on the spot, because the
news of Urvasi's abduction had reached beaven snd Indra had despatched an army
of Gandharvas for her rescue. Citraratha thanks Purtravas on behalf of Indra aad
the parties depart. But it is once again obvious that Urvaii is leaving her heart
behind. The emotions of Puriiravas are not differeat.

A taste of the these mutual feelings is had in the second act. Purtiravas is love-
sick for Urvasi, and the current Spring season only serves to increase his longing for her.
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Urva$i is in no better position, But being a denizan of heaven she has greater freedom.
She decides to go down to the earth to meet the king taking Citralekba with her,
They find Puraravas in the garden of his palace musing with bimself and his compa-
pion the Viduisaka. The nymhs keep themselves invisible by their ‘lore of conceal-
ment’ and listen to the conversation. The king is talking of his love for a woman
and how it has affected him. Usrva$i decides to reveal her own love. She snatches a
birch-leaf, writes 2 poetic letter of love, and drops it near the king. The fool
of the Vidmsaka, proverbially afraid of snakes, mistakes it for the slough of a ser-
pent; but as the leaf is turned over by the breeze the letters become visible. The
king picks up the leaf, reads the letter and confesses his own love for Urvaél. He
asks the Vidugaka to hold the letter for him, because his sweating fingers might
spoil the letters written on it. Citralekha and Urvasi discard their concealment and
come into the presence of the king. But before they could talk much, Urvas$i is called
back to heaven for the dramatic performance in which she is playing a major role.
The lovers’ meeting is abruptly ended; but they are both fired by love and mutnal
responese.

The king wishes to turn back to the letter as some kind of consolation. The
fool, however, has lost it. The wind carries the birch-leaf away; and, as if by a
dramatic coincidence, it gets stuck at the anklet on the foot of queen Ausinari who
is coming in the garden. The queen has noticed the listlessness and paleness of her
husband and suspects a love-affair. The letter now confirms it. She confronts the
king with the Jetter, to which the king has no convincing answer. He apologises to
his wife; but she leaves him in anger.

The antagonism of the queen is not the only obstacle for the fulfilment of the
love. The real difficulty is bringing beaven and earth together in a wedlock. How
could a heavenly being like Urvaél leave heaven and come to live on the earth with
a mortal king as his wife ? The difficulty is solved rather unexpectedly and in a
curious way. The dramatic performance in which Urvasi was playing a part was &
drama, Laksmisvayamvara, comosed by Sarasvati and directed by Bharatamuni; Urvast
was acting the heroine’s part, In a scenc she was asked by her companion about
whoin she loved most; and she was to reply that her heart was set on Purusottama,
Vigau. But her heart being with Pururavas now and the love eagulfing her emotional
life, Urvasi made the natural psychological blunder in saying her line and took name
of Puriiravas in place of Purusottama’s. Bharata was angry; he banished her from
the world of heaven. Indra took mercy on her and permitted her to live on earth
with the kipg till a son was born to her. In a way, some good came out of the
blusder and the curse; Urvadl's way to the fulfilment of her love was cleared. The
king’s way was also cleared for him; because queen Audinari realised, in spite of
her hort and resentment, that it was no use going agrinst the wishes of her lord and
master; she undectook the ‘priyaprasidana’ vow and on ifs completion, on 3 full-moon

3
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night, made a religious offering to her king-husband, on the terrace of the Manibar-
mya palace, promising that she would be friendly to any woman who had won her
husband's affections. After the queen's departure Urvasi arrives. It is clear that their
unior is in sight,

The interlude of the fourth act gives us the reason for the separation of the
lovers. Puraravas and Urva$di after their marriage had gone to the celestial Gandha-
madana-vana to enjoy their marriecd love. There Puriravas happened to notice a
vidyddhara girl playing in the sands building hills. The beauty and the self~absoro-
tion of the child took his attention from Urvasi. Urva$l resented this. She was very
short-tempered, and her love was deep, demanding and possessive, She walked away
from PurBravas in anger and by mistake stepped into the sacred grove of Kariikeya
which was forbidden to women. She was immediately turned into a creeper, though
she retained her powers of mind and knowledge. Urvasi’s disappearance proved to be
a mental shock to Puraravas. He lost his sanity. The main scene of the fourth act is
a scene of Purtravas® mad search for his lost beloved.

I think the trcatment of this scene is deliberate and carcfully worked out. There
are a number of Apabhrarisa verses which describe by symbol the condition of the
love-lost Purtravas. There is music and dance; the stage-directions show that even
Puraravas takes dance steps. In other words, the sceme is constructed like a ballet.
To my mind, this is the only way prolonged pathos could be offectively presented
on the stage. PurGravas is present on the stage continuously for nearly half an hour:
and his inquiry with different objects about his lost Urvasi is bound to be monoto-
nous and tiresome in a stage representation. So, the dance and music technique. The
objects are not a part of stage scenery, which did not exist much op the ancient
Indian stage, They are represented by a dancer or a group of dancers doing the swan
or peacock dance as the case my be; and Puriiravas too approaches the objects with
dance steps to put his inquiry. This is how the scene is designed for stage play.

In the course of his mad search Purtizavas comes across a precious stone. He is
about to throw it away. But he is warned by a heavenly voice that it is a ‘gem of
reunion’ (sargamaniya-mani) issued from the lac-dye applied to the foot of Gauri.
Puraravas picks it up; and when he embraces a creeper that draws his attention with
the gem in his hand, the creeper is changed into Urvaéi. The separated lovers are
united, Urvasi has witnessed in her ioner mind the agony and sorrow of Pur@ravas
and obtained the proof of his deep and siacere love. The couple returns to the Capital
from the heavenly gardens, and Urvasi commands a cloud fo carry them back like
an aerial car by her celestial powers.

Happiness now reigns in the house of Puraravas, except that he is still not blessed
with a child. Then an incident takes place. Purtiravas and Urvadi have come to the
conflyence of Ganga and Yamuna. PurBravas has been guarding the ‘gem of reumion’
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with his life. It was placed away while he was bathing; and as a servant was taking
it back to him on a palm-leaf covered with a silk cloth, a hovering vulture snatched
it away mistaking it for a piece of meat. For a moment Pururavas was lost admiring
the beautiful movements of the bird in the sky and the sparkling display of red
light emitted by the gem in the vulture’s beak; but he became aware of his loss and
ordered his bow and arrows., Before he could shoot the bird, hoywever; an unknows
arrow Killed the brid. The chamberlaia brought an arrow and the beloved gem to the
king. The king picked up the arrow to read the name inscribed on it, it announced
that the arrow was of Ayus, son of Urvaii and Aila-Puriiravas. On the heel of this
unexpected news came a female ascetic from the hermitage of Cyavana with a six
year old boy. Urvadi recognised her own son and explained everything. She was
permitted to live with Purtiravas till be saw the face of a son born to him from
Urvaii. Urvasi loved Purfiravas so much that she sacrificed her mothecly love and
kept the boy away in the hermitage of Cyavana. Now that the boy had acted against
the a$rama discipline in shooting at the bird he -was brought back to bis mother.
But with this Urvasi’s stipulated period of stay was also over. The prospect of a
perfect family reunion was thus spoiied, and the atmosphere became heavy with im-
pending separation and sorrow. Luckily for the couple and the boy a favour materi-
alised, Narada bringing the news. A serious war belween the gods and the asuras
was about to break: Purtiravas had always been an important and valuable ally of
the gods; Indra, therefore, would not like PurGiravas to retire from his kingly life and
take to hermit's vows as he was planning to do at the departure of Urvaii to her
heavenly abode; in return for the king's assistance in the coming war Indra granted
a special favour so that Urvasi was permitted to live on earth with Purliravas as long.
as he lived. The threatened separation changed into life’s uaios,

It i vikrama, the valour of Purtiravas that won Urvaéi for him; it is wkrama
again that enabled him to have her all his life. That is why the word figures signi-
ficantly in the title of the play.

7. Abhijuanssakuntala

The $akuntain-upikhyana in the Mahabharata, which is the obvious source of
Kalidasa's drama rather than the Puranic versions, is rather crude, full of improbd«’
bilities and supernatural elements. To give a beautiful poetic form to this legend,’
change the characterization, invest the story with convincing and moving human emo- '
tions, bring nature into responsive barmany with man, infuse the tale with a definite
philosophical outlook on life, and, above all, to write in such a poetic and dramatic
style as to tonvey an impression that heaven and earth are combined in this play;
is the supreme achicvement of Kalidasa.

The story of the Sakuntala also runs through the stages of union, separation aad
re-union. But they are worked out here more elaborately in seven acts and with
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greater intensity of convincing human experience. The first three acts complete the
stage of union by the gandharva marriage; the reason of separation is found in the
interfude of the fourth act in the form of the curse of Durvasas; the actual separa-
tion occurs in the fifth act when Dugyanta, losing his memory due to the curse,
rejects Sakuntala; the sixth act is a preparation for the reunion; which is shown in
the :inal seventh act.

‘Dusyanta comes fo the hermitage of Kanva by chance, in the pursuit of a deer
be is about to kill. He is stopped by the hermits as the deer belongs to the hermit-
age. Dusyanta accepts the plea, is invited in the a§rama, and meets Kanva's davghter
Sakuntald, along with her companions Anastya and Priyarhvadd, watering the trees
in the hermitage; Kanva is away on a long pilgrimage to Somatirtha which he has
undettaken in order to pacify the adverse fate of Sakuntald, Dusyanta is terribly att-
racted by the patural unadorned beauty of the girls, particolarly of Sakuntala, and
considers whether he can take Sakuntald as his wife, The story of Sakuntald’é birth
and the knowledge that she is the daughter of a celestizl nymph and the royal sage
Vidvamitra convinces him that there is nothing untoward from the religious angle in
his desire for her. Sakuntali tco has been moved by the sight of Dusyania and
experiences the stirrings of love, whicn she feels ‘contrary to the tapovana life’ in
her innocence. Both have responded naturally to the impetus of love. Dusyanta is no
longer interested in his hunting project. He confesses to his companion the Vidasaka
his feelings for Sakuntaia. The Vidmsaka ridicules the idea, first, with several objec-
tions : Trying to matry a Tapasa-kanys, a daughter of 2 Brahmin sage, was against
the normal religious code; Dusyanta’s attraction for the girl may be a passing fancy,
like a person tasting 2 sour tamarind asa change from sweet things; and if Du syanta
were to entice this girl and reject her after he had his pleasure it would be a moral
crime, because it would ruin the entire life of an ianocent girl. Dusyanta answers
these objections convincingly, religion is no bar to this love, as Kanva is only a
foster-father to Sakuntald: Sakuntuld’s beauty is heavenly; a person must be ocut of
his senses not to want her permanently as his life’s partner. The Vidusake cenvinced
of Dugyanta’s deep attachment and sincere love tells him to stock enough provender
for himself as the journey of love is going to be a long one. Dusyanta wants an
opportunity to go back to the asrama; this is unexpectedly provided. The hermits find
that in the absence of Kanva their daily sacrifices are disturbed by invisible demons;
they invite Dusyanta to live in the hermitage to guard their sacrifices. But at this
moment a message comes from Dugyanta’s mother asking him to return to the Capi-
tal. The mother is observing the vow of Putra-pinda-palana; Dusyanta is childless;
the completion of the vow will take place in four days, and Dusyanta’s presence on
the religious occasion was necessary. Caught 1 a dilemma, Dusyanta decides (o send
the Vidusaka in his place, dismisses the army, and remains alone in the tapovana
to do his religious duty for the ascetics. The opportunity to  be near Sakuntald in
his. spare time naturaliy helps the development of mutual love. While Dugyanta is
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yearning for her, Sakuatalz suffers heavily the pangs of love. Her companions decide
to help her. They prevail upon Sakuntald to write a letter of love. In a moving poetic
scene in the third act Kalidasa brings the lovers together who opan their bearts to
each other in the presence of Sakuntald’s companions. Dusyanta removes any doubt
from Szkuntala’s mind by promising that she will be the pratisths, the glory and the
stability of his family and proposes gardharva marriage.

The fourth act shows that Dusyasta and Sakuntalsd are married. Dugyanta’s reli-
gious duty in the Zdrama is over. He gives his ring to Sakuntalz and returns to his
Capital, promising to send an escort for her within a few days. Unfortunately, on
the very day of Dusyanta’s departure, and as Sakuntald is experiencing the first
pangs of separation and is lost in her own grief, Durvasas arrived in the bermitage
uninvited; and because Sakuntala fails to notice his arrival curses her that her hus-
band will not remember her. Anasiiyd and Privamavadd somehow pacify the angry
sage and he concedes that the curse would cease to operate at the sight of a ‘token
or recognition’ (abhijiianaj. The girls feel that Dusyanta’s ring which is In possession
of Sakuntals wili withhold the effcct of the curse, They keep the incident of the
curse a secret but advise Sakuniala to taka care of the ring.

Kanva has now returned from his pilgrimage. He comes to know of Sakuntala’s
marriage through an incorporeal voice in the fire-sanctuary; congratulates his daughter
for the choice of her husband as both are extremely worthy and perfectly matched,
and promptly makes arrangements to send Sakuntals to her husband’s house, The
main scene of the fourth act is one of the finest poetic interludes imaginable. It isa
scene of parting, a married daughter leaving her parental home. All the soft and
gilken emotions of the human heart come out on this occasion; even Kanva finds it
difficult to check the rising tide of his own emotions; but everything is held in
superb control and the auspicious occasion of 2 daughter’s daparture is not aliowed
to be dissolved in tears and sorrow. Nature also joins the farewell, not only by giving
Sakuntala precious wedding gifts but also by shedding silent tears at the departure
of this daughter of nature, a mother to the creepers as to the young deer, a sister to
the trees, and a beloved relation of the whole nature. Kanva gives some wholesome
advice to his daughter, removes her imaginary fears at the loss of the parental home,
and prepares a solemn message to be delivered to Dugyanta. The party leaves.

The beginning of the fifth act and the song of Harhsapadiki is a warning that
the curse has affected Dusyanta’s memory. As we know a little later, Sakuntala has
jost the ring on her way and is without any means to convince Dusyanta of her
matriage to him and to revive his lost memory. When the &srama party arrives,
Dugyanta is completely puzzled. The young woman standing before him, far advanced
in pregnancy, claims to be his wedded wife; but he has no recollection of any such
happening; the Vidusaka is not with bim; and the siatements of the party do not
produce any conviction; Sakuntala herself is unable to give any evidence to support
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ker claim. Under the inevitable circumstances Dusyanta’s mind suspects a foul play.
In fact, it is a moral dilemma for him. If the girl’s claim is true by rejecting her
Dusyanta would be abandoning his wife; but if he were correct in his stand, by acc-
epting her he would be taking in the wife of a stranger; which is the greater sin 7
That is why, on moral grounds Dusyanta decides to take the risk of dara-tydga as a
lesser evil and repudiates Sakuntali. The scene is full of terrific dramatic tension,
Tempers rise, accusations are hutled at each other and emotions come to a breaking
point, The spectator would stand aghast at the sheer irony of fate that brought the
situation to such a bursting poiat. The priest of Dusyanta suggests a t{emporary
solution. It is predicted that Dugyanta would have a son who would have all the
astrotogical sigas of a sovereign emperor; if the young woman bhad such a son it
would prove that she was Dusyanta’s wife. The Purohita offers to give sheiter to
Sakuntals in his house till the time of her delivery. But as the party leaves the pre-
sence of Dusyanta, a light in female form descends Jown from heaven and lifts the
crying Sakuntala away. This is Menaka, Sakuntala’s mother who had rushed to help
her in her plight of lfe.

The interlude of the sixth act shows the miraculous recovery of the ring. Gautami
was right; While offering her homage at the Saci-tirtha the ring slipped ibto the
waters from Sakuntald’s finger; it was swallowed by a fish; after a lapse of six years
fisherman caught the fish and found the ring in its belly; as he was trying to sell it
in the market he was caught by the officers, brought to Dusyanta becaust it was a
royal gem the theft of which was punishable by death at the order of the king him-
seif. The things, of course, took a different turn. The sight of the ring wiped out the
effect of the curse, Dusyanta’s memory came back and he remembered everything
about Sakuntals, includibg his cruelty in rejecting her. Dusyanta’s sorrow knew no
bounds. He forbade all festivities in his kingdom, lost a!l interest in his state affairs,
ang helplessly surrendered himeelf to his sorrow. Dusyanta’s agony and torfure was
particularly enhanced by the case of the merchant Dhapamitra, who had died withont
a child; Dusyanta realised consciously the spiritual importance of a son and successor
to the family, and the rejection of the pregnant Sakuntalz come to him as the crue-
lest stroke of misfortune and an uanbearable shock. Moreover, there was no news of
Sakuntali. The dramatist, however, arranges through Sanumati, a nymph and friead of
Menakd, to take his readers and audience into his confidence; it is learnt that
$akuptals is in the hermitage of Marica on the Hemakidia mountain and her son is
being properly cared for there. Fortunately Dusyanta gets an opportunity to go to the
heaven to help Indra in his battie against the asuras, and on his way back Indra’s
charioteer Matali brings him to the hermitage of Marica. There Dusyanta meets his
son Sarvadamana, and recognises him, through artistically presented signs, to be his
own, Sakuntald then comes forward, pale and emaciated, but devoted to her husband.
Dusyanta explains his action, begs her pardon for the wrong he unconsciously inflicted
on her, wipes her tear with his own hand and touches her feet. Marica furnishes
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the full explanation, including of the curse that caused the separation, gives his ble-
ssings to the couple and their son and predicts great prosperity and happiness for them.

The dramatic skill of Kalidasa and his poetic abilities appeat to have come to
a luxurious blossoming in the Sakuniala. The construction of the play is beautifully.
designed, logical, dramatically suggestive and suffused with the charm of poetry, The
characters are neatly matched and contrasted, have an individuality of their own, and
speak naturaily. Nature is presented not only with its wealth and varied charm but
also is, in this play, a living character in tuse with the emotional life of man, The
enticing atmosphere of nature, beautiful dailogue that speaks the hearts of characters,
the fabric of the play steeped in graceful poetry, the delightful variety of sentiments
like joy, sorrow, despair, laughter, love of young people and for child and nature;
wonder and marvel : these make the Sskuntala a triumph of literary creation. The
deep sorrow and endurance of the earth and the dreamy happiness of the heaven seem
t0o be combined in the Sakuntala. As Goethe felt, it is a union of earth and heaven,
Kalidasa too must have felt that he had created the work of his life; otherwise, he
would not have prayed to Siva to grant him salvation at the conclusion of the play.
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A perpetual handicap in the study of Sanskrit Literature is the lack of informa-
tion abont the personal life of a poet and of the times in which he lived. The Sans-
krit poets are very reticent about themselves. What tradition or legendary accounts
tell about them is either scanty or often distorted by hearsay, imagination or the
mistaken notion of heroworship. Some exceptions do occur. Bhavabhuti or Bina write
about their family and their childhood. The prologue of Siudraka’s play provides some
distinct details about this king-poet. The dramatists Jayadeva and, more than him,
Rajasckhara sing their own praises. Scanty as ihese details are they give, at least, an
introduction to a poet. Kalidasa seems to have risen to pre-eminence in his own fife-
time: and later he became an imortal poet of Sanskrit language. But Kazlidasa has
left only his name behind. The only poet who outdid Kzlidasa in this kind of reti-
cence appears to be Bhisa who omitted even his own name from his dramatic prologues.

Why should this happen ? Acquiring fame is one of the urges of writing. Writ-
ers of Sanskrit Poctics like Mammata endorse it.! Kalidasa could not have been
averse to fame. He pleads in his prologue to his first play that old is not always
gold, and a new poet must have his chance and must be judged stricily on literary
merit.2 He admits at the beginning of his Raghuvamsa that he is soliciting literary
fame.3 King Dilipa, offering his own body to the Lion as u substitute for Nandini,
the daughter of the celestial Cow, begs him to be merciful to the body of his fame’.*
It is possible to imagine that Kilidasa too may have prayed in his youth to the God
of Death to spare his yasahSarira ; Any way, Time seems fo have heard this unutte-
red praver to bestow immortality on Kaélidasa’s poetic glory ! Silence of the Sanskrit
poets about their personal life; therefore, remains a puzzle. It cannot be fully accoun-
ted by a poet’s modesty. For, even if modesty be a striking virtue of 2 poet like
Kalidasa, there are other Sanskrit poets who are egotistical enough to blow their own
trumpets; and if they checked their tongue or their pen, there ate their admiress who
would place them at the top and declare them as incarnations of the Goddess of
Poctry. There is, of course, some truth in the observation that Sanskrit poets have no
sense of time ot history; if a few have, it is partial only and exceptional. It may
mean, philosophically, that the Sanskrit poets cared more for the survival of their
literary work rather than for the kanowledge of its authorship or the time when it
was produced; after all, men must die; and Time never remains stand-still; what Time
and Death cannot touch is an oulstanding literary work; Time is endless and the
Earth is vast to safeguard and preserve a2 work of supreme art, Such an atftitode to
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ons’s literary productions is not impossible in our land. It may have prompted the
writers to cloak themselves in comparative anonymity. It is also a general literary
fashion noticesble in the old literature of the world, which has come down to us
anonymously or only with the name of the writer. The old world had enough good
writers but mo literary historian.

The desire to know a poet in his personat life cannot be said to be bora entirely
out of human curiosity or admiration. These feelings are naturally thers; but a factor
of greater literary iroportance is a presumed connection between a poet’s personal life
and his literary creations, Even when such a connection is limited to the urge or
inspiration for a particular piece of writing and the shape it gives to the experience
presented, yet the threads of personal connection known from a poet’s life often shed
an interesting light on the literary creation and heip to understand it better than a
mere critical analysis ever can. Wordsworth’s poetry, for example, contains a pumber
of sweet and affectionate poems about a littls girl Lucy. The admiring reader and
critic looked upon these poems as a fine reflection of Wordsworth’s love of nature
and of child. The subsequent researches, however, showed that the poems had an
intimate coonection with the poet’s private life which was not known till then,
Wordsworth had lived in France for some time before the French Revolution. He feil
in love with a woman there, and they had a daughter born to them. Difference in
religious faith came in the way of their formal marriage, and Wordsworth had to
return to England, disappointed and sad. But the memory of the girl never left his
mind; it took the poetic shape of Lucy. This information, hitherto unknown, about
the poet’s intimate life serves now to throw a new light on the Lucy poems, and
helps to uaderstand the particular tenderness and depth of affection that are found
in them. The literary pleasuic is certainly enhanced by this personal detail,

A poet’s personal life and his literary creatioms, thus, secem to be somehow con-
nected, though the connection often semains hidden or unknown. The increasing
euriosity about Kalidasa's personal life may be reasonably related to such a literary
background. As a matter of fact, Sanskrit literature has produced some remarkable
writers who would outshine Kalidasa in individual qualitizs. Kalidasa does not have
that emotional abandon and grandeur of diction which Bhavabhati shows, The postic
imagination which travels from earth to heaven and back again, and the command of
fanguage which can give shape to such flights, which Bina exhibits, is not a feature
of Kaliddsa's writing. A ‘string of soft and glittering words’ is the forte of Jayadeva.b
Bhisa stands alone in deiving the human mind and discovering unexpected traits of
bumanity in so-called villainous men and women, And yet, it is Kixlidisa whom
tradition honoured as 'the grace and pleasure of Poetic Muse’, ‘the preceptor or chief
of the family of poets’.8 There i3 no doubt that the iribute is due to Kalidasa’s
graceful writing and his masterly art. Buf it is also  true that Kalidisa attained

6
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unrivalled eminence in handling successfully such diverse literary forms as lyric, epic
and drama, which no other poet in Sanskrit literature could do. That is why, we
would have liked to know something about the personal life and personality of this

great poet.

. Since Kalidasa is completely silent about himself, the uasuppressible curiosity
must ‘have led to the rise of several legends about his personal life, aided by the
dazzling fame the poet seems to have acquired in his own life~time. The legendary
stories look like the creations of imagination; they cannot have any historical truth
in them. Bat if tradition raised these stories, making a2 mountain of a mole-hill,
they deserve a critical aaalysis in order to discover the basic personal detail or
quality the mole-hill — which may have provided the foundation for raising the
superstrycture of imagination,

(2)

According to one such legend, Kalidasa was born in a Brahmin family but was
an orphan. A family of cowherds looked after the boy and raised him, The boy
grew up till 16 or 18 years of his age in the company of cowherd boys, illiterate
and uneducated; but he was very handsome and fair and a picture of perfect health.
It so happened that the king of that counfry had a daughter who was very beautiful
{as heroines of stories are expected to be !). She was also educated in all the fzstras
and trained in all the arts. Wheo she came of age, she declared that she would
choose her husband after testing hlm in sciences and arts, 2 whim though, quite
consistent with the daughter of a king. But no young man could satisfy the princess
who was herself a trained scholar and an accomplished artist. The king lost ait
hope for getting this girl ever married; and his minister too was frustrated and
desperate. The minister wished to teach the obstinate princess a lesson. In his search
for a suitable bridegroom, the minister chanced to see this bandsowme, healthy boy,
Kalidasa, and decided to work up a plot to hoodwink and outwit the princess.

Another version of the story gives a varying detail. The king of Banaras wanted
his daughter to marry the famous grammarian Vararuci, The princess refused.
Vararuci felt bumiliated ,and insulted. He hatched 8 plot to punish the princess
using a cowherd boy,

The minister, in our story, brought Kalidisa secretly to his residence, kept him
kappy with good food, clothes and ornaments, gave him a little idea of what he
intended to accomplish through him, 2nd gave him a strict warning that he must
not open his mouth to speak under any circumstances. Haviag thus prepared the.
boy the minister managed to bring from Ka$t a band of young boys trained in
different sastras and arts, and sent word to the king and princess for a meeting,
Kalidasa was posed as a young scholar who had arrived to woo the princess and



Glimpses of Personality 43

the young boys as his pupils. The only condition stipulated for the meeting was.
that the ‘pupils’ would amswer the questions put by the princess, and if the answers
did not satisfy the princess then only the ‘gurn’ would speak to her. The princess
agreed. The minister then dressed Kalidasa elegantly for this special occasion,
instructed tac boys properly and repeated his warning to Kalidasa. With complete
preparation the meeting fook place in the royal court. The resuit could be easily
predicted. The questions the princess asked, from whatever science of art, were
adequately answered by oue boy or the other who was perfectly trained in that
particular branch. The princess was impressed by the knowledge and skill of these
boys and naturally supposed that their ‘geru’ must be an exceptional young man,
though the ‘gure’ had no occasion to open his mouth. The ‘guru’ or Kzlidasa looked
gorgeous in his clothes aad ornaments and in his handsome appearance looked like
a prince. Such a combination of rich personality and wide learning was indeed rare.
The princess was overjoyed and consented to marry this young, handsome suitor,
The wedding was duly celebrated,

However, when the couple met for the first time in the royal bedchamber, the
boy Kalidasa, left alone to manage for himself, was completely bewildered. The
princess suspected something wrong and piled her husband with questions: but the
young husband would not open his mouth to speak. The princess lifted a sword
from the corner of the bed and threatend to kill the boy if he did not speak and
tell her everything. Frightened beyond his wits, the boy narrated the whole story in
his mative, unpolished language. The princess was dumbfounded; then anger seized
her, and also terrible shame. She was his wife, and could not do anything to her
husband. She asked him to leave the palace, and not to show his face to her unless
and untill he accomplished something in his life and acquired some learning.

The incident and particularly the dismissal affected the young Kalidasa very
deeply. He went straight to the temple of Kali, sat down before the idol, praying
for enlightenment, and vowing that he would cut his head and offer it to the goddess
were she not to answer his prayer, The sincerity and devotion of the boy moved
Kali and she placed her hand of blessing on the bowed head of the boy. He was
endowed with knowledge and poetic genius a3 a favour of Kali, and came to be
known thence as Kailidasa or a devoted servant of Kali, Kiliddsa then weat to
Kasi, the home of all learning and lore, and soon mastered many $astras and aris.

Returning from Banaras Kaliddsa first went to pay a call of gratitude to the
princess, who had remained faitbful to her husband, sorrowing over her tragic fate
but acting according to religion like a devoted Hindu wife. When she saw Kilidasa
she wondered whother the years had at least turned his rustic speech into the
language of the polished and cultured gentry. She asked him, ‘Is there any imr
ment in your speech’™-Asti kascit vag-visesah 7 Kalidasa picked up each =f
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from her question and in reply recited on the spot, in a sudden burst of inspiration,
an epic, a lyric and another epic : The Kumdrasambhava begins with Asti-uttgrasysm
difi Devatitma, Meghadiita with Kaicit kantad-viraha-guruna and the Raghuvamda with
Vag-artha-viva sarmprktau....The princess already pleased in her mind by the return
of her long-lost husband was amazed by this spontancous exhibition of poetic genius
and birth of wonderful poefry, and rushed to welcome and hug her husband with
love and joy. But the entire experience had worked a far deeper transformation in
Kalidzwa’s life. He regarded the princess as his spiritual gurs, and refused to take
ber as his wife. This was a jolt and a shock to her, When all her pleadings failed
to move Kilidasa from his determination, the rejected wife carsed him that he would
die at the hands of a woman for repudiating the love of his devoted wedded wife.

Kzlidasa was sad ip his heart. But he left his royal wife and started an
independent life of his own, He wrote plays and added to his growing reputation.
He won wealth and patronage and was prosperous in his material life. But the
curse had corroded his personal and private life, much of which he spent in the
company of courtesans. Later, in his old age, he weat to see his old friend Kumara-
dasa, the author of the epic poem Janakiharapa, who lived in Lanka. But in stead
of going t> his friend’s house he stayed with a prostitute. Now, the king of Sitthala-
dvipa {Lanka, Ceylon) had anoounced a substantial reward to any poet who would
complete a metrical couplet by composing a second line to the one given. It is
possible that Kumaradasa himseif might have thought of this trick and persuaded his
king to act on it in order to trace Kaiidasa’s whereabouts, whose arrival in the isiand
was somchow known but sot the place where he chose to remain in hiding, The
first line of the verse given for completion was : Kamale kamalotpattih Sripate na
driyate (It is heard that a lotus arises out of a lotus, but no (instance) has been
seen). No poet could come forward to complete the verse and claim the reward.
Kulidasa came to know about all this through the courtesan. He smiled and said to
her, ‘My girl, how is it then that two blue Iotuses (eyes) have sprung from your
face-lotus' ? (Bale, tava mukhambhnjat katham indivara-dvayam). Kalidisa had
completed the verse and beautifully answered the statement in the first line of the
couplet. The courtesan did not know the real identity of Kailidasa, But she was
enticed by the sudden prospect of winning fame and the greater and certain prospect
of winning the reward. She decided to do away with Kalidasa, got him killed, and
went to the royal court to claim the reward. Kumdiradasa suspected foul piay,
because he was sure that none but Kalidasa had the genius to complete the verse.
When the courtesan was severely questioncd under threat of punishment she confessed
to all that happened. Kumaradasa was grieved beyond coasolation at the tragic death
of his dear friend. The story is that he threw himseif on the burning pyre when
Kulidasa's mortal remains were cremated and ended his owa life. It is said that the
place of cremation is still shown to tourists at Laaka. The curse given by the
princess was somehow fuifilled.
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The Bhojaprabandha. compiled by poet Ballalasena for king Bhoja, contains
numerous stories of Kailidasa’s poetic genius in completing from the given line a
verse, which skill he exercised not only for pleasure but also for helping poot
Brahmins who had neither the ability mor the learning to recommend themselves for
royal favour and gifts.

The imaginative stories aod legends with which the name of Kalidasa is surrounded
in tradition imply the following details :

(i) Kalidasa was born in 2 Brahmin family; he was an orphan; he had no
education: learning and poetic genius came to him by a miracle, by the favour of
goddess Xaili, '

(i) Kalidasa came to be connected with a royal family, either by relation or
by formal association.

(iii) Kalidasa was a gifted poct; he would also amuse himself and give pleasure
to others by playing intellectual games of poetrymaking.

(iv) He was generous in nature and helped poor Brahmins directly or through
his patron—king.

(v) His private life was uasteady; he was given to !pleasures of women and did
not lead a precisely moral life.

(3)

There are no means of evidence in existence to enable us to evaluate the
deductions which the legends and popular stories yield. In the absence of real history
and reliable fecords for varification of any personal detail of the poet’s life, the
only course open to us is to construct the literary personality of the poet and to see
how far it is consistent with the pictare the legends and stories give.

 t must, however, be remembered that the literature of a writer is not his
autobiography, nor even his biography and a record of traits of his character or
actual happenings in his own life. It must also be acknowledged that the personal
life of a writer and the literature he creates can, sometimes, be poles asunder. D H.
Lawrence, for example, who gave a rude shock to the contemporary standards of
morality by his novels of sex relations, was in reality a simple and straightforward
person, almost ascetic in his personal life, Bernard Shaw whose tongue-slashing at
the established order of society is notoripus was a deep thinker and a vegetarian
iike an orthodox Indian Brahmin. On the contrary, Leo Tolstoy, who is hailed as a
profound philosopher and a sage In the history of literature, led a different kind of
private life, as some surprising details of his personal life revealed by later research
show. Accepting both these literary principles it may still be conceded that a literary
creation generally takes the colours of a writer’s personality. 'The experience which
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s writer chooses fo present, the art—form which he imposes on the expericuce, the
thoughts and ideas which take shaps through his artistic picture, somehow reveal
directly or indirectly the writer’s personal predilections, his likes and dislikes, and
the values of lif: he seems to accept and chensh Milton said, ‘A precious literary
work is the life-blood of a master—spirit...’. The remark implies, at least, that a
literary creation reflects, if not a writer in person, the writes’s art-personality, some
remarkable and possibly brilliant traits of the inner man. A search for such traits
through the literary creations is likely to reveal, not the actual life of a writer B'ut.
at feast, the image of his thought-life. This is the oaly purpose for which a compa-
tative study of the legends about Kalidasa’s life and character and his litsrature .is
undertaken, although the legends and stories have no historical value and deserve fo
be dismissed as figments of popular fancy,

The details which relate to the time of Kalidasa are evidently worthless, ‘The
list of nine brilliant jewels in the court of king Vikrama or Bhoja brings together
poets and theoretical writers who belong to different centuries.” Bhoja lived in the
1ith century A. D. and, in spite of a little uncertainty about Kalidasa’s date, Kazliddsa
could not have been a contemporary of Bhoja to be the brightest jewel of his court.
The reiationship between Kalidasa aad Bhavabhati, assumed by another story,® bas
to be similariy dismissed as an historical anachronism.

There is a possibility that Kaliddsa’s association with a2 royal family or a
ruling king, which the legends relate, may have some basic truth. The subject of his
three plays and of the cpic Raghuvamsa is the life and personality of kings. The
pictures in the epic are painted with the idealistic colours of myth and are modeﬁd
on the ancient legendary kings., But the royal heroes of his plays are drawn as
contemporary models, and Kalidasa shows not their legendary valour but their prwate
tove-life. The personal life of contemporary kiogs, their behaviour in the royal harem,
their love-life, the women in the barem and their intrigues and rivalries, the etiguette
of royal court and the :code of courtly behaviour, men, women and officers of the
king and the formal conventions of their conduct, are all presented with uaerring
accuracy and freshness, which suggests the poet’s personal knowledge of and familiarity
with royal life in private and in court, From the literary point of view Katidasa
could be said to have created the form of a2 royal courily comedy of love, or to
have given the dramatic form popularity and prestige, It may be presumed, therefore,
that Kalidasa did have the opportunity of observing royal and court life first hand

and from close quarters.

It does not appear improbable that Kaliddsa may have been more closely
connected with royal life thao a mere observer permitted in royal presence. It is
commonly beligved that Kalidasa enjoyed royal patronage, that he was the court-poet
(Rajakavi) of some king who had taken the title of Vikramaditya. Katidasa may
perhaps have been more than an honoured post of a royal court. The legendary
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story describes him as the husband of a princess. it may not be true, But historicaj
records prove that poets or learned Brabmins were in royal service as ministers or
officers.? A reference in Meghadiita is worth investigating in this context, The Yaksa
praising the Cloud calls him as the ‘prakrti-purusa’ of Indra. The phrase is as striking
as it is surprising. There is an opposition between the two words as the Samkhya
philosophy or even common knowledge would vouch ! Praketi and Purusa are
opposite concepts; one cannot be the other; so that the compound of the two words
is not a case of apparent contradiction {virodhabhisa} but of actual contradiction
(virodha). How did Kalidasa come to use such a contradictory phrase ? Considering
Kalidasa’s perfect command of language, the coining must appear to be deliberate;
and if so, the meaning of the compound expression must be determined from other
than the philosophical source. It appears that the phrase has a political conaotation.
The word prakr:i denotes a king’s minister, cabinet minister, or the subjects in the
political context. Purusa has the sense of officer in Kalidasa's own play.!” Prakrti-
Purusa thus means ‘a king’s minister or officer”. Indra in the later mythology is a
god of rain; and the cloud may be looked upon as a servant or representative of
Indra whose duty is to distribute rain over the earth. There is poeiry in this concept
and an evidence of the flight of imagination, But this chief function of the cloud of
showering rain-water is quite irrelevant, or at best incidental, in the theme of the
Meghadiita. The peculiar phrase, therefore remains a literary puzzie. May we surmise
that it is a projection of the poet’s own psychology ? Perhaps, Kalidasa himseif was
a ‘prakrti-purusa’, that is, 2 minister of a king, who in his capacity as a minister in
charge of forcign affairs or as an embassador, may have been sent out by his king
on a political missioa. He may have been required to stay away from his home and
his beloved wife for a long time to carry out his mission. Aod the sight of the rain-
cloud 'on the first day of Asidha’ may have deeply stirred Kalidasa’s heart with tender
memories of home apd of love. The love-lyric Meghadita may have been born in
some such very pessonal circumstances. It is a surmise, an inference drawn from the
writes’s works., But it i3 tempting to believe that the lyric was inspired by an
intensely moving personal experience. And then the puzzling phrase whick is so
unuspal beeomes clear. In describing the Cloud as the ‘prakrti-purusqg” Kalidisa is
imiposing his own official position on the cloud, either deliberately or due to a
psychological trick ! .

If Kalidasa was closety connected with a king Loth as a post and as the king’s
political officer, it follows that he must have been adept in cootemporary lores and
in political science; for without comprehensive learning and skill a high political
office cannot normally be attained. Kalidisa’s own literature testifies to his compre-
hensive knowledge of different sciences and arts. Vedas, Upanisads, Gita, Vedanta,
Samkhya, Yoga, Nyiya, Vaifesika, Mimamsd, as well as material sciences like
Arthadastra and Rajaniti, are mentioned in his poetry and dramas with significant
and skilled aliysions,
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Kalidasa was exceptionally gifted; and yet he must have done his apprenticeship
as a poet. Saunskrit and Prakrit ianguages and their grammar; study of prosody and
poetics; the poet’s grammatical similes which naturaily come to the mind, the rhymes
and alliterations in the 9th canto of Raghuvamsa, the Vedic Tristubh which Kanva
uses to worship the sacrificial Fire, all these clever and skilled exercises in verss-
composition; imbibing deep influences of ancient poets, particularly of the Adi-kavi
Valmiki, as a guide to literary creations; deep study of Ramayana, Mahabharata
and the Puranas; perfect knowledge of the modes and conduct of love as outlined in
the Kamasara © these and such acquisitions can be legitimately inferred from the
writings of Kalidasa,

And so, in stead of believing the miracle that learning and poetic ability came
to Kalidasa suddeanly through the blessing of a goddess, it is more reasonable to
accept that Kilidasa must bave studied in some ‘gurwkwla’ or hermitage, of which
he has given striking descriptions in his literaturz. It is possible that Kalidasa was
endowed with brilliant intellect so that he completed his formal education sopner
than other pupils could do, like "Kusa and Lava for instance. Bhavabhati describes
a pupil Atreyl, who could not keep pace with the intellectual grasp of Kusa and
Lava, and who, therefore, left the Asrama of Valmiki and joined that of Agasti in
order to complete her course in Vedanta philosophy.!! It is said about the famous
philosopher and social thinker Carlyle that he was very dall as a child; he could
not articulate any words till he was three or four yeais old; and then he suddenly
started .speaking, using complete and accurate sentences like an intelligent adult,
Such an exceptional happening may have occured in Kgzlidasa’s own life. But when
it is given the form of divine intercession and a wicacle, one can understand i
only as a symbol of hero-worship. The story of Vialmiki’s poctic inspiration and the
birth of Ramayana comes in the same category, The miracie of reciting two full-
length epics and a Iyric in answer toa simple question must have, therefore, happened
only in the mind of some dazzled admirer of Kalidasa. The iaveated story looks
like a charming effort of imagination to link up the three poems in a poetic connec-
tion; it is also an attempt to imstall a divine halo round the poet to extol his
extra-ordinary creative powers. The poet’s connection with Kxzli is similarly a
result of clever punning on the name,

The skill attributed to Kalidasa in completing a verse from a given line, and
his supposed association with courtesans, the two details from the legendary stories,
have a curious connection with each other which is impossible to be imagined by
any one not familiar with the old classical tradition. The courtesan of ancient India
was a woman in a separate category of her own., Though bora in a family and
profession which compelled her to earn her living by selling her body, the ancient
courtesan was a gifted woman, well educated and accomplished in fine arts. The
contemporary elite (vidugdha) gathersd in her luxurious resideace or in public’
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assemblies where she was invited to be present fo amuse themselves by discussions
on poetry, sciences and arts or by musical sessions and dance exhibitions. These
assemblies were known by the name of 'gosthi’. The Kamasitra of Vifsyiyana
furnishes an inferesting and saggestive description of such gosthis; Bapa mentions
them ia his personal account prefixed to his Harsacarita. Among the forms of
catertainment piovided in these assemblies there were, begides the game of dice,
such literary sports as prahelikd, bindumatT and samasydparti,}* in which the elite
citizens and poets, as weil as the courtesans, participated. Though lowly in birth the
courtesans were highly educated and cultured, and that enabled them to mix naturally
with the high-ranking intellectuals in society. The examples are Kzlidasa’s Urvasi
and Sudraka’s Vasantaseni. The odour of immoral life which the word courtesan or
prostitute brings to a modern mind is, it will be seen, compietely out of place in
the ancient context. Further, these courtesans were not inextricably tied dowan to
their low professional status, How otherwise could the marriage of Urvass and
Pururavas, Vasantasena and Caredatta, Madaniks, and Sarvilaka have been possibie ?
The fact that a king like Purdravas and Brahmin youths like Carudatta and
Sarvilaka, married couriesans, ganikds, must be interpreted in the correct cultucal
light. When thus understood the prejudice against a courtesan, enforced by the
later changed tradition, will be invalid. In the ancient society a courtesan bhad a
distinctive place, and association with her was a kind of social get-together of
educated, cultured and art-minded men and womean on the level of art and intellectnal
exchange. So, even if the legend depicted Kalidasa as associating himself with
courtesans it canmot be {aken as a bad reflection on his moral character; such an
assumption would only betray stark ignorance of ancient social conditions and values.

Without, therefore, drawing any conclusions about Kalidasa’s moral character it
may be assumed that Kaliddsa may have been a very prominent literary figure in
the social gosthis. He may have a special skill in samasydpirti, and be may have
helped many a Brahmin or half-baked poet by solving literary riddles for bim. The
generosity of mind attributed to him may have been possible due to his position in
the royal court; but it also appears to be a trait of his mind and his character.

The gay and pleasure-loving attitude of the poet, which the stories imply, need
not be objectionable, unless it is linked with the social morality of men and women,
as some readers of Kalidasa's literatore mistakenly do. The denial of any immoral
standards or values posed by Kalidasa is not based, it must be told, on the respect,
admiration or devotion which Kzlidasa’s extra-ordinary literature, his unsurpassed
art, engender. The fact is that there is no basis for so-called immorality or looseness
of character and behaviour in Kalidasa’s writing. This poet who paints pictures of
open and usfesticted love does not describe prohibited love. He describes with freedom
of mind and art the loves of young people who get united in holy wedlock or of
the husband and wife. His royal heroes are the social and political leaders of society

7
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and stand for certain ideals. His heroines include young women from the innocent,
bashful princess to the fearless daughter of Nature, and a daughter of a celestial
persorn who could shame the tried ascetics by her severe austerities. Kalidisa’s women
are devoted to their husbands and possess purity of character. In the love-inspired
creation of Kalidzsa there are female companions who shower their selfless love on
their friend; there are fathers like Himalaya and Kanva whose touching love for
their children has a divine fragrance; and there are also children like Sarvadamana
who would melt any one’s heart with love, It is unthinkable to imagine that a poet
who created this loving world of humanity had no private sense of morality and of
moral virtue. It is wrong to interpret Kaliddsa’s pictures of §ragira by the changing
standards of Iater times or by imposing current ideas on old literary works. It is
useless to read old masters by imagining ourselves to be defenders of cusrent morality.

One more detail * The stories about Kalidasa associate him with Ujjayini sad
Kaéi. Ka§i or Virdpasi has been known as the centre of traditional learning from
old days; it is not improbable that Kalidasa had his education there. The Yaksa in
the Meghedita patticularly recommends to the Cloud to visit Ujjayini, though the
city does not lie on his chartered course of jouraey; the soft corner for Ujjayini that
Kzlidasa seems to have naturally suggests that he had a personal and private associa-
tion with this city; Ujjayini is very probably the birth-place or the work-place of
Kalidssa, as tradition asio believes.

(4)

Some other details of Kalidisa’s personality must now be collected from his
writings. This is an attempt to construct the ‘literary personality’ of Kalidasa.

(a) The poet’s education, his acquisition of $astric knowledge and his preparation
for a literary career were referred to in the foregoing section. In the words of
Mammata,!® this is expertness or skill (nipupata} which comes to a studious person
by keen observation of the world and the people, $Zstras and the poetic art, A few
additional details could be filled in the picture. The system of education followed in
the amcieat ‘gurukulas’ does not appear to be one-sided. Study of grammar and the
academic $#stras must naturally have received priority as the foundation of sound
learning. But the other aspects of education, including the training of girls, do pot
seem to be neglected. Anasiiya diagnoses the physical iil condition of Sakuntals as
& result of love-sickness, without any personal knowledge of the matter but from her
Knowledge of the love-lorn young people described in histories and purznas,'* The
Brahmacarin in Bhasa's Svapnavasavadarta ailudes to the cakravaka bird and other

"lovers described in Kavya literature when he speaks about the tragic sorrow of
‘Udayana.,’® It is evident, therefore, that poetry, historic and puranic story literatute
had also a8 due place in the academic syllabus at the centres of education. Another
ioteresting reference occurs in the context of Nature’s unexpected wedding gifts to
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Sakuntaia. Sakuntaid’s companions are coufused for a moment by the wealth an_d_
variety of ornaments given by Nature. But they say, ‘We will deck you properly
with these ormaments with the heip of ouvr knowledge and practice of painting
pictures’; and $akuntala is aware of the skill that her two companions have acquired
in this art.!6 It appears that the girls received a special training and practice in the
art of painting and also in the art of toilette and decoration, BaRulavaliki, in
Malavikagnimitra, is another girl who is expert in the act of decoration (prasidhana-
~kalz), and she says that she learnt this art from king Agnimitra.'? It may be
assumed, therefore, that girls received education along with boys at the gurukula or
in a preceptor’s hermitage, and the girls were particularly taught, with the basic
courses, some useful fine arts, The royal children had special facilities to learn music,
dance, histrionics (abhinaya) and the art of painting; it is cleac from the Malavikaigni-
mifra that renowned preceptors were specially employed in royal houses to teach these
arts. Kalidasa’s Dusyantfa is a conaoisseur of music, vocal apd instrumental; and is
himself expert in the art of painting. Education in fine arts and training in their
critical appreciation appear to be a necessary part of ancient Indian education and
culture. And so, the literary personality of Kaliddsa must be deemed to be not only
rich in $astric learming but also rich in artistic training. The allusions to music,
dance and painting in Kalidisa’s writing do not appear to be ‘bookish’ but as
corping from an experi. The musical aliusions to ‘peacock melody rising from the
middie note’’8 and the ‘song overflowing with scientific structure and emotion’;!9 the
allusion to the techaical aspect of dance in ‘branch-originated soft acting’;?9 the
background which Dusyanta plans for the portrait of Sakuntali,?! and the pointed
mention of the puffed spot on the canvas where Dusyanta’s tear had fallen and the
spreading of pigment,2? cannot be imagined to be the resuits of mere acute observa-
tion. It is probable that Kalidasa really knew these arts. Aja mourning for Indumati
recalls that she was his ‘beloved pupil in the practice of dne arts";?3  but the epic
does not mention that Aja ever gave any lessons fo Indumati, as Udayana tutored
Vasavadattd to play on the lute, May we imagine that Kalidasa's referenace may
have come from his sub-conscious mind and may have only a personal relevance ?
Psychologically it is just possible that a ‘beloved pupil’ may have become Kailidasa’s
wife, or he may have taught some fine art to his wife turning her info a *beloved
pupil’! The point, of course, is that an expert knowledge of fine arts is a vital
aspect of Kialidasa’s personality.

$astric erudition and instinctive love of art seem to have combined in the per-
sonality of Kalidasa, This uvnique combination has bestowed a singular beauty on
his litereture. Bhavabhuti came fo know, after writing one play, that $astric erudi-
tion does not help literary creation;24 and yet he could never help showing his
learning. Jayadeva, the author of the Prasanna-raghava, boasts of his ability to handle
sharsh logic’ and the ‘art of tender poetic skill’ simultaneously.?® But only a rare
artist can achieve a creation which balances learning 2ad art, so that his work hag
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the stamp of learning which does not deface his art, and his art does not become
saperficial for want of a solid foundation of knowledge. In the literary creations of
Kalidasa {astric wisdom does not float on the surface like foam, but mingles with
the delicious stream of his poetry; and since his creative structure is raised on
unerring knowledge his art never becomes supetficial. And so, the barmony of learn-
ing and instinctive art must be rackoned as a trait of Kalidasa's literary personality,

{b) Another trait of Kalidasa’s persomality is his deep sense of beauty. A poet
is naturally expected to have a sense of beauty which common men lack. Kalidasa's
writing is so obviously beautiful, his scemes and visions, characters and actions, the
patural ornaments of his language and the sweetness, lucidity and brilliance of his
diction are so impressive that it would be redundant to speak of beauty as a special
characteristic of the poet. What is meant is something different and unusual. A
poet’s sense of beauty is revealed, perhaps, in two ways. One is the appearance of
unexpected but accurate conteat in the poetic description, which stands apart from
the useal beauty of language and the embellishment of imagination. For example,
Kalidasa gives a beautiful picture of Kanva's fapovana and the surroundings of his
hermitage, through the eyes of Dusyanta. The familiar details of a$rama life and some
others are very realistically presented here, But what Kalidasa’s eye specially notes are
the small grains of wild rice dropped at the foot of trees from the nests of birds built
in the branches above; small stones used for breaking jnguds fruits and greased with
the fruit-oil; the parrow foot-paths sprinkled with drops of water dripping from the
skirts of bark-garments as the hermitage girls fetched water in jars from the reservo-
irs,28 The picture is not merely an example of minute observation; it is the poet’s eye
which discovers beauty in the unexpected, small details which may escape observation or
poetic fancy, In the Vikramorvasiya, Kalidasa describes an evening scene in the royal
palace, What he notes particularly is the old servants carrying lighted Iamps in
their hands and distributing them at the appointed places all over the palace apart-
ments,2? When the Cloud in Meghadiita will arrive at the Kailasa mountain the
celestial women living there will not be able to resist temptation of prickiog the
rain-cloud with the pointed ends of their bracelets, turning it into a shower-house,
and bathing under the fresh water.28 This wunexpected touch is as delightful as the
pleasure-bath is ticklish,

Another way in which 8 poet’s irrespressible aesthetic sense manifests itself is as
follows : The semse of beauty is absolutely spontaneocus, and shows itseif suddenly
and uncxpectedly, and sometimes on an wawanted occassion. Why is it that, con-
fronted unexpectedly with a beautiful sight, a person bursts into an exclamation of
joy 7 A beautiful sight, a meiodious stretch -of sweet music, affects a person suddenly
with a feeling of inexplicable yearning;2% why ? Kalidzsa’s Dusyanta had this expe-
rience. He went to the hermitage of Kanva at the invitation of the hermits, to pay
his tribute of revetence to the Sage. But in stead of meeting with matted and bearded
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ascetics, as expected, he came across the hermitage girls each carrying a water-jar
suitable in size to her delicaie form and young age and watering the trees in the
dframa! The sight was as unexpected as it was breath-taking; for the girls were
reaily beautiful. Dusyanta, not a stranger to beauty in every possible form, bad to
admit fo himself that the forest creepers had surpassed the garden creepers. He
excleimed spontaneously and with joy. *Oh, what a sweet sight the girls present ¥’
The song of Hamsapadika moved Dugyanta to his depths and he tried to explain
his mysterious restlessness by the theory of previous birth, 36 Why Dusyanta, even
Purtirvas lost himseif in watching a Vidyadhara girl playing with sand on a river—
beach evea though the touchbstone of all beauty, Urvasi, was close by his side 13!
Agnimitra is just a king; but when he stood watching the beautiful line of red
lac-dye being painted on Mazalavika’s fair tender foot he could not help imagining
the foot as the new reddish foliags sprung on the tree of Madana whom Siva had
burnt to ashes.32 There is an interesting anecdote about a professer. The professor
while taking his class on a morning chanced to look out of an open window, and
suddenly exclaimed, ‘Gentlemen, the Spring is outside I"33 He left his class, ran out
and forgot to return to his class ! Such a keen aesthetic sense, the effect of losing
one’s bearings by some heavenly fragrance,54 or the ability to transport oncself into
different world at the did-da ... ... dig-di melody of a sitar,35 betoken an impact of
beauty differest from conventional and channelled attitudes.

Such aesthetic sense is revealed, sometimes, when there is no occassion for it. A
thief has bored a hole in the wall of Carudatta’s house and, securing an entry, has
taken away the valuable ornaments Vasantasend had deposited with him in trust,
This is indeed a grave occasion. One would think that the first thing that must be
done was to institute an immediate search for the thief, But Carudatta stood before
the wall, lost in admiration, appreciating the beautiful patiern of the hole carved in
the walt 135 One can see that this aesthetic sense is of a different category, The “gem
of reunion which PurDravas was fortunate to get, which brought his lost Urvasi back
to him, and which he was guarding with his life, has been snatched away by a vul-
ture mistaking it for a bloody piece of meat. But before aiming an arrow at the
vulture, 'moviag in circles high above in the sky, with the gem in its beak, Purid.
ravas stands gazing in wonder at the predatory bird, creating circles of red fire,
comparing them to the red circles made by a moving burning torch, and fancying the
red gem held in the beak and emitting lustrous rays as an ear-ornameant of red
Afoka blossom worn in the ear by the fady of Disection ! The black vulture and the
red gem in its beak remind Purliravas of Mars in the vicinity of a dark cloud 137

Such perception of beauty in vnusual places and at unusual moments may appear
junatic; but it must be remembered that there is no inconsistency in if; the aesthetic
sense follows its own iogic. Pardravas is not prepared to accept that Urvasdi was a
creation of the sage Narayana whose finer senses were dulled by Vedic studies and
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who had absolutely no iaterest in the charm of materiai things, If the logical pria-
ciple is ‘like cause like effect’, Urvasi must have been fashioned from Moon, Spring
season or the god of love Madana, says Purfivavas.3® The incomparable beauty of
Sakuntald and the equally wonderful story of her birth from a celestial nympb
satisfy the logical mind of Dusyanta, because he is convinced that lightning which
trembles with lusire cannot spring from the surface of earth,3* Dusyanta further
thinks that the Creator god must have used an uvonusual process when he created
Sakuatali. He must bave first drawn a picture of the most beautiful girl, improving
it contipuously till it was absolutely perfect; and when he was sure that it was
perfect and flawless, then he must have breathed life into the picture and given to
the world as Sakuntald 140

It is necessary to understand this unusual sense of beauty that Kalidasa shows.
Without such an uvnderstanding one would fail to understand Kalidasa's heroes,
because the poet endows them with this sense; and then ome would equally fail to
understand Kalidasa and his art, This sense of beauty has a close association with
love. Both beauty and love, in their ivtensity, have a profound impact on some
souls making them lose themselves, This is not a question of traditional or curreat
morality. The failure to understand this is to miss the art of Kalidasa. The miser-
rable loss will be our own. For, the unusual sense of beauty is a very vital trait of

Kalidasa’s personality.

(c) The third trait of Kalidasa’s personality is his feeling for nature. Natare has
a great and very important place in Kilidasa's literature. Rrusamhdra is, in a way,
the story of nature’s life. In the first part of his Meghadita the numerous and varied
pictures of nature throw into relief Yaksa’s deep feeling of love in separation; in the
second part nature serves as a golden frame fo the figure of Yaksa’s wife, pale and
emaciated by the tortures of separated love. K alidase describes, in his Kimdrasambhava
and Raghuvaimsa, different rivers and mountains, cieepers and trees, birds and beasts,
with colourful imagination and strikiog realism; he also presents tpe Spring in its
full grandeur 4! Nature is always present in his dramas foo; and in Sukuntalt nature
seems to have assumed the vitality and dignity of a character, The conventional and
mechanical manner in which nature descriptions occur in later Sanskrit poetry is not
to be found in Kalidasa’s writing. One gets the impression that Kalidasa did not
look at nature through books or a composer’s fancy but lived 1in close contact with
nature. The poet who described the long journey of the cloud from Ramagiri or
Ramtek to Alaka with wonderful pictures of nature, who gave us a tour of the whole
of India through Raghw’s triumphant military campaign, who presented a version of
Bharata and of its water-drenched, fruit-loaded and harvest-green lands through the
eyes of Ram traveliing in the Puspaka aerial car from Lanka to Ayodbyd? could
hardly be imagined to have been looking at nature through the window of his apart-
ment. One must asseme that either Kialidasa travelled extensively observing different
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spots and places, flora and fauna, with loving observation, or he had the faculty,
like Shakespeare, to learn and retain in memory all the information and bits of
knowledge he picked up in his meeting with travellers from all over India. It is
obvious from his literature that Kalidzsa was remarkably knowledgeable (bahuéruta);
and it is also true that his observation is minute, accurate and prone fo beauty.

It is possible to find three or four rising levels in Kalidasa’s treatment of nature,
The objective picture of nature, which resuit from keen and loving observation, are
profusely scattered throughout his literature. But when a poet realises that nature is
not merely an object fo be looked at and admired but has an emotional life of its
own, sometimes paraliel to, sometimes contrary to, the human life, there is a distinct
change in the poet’s attitude fo nature. The poet then speaks of emotional corres-
pondence between nature and man by the process of descriptioa, as in the Rrusamhgra,
or touching it through rhetorical figures like simile and poetic fancy. One discovers
a reflection of bhuman emotion in cature or the changes in nature seem to be an
image of human emotion. In Kazlidasa’s Rativilapa, Ajavilapa, in the lament of
Purtiravas over ihe lost Urvasi, in Sakuntala’s departure from her father’s lapovana,
or in the word-pictures drawn by Yaksa, we find this emotional association between
man and pature. In such an attitude of mind, it is not surprising if the mournful
lover discovered fraces of the image or existence of his beloved in nature. Purliravas
feels that nature bas accorded him a reception worthy of a king;4 king Dilipa is
also given a royal reception by nature;** Puriravas sees the image or some definite
traits of Urvasi in the swan, peacock or river;#® this is indeed a merger of man’s
and nature’s life. Once the poetic mind grasps this reflective identity of man and
pature, it is bot a natural step to imagine that it is not man who follows nature but
that nature is imitating man. PurTrava’s charge that the swan has stolen the graceful
gait of Urva$it6 must be understood from this angie, This assumed identity between
man and natuse can be real for a poet; and in this next stage nature becomes a
distinctive personality with a life of her own. Nature in the fourth act of the
Sakuntala is such a live personality. And, therefore, when Sakuntalz is preparing to
leave her father's hermitage to go to her husband’s pdiace Nature showers a wealth
of wedding gifts on her; the cuckoo sweetly sounds the hour of departure; wind blows
gently and with fragrance4” The actual moment of departure is more iniensely mov-
ing, The female deer let their mouthfuls drop from their open mouth, like children
incapable yet to understand a grave situation and enjoying themselves im food and
drink, suddenly becoming aware of something serious happening and then forgetting
their food and gazing with open mouth; the peacocks stop daacing, like little grown—
up children stopping their play and looking dumbly at the married girl leaving the
house; and the silent creepers shed their tears of drooping leaves, like elderly women
moved by the separation of the girl, standing back to the wall and shedding tears
with their faces hidden behind their skirts.4® Kailidasa’s treatment of nature progre-
sses from charming objective pictures to the creation of a living, loving and moving
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personality of nature. It is a distinct, classic feature of his literature and art. It
must, therefore, be regarded as a trait of his literary personality.

{d) The fourth trait of Kalidasa's personality is his cheetful and playful cutlook
on life. This outlook is clearly reflected in his description of life, love and the joys
of family life. But a better representative of this outlook is Kalidasa's sense of
humour. Considering that many a learned man and even an artist may lack bumour,
thig trait of Kalidssa is apt to be very engaging. The usual vehicle for humeour in
Sanskrit lterature is the character of the Vidasaka or the clown. His humour based
on his silly remarks and his greed for food has become the stock-in-trade of the
later Sanskrit drama; it is mechanical and lifeless. But there is a possibility that
when Kalidasa used these modes there may have been a freshness about them, for
the simple reason that, Kalidasa is a very early writer, However, it is important to
eofe that Kialidasa's humour is not confined to conventional gadgets. Kalidasa dis-
covers something to laugh at or to provoke an amusiog smile even in situations of
family warmth or in an unexpected aspect of situation, Such humour is delightful,
It does not belong exclusively to a particulas character; it can come from any one
who can look playfully at life; and it takes shape the moment an amusing detail
is perceived. Freed from the grave charge of the theft of a royal gem, rewarded
unexpectedly by Dusyanta, the fisherman in Sakuntals who was threatened with life
by the police men breathes now free air, He then asks the police officers who had
made fun of his trade, “Sir, what do you ihink of my profession now © The police
men also turn round about; the fisherman whom they were planning to send to the
gallows or throw before a vulture becomes to them now ‘the lord of fishermen’;
and when he offers to share the reward with them, ‘the police men embrace him
as a dear friend and all move to a liquor shop to celebrate and seal the new
friendship 14% ‘“Who would not be amused by the situation and revelation of human
nature ? Priyamvada s, true to her name, a delightful talker. When Sakuntalz
complains that she had fastened her upper bark-garment with a tight knot restricting
her movements, - Priyamvada rejoins, ‘Why do you blame me 7 Blame your own
bursting youth I'50 Noticing Sakuntalz gazing at the creeper Vanajyotsna and lost in
herself, Priyamvada invites the attention of Anasliya and remarks in mischief, *Do
you know what Sakuntald is thinkiog of ? The cresper bas been united with a
worthy husband; when will 1 get such a suvitable husband 75 And the same Priya-
mvad3 noticing the inscription on the singnet-ring offered by Dusyanta to redeem
Sakuntala of her supgosed debt, and recognising that the delightful stranger is king
Dusgyanta himself, says to Sakuntald with mock courtesy, *My dear, your debt hag
beea paid by this worthy gentlemae.... ose may say, by His the Majesty King
Dusyanta himself,’®2 The truth is that even Dusyanta does not escape the amusing
thrust of this delightful girl,

. . . . i .
Such a delightful humour is sometimes manifested quite innocently and uacog-
gciously, the speaker not being aware that he is saying something vastly smusing,
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Dugyania recognises in Sarvadamana his own son bora of Sakuntald. He wants o
pull the boy in his embrace and fondle him, But the liftle Sarvadamana complains
to his mother, ‘Mother see, this stranger is embracing me calling me his son " BEven
when he is assured that the relationship is true, Sarvadamanse tells indignantly to
Dusyanta, ‘No, Dusyanta is my father, not youl’ Who will not be moved by thie
delicious humour arising out of dramatic irony and innocsnce ?

The hamorous thrusts of the Vidusakas of Kalidisa st the royal heroes are not
merely fun-producing; the bite, ridicule and fun in the remarks of the ViddsaRas are
a revealing searchlight on the private life of ancient kings, The Vididgaka in his
motley dress appears to be a real critic of life.

But one can always make fun of others. The crucial test of humour is ‘the abi-
lity to laugh at oneself: and it requires a real playfuiness and a broad mind. It
appears that Kalidasa had this ability. But as the Sanskrit writers rarley speak abott
themselves it is difficult to connect any humorous piece personally with an author:
The evidence would be, if any, only indirect, The Vidusakas of Kalidasa while poking
fun at others do not fail to ridicule themseives. Gautama and Minavaka admit
eagily that they resemble monkies.5¢ M3anavaka asks Purtiravas, “Is Usvaédi as incoms
parable in beauty as I am in ugliness 755 The ability to laugh at onesell is seen at
its delicious best in Siva of the Kumdrasambhava, Siva comes disgnised as a Brahmin
student in order to test Parvatr’s love and devotion; and in speaking to her the fun
he makes of the appearance of Siva, his dress or rather lack of it and his ornameats,
his habitat, his riding a bullock, and the laughter it wonld evoke when Parvati would
ride behind him in the wedding procession, has no comparison. §iya is the favourite
deity of Kalidasa, When we find Siva here ridiculing himself, as no oee else could
have done, we feel that Kalidasa would never have hesitated to Jaugh at himself,
Such a free humorous attitude, a real playfulpess and the largeness of heart that ‘goes
with it must, therefore, be regarded as the genuine traits of Kaliddsa’s personality.

&)

The image that Kalidasa's literature creates is that of a poet rich in intellectyal
equipment, exceedingly semsitive to beauty in all forms, a lover of life, cheerful and
playful in his ontlook. At the same time it appears that Kalidasa prefess to close
his eyes at the dreadful and bitter in life. It is possibie that royal patronage, com-
fortable and happy life, naturally pleasant temperament and such other factors may
have limited his experiences, shutting off the furious and the dreadful in life and in
nature from him. Whether the cause is environmental or mental, it is true neverthe-
less that Kalidasa is prone to softness and tranquillity,

The descriptions of rivers, mountains and other objects in nature in Kzlidasa’s
jiterature are charming and pleasant. A mountain i3 g rest resort in the Meghadita.

8
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When the Cloud comes to rest on a mountain the poet visualises the Lady Earth, the
mountain being her round breast.’8 A river appears to the poet’s eye in the form of
Urvasi : The warbling row of birds moving on the river's snrface is. the tinkling
girdle; the foam floating on certain spots is the white garment loosened in the con-
fusion of love.5” The imagery occurs in the Meghadiita too, with the difference that
a branch of bamboo 'bending down ard touching the water becomes the hand gathe-
ring the loose garment of foam.,58 Granting that these images appear to the mind
“anguished by separation in love, the poet’s predilection for the pleasant and the
tender is yet apparent. The impression the description of the Himalava in the Kumdr-
asarmbhava creates is that of an object full of marvel and celestial. The mind is oot
awe-struck or thrilled by the tall precipices of the Himilaya, its grandeur and breath-
taking vastness, its snow-capped peaks "thrust into the heart of the sky; in stead, it
entices us by its ‘divine-souled’ : form and as the 'source of innumerable jewels’5®
Bhavabhiiti, on the contrary, sees the terrifying torrents of water cascading down
from mountaintops, the clash of rivers and the mouatain-like waves rising up from
them, and he hears the angry music thundering from the clash of water currents.®

Kzlidasa describes the military campaign of Raghu and the hunting expedition of
Dafaratha, But the march of Rapghu and his army is like a pleasure tour; climbing
2 mountain and crossing its top is like a dalliance of love8t The peacock with its
plumage spread reminds Dasaratha of the tresses of Kuikeyi, interwoven with many-
coloured flowers and loosened in the sport of love; the sight of a deer is a vision
of the fawn-eysd beloved.®2 Although the theme of the Raghuvamfa was guite favour-
able to the creation of the heroic sentiment (vira-rasa) Kalidzsa prefers the mellow-
ness of love and the delight of the marvellous. Bbavabhuti, again, creates a state of
world-destruction even in the fight of two children, Lava and Candraketu. 3

The cemetery grounds and the fierce goddess Camunda which Bhavabhti describes
create awe and terror. In the picture of Aphoraghanta the feelings of devotion and
fary (bhakti-bhéva, raudra-rasa) are intermingled.®® Kalidasa describes the evening
worship in the Mahakidla temple; but elong with the furious form of Siva in the
tdndava dance he Likes to place the figure of Bhavani keeping her eyes closed in fear.s®

Bhavabhati has drawn a picture of young students in the hermitage of Valmiki
in his Utrara-rama-carita. These boys, in their private coaversation, make fun of
Vasistha who has arrived as an honoured guest. They discuss the menu arranged
by their preceptor for feeding the guests, On the day of an unexpected holiday, when
lessons are stopped in  honour of the guests, the bovs romp about the hermitage
grounds in noisy abandon; their curiosity is terribly roused by an animal, ‘horse’,
whom they had never seen; they discuss .the animal with vigorous argument; and
the moment they sight a band of armed soldiers they run away with the flestness
of dear.t® Kjzlidasa's picture of Kanva’s hermitage is different. Here thers are indu-
strious ascetics; copfident deer are grazing without fear on the green grass; smoke



Glimpses of Personality 5

of ghee is rising up from the sacrificial altars; the narrow footpaths are marked with
drops of water fetched from reservoirs; wet bark-garments are suspended from the
branches of trees; grains of wild rice dropped from bird-nests have collected at the
foot of some trees; small stones besmeared with iigudi-oil are to be seen here and
there.57. The usual sounds are those of the recitation of Vedic mantras during the
performance of the daily rituals, or the mild conversation of the hermitage girls
watering the creepers and trees. Dust lifted up in clouds by the hooves of Dusya-
nta’s horses or the wild confusion created by an clephant frightened by the sight of
Dusyanta’s chariot,58 are occurrences of the moment, accidents that happen once in a
while. The pupils also are like their teachers, thoughtful and sober. On the whole,
therefore, the governing note of the dtrama is tranguillity.

The comparison between the two poets is not intended to suggest the relative
poetic merit of one or the other, 1t is sipnificant only for understanding the diffe-
reace in outlook, temperament and mental attitude between the two.

Describing the background which he intends to paint for the portrait of Sakun-
tala Dusyanta says ;7

‘T will draw the river Mazlini. On its sandy beach there will be a pair of swans
reclining closely. All around will be the holy slopes of the Him3aiaya, with deer
squatting on them. Bark-garments hanging down from the branch of a tree (will
be shown} and und.r the tree I will paint a doe scratching her left eye on the
tip of a black antelope's horn.’

Dusyanta’s concept of the picture very probably indicates the mental frame of Kalj-
dasa himself. The description, of course, shows the appreciative, artiscic and aesthetic
attitude of Kalidasa. But there are indications also of the preferences of his mind and
heart. There is love, symbolised by the pair of swans, the deer and the doe, a love not
verbal but instinctive and filled with mutual trust. The river Malini and the Himalaya
signify the feeling for holiness and grandeur. And a profouad, wordless tranguillity
which envelopes life is the keynote of the picture. The doe is scratching her eye on
the antelopes horn-tip, Even the slightest movement of the antelope’s neck would
pierce the doe’s eye. That this does not happen and the female is not injured is as
much due to their mufual trust as it is due to the nature of the atmosphere from
which any sense of fear or the possibility of danger to the life of the innocent,
loving animals has been completely removed. Trust and peace rule the atmosphere,

So, holiness and certainty of divine presence, love blossoming through mutual
trust, and peace and tranquillity covering consciousness like a silken cloak : these are
qualities that Kalidasa seems t> like of life. He does not want noisy confusion, turbu~
lence or violent confiict, These preferences seem to be a striking trait of Kalidisa’s
personality, They iadicate, perhaps, a limitation also of the literary and artistic pes-
sopality of this great poet,
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(1)

A writer is bound to express or suggest a number of thoughts and ideas on
different subjects and different aspects of life. It need not be supposed that they
are always his personal thoughts or opinions; because a writer can, sometimes, be
purely objective and may bs expressing the thoughts of the particular character he
has created and he may be trying only to be true to life. However, it is equally
possible to conjecture from the writer's characters, their thoughts and actions, how
his mind works, what thoughts and ideas he appears to prefer, his outlook on life
and the values he accepts; in other words, the thoughts expressed by a writer are a

clue to his “philosophy of life’.

Some of the thoughts sre related to values of life; but some others may be
contemporary ideas only. The former may have no relation to particular time or
circumstances and may express timeless verities. The latter are circumscribed by the
times in which the writer lived; and in that case the date of the writer becomes an
important factor in order to understand the thoughts in their proper context. The
date of Kalidasa is uncertain; but the researchers so far have boiled down to two
possibilities : Kalidasa may either be regarded as a coatemporary of king Agnimitra
of the éux'lga dynasty and, as such belongs to the first century B. C., or a contemp-
orary of Gupta and Vikataka kings and belongs to the third or the fourth ceatury
A. D.! Wide as the gap may appear, it does not pose a serious problem from the
political angle. For, monarchial rule is the common aspect of ancient Indian history;
and though the kings and their dynasties changed the political life continued in much
the same way, and people were accustomed to the monarchial form of government,

It is when we look at society from the point of view of religion and philosophy
that the changed outlook becomes important. The history of the ancient world testi-
fies to social changes, sometimes overhauling changes in the life of a society, that
religion and philosophy have wrought. There are possibly signs of such social changes
in the period under consideration, and the literature of Kalidasa reflects them uncon-

sciously.

The work of composing and collecting together into unified forms of the Vedas,
Upanisads, Gita, the Mahabharata, Ramiyana and some Purapas, which represent
the wealth of ancient Indian religion, philosophy and literature, was completed by
this time. The philosophy of life and of life beyond which the Upanigads teach was
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widely spread among the people influencing the modes of their living. The horizons
of scientific thinking were enlarging; and it was becoming increasingly necessary to
codify all this diverse knowledge and preserve it in its essential principles in a form
easy for memorising. In other words, it was the time for sqtra works and their com-
mentaries extended to all branches of scientific thought. This was a period of striking

intellectual activity.

As a matter of fact, the religious philosophy promulgated by the Vedic literature
bad permeated down to the life of the people and could have sunk its roots degper
still. Time had moved so far ahead. That this did not actually happen may be
partially due fo political rivalries and uasteady governments that this period in
aistory witnessed. But the major cause appears to be the rise of new religions, like
the Bauddha and the Jain, which broke away from the Vedic tradition. There is no
doubt that the thoughts of Buddha and the way of life he taught had deeply touched
the mind of common men and had influcnced some intellectuals of the time. During
the period from the first century B. C. to the first-second century A, D. some ruling
kings of North India had embraced Buddhist religion, giving it thus the prestige of
political authority. The old religion had naturally to face this challenge. The period
of time, therefore, is mainly that of conflict and traosition; and it is with thess
times that Kalidasa seems to be connected, A predecessor or a senior contemporary
of Kalidisa, Advaghosa (Ist cent between 50 B, C. & 50. A.D.) who was 2 Brahmin—
turned-Buddhist wrote some philosophical works on the Buddhistic doctrines and also
composed Sanskrit epics, Buddhacarita and Saundarananda, to teach the life and phit-
osophy of Buddha, to carry the new message to the heart of the people through the
alluring medium of literary art, The great need of the times was the coming on the
horizon of a writer who would hold the attention of the people and who wonld
champion the cause of the old religion and philosophy and recapture the glory of
the ancient Vedic tradition,

The literature of Kilidasa fuifilled this need indirectly. “Indirectly’, for two
obvicus reasons : Kalidasa never wrote anything to propagate any particular philos-
ophy or religious creed, as Asvaghoga did. He was an artist to his finger- ~tips, and
would not permit any upadesa to swaliow h:s art presentation. The opinion, therefore,
expressed by a scholar,? that Kalidasa’s Sakuntala is an answer of the Brahmanical
Culture to the Buddhist religion, is exaggerated and misleading, Kalidasa is not a
philosopher like the Upanisadic thinkers or like ﬁaﬁkaracérya of the later period.
He does not hold a brief for any particular opinion, has no personal axe to grind,
but strictly adheres to his role as an artist. There is apother reason also, Controve.
rsies and taking sides apart, Kaialidasa does not even imvite attention through his
characters to possible faults in the current religious behaviour of the people and to
precepts that bave lost validity of the context. A Sﬂ_dra, éan‘zbaka, practised penance

9
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pesmissible only to Brahmins., This was a violation of the Vedic code. It was supp-
osed to result in the untimely death of a Brahmin boy. The Brahmin came complaining to
Rama demanding justice. Rima went to Paficavati in search of Sarabaka and killed him.
The Brahmin’s son came back fo life. This incident is presented in the Rdmakathi of
Kzlidasa’s Raghuva$a’? apd Rama is shown as a true defender of the ancient
religious faith. It is also presented in the Urtara-rama-carita of Bhavabhuti4 Aad
though Bhavabhiiti was born in an orthodox Brahmin family that had the prestigious
right to a Soma drink in a Soma sacrifice, his Rama is terribly shaken by this
religious belief and the demand it makes on a rvling king, Bhavabhuti’s Rama
executes his religious duty, killing the Sadra Sage ‘somehow’, against his will, and
confessing to his own ‘cruelty’, wondering what connection there could ever be
between the death of a Brahmin’s son and the peaance of a Sudra ! Kalidisa does
not appear to be touched to the guick by such social inequalities and religious beliefs
that have lost their meaning over the passage of time. It will be seen, on the other
hand, that Kalidasa only reiterates the orthodox aad traditional precepts of
religious philosophy in his poems and dramas without commenting on them. That
is why, it is pot correct to assume that Kalidgsa’s writing advoecates positively any
particular creed or philosophy. Whatever ideas we may pather have to be deduced
*indirectly’ from his literature,

It must also be remembered that the stand that Kalidasa takes in his writing
is that of an artist. The old lilerature was didactic and was produced to preach and
teach. Bui even after the aesthetic principle of rasacame to hold its own in literature,
some poeticians still expected the fulfilment of the four goals of human life (purusartha)
from poetry and literature.® The literary opinion thus seems to waver continuously
between pure aesthetic delight and wholesome advice as the parpose of literary art,
The stand that Mammata® has taken seems to be more correct. Literary art is princ-
ipally concerned with aesthetic relish and delight; the advice or author’s philosophy
should come indirectly, like the advice given by a charming wife, never at the cost
of art. Kalidasa’s literature exemplifies this literary principle. So, even from this point
of view, any upinions or philosophy of life that Kalidasa's literature presents will
be ‘indirect’, a matter of inference and deduction.

(2)

The centuries under consideration seem to have changed to some extent the general
aspect of the old Vedic religion. The Brahmanic religion based on the observance of
ritnals and performance of sacrifices, what is known as karmakdanda, came into glory
once again. The philosophical thought in the Upanisads had really diverted the
peoples’ minds from ritual action to knowledge, and had taught that*pursuit of jiidna
or knowledge with its emphasis on aausterities and renunciation, although difficult,
was a better way to spiritual iberation than the way of karma which promised only
matefial rewards and kept man bound to existence. But the needs of common men
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for happiness on this earth and prospects for heavenly pleasures after death, and more
particularly the onslaughts of the Buddhist religious thonght on the orthodox refigion,
must have made it essential, at this time, to revive the glory of ancient sacrificial
system in all its former splendour. Kalidisa accepts this spectacular aspect of
religion. His king Dilipa waits on the celestial cow in order {o obtain a son
and counferact a curse in the previous birth, at the advice of his family
priest.T The Raghu kings are great performers of sacrifices. Rama performed
an Aévamedha to establish his sovereignty; and Kalidasa records a similar performance
by an historical king of the times, Pusyamitra of the Suriga dynasty, father of
Agnimitra.® Raghu did one better, by performing the Sarvamedha, the Vijvajit Sacri-
fice, at the couclusion of which he gave away all his wealth in gifts, so that when
a pupil approached him to beg tor the sum of fees to be paid to his preceptor Raghu
found his treasury empty, and had to think of attacking Kubera to obtain the money.
During the seign of the Raghu kings the river-banks used to be studded with
sacrificial pillars proclaiming the kingly glory to heavens. Sacrifices, great and small,
had assumed such prestige and importance in the lives of the rich and mighty that
even lowly people in the kingdom were conversant with them and the priaciples
behind them. The fisherman in Sakuntala justifies his way of living by using the
apalopy of a Srotriya, saciificial priest. He points out that a sacrificial priest has
fo slaughter an animal in a sactifice; but that does not mean that his heart is bereft of
tenderness and compassion;? and so his profession of catching and kiiling fish for food
must not be taken as a reflection on his personal character. It is likely that the poets
upkeld and extolied the institution of sacrifice for a number of reasons, like its being a
symbol of the prospetity of life; the impressive grandeur of religious performances
tbe sacrifice implies; the opportunity the sacrifice provides for bringing a host of
people together in a religious context with other-worldly outlook; the distribution
of wealth by way of sactificial gifts among 2 large section of people, and as a
link between the rich and common men on the basis of religion,

Since the time of the Brihmana literature the Vedic gods were gradually losing
their importance and dew gods connected with sacrificial performance like Prajapati
and Visnu were comng iato prominence. The Svetasvatara Upanisad praises Rudra
as the highest principle of religion and philosophy, These thres gods represent the
pew Trinity upheld by the times aod approved by the Jater Hiaduism. Kalidasa has
described and praised Prajipati-Brahma and Siva ip the Kumarasambhaval® Visnu
identified in the personality of Rama in the Raghuvamsa, and Siva in all his dramas.12
it appears, however, that diva was the favourite deity of Kalidasa, The picturesque
description of the eveniog worship in the Mahakila temple at tJjjayini in the
Meghadz‘a-ta,“ the poetic presentation of the full life of Siva and Parvati in
the Kumarasambhava, the prayers addressed fo Siva in the mdndi verses of the
dramas, and the prayer for final liberation from mundane life made to Siva in the
valedictory verse (Bhararavakya) of the Sakuntala, 2l point to Kaliddsa’s devotion
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and love for Siva, But Kalidasa's mind is not unduly partial and sectarian, as his
Ppraises of other gods clearly show. Kaulidasa’s devotion to Siva must, therefore, be
taken only as a personal choice prompted by an individual religious faith. Consi-
dered from philosophical and poetic angle the divine form of Siva is really eati-
cing. In the Trinity Siva is the deity of destruction (samhara); but he is “$iva’,
that is, foill of auspiciousness and bliss, Accustomed to live in the dreadful
inauspicious Cemetery grounds, he is the incarnation of the auspicious and
the holy. The most beggarly, this god has uniimited splendour. So maive and inno-
cent, his generosity of heart is boundless. He has such love of pleasure that Uma
is his ‘better half’ not in a figurative sense but literally; and yet he is a Yogr par
excellence. As a supreme cxponent of art, he is the father of tandava and through
Uma3 of /dsya dance; in his half-male-half-female form the ast of n#tya has achieved a
visible shape. This cxtra-ordinary form of Siva, full of mutnal opposites, and  yet
firing imagination, stirring emotion and dazzling intellect, has been lovingly
grasped by Kalidisa.!4 The characteristic of creating new life and fresh urge of vigour,
which the union of Siva and Pirvati symbolises and which Kalidasa deseribes in
the story of Kumdarasambhava, must have a special attraction for the poet’s mind,

The personalistic form of god can be traced to very ancient days. The thinkers
of the Upanisads conceived an abstract, impersonal first principle, calied it Brahman,
and established it as the Ultimate Reality and the ground of all existence. The
unification of the two aspects, personal and impersonal, was probably achieved ip
a convincing way by the Gita, so that the threefold cosmic function of origination
of the universe, its preservation and annihilation for the purpose of a new creation,
though attributed to three Separate gods, the Trinity really was a unity of three
cosatic.functions of one basic principie. This view of Unity, One Godhead, was
inteHectually staisfying and emotionally appealing. [t appears that Kiliddsa was
greatly influenced by this philosophical  doctrine of triune unity and parti-
calarly by the teachings of Giti. Inp the benedictory verse (nandi) of the Maslg-
vikagnimitra he described Siva as the supreme goal of man’s devotion; in the Sakuntala
be enumerated the eight visible forms (asta-tanu) of Siva, thereby proving that the
presence of god is not a matter only of Scriptural testimony, logical inference or
transcendental perception available by Yoga, but also a matter of understanding and
direct perception, It was, in a way, a poetic answer {o the atheists and the sceptics. In
the ndndr verse of the Vikramorvadiya he turned to Vedinta and asserted the unity
of the impersonal, non-dualistic First Principle and the personalistic One Godhead,
That the Unity breaks into three aspects is stated in the description ‘The One Form
split itseif into three’, which comes in the Kurndrasambhava} and, more distinctly, in
the Prayer addressed to Visnu in the Raghuvan$a.'® Rama is conceived as an avatira of
Visnu. God descended on earth to kill Ravana; He consented to be born, aithough
Total and Self-sufficient in Himseif, for the purpose of saving the worid from the
tyranny of the unrighteous and as a favour to the distressed mankind,'? Kalidisa writes,
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“There is nothing that you have not aftained, nor wish to attain. The singular
purpose of your birth and activity is gracious favour on the world aad its

people.’18

The phrasing of this prayer is reminiscent of Gita,!9 and one feels that Kalidasa
is echoing the avatara theory of Gita almost in the words of the Gospel.

Kilidasa naturally accepts the doctrine of the cycle of existences, with the atte-
ndant belief in previous birth and re-birth, 3 doctrine which is a plank of the Bra-
hmanical and Hindu religion. Vasistha takes care to describe the previous birth and
the action therein of Indumati in his effort to console Aja lamenting over her sudden
death by an incredible trifling cause.20 And Dugyanta, moved unaccountably by the
song of Hamsapadika, tries to seck the cause of his restlessness in the “loves of previous
birth’3! Kalidasa’s final personal prayer, expressed in the Bharatavakya of Sakuntala
is for the termination of re-birth. 22

Kalidasa iiked the way of complete devolion io reach and realise god. But it
appears from hir description of the Vanaprastha stage of Kaghu's life that he would
have accepted the path of yoga and knowledgs intelleciually. 3 The practice of the
Raghu kings was, he says, ‘to take leave of the mortal body by the process of yoga’ 24
Kalidasa describes, in the 3§kur:rafa, the ascetics doing penance and practising vopa
in the hermitage of Marica on the Hemakiita mountain; and gives a thrilling picture
of the astounding penance Marica himself was doing. ?5 The description is suggestive
of Kalidasa’s own inclination and admiration. Youth is the time for enjoyment of
the pleasures of world and for fulbiling the obligations demanded from a married
householder; with these duties done and as the years advance, the time is ripe for
fetirement from worldly life; one shou!d move to the solitary calm of forest residence,
and engage oneself ia attaining knowledge of god through austerities and yoga prac-
tices; blessed with knowledge of god, final stage is reached when one can discard the
physical frame and merge in the divine.?6 Having enjoyed life fuily, the final surre-
nder to god shouid bz egually intense and complete, characterised by supreme seifless
penance :

‘What sages generally seek to achieve by their austerities, in that heaven of happ-
iness these ascetics (in the hermitage of Marica) practise further penance '27

These words of wonder and admiration reflect Kalidasa’s own mental processes
and his thinking. While accepting the religion and philosophy handed down by
established tradition, Kiliddsa accepts each purici,tha individually and believes that
fuiness of life is possible by the fulfilment of each one of them, and not merely by
the ideal of moksa at the cost of other human ideals.

(3)
Al the three plays of Kilidasa and his Raghuvamsa deal with the life of kings
as the principal theme, No other Sapskrit dramatist seems to have painted the pictures
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of royal life, including the private harem life of a king with the harem conflicts,
jealonsies and rivalries with such minute and penetrating details as Kalidisa seems
to have done. The Udayana plays ot Sri Harga show such pictures; but there is an
obvious imitation and influence of Kalidasa; and in the later plays the love life of
a royal hero has a conventionai set pattern, modelied on Kalidasa’s writing. It is
reasonable to belisve, therefore, that Kilidzsa initiated the court comedy of royal
Jove. And this he could not have done by mere poetic observation from a distance,
but by close contact with roval life. It bas been already suggested that Kalidasa
must bave been connected with some royal court not only as an honoured poet but
also as an officer, perhaps as an embassador, of a king. The intimate pictures of
royal life given by Kalidasa can be better uaderstood on such an assumption; and
they aiso show Kailidasa’s views on the ideals of kingship and monarchial government.

It is evident that Kgalidasa is a royalist; and this is aot surprising on the back-
ground of ancient Indian history which shows that the form of government was
prevailingly monarchial. Buot it must be remembered that Kalidasa’s political loyalties
are not determined by the fact of royal patronage. It was a general belief of the
people in those days that if a ruling king happened to be steong and brave, just and
generous, the subjects had no worry about their welfare; that a good government
under the leadership of 2 king would be free from difiiculties and discontent of any
kind, Kalidasa shares this belief, The Raghu kings were, of course, ideal rulers. But even
an earthly king like Agnimitra wins this encomium from Kzlidasa that uader his rule no
calamity, earthly or supernatural, ever visited his people.28 A complete harmony between
the wishes of a king and of his subjects is the basis of this belief,

It is obvious that the government of an ideal kipg would give no cause for
discontent or opposition Kalidasa tells us that vnder the rule of Raghu kings the
mass of their people did not swerve from the chartered path by even so much as a
thin line.?? But granting that a ruling king followed his ideals, what about the integrity
of his officers whom he must appoint to share the burden of the administration 7 Ope
or two instacces in the Sakuntala certainly give an odour of hypocrisy and dishonesty.
The meeting with Sakuntald has taken away Dusyanta's attention from the projected
bunting. The comfortloving Vidasaka would naturally like the hunt to be abandoned;
kis opposition to hunting is selfish but consistent with his nature. But the attitude
of Dugyanta’s commander of the army is definitely puzzling. He encourages the
Vidosaka privately to be persistent with his opposition and promises that ke will
personally take the opposite stand only to please his master.30 Is not the Senapati’s
praise of hunting an obvious hypocrisy though his obedience to his master is trans-
parent ? The behaviour of Dusyanta’s chief of police and his two constables is openly
dishonest, They terrorize the poor fisherman; later they are prepared to share half
the reward with him; and take him to a liquor shop to celebrate their new friendship.s?
Dusyanta may be an ideal king in himself; but his officers are shown to be hypoc-
ritical and corrupt; and the picture is contradictory to the assertion that the wrong
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doers were severcly punished under the rule of Dusyanta.3? Is it that Kalidasa was
tempted to try his hand at stark realism known to him from general sources, or that
ke had greater faith in the integrity of the king as the leader of society ? Any way,
there is no picture of political oppression, discontent or revolt in Kaliddsa’s writing.
Nor does Kalidasa speak of any other form of government, like the Buddhist Repu-
hlics prevailing in Magadha, of which Kaliddsa must surely have some knowledge.
It appears that Kalidasa followed the political thought of Kautilya or he was by
his own persuasion loyal to kingship.

There is another side to the picture given above, and it deserves to be noted.
In the ancient monarchial government the king owned the ultimate authority. So, ev-
en if some of the officers were dishonest and corrupt the power vested with the king
teally; and it was ailways possible for the people to approach the king directly and
seek just redress of ail their grievances, This must have acted as a curb on the nui-
sance of cotrupt officers and the possible harm they could inflict on common people.
This is a possible interpretation of Kalidasa’s picture of small corruption furking in
society in spite of good government, As an artist, who bad minute knowledge of human
pature, Kalidasa could not help putting his finger realistically on human weaknesses.
Apd in doing this he is not suggesting that Dusyanta was a paive king to have
appointed spoiled officers to work for him, rather, he is indicating his firm belief in
the intergrity of the ruler at the top of the administration. In describing the persona-
lities of his roya! herces Kalidasa has particularly emphasised their devotion to the
good of their people. Riding in full speced in eagerness and joy of hunting, Dusyanta
halts his chariot suddenly the moment the hermits raise their hands and remind him
that the weapon put in his hand by traditional authority is meant for protecting the
distressed ard not for striking the innocent.?® Dusyanta accepts this plea with bowed
head and withdraws his arrow immediately, According to the prevailing law the entire
property of a man went into royal treasury if he had no son to cilaim it after his
death, Dusyanta’s ministers had disposed the case of Dhanamitra accordingly. But
Dugyanta reverses the decision, thereby doing justice to the pregnant widow of the
deceased merchant. King Raghu is not willing to send the pupil Kauisa back empty
handed even though he has no money lefi in his treasury after the sacrificial gifts he
has generously distributed; on the contrary, he requests Kautsa to wait for a while
and plaps to attack Kubera to get the money for gurudaksina for the boy.35 These re—
markable instances from K3lidasa’s literature suggest that not only the poet but the
subjects also had firm faith in the generosity and sease of justice of their king, Kali-
dasa’s compliment to Dugyanta, that his people looked upon the king as their relative
and brother truer than the blood-relations,3s must have originated not in poetic fancy
but from complete faith in the king.

Kingship in those days was hereditary. It was also the source of all power. Law,
execution and administration of law, and justice, under Democratic rule, are indepen-
dent; and there is a cigar decentratisation; justice I8 mot under the control of govern-
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ment administration, and the executive is fully responsible to the elected tegislature.
In theory, therefore, the form of government in ancient India will have to be described as
Unlimited Monarchy, because all the three departments of government, law, ad-
ministration and justice, were under the control of the king. The king, no doubt, was helped
by cabinet ministers and administrative officers; but their appointment was made by the
king and their authority was derived from and delegated by the king; the kiog was aiso the
ultimate tribunal and the final authority in dispensation of justice, as the case of Dhana-
mitra referred to above shows. In spite of such complete centralisation of power in the
ruler the ancient people accepted kingship and were presumably quite happy under it.
Modern critics would perhaps explain this political state as due to the absence of
any political consciousness on the part of the people and their ignorance about in-
dividual rights. This is probably trus. But Kalidasa’s writing shows the prevalence
of certain curbs on the unlimifed royal power.

Although the king was responsible for law and its administration the king was
net a law-maker buta promulgator of traditional laws. The laws, rules and procedure
were derived from the Dharmadastras and authoritative texts on polity. The theore-
tical foundation of government was provided by the Dharmasitras and the practice
was described in scientific works like the Arthasdstra. The sages who were the aute
bors of Dharmasastra and composers of Smyti works framed the laws; practical
direction in the application and administration of laws, especially in the political sphere,
was provided by experienced statesmen like Kautiiya and sage-philosophers like
Vyasa in the Santi and Anudasina parvans of the Mahabharata. 1t appears therefore
that a king’s role was that of an admiristrator mainly, who executed the laws and
rules of government and of political behaviour framed by the best, intellectual auth-
orities of the day. it may be said, therefore, that the controlling power on roya}
authority was the power of the great social thinkers. A king rarely overruied this
traditional authority, except in solitary cases when his sease of justice and compassion
demanded a modification of the existing law,

The appointment of ministers and officers does not appear to be merely for the
purpose of sharing the vast burden of administration. The king usually coasulted
them on matters of importance, followed their advice and, on occasions, Jeft the
entire administration to their care. Before taking the fimal decision of ordering a
military attack on the Vidarbha king, Agnimitra wishes to coasuit his cabinet
ministers; and when the chief minister tells him that the Amaitya parisad had arrived
at the same decision then only does Agnimitra issue the necessary orders.3” When
Dusyanta receives an invitation from Indra to help him in a fight against Durjaya
Asurds he hands over the responsibility of government to his chief minister and telis
him, ‘Let your thought and intellect lo.k after our subjects during vur abseace. Qur
bow is temporarily engaged in another task.’3 The administrative help of ministers
and continuous consultations with wise political scholars provided another curb on
the unlimited royal power,
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We have demarcated the spheres of social apd religious life; and we are prepared to
helieve that refigion is a matter of individual faith and observance and individeal
ideas of spiritual aims, Religion was not so individuail-based in ancient days. That
is why, perhaps, a revolution in religion was likely to shake up the entire social
life of a people. Ancient history bears testimony as to how Buaddbist religion affected
society as a whole, especially after its propagation from the ruling throne. Castes
and their specific duties had no place in Buddha’s geligious thinking; apd since he
keld life to be an existence tooted in misery, compassion and complete renunciation
came fo dominate Lhe general feadency of the people infiuenced by his thoughts and
teachine. The picture changed by the revival of Brahmanism in a new form. From
the social angle it is plain that the Brahmanism is based on the division of society
into clearly defined castes and of life into distinct stages to which specific duties and
obligations are related under the banner of religion. Kaliddsa has advocated -the
saperiority of this sociai religion founded on four castes and four stages of life (varng-
dframa-dharma) in his writings, This may be regarded as Kaliddsa’s personal contri-
bution to the revival of new Brahmanism,

The Gty states that the division of society into four castes is really due to
inherent qualifications and the occupations people have as individeals,52 Individaal
qualities come by hereditary transmission; and the environment aad surroundings in
which a person is reared and brought up, the training and education he receives,
determine his capacity, ability and skill for a particular kind of work and pro_-'_._'
fession. Hercditary qualities and environmental influences give a decided dircc'tioﬁ_ to
an individual's personal and social duty which is called the religion of the caste,
Whatever that duty may be, accepting it without grudge and execufing it to the .b__c_sf :
of one’s ability ensures the good of the individual and is beneficial to the society as_'_'__
well 53 This is the meaning of the Git3®’s doctrine; and it may be presumed that
alidasa took the social doctrine in the same light. The kings described by Kalidasa .
adhered scrupulously to their Ksatriya-dharma, and understood that the weapon and.\
power placed in their hands were meant for the ‘protection of the distressed’, __fo__r.._\
‘removing fear from the minds of the oppressed and tortured’, and for giving them
the feeling of safetv and security.54 The fisherman in the .Ss‘m!:urnnfu’a55 states withbui
mincing words that the duties which have come to a person on account of h!S__ '_
caste and social position have to be accepted as such even if others thought h:s'_ .
profession to be reprchensible; in fact, the profession can never be a cluc to
person’s character: else, a Vedic Brahmin who has to slaughter an aniin_al___in a,
sacrifice will have to he dubbed as a merciless butcher ! It is, at least, clear from
the example that all sections of people in the society were willing to accept and
follow their caste duties,

Fulfilling caste duties and obligations was an individual responsibility. But the

king was expected to see that this was done, The Raghu kings and Dusyama BIL ..
shown a= paving their personal attention to this ob!igatlon The family priest of .
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Mzxtali, remaining invisible, pounds him, Dusyanta suspects that his own house may
be possessed by evil spirits. He confesses that a person is incapable of knowing the
moral blunders he may be committing himself day by day; how conld a king then
become aware of the doubtful behaviour of his countless subjects 146 §if kings and
rolers were to be so wakeful and ready to probe their own conscieace at every
happening in their states, what better could the people ask for !

. About the Raghn kings Kazlidasa says?” :
They enjoyed the pleasutes of family life only with the awareness of religious
duty of providing an heir to the family;
they displayed valout and destroyed their enemiecs only to stabilise the glory of
their government;
they preferred few words to verbose prattle in order to preserve the prestige of
truth;
they amassed vast fortunes so that they could gift away their treasures to the
needy, distressed and the virtuous.

Kalidasa liRes these ideals of kingship and government these virtues and moral values
of a dedicated life.

Kalidasa describes king Dilipa as a real father to his people and their own
fathers as mere proginators.#8 When Ditipa staited for the hermitage of Vasistha
elderly men and cowherds from various towns and villages came to meet him, Dilipa
asked them their names and inquired after their well-b:ing.4® This was a personal
contact of the ruling moparch with his humble subjects in their own surroundings.
Kautilya states in his Arrhafastra that a King must sit in his Justice-hall every moraing
to give audience to his subjects, listen to their grievances and dispense justice forth-
with, At these hours people had frec and unchecked access to the king. It is obvious
that a king like Dusyanta observed this practice without fail®, An exception was
made only when the king was indisposed either physicaily or mentally.5! The personal
contact of the king with his subjects, therefore, was not a gesture to win popularity
but was a part of the ideals of royal conduct and moral values taught by discern.
ing theorists, Kalidisa accepted monarchial rule and was partial to royalty probably
because of the self-sacrificing, noble and idealistic life the kings led. At least, the
kings whom Kalidasa knew created and maintained a political state where parsuit
and realisation of the four ideals of human life was possible with case, where happi-
ness and prosperity ruled, where blaziog examples of idea! personallife lifted common
life also on to a higher plane,

C)

It can be said that social lifc in ancient days was controlled by the precepts of
religion, The observance of social customs and practices was believed by the people
fo be dispharge of religious duty as well, The present aftitude fo celigion is different.
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We have demarcated the spheres of social and religious life; and we are prepared to
believe that religion is a matter of individual faith and observance and individual
ideas of spiritual aims, Religion was not so individual-based in ancient days. That
is why, perhaps, a revolution im rcligion was likely to shake up the entire social
life of a p:ople. Ancient history bears testimony as to how Buddhist religion affected
society as a whole, especially after its propagation from the ruling throme, Castes
and their specific duties had po place in Buddha’s religicus thinking; and since he
held life to be an existence rooted in misery, compassion and complete renunciation
came to dominate the general tendency of the people influenced by his thoughts and
teaching. The picture changed by the revival of Brahmanism in a new form. From
the social angle it is plain that the Brahmanism is based on the division .of society
into clearly defined castes and of life into distinct stages to which specific duties and
obligations are related under the banner of religion. Kailiddsa has advocated the
superiority of this social religion founded on four castes and four stages of life (varna-
gérama-dharma} in his writings. This may be regarded as Kalidasa’s personal contris
bution lo the revival of new Brahmanism,

The Gita states that the division of society into four castes is really due to
inherent qualifications and the occupations people have as individuals.52 Individual
qualities come by hereditary transmission; and the emvironment aad surroundings in
which a person is reared and brought up, the training and education he receives,
determine his capacity, ability and skill for a particular kind of work and pro-
fession. Hereditary qualities and environmental infiuences give a decided dirsction to
an individual’s personal and social duty which is called the religion of the caste.
Whatever that duty may be, accepting it without grudge and executing it to the best
of one’s ability ensures the good of the individual and is beneficial to the society as
well.58 This is the meaning of the GIti's doctrine; and it may be presamed that
Kalidasa took the social doctrine in the same lighf. The kings described by Kalidisa
adhered scrupulously to their Ksawriya-dharma, and understood that the weapon and
power placed in their hands were meant for the ‘protection of the distressed’, for
semoving fear from the minds of the oppressed and tortured’, and for giving them
the feeling of safety and security.* The fisherman in the Sékunrala®® states without
mincing words that ‘the duties which have come to a person on account of his
caste and social position have fo be accepted as such even if others thought his
profession to be reprehensible; in fact, the profession can never be a clue to
person’s character; else, a Vedic Brahmin who has to slaughter an animal in a
sacrifice wiil have to be dubbed as a merciless butcher ! It is, at least, clear from
the example that al} sections of people in the society were willing to accept and
follow their caste duties.

Fulfilling caste duties and obligations was an individual responsibility. But the
king was expected to see that this was done. The Raghu kings and Dusyanta are
shown as paying their personal attention to this obligation. The family priest of
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Matali, remainiag invisible, pounds him, Dusyanta suspects that his own house may
be possessed by evil spirits. He confesses that a person s incapable of knowing the
 moral blunders he may be committing himself day by day; how could a king then
become aware of the doubtful behaviocur of his countless subjects ¢ 1Y kings and
rulers were  fo be so wakeful and ready 1o probe  their own conscicnce at  every
happening in their states, what better could the people ask for !

About the Raghu kings Kalidiisa savst® :

They enjoyed the pleasuies of family life only with the awarcness of religious
duty of providing an heir to the family;

they displayed valour und destroyed their enemies only to stubilise the glory of

their governisent;

they preferred few words to verbose pratile in order {o preserve the pristige of
truth,

they amassed vast fortunes so that they could gift away their treasures to the
needy, distressed and the virtuous.

Kalidasa likes these ideals of kingship and government, these virtues and moral values
of a dedicated life,

Kilidasa describes king Dilipa as a real father to his people and theit own
fathers as mere proginators.®8 When Dilipa started for the hermitage of Vasistha
elderly men and cowherds from various towns and villages came to meet him, Dilipa
asked them their names and inquired after their well-bzing.4? This was personal

- contact of the ruling monarch with® his’ humble subjects in their own * surroundings.
Kautilya states in his Arthasastra that a king must sit in his Justive-hall cvery morning
to give audieace to his subjects, listen to their geievances and dispense justice forth-
with, At these hours people had free and unchecked access to the king. tt is obvious
that a king like Dusyanta observed this practice without 1ad30, Au exception was
made only when the Xing was indisposed either physicaily or mentally.5 The personal
contact of the king with his subjects, therefore, was not a gesture to win popularify
but was a part of the ideals of royal conduct and moral values taught by  dicern-
ing theorists. Kalidasa accepted monarchial rule and was partial to royalty probably
becaqsc of the self-sacrificing, noble and idealistic life the kings led. At feast, the
kings whom Kailidasa knew created and maintzined a pofitical state where pursuit
and realisation of the four ideals of human life was possible with case, where happi-
mess and prosperity ruled, where blazing examples of ideal personal life lifted conmon
life also on to a higher plane.

(4)

It can be said that social iife in ancient days was controfled by the precepts of
religion. The observance of social customs and practices was believed by the people
to be discharge of religious duty as weli, The present attitude to religion is dilferent.

&
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discover particular talent or skill; or the young people chose their life's partoer on
the basis of mutual atiraction and love. A woman in these cases enjoyed a
certaie freedom. But it must be Lmited : for, the social practice of free choice of
& husband appears to be limited to the higher and rich classes; and secondly, even
in the case of a love marriage the husband’s authority over the wife was undisputed.
A woman’s life was, thus, ctabbed and confined, Among the Sanskrit poets Bhava-
bhiiti seems to be the one who has given a sensitive vent to this social inequality.
He writes™ : ‘A woman’s mind is soft like a flower. A girl born in a good family,
inheriting its fine traditions, is naturally innocent, bashful, alwzys afraid to hurt any-
body’s feelings by hetr word of act. Should afty one be so cruel as to tyrannise
over such a girl after marrying her, bufn het sensitive and tender mind with words of
fire ? But men are shori-sighted, impudent and obstinate; they love to behave like
dictators. Inevitably, therefore, a woman’s heart is alienated; she starts believing that
a woman's life is a perpetual pain which death alone can terminate. And the parents
of girls and their relatives abhor the birth of a daughter.” What a dreadful social
truth is concealed in these sincere words of Bhavabhuti, what poignant awareness of
& form of social inequality," what human compassion for the weaker sex ! Kalidisa
has given moving cxpression to the profound love between man and woman, and to
the unbearable pangs of the sorrow of separated lovess, in almost all his writing. But
he did not touch this basic social inequality between the sexes. In stead of saying
that Kalidasa was inseasitive to this pain rooted in the social arrangement, let os
say that Kalidasa was inclined to accept the existing social order and its philosophy,
with the inherent good points and blemishes, as it was traditionaily established.
* : S

( 6 ) L

Education is the foundation of the cultucal life of a people. Kailidasa has made
a number of observations about the anciemt educational system, expressing some
opinions directly, suggesting some things through his pictures, These opinions and
suggestions are naturally importaot for understanding Kalidasa’s general outlook on life,

It is known that gurukula was the centre of education; and the education impar-
ted to the boys and girls in the bhermitage of a preceptor was devised to be ag
comprehensive as possible. It is possible to say that the aframa of Kanva in the
Sakuntala was such a centre of education. Kanva has been described as a Kulapati,
The dictionary sense of ‘kulapati’ is a Brahmin sage who provides board and lodging
to ten thousand pupils and takes complete care of their cducation,?6 Leaving the
exaggeration in the techaical definition regarding the number of stadents, it is obvio-
us that young boys and girls . were required (o leave their parental homes and live
with the guru at his hermitage during the entire period of their education; and the
guru was required to shelter his pupils, feed them and educate them. The pupils did
not pay any regular fees to the teacher for recsiving education, as at present., After
their education was completed, when they bad become snarakas and were permitted
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pleasures, and the havoc it does work.6% Kalidasa places side by side the pictures of
$atakarpi who was an easy prey to the enticements of nymphs and of Sutiksna who
was an ascetic by temperament and who had moral control over his conduct and
actions,5* and thereby indicates the supreme importance of self-control and restraint over
senses. The heroes and heroines of Kalidasa convey the message that enjoyment of plea-
sures bas a definite place in human life; but just as the denial of youth and its pleasuares
is a mistake, even so is excess in the indulgence of pleasures; love, sex and other piza-
sures of life must not contradict the precepts of religion;? the puwrusértha Kaima must
obey the dictates of restraint.

(5)

Kalidasa seems to accept the curreat frame of religious, political and
philosophicat thought ; his attitude is the sam. in regard to social philosophy, especially
as it affects marriage and family life. The contempocary society bad accepted
polygamy and it was prevalent among the higher and rich classes, The heroes of
Kialidasa are polygamous, the two exceptions being the Yaksa and Rama. It is
inevitable that a woman’s place will be after the man; secondary to the male, in
such a social setun. KaialidZsa has not expressed any dissenting opinion against this
social order. On the contrary, he has accepted it as it is. Abandoned by Rama,
the message the forlorn Sitd sends to hit through Laksmana is,7! “You deserted me
listening to public scandal; does it become your’ learning and wisdom, the prestige
and glory of your family 27 As the rejected Sakuntala tries 0 follow the dérama
party, Kanva’s pupil Sarngarava orders her to stay back, stating. ‘[t is quite aif
tight even if you worked as a maid-servant in your husband’s family.’72 And the
philosophical, solemn Sarndvata foo admits Dusyanta’s right to deal with his own
wife in any way hs liked; for, ‘the authority of the husband over his wife is
plausible and universai’’3, The far-sighted and wise Kanva aiso has not been abiz
to divine any answer to 1he social inequality between the sexes.On the eve of her departure
to her husband’s house he advisss Sakuntald, ‘Serve your ¢lders, Behave like a true
friend towards your rival wives, Though humiliated or badly treated by your husband
do not be angry and act against his wishes. .., This is the way young women
attain the position of good housewives. Those who act to ths contrary become a
bane to their family.?* The advice of Kanva is evidenfly an understandable
compromise with the existing social conditions, A woman had no alterpative but
to please, satisfy and obey her husband. Rcligions and social laws had declared
complete devotion and loyaity to the husband as the worthy goal of a woman's Life.

1t appears that marriages, in those days, were generally arranged and settled by
the elders in the family, But Kailidasa’s writing brars evidence to svayamvara and
gandharva forms, that is, love marriages. A gitl’s father tried to obtain a
worthy bridegroom for his daughter by stipulating some wager or arranging a test to
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discover particular talent or skill; or the young people chose their life’s partner on
the basis of mutual attraction and iove. A woman in these cases enjoved a
certain freedom. But it must be Limited : for, the social practice of free choice of
i husband appears to be limited to the higher and rich classes; and secondly, even
in the case of a love marriage the husband’s authority over the wife was undisputed.
A woman’s life was, thus, crabbed and confined. Amorg the Sanskrit poets Bhava-
bhiti seems to be the one who has givea a sensitive vent to this social inequality.
He writes™ : ‘A woman’s mind is soft like a flower. A girl born in a good family,
inheriting its fine traditions, is naturaily innocent, bashful, always afraid to hurt any-
body’s feelings by her word or act. Should any one be so cruel as to tyrannise
over such a girl after marrying her, burn her sensitive and tender mind with words of
fire 7 But men are short-sighted, impudent and obstinate; they love to behave like
dictators. Inevitably, therefore, a woman’s heart is alienated; she starts believing that
a woman’s life is a perpstual pain which death alone can terminate. And the parents
of girls and their relatives abhor the birth of a daughter.” What a dreadful social
truth is conceated in these sincere words of Bhavabhtiti, what poignani awareness of
a form of social inequality, what humav compassion for the weaker sex ! Kalidasa
has given moving cxpression to the profound love between man and woman, and to
the unbearable pangs of the sorrow of separated lovers, in almost all his writing. Bat
he did not touch this basic social inequality between the sexes, In stead of saying
that Kalidisa was iasensitive to this pain footed in the social arrangement, let us
say that Kalidasa was inclined to accept the existing social order and its philosophy,
with the jnherent good points and blemishes, as it was traditionaly established.

(6)

Rducation is the foundation of the cultural life of a people. Kaliddsa has made
a number of observations about the ancient educational system, expressing some
opinions directly, suggesting some things through his pictures. These opinions and
suggestions are paturally important for understanding Kalidasa’s general outlook on life.

It is known that gurukula was the centre of education; and the education impar-
ted to the boys and girls in the hermitage of a preceptor Wwas devised to be as
comprehensive as possible. It is possible to say that the z§rama of Kanva in the
Sakuntala was such a ceatre of education. Kanva has been described as a Kulapati.
The dictionary sense of *kulapati’ is a Brahmin sage who provides board and lodging
to ten thousand pupils and takes complete care of their education.’0 Leaving the
exaggeration in the technical definition regarding the number of students, it is obvio-
us that young boys and girls were required to lcave their pareutal homes and live
with the guru at his hermitage during the entire period of their education; and the
guru was required to shelter his pupils, feed them and educate them. The pupils did
pot pay any regular fees to the teacher for receiving education, as at present, After
their education was completed, when they had become snatakas and were permitted
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pleasures, and the havoc it does work 69 Kalidasa places side by side tha pictures of
éatakargi who was an easy prey to the enticemeats of nymphs and of Suttksna who
was an ascetic by temperament and who had moral control over his conduct and
actions,% and thereby indicates the supreme importance of self-control and restraint over
senses. The heroes and heroines of Kilidasa convey the message that enjoyment of plea-
sures bas a definite place in human life; but just as the denial of youth and its pleasnres
is a mistake, even so is excess in the indulgence of pleasures; love, sex and other plza-
sures of life must not contradict the pracepts of religion;7® the purusartha Kama maost
obey the dictates of restraint.

(33

Kalidasa scems to accept the current frame of religious, politica} aad
philosophical thought ; his attitude is the sams in regard to social philosophy, especially
as it affects marriage and family life. The contemporary society had accepted
polygamy and it was prevalent armong the higher and rich classes, The heroes of
Kalidasa are polyparmious, the two exceptions being the Yaksa and Rama. It is
inevitable that a woman’s place will be after the man; secondary to the male, in
such a social setun. KaliddZsa has not expressed any dissenting opinion against this
social order. On the contrary, he has acoepted it as it is, Abandoned by Rama,
the message the forlorn Sita sends to him through Laksmana is,7" *You deserted me
listening to public scandal; does it become your learning and wisdom, the prestige
and glory of your family ?* As the rejected  Sakumtald tries o follow the ‘Adrama
party, Kanva’s pupil éa‘xrr‘:gamva orders her to stay back, stating. ‘[t is quite alt -
right even if you worked as a maid—servant in your husbaad’s family.’72  And the
philosophical, solemn Saradvata too admits “Dusyanta’s right to deal with his own
wife in any way he liked; for, . ‘the authority of .the husband. over his wife is
plavsible and universal’3. . The far-sighted and wise KaRva also has not been abl:
to diving.any answer to the social inequality between the sexes.On th;__cve Pf;h?,{ﬁdt?ﬁ%iﬂ_ﬁfg :
to ber husband’s house. he, advises Sakuntala, ‘Serye your elders. .. Behave like a true
friend towards your rival wives. Though humitiated or badly treated by your hushand
do -not be-arigry and act agaimst his wishes, . .. This js . the way young women
attain the position' of good housewives. Those who act to the contrary -become 3
bane to their family.’"* TFhe advies of Kagpva is evidently an. undcrstandab_l_c,_;._
comipromise with tire existing social conditions. A woman had no alternative bgf._ .
toplease, satisfy and obey her husband. Religious and - social laws had declared.
complete devotion and loyalty to the husband as the .worthy goal of a woman’s Life,

v It appeara that ‘miarriages; in  those days, were geaeraily arranged and settled by
the«glders in the family, - Byt Kalidasa's. writing: baars evidence . to Svayamvara ,.a:.;d,‘.'_.._
gandharva- ‘forods, that is, love' marriages. . A girl’s father . tried. - to obtain 'q'_ _
worthy bridegroom for his-daughter by stipulating some Wager or atranging a test to‘.'i
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are many people who, once they attain a position of honour, are in perpetual worry
and endeavour to mintain that position at all costs. Were a rival to pick up some
controversy with them, in stead of meeting the challenge to their knowledge with
a forceful show of inteHect, they try to bypass ths discussion; and they pretend not
to have heard any cansure or adverse criticism. Such an attitude on the part of a
teacher is selfish and mean. The purpose of learning is to spread the light of know-
ledge. 1If, therefore, some selfish and self-satisfied teachers were to hide behind their
once-acquired knowledge or the position they were lucky to get, their so-called schol~
arship will be nothing but an instrument of livelihood, It is difficult to call such
people feachers or preceptors; they are, in fact, merchants selling the merchandise of
knowledge.’8 The Upanisadic statement, ‘A learned man who bhas known the joy
of the highest knowledge has no fear from any quarter '8! must be interpreted in
everyday context to mean that a truly learned man is not afraid of challenges, -ont-
roversies or criticisms.

It is natural that {wo persons who have identical koowledge or qualifications
should entertain mutual competition aad rivalry. 82 It wiil be unfortunate if one were
in a high position and the other, equally competent, were to be ignored or discarded.
And if the discarded person were to bz envious of the other, it would be natural in
the light of human psychology; it would also indicaie self confidence, It is the reason
why competitive spirit runs among persons who are equally qualified but are placed
bigh and low by circumstances. Of course, the final test of knowiedge is the conside-
red judgement of the experts in the particular field, Many people may succeed
in parading their kaowledge or skill before an assembly of half baked or mediocre
men, A man of real sound learning, of firm and quick intellectual grasp and of trams-
parent skill in imparting knowledge to others, would stand the test before an assembly
of the learned, The true test of knowledpe is a fire-test. Pure gold is not blackened
by the flames of fire. A man whose knowledge and skill are aot tarnished in the
fire-test given by the experis is a truly learned man.?3

Intellectval grasp of knowledge and the ability to impart it are different things :
and not every teacher does have both. Teachers are, therafore, of different kinds. Some
have a decp and comprehensive knowledge of their own subject, but lack the ability to
teach; there are others who have masterly skill ia imparting to the pupil what they know,
and this skill is 50 impressive that one forgets to gauge thz depth of their rea! learaing; in
the opinion of pandita-Kau$iki, or rather of Kalidasa, a teacher who possesses both the
qualities, sound and profound knowledge of the subject and a matchless sbility to put
it across, is an ideal teacher, one who must be placed at the head of all preceptors.st

If Kalidasa expects such steriing qualities from a teacher, he has some expecta-
tions about a pupil too. Were the teacher not to get a pupil worthy of his calibre,
what chance is there for his learning and skill to scintillate with brilliance 7 A rain-

n
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drop falling in a conch-shell in a sea when the constellation Svati loows in the sky is
alone transfor.ned into a pearl ; in the same way, the learning and skill imparted
by a teacher to a very worthy and deserving pupil blossom into real
brilliance.® The implication of the analogy is that a pupil has to be worthy,
with innate abilities, before a teacher may start teaching him ; otherwise it will be a
sheer waste, In the gurukula system in ancient India, the desire and insistence on the
part of a teacher to take up only deserving pupils had a meaning and a sigaificance.
Instances of preceptors who would not impart real knowledge before putting a pupil
to some kind of severe test are easily found in the Upanisads ; and it appears that
such a criterion contisucd to operate in educational life in later days also. It may
have lost some of its validity, perhaps, with the employment of paid- teachers. The
teacher today cannot exercise this right of refusing a pupil; the ability to pay fees
is the only passport to eduration.

In Kalidasa’s thinking a pupil too had a certain privilege as the tracher did have,
It was considered unfair to ask pupil to show his knowledge or <kill, in a test or exam-
ination, lill be had fully assimilated it.#¢ In modern languags it means that tests or
examinations were for the pupils; the pupils were not compelled to submit to them
unless they were ready. And the guardians were equally alert about this principle.
Queen Dhiarini’s objection to the public show of Malavika’s skill in the art of dance
can bz interpreted from this angle. But it is also true that the teacher, not the pupil
of the pupil’s guardian, will be in a better postion to judge whether a pupil is ready
for the test or must wait. If Ganadasa insisted that Malavikz gave an exhibition of
her ability, even though Dharini thought that Maiaviki was yet "not ripe’, it means
the teacher was confident of his pupil, whatever laymen may think.

There is an educational principie involved in the confidence a teacher may express
like this about a particular pupil. The teachers in those days generally deciined to
accept a pupil with mediocre intelligence lacking the ability to complete a course ia
a branch of knowledge or in art. Dharini asks, ‘If a girl with limited intelligence
spoiled the instruction she had received from her preceptor, how could it be taken as
the teacher’s fault 7 Gundasa replies, with confidence, that it would be the teacher’s
fault; because, “In choosing a pupil not worthy of the standard the teacher shows
his defective intelligence.” 87 It is evident that this principle cannot be opcrative ia
our present educational setup. It may have some scope still in the teaching of some
arts like music or dance; but it is invalid in the sphere of general education. A teacher
may come to grief if he used this principle. And educational institutions, guardians
of students and even the government have no use of it. Strangely enough, the present
day student also my not have any respect for a teacher with an independent mind
and principles, concerned as be is with cbtaining a certificate or a deoree by hook
or by crook, Kaliddsa’s principle that a teacher would show lack of intelligence if
he accepted an unworthy pupil is clearly out of date !
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(7)
Ths thoughts Kalidasa hay expressed about the art of literature aie few, mostly
suggestive, but quite important to understand his artistic inclinations. Dealing with
the Ramakatha in his Raghuvarmfa Kilidasa says about Valmiki that his

‘sorrow  arising from the sight of the bird wounded by the hunter transformed
itsell into a poetic verse.’88

This description of Valhiki’s poetic inspiration bears a close resemblance to the
words of Anandavardhana 8 And since Anandavardhana came later than Kalidasa
(in the 9th century A, D.} it is reasonable to believe that the poetician is imitating
Kailddsa’s words  and sharing his view, It is clear from Anandav:rdhana’s
Dhranyiloka and  Abhinavagupta’s commentary Locana on it that the poetic
principle of rasadivani is being enunciated with this literary allusion. The critical
observation touches the process of poetic creation and literary expression. Paetry
preseats  an aesthetic experience. A poet is stirred into an awareness of such an
experience through emotional perception. Valmiki's heart was profoundly stirred by
the lament of a bird. The sorrow ronsed in his heart by the tragic spectacle could not
but help sceking a spontaneous expression. But the expression also comes in SUgEes-
tive words (dhvani), coloured by the emotion and blossoming through emotion (rasal.
This is the nature of an aesthetic experience which Anandavardhana is propounding
here ; and as Kaliddasa has expressed the experience in words which Anandavardhana
fouad fit to be used, it may be concluded that both, the poet and the poetician, share the
same view about the nature of true poetry : It is that poetry is a spontaneous expre-
ssion of a deeply feit emotion ; postry presents an emotional experience ; and as
such its expression is indirect and suggestive so that it can evoke a similar emotional
response. This is, in brief, the principle of rasa-dhvani, a suggestive presentation of
a deep emotional experience and its emotional impact. It is obvious that Kailidasa
was aware of the true nature of poetry. His own writing furnishes abundant examples
of rasa and dhvani, which have been regarded as the hallmark of literary excellence,

We call such emotional experience presented through the medium of art an
aesthetic experience because it is also an experience of beauty. A beautiful sight, a
haunting melody, an extra-ordinary divine smell, all have such a profound emotional
impact on a sensitive mind as to make it unaccountably restless ; so do deeply stirred
emotions affect us. There is something beautifu! about this, inciuding the restlessness.
We may try to philosophise about the emotional effect or call it beyond explanation.
But it is there; and it represents the heart of the matter we call art.90 Kxlidasa
scems to be fully aware of this high purpose of art; the picture of the emotionaily
disturbed Dusyanta on hearing the song of Harisapadikd is a testimony to it.

Puying his bomage of reverence to Parameévara (Siva) and Parvafi, at the begin-
ning of Raghuvaifa, Kailiddsa describes the divine couple to be ‘as inseparably
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united as word and sense’.9! Reversing the simile it is possible to say that word
and sense, especially in literary art, are as inseparably joined as Siva and Parvati.
In the sphere of literature a word cannot exist without a signiticant sense and no
sense can be imagined except through words. This togetherness (sdhirya) of word and
sense costitutes the texture of literary art (Szhitya-kalé). Bot this also means that
words are imporfant in litcrature only in so far as they convey a sense, namely the
inteat of the peet, the emotional experience he intends to communicate. The pocts often
forget, particularly in the composition of longsr poems and in marrative or descriptive
passages, the relative value of word and sense, and are tempted to play with words only.
It is true that the play with words has an ornamental eficet; figures of word like alliter-
ation, thyme, and the picturesque arran32nzat of letters (cirrabandha) which is a paeti-
cular feture of Sanskrit poetry, owe their existence to word-play. It has a charm of its
own; bat it is not true or high poetry by cymmon consent. Kalidasa too was tempted o
try his hand at word-play, as thie nineth canto of Raghuvamnda shows; but the important
thing is that he checked this temptation, The later Sanskrit poets revelied in the dis-
play of erudition, of mastery over words and in verbal acrobalics. In the history of
Sanskiit literature this is a period of decadencs. As a matter of fact, renownsd literary
critics and theorists had pointed out that poetry which has charm only of words and
patterned arrangement of words, and of the manufactured ornaments of rhetorical figures,
is of a very low order.92 The awareness, tharefore, that Katidasa shows absut  the
proper fanction of word and sense, and of the naturs of high poelry, is very impor-
ant for the art of litcrature.

Ganadasa, the professor of dance in the Malavikagaimitra has expressed some
definite viewson ths nature and function of niya. Narya, which for Kalidasa denotes
dance and abhinaya, the histrionic or the representational aspect of drama, is descri-
bed here as a ‘visual sacrifice’ (caksusa kraru).93 A dramatic (or a dance) perform-
ance Is to be enjoyed with our eyes (and ears); but in describing it as a sacrifice,
a number of things are further suggested, like the grandeur and splendour of spectacle;
association of religion and solemnity; the co-operation of maay is a single accomplish-
ment; a liok joining several people from different fevels of society in a team work;
which are applicable to sacrificial as well as dramatic performances. K3lidasa states
through Gandaisa, that natya has two forms, the vigorous and the tender, demonstrated by
the 1andava and the lasya of Rudra-Siva and Uma. [t may be assumed that a dramatic
speclacle was in the early stages a mimetic dance performance. This is borne out by
the Information available from the Natyasastra of Bharatamuni; and Kalidasa is
probably speaking here about the origin and evolution of drama as a performing
art.9% From the poiat of viiw of the andicace there is no doubt that drama is in its
own class as a source of entertainment for ali kinds of tastes. 1t is so becauss drama
represents the many facets of human life; and it is one form of art which is a meeting
place of several other arts liks literature, dance, muasic, histeionics, architecture,
engineering. painting and other handicralts,
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Pandita-Kausiki says in the Malavikdgnimitra that, the principal thing about the
science of drama is the value of stage-representation’.?® Bharata describes drama as
tvisual poetry’ (dr§ya-kavya.) Naiya ot drima i3 literatare, so far as the story, the
development of the plot through differsnt scenes, and the dialogue in prose and verse
are concerged. But drama is equally an acticle of stage, aod ils theatric representation
involves skillful use of diffcrent kinds of abhinaya and of the art of preseatation. A
dramatist, t> be sucessful, will have to be careful about both these aspects of drama.
Perhaps the stage aspect is more important, because drama is not a piece of lhiterature
to be read in privacy like a poem or a story, but an experience to be visuvalised on a
theatre stage with the mass of humaaity. This implies that 2 drama leaning heavily
on the literary side may miss the stage values, and thereby become only a ‘literary
composition in diatogue foray’ (prabandna). On the other hand, a dram: using
all possible gadgets of successful stage performance may not have the depth
of literature; and in that case it will be worthicss as an experience. All
students of Sanskrit drama kpow how in later days drama turned into a
clever litersry exercise using the same mechanical devices and patterns, losing
in the attempt its value as performing art. Fhe important thing is to achieve a
nice balunce between the literary and the stage aspects of drama. Kalidasa's percep-
tion of these values and his own accomplishment in the art of drama by their
conscious use establish him as a great dramatist.

The Sutradhara about to present the Sgkuntala to the assembled gathering says
with apparent diffitance, ‘I cannot consider my special knowledge of drama produc-
tion to be really well unless the learned (the experts) are completely satisfied.'98 If
Kalidisa said this when he wrote and presenfed his mast rpiece, the remark cirtain-
ly shows his benign modesty. But it is possible to interpret the remark from a
literary angle and get additional meaning ont of it, The learned critics, the exparts,
are the final authority in judging the merit of a dramatic or literary work., And
this means that literature is not only the self-expression of a creative artist; it is
also a communication. And o, the canons of appreciation and assessment cannot
be disregarded. A gifted and inspired writer 'm1y create new standatds and forge
new forms or trends Yet it cannot be denied that a creative piece of literature is
as much for the delight and satisfaction of the artist himself as it must evoke similar
response of satislaction ard pleasure from the discerning reader and the learned
critic. The remark, thus. implies that Kaliddsa knew and accepted the value of
fiterature 2s a coma.uniCation.

(8}

Looking into thoughts of Kalidass on different aspects of life it is now rossible
for us to have some idea about his outlook on life and the values he accepted. In
regard to religion and religious philosophy, social laws and the ideology behind
themm, Kilidisa's aftitude i« of acceplance of the given framework. The historical
background on  which Kablidasa created his ljterature may have made such
an attitude inevitable or n:cessary. Even then the personal note is clear. Kalidasa
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does not brook any revolt or conflict; he prefers quiet, peace and steady established
life. His literature, which reflects this preference, shows that he has connived at or
avoided any coaflicts in the religious and social spheres, and omitted any observa-
tion on the social inequalities and unfair traditions. He appears to believe that one
can remain within the frame of religious and social philosophy of the day and still
enjoy life and derive pleasure from it,

It need not be said that this attitude betokens defeatism, For, Kalidasa maia-
tains and advocates certain ideals of potitical government and of the social iife of
man, They underline the faith that given the necessary ideals and moral values the
life of humanity can be raised to material eminence aad spiritual good.

The feelings of peace and satisfaction, the contented and Jjoyful outiook on life
may, perhaps, conceal some deeper significance than a mere personal attitude. The
philosphy of renunciation and spiritual good is very great: inteliectually no objection
or exception can be taken to it; as knowledge and a way of life it is incomparable,
And yet it cangot be gainsaid that such an otherworidiy philosophy is a negation
of life as it is. A common man surrounded by such a philosophy is most likely to
have a pessimistic outlook on iife and miss even the simple natural jovs of life, It
appears that Kalidasa does not want the common man to be affected so gloomily by
a philosophy which is beyond his comprehension. So, while accepting the religious
philosophy as it was and supporting the highest spiritual value of moksa~dharma as
the guiding principle of man’s life, Kalidasa yet emphasised the religion taught by
Smyrtis and Dharma$astras, the religion of the four castes and four stages of human
existence, leading a man gradually and step by step to the final goal of spiritual salvation,
while enabling him to experience the fulness of every stage of existence. He described
the lives of ideal kings and showed that every stage of life not only demanded certain
duties from man but also cffered some pleasures, Kalidisa never suggests that a man
should give himself to pleasures at the cost of his duties and obligations; that would
be utterly ruinous. But one may not lean excessively towards the other extreme; at
least the common man and the bulk of humanity should not. Kalidasa’s own
phitosophy of living is to live and enjoy every stage of life fully and work one's
way in the end towards God.

Such an attitude, it will be seen, is essential for creative activity and the pursuit
of art, It is really doubtful whether a person rejecting life as it is could ever be
capabie of understanding life and interpreting it fully. A seer and a philosopher
knowisg the essence of life would create a philosophy, not art. In order to create art
you have to be an observer and a critic of life. You have to study life minutely in
all its stages, aspects and facets; and the study can be authentic and complete only
#f you are prepared to go through life and live it fully. This viewpoint includes the
spiritual philosophy of lifs naturally; but it includes also the joys and sorrows of a
full life, A commb>a man will spsak the Ilanguage of spiritual valyes and higher life
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but will aever be able to deny the pleasures to himself, creating thus an internal
contradiction in his life and living like n smooth, self-deceiving hypocrite, Thz philo-
sophy of phased life is, therefore, in the interest of the common man, the largest
section of humanity. Aad for a creative artist it is the only philosophy that will work,

But once this attitude is accepted, with reasoning and logic and with the
consciousness of the failings and weakaesses of man, one’s eyes will be opened on
the beauty and joy that lurk in the ordinary routine of life, the order and seasonal
changes in nature, the smail and neglected things; in fact, one would find ‘fongues
in trees, books in the running brooks, sermons in stones, and good in everything” T
According to philosophy the bliss of salvation, the joys of heavenly existence lie
beyond this mortal life. But on the platform of art the joys and heaven are to be
found on this very earth, Kaliddsa describes Dagyanta returning to the earth from
the heavenly wotld. He stops on the Hemakita mountain, the residence of the sage
Marica who is the parent of the gods. Th: place is just above the earth, many
aerial regions below the world or heaven. It is significant that Marica choss this
place near the earth for his residemce. Seeing the hermitage of Mzrica Dusyanta
remarks, ‘This place is more blissful than the hcavens. I feel thaf I have beea
immersed in a pool of nzctar " °% Dusyanta’s feeling is really significant because he
has visited and lived in heaven. But Matali’s remark will probably carry greater
weight. Matali is Indra’s charioteer and a denizen of the heavenly world. As he
brings the divine chariot down through various aerial regions to the earth he spots
the carth; and he exclaims with sheer jov, ‘Oh, how gorgeous and beautiful is the
earth I % ‘Kalidasa shows us through the eyes of a heavenly bsing the beauty of
our earth. This place of the mortals is as beautiful as heaven, nay, more beautiful
than heaven, Art must bring such an experience to us.

NOTES
1 See section 11, ‘Date : Probable period of life and literary activity."
2, Saradarafjan Ray ; Intreduction to his edition of Abhifaanaiskuntalam.
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6. Kévyaprakia, 1. 2. ‘®4...qa9dwT 6 srarafaadeings
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SUPREME THEME :
Srngara or Love

In understandiog Kalidasa’s thoughts and ideas there was an attempt to disco-
ver his outlook on life. Ia this discussion Kilidasa’s thoughts on love were not to-
uched, The reason is that they deserve a separate treatment. As the major theme of
Kalidasa's poetry and drama his views on love are very important in order to under-
stand his art as well,

Kalidzsa may be described as the Prince of $rapara, Sragara holds the Kingly
position among the rhetorical rasas, and Kalidasa is the ‘grace’ of Poetic Muse who
gives a8 ‘beautiful literary expression’ to this king of seatiments.! Two of his po~
ems and all his three plays carry the theme of love. His lyric Rtusamhira is princi-
pally devoted to the description of the six seasons of nature; but in describing tue
effect of the seasons on the emotional life of man the colourful shades of diffrent
emotions and particularly of love have naturally crept over the canvas. The Raghu-
vamsa sings the praises of ancient kings of the Solar dynasty aad their royal life; but
here again glimpses of ma.ried love and occasionally of youthful love cannot be missed.
The basic emotion of Kaliddsa's literature is, thus, Sragdra or love; it is the sthay?
bhava of his writing.

Before exapining Kalidasa's treatment of love, it will be of some advantage to
consider the objections raised in this comnection. These objections come from different
approaches. There is 3 section of critics who are traditionally very conservative. They
slways think that the vericty of life can suggest a number of themes to a writer;
harping therefore on the theme of love and such intimate subjects is meaningless.
They think that §ragdra and woman who symbolises its pleasures are a  positive
obstacle from raligious and other-worldly viewpoint; the aim of human Jife must be
realisation of God and salvation from the repeated cycle of life and death; as such,
the literary or apy other art that hinders the spiritual progress of man must be deemed
to bs completely irrelevant. Assuming that such an objection is sincere and honest,
it has to be remembered that it is not confined to Sanskrit literature or to Kalidasa;
it can be, and has been taken at all times, in ali countries, against erotic literature.
It is not nccessary to make any particular attempt to answer this objection, Those
who honestly object to literature of love have other kinds of writing availabie to
them, iike the lives of saints and ideal men, and books on religion, philosophy and
spiritful life. The truth, however, is that love has been a universal theme of literatuse
at all times and in ail countries [t is the essential and important emotion that
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moulds and shapes all life. And no one bas the right to tell a real artist what he
should and should not presant in his art. The emotion of love came to be born in this
universe with the appearance of the first man and woman on the surface of this earth;
and it is bound to remain here as fong as there is man on the earth, Besides, love has
inspired and shaped some of the most beautiful creations of art as universal history
testifies. In other words, love has been a pereanial theme of art; and in spite of any
objections honest or hypocritical, it wili remain so,

Another objection to Sragdrg is due not to the description of love as such but
to the excess, the openness in it. An objection from this angle can be both honest
and hypocritical as well. The element of hypocrisy lurk in it because these critics
often enjoy such literature of love im private and turn to it again and again with
relisk. Only they lack the courage to admit their enjoyment in public or the cloak
of decent culture with waich they cover themselves in public appearance prevents
them from speaking the truth, If the objection is on such a fevel of hypocrisy, the
answer is that man is inevitably fond of love; the limits imposed on the pablic
exhibition of love either in art or in life do wvodergo a change with the passage of
time or with an evolufion in culture; so that, what a person may regard as an unbe-
coining excess raay not appar (o be so to another person. A reasonable stand like
this leaves no room for guarded hypocrisy. The readers who admire Bhartrhari for
his Niti and Vairagya Satakas wust remember that the same poet had scored a Century

of love.

But the objection taken against the open description of love, when it is on the
level of art values, is no doubt worthy of comsideration, and literary criticism can
not ignore it, This kind of objection has been levelled against a body of literature
in all countries and Sanskrit drama and poetry do not escape from the charge of in-
decent eroticism, Kalidasa is guilty too of an occastonal excess in his treatment of love
which offends the values of art, The usual example is the sexual love he describes
of Siva and Parvati in the eighth canto of his Kumdarasambhava. Traditional criticism
even in Sanskrit has expressed an unfavourable opinion against this gay picture; and
it is believed, in old tradition, that Kalidasa gave up writ'ng this epic further in the
face of the critical disfavour. Personally, 1 do not share this belief. For, the very
titie of the epic implies only the ‘possibility” of the ‘birth’ of Kumara; and conside-
ring Kalidasa’s leaning on the art of suggestion (dhvani) of wl}ich he is a master,
the subject of the epic is realiy [fulfilled with the marriage of Siva and Parvati and
their union in love. If the story were to be extended further by describing the actual
pirth of the child born of the love union, his growing up, and his marvellous achieve-
ment, the epic theme would not be Kumdrasambhava, but Kumdaracarita ot Sivavamia !
Returning to the point of discussion, it must be pointed out that oge of the ablest
masters of Saaskrit literary theory and criticism, Anandavardhana, shows his frank
disapproval of exccsses in the treatmeat of S;‘ﬁg&m, drawing attention to the many
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aspects of love which can be freated by poets with beauty and relish. But Ananda-
vardhna himself points out that a truly inspired writing of a really great poet can
make all the difference:

Mahakavinam api  uttamadevatd-visiya-prasiddha-sambhoga-$rigaradi  anaucityam
$akti-tiraskrtatvat gramyatvena na pratibhasate] Yathz Kumarasambhave Devi-sambhoga-
varnanam|?

Anandvardhana is speaking about the two kinds of defects that may creep in
literary writing. The defects of the poet himself, his lack of adequate ability and
constructive skill, making the composition defective; and the defects which are due
to the writer's lack of innate creative power Sakti or pratibha, The defects of cons-
truction, language etc. are often shrouded by a poet’s genuine creative power; the
defects of the latter, pratibha, alone expose the common worth of a writer. Kalidasa’s
description of the sexual love of Siva—Parvati does not descend (o vilgarity due to
his extra-ordinary creative ability and genius. What in the hands of lesser poets
would have turned into indecent and vulgar amour has been illumined into beauty
and joy by the postic genious of Kalidasa. The literary principle on the basis of
which Anandavardhana makes this distinction between art and vulgar exhibitionism
is aucitya or art-propriety. And in his treatment of rasa theory Anandavardhana
states that there is no greater defect than impropriety causing break in  aesthetic
relish (rasa-bhanga} while appreciating literary art.3 Love (rati) may be a favourite
theme with the poets. But sexual union is not an exclusive aspect of love. Poetic imagi-
mation can conceive many forms through which iove could be expressed, They could
be cuitured and decent; and they would have the appropriate impact on a reader’s
mind and give him acsthetic pleasure. A writer deserves to pay attention to this kind of
propriety in art, But sometimes even great poets are carried away by their power or
in their enthusiasm they write something which is opot quite proper. When this
happens, Anandavardhana thinks, it is defective art:

Na ca sambhoga-Srigirasya surata-laksanal eva ekah prakdrah, yavad anye apt
prabhedah paraspara-prema—darsanidayah  sambhavanii, te kasmad uttama-prakrti-
visayena varnyante ? yat tu evanwvidhe visaye mahdkavindm api asamiksyakorita
laksye dr§yate sa dosa evab.

The principle of propriety in regard to the type of character described (praker)
and the theme or subject of the composition (visaya) which Anandavardhana insists on
will be quite acceptable. At the same time it is necessary  to accept, on the level of
art, his advocacy of the extra-ordinary creative power (sakii or pratibha) of a poet
which puts a different complexion on a literary presentation. And it means that if a
poet’s theme, the type of principal character he has chosen to be dc'picted, and
the expected art-form of his composition were not naturally favourable to Sriigdra, the
erotic descriptions would prove to be ticklish and excessive and offend aesthetic taste and
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response. On the basis of this literary and aesthetic principle, some of the open descrip-
tive touches in the Meghaduta and the married love of Siva-Pirvall in the Kumdrasa-
mbhava could not be objectionable, at least from the angle of art, Individual taste
may differ; and some would not beable to forget the religious or moral approach;
but they are irrelevant in consideration of real art. The point will be clear, I hope,
by looking at other examples from Kalidasa‘s poetry, In the Raghuvamsa Kalidasa says
that Raghuv, during his miiitary campaign, lingered over the Southern mountains Malaya
gnd Dardura for a while to enjoy and then he crossed the Sahya in order to turn to-
wards the west. But describing this detait with a poetic fancy and double meaning,
Kzlidasa presents the Malaya—Dardura mountains as the {win breasts of the Southera
Quarter, and the Sahya as the aitwkba (slope; buttock) of Medial, Earth personified
as a woman.® The erotic and sexual suggestion in this descriptive touch is plain; and
in the context of a military campaign which is supposed to be brimming with the
heroic sentiment (viraresa), the touch of sexnal love is unexpected, irrelevant from the
angle of art. A verse describisng the death of Tadaka is objectionabls on a similar
ground. The arcow of Rama hit Tadaka on her heart and she passed away (o the abode
of Yama, the god of death; using metaphor and pun Kailidasa has likened her death
to the journey of a woman in love (abhisarika), hit by Cupid’s arrow, wending her way
to her lover’s house.6 This touch is uncatled for in the present context and situation.
Such irrelevant erotic pictures are few in Kaliddsa’s writing; mestiy he adheres to the
values of art. The poiat, therefore, is the erotic pictures would be objectionable only on
the ground of art, and not for any other coasideration. The objection cannot be taken
against the treatment of love, but against the uacalled for, irrelevant excesses which

offend aesthetic taste and response,

(2)

There is another class of critics who are, in fact, the admirers of Kalidasa. They
do not openly criticise Kalidasa’s pictures of love; but they put a different construc-
tion opn them so as to sublimate the emotion of love with the colour of the Vedanta. The
essential point of this interpretative criticism is that in Kalidasa’s treatment of love earth
is transformed into heaven, and the physical love with its nataral biological urge is subli-
mated into a bodiless union of two spirits or souls. And the critics imply by sugge-
stion that a poet who raises physical love to the heavenly level of spiritual love
must indeed be a very great poet and a supreme artist.?

A critical spproach of this kind is the fruit of two trends of thought which need
to be examined carefully. It is assumed ‘a this approach that earihly or physical love
bzlongs to a very low level of life; it has to b2 su>limated; m1n must rise to nobi-
lity from the mere physical level of love. Kalidasa has done this in his lterature;
father he had to do it to make his art worthwhile. This trend of thought is mmplicif
or openly assumed in this approach. It is not beyond common kanowledge that such an
attitude to life is rather negative, born of the philosophy of renuncitation. And yet, 3
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reader of Kalidasa’s literature cannot afford to forget that the post treats of love
and of the relations between man and woman with uninhibited frankness and the cate
of a profound artist. The critics of this class seem to think that if Kalidasa had trea-
ted love only on the leve) of physical necessity and pleasure he would have been a writer
of the common rua. Ordinary men and women love the pleasures of Ife. If literature
were to cater to this necessity and taste, it would serve to nourish only the common
tendenzy of enjoyment of pleasures and fail to raise man on to fhe higher level of
noble life. It means that the approach implies another tendency of thought which
demands from literature the uplifting of buman life aad sublimation of pleasureseek-
ing cmotions sither in a suggestive manner of art or even openly if necessary. in
suggesting that Kalidasa describes rari without amy reserve, but he also lifts his
readers to the higher planes of spirituality, there is an implicit defense of Kalidasa’s
art, whether these critics intended it or not.

This Vedinta-coloured criticism is very pleasing to the ear and the heart. It has
saved Kalidasa from being a common poet in spite of his frank and open pictures
of human love; it has also sublimated Kalidasa whom we all luve. And so, the
approach is bound to delight us. We too have to gain something from this approach
as readers. We may not be sure of what ‘sublimation’ exactly means. Our mind may
linger, like that of Dugyanta, over the cane-bower on the bank of Milini; the picture
of Dusyanta getting jealous of the bee hovering round the lotusfragrant fuce of
Sakuntals may make a deep and pleasant impression on us; but we are fre¢ to enjoy
the poetic and dramatic art of Kalidasa according to our capacity; because some great
critics have assured us that there is something very noble in Kaliddsa's freatment
of love. In other words, this critical approach has saved the common readers as well !

The basic question, however, is what precise’ly does Kalidasa intend by his
poetic pictures to convey. An examination of this critical approach in depth is
necessary not only to understand Kalidasa’s writing but also to understand the
approach of true art.

ip the light of the above critical approach, the Yaksa in the Meghadira, and
Agnimitra and Putdoravas, the two heroes of Kalidasa's plays, will appear to be
common men given to pleasutes of sex and enjoyment of life. The ideal character in
this critical approach is Uma in the Kwmarasambhava. Uma practised very hard
penance, Disrcgarding the frailty and tenderncss of a woman’s body, she abstained
frow eating food; tived on air; did the tape with five fires blazing round her in hot
sammer; even ssasoned yogis could not have done the pemance Uma acteally practi-
sed. Uma materialised in her life the noble values of spiritval existence. That is why
she got Siva; she was merged in the body of Siva. The love of Dusyanta and
Sakuntala went through the trying test of sorrow, Their first mutual attraction was
physical, But Sakuntald was brought up in the hermitage of Kafva, uader his care
and teaching. And so, she was immediately aware of * an emotion coatrary to fapg-
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vana life* that took possession of her heart.® But the awareness did not help her to
check herself; she was swept off her feet by her emotion of love, This was her first
mistake, It led to another. She failed to perform her duty as a hostess which
Kanva had entrusted to her. She did not take ‘cognisance of Durvasas. This was aa
insult to the sage, an error, which brought its own punishment in the form of curse
and her repudiation by her husband. The lonely vow of loyaity and devotion to her
husband which she observed for six painful vears in the hermitage of Marica con-
sumed the dross in her life, purifi-d har love, and she became fif to be reunited to
her husband uander divine blessinz, Dusvanta was a phrthive in every sense of the
word : a king no doubt, but earthly., In his first meeting with Sakuatala he had
greeted her courteously, asking, ¢ Does your penance prosper ?°® But his own inclina-
tion was to turn the tapovana (penance—grove) into an wpaevana (pleasure-garden),10
Dusyanta was addicted to pleasures of iife; he was a seeker of fresh honey, in the
words of Hurhsapadika, It was necessary that he too suffered from the pangs of
separation as Sakuntaiz did. When Dusyanta realised the spiritual sigaificance of
sont as a saviour of the fore-fathers from hell and as an assurance of family continuity,
which is the other-worldly purpose of marriage, and whea he got an opportunity to
fight a batile of the gods against the demons and thercby execule a piece of work
at once unselfish, philanthropic and serving a divine purpose, then only did Dusyanta
rise to the higher level of noble life, sublimating his earthly passions into spiritual love,
and becoming fit to be reanited to his pious wife. This reunion of the chastened
lovers then took place on the Hemakuta mountain, where the parents of the gods
live, a place above the earth and more bzautiful and pious than the heaven itself. Thus
was earth transformad into heaven, the muadane info spiritual; the physical love
was sublimated into heavenly love.

This construction put on the trzatmeat of love in the Sékunrala and Kumarasarbhava
is very pleasing to read. But it is high time for some one to state in cafegorical
terms that it is totally iirelevant to art and fo the litzrary art of Kalidasa in parti-
cular. Such literary criticism gratted on ancient works by later minds prejudiced by
different philosophies is likely to create chaos in the field of art criticism. It is
necessary, thereforz, to expose the incorrectness of its approach which is based om a
different outlook on life. This kind of criticism is born of a particular philosophical
tradition. Already maay critics and most of the coilege teachers are strongly influe.
nced by it. Many a literary critic have used this approach to sing the glory of
Bharata in its emphasis on the ascetic mode of life and spirituality. Some have used
it as a handy and convenient device; so that in any dramatic composition when the
theme runs iato union, separation and re-unioa these critics are ready with the labels,
the first union being called *physical’ and the second ‘spiriteal’ ! And this is not naive
criticism; these critics feel a glow of triumph in tbat they have bestowed on litera-
ture a noble and spiritual sijnificance, A really close examination of this prestigious

13
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critical approach is upavoidable for a healthy, uabiassed eriticism of art and liter-
ature.

Umi observed such hard penance as would have daunted even determined ascetics.
Why? 1a order to get Siva, In the simple language of life Uma did this to get Siva
as her busdand whom she loved from the depth of her hcarst. She resorted to tapa
because Siva was a fapasvi, a yogi, whose heart could be touched only by tpa; the
aitractions of youth and feminine beauty, stirring of homan emotions and biand-
ishments of nature had failed to produce any effect on Siva’s mind. The effort of
Umi, therefore, is like that of a young girl who identifies herself completely with ths
absorbing interests of her yousng man, who stroggles to achieve some measure of skill
or efficiency in that interest, in order to win his heart for herself. In other words,
were the hero of this themwe different, interested, say in lute-playing, the heroine
would have displayed absorbing interest in music, striven o get mausic lessons from
him, and thereby work her way to his heart.!t The art design is unmistakable; aad
it is uscless to put one’s own coasiruction on if to suit one’s fancy or pet philosophy,
If penance undertaken to win a husband were tp be r:uard:d as spiritual exercise,
what name is to be given to the careful efforts made to get a suitable wife and to
the pain of waiting till fulfilment came ? Siva is the greatest of yogis by traditional
standards, When the severe penance of Uma pleased him, why did he not appear
before her in his trua divine forra and carry her straight to spirttual salvation? Why
did he hold Uma’s hand as common lover ? And why did Kailidasa himself describe
the marriage of this couple with all the loving details of mandane celebration and
carty it upty thzir honeymoon? in  stead of showing Siva and Uma perched on the
peaks of Kaildsa and lost in divine samadhi, why did Kalidasa choose to take his
readers into the privacy of the couple’s bedchambzr? A child being born is an ordi-
pary and natural eveat in the life of a married conple; but the gods belong to a
different category altogether. If gods allow themselves to be born the birth uades-
scores a divine purpose, that of ‘protecting the righteous and punishing the cvil-doers.”2
Kalidasa could have shown the birth of Kumiara in some marvellous, supernaturai
way, without describing the union of love; why did he not do it? It appears to me
that the above, so-called spiritual approach of criticism is incapable of explaining
some of these details in Kalidasa’s treatment of a love theme,

We witl be driven to the same conclusion, I am afraid, if the story of the love
of Dusyinta and Sakuntala were to be examined without prejudice and pre-conceived
philosophical attitudes. [f Dusyanta’s first greeting to Sakuntaid was, ‘Api tapo var-
dhate 7 was it not quite natural and merely polite in the aframa surroundings? As a
matter of fact, Sakuatald was nof doing any penance. Dusyanta knew that she was
frightened by the bee pursuing her, and he made his appearance before the gicls chali-
enging, on kingly authoritv, this avinaya or impudence perpetrated on the innocent
girls of the hermitage. Dusyanta should have really asked her about her frisht and
pervousness. In stead, if K3lidasa’s Dusyanta puts a question about rapa, it means
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only that he is on formally correct behaviour; or else he felt suddenly embarrassed
in the presence of the girls, his interest in themn clouding momentarily his sense of
propriety. This is only psychological interpretation that fits the dramatic situation,
Later when Dusyanta asks about the possibility of an ascctic vow (Vaikhinass-vrara)
that Sukontala may be observing, her friends assure Dusyanta that KaDva intended
Sakuntalz to get marrivid to a suitable husband Wil Kalidisa's own plain statement
that Kanva had never ihoughi of rearing his foster--dzughter into a tapasvini, the
reference of Sakuntalit (o ‘an ewotion contrary to hurmitage life’ (tapovana—virodhi-vikara)
nceds a better and correct interpretation, IF Sakuntald were a little friphtened by an
overwhelming emotion, she had never experienced before, if she is nervous by a sense
of wrong, it it a prool of her keen conscience and of her ability to scarch her own
mind even in an unsxpict:d situation of embarrassraent; it Is alsa an evidence of the
aérama discipline which Kanva had taught and which Sakuntala had absorbed. The
truth is, as Kalidasa suggests, that Sakuntala was so innncent that she had not known
love for a voung man to this moment; and therefore when the emotion seized her
all of a sadden, she did not kaow its meaning and thought that it was opposed to
her asrama way of life. Th: arrival of Dusyanta 1 Kanpva’s hermitage disturbed its
usual peace in a pzculiar way : the agitation of the ¢lephant frighten=d by the sight
of Dusyaunta’s chariot reprerents the outward form of this thrilling disturbance; the
nervons agitation in fhe mind of Sakuntald represents its inner, pivcholosizal form.
Kalidasa is almost unrivalled in piling colourful and suggestive touches in an atmos-
phere and creaiing out of them an artistically sigaificant form. But what right have
we to interpret a poet’s artistic suggestions in any way we fike?

The $astra ru'e about vyufijand or art-suggestion is that it must come in the
wake of the expressed sense (vacy@rtha—uaksipta ); that is to say, the context provi-
ded by the poet and his perspective on the theme, the character of the person speak-
ing the line or of the listener in the slory, aad such other factors determine the
direction of the suggested sensc; it is nct 2 fanciful meaning imposed by anybody’s
will. Such a scientific limitaticn (Sastra-marydda) is absolutely necessary, if a poeti-
cally sugmestive sense weie not to be a mockery or nonseznse. So, if Kalidasa had tho-
ught the love of Dusyania and Sukuntald to be really rapovana-virodhi his develop-
ment ot the love-story would lose all meaning. There would be no point in the assur-
ance given by Sakuriald’s companions that Tata Kadyapa had decided to macry Sak-
untala with a suitable husbanrd., And Kanva himself had no nced to congratulate Sak-
untalz on the choice of her love-pariner and bless her from his heart. For, all such
love is physical, and the craving of passion has to be restrained and controlled in
higher, spiritual irterests, Kalidasa should have shown this daughter of a sage che-
cking herself at the right inoment, rejecting the earthly passion of Dugyanta, and be-
coming an ides! sanydsini, to the delight of these philosophers of spiritualism. But
this does not happen in Kalidasa’s play. It means, therefore, that the reference to the
semotion contrary to hermitage life” and the jocular observation that Dusyanta tur-
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ned the fapovana into an upavana are intended by the poet to convey something alto-
gether different, The artistic fact is that the unexpected meeting between Sakuntala
and Dugyanta is not an everyday occurrence in the life of a hermitage. It happens
once in a while; and when it dogs it cannot help affecting its usual peaceful and
monotonous life. A serious love affair ia the peaceful, disciplined life of aseetics or
say of college students is an unexpected happening which is bound to cause aam agit-
ation and a stir. Such a thing may happen even teday in a yoga-asrama, a college
or a school ; and it will create a great disturbasnce, We describe such a  happening
as ‘virodhi® in the simple sense that colleges, schools or adéramas are not the places
for love affairs or for fixing marriages. And yet unusual though, such things may
happen occasionally. When they do, the normal disciptine of educutional or ascetic
life is temporarily disturbed. The authorities may issue a warning of give common-
sense advice to the young people concerned in the interest of their own future life.
But no one would pronounce a deadly curse om their heads or rusticate them from
the educational institution simply because they happened to fall in love. The warning
and advice are perhaps necessary to maintain the geneal discipline and to see that the
attention of the students is not deviated from their studies; chiidhood and young age
gre meant for study ; love and marriags can come at the und of the educational car-
eer ; this is the normal channel for normal life ; that is all. Further sometimes when
jove strikes a young heart there is aiways a possibility that the choice of a pariner
may not be correct; the young people are too blinded by their passion to see ahead,
and that may seriously harm their future life. Kalidasa shows this red light of poss-
ible danger by letting his Kagva use the imagery of a sacrificer whose eyes are bli-
nded by sacrificial smake and whose oblation may, therefore, fail outsids the ritual
fire. Fortunately Sakuntala bad fallen for the right kind of man. Kanva himself is
convinced about his daughter’s worthy cheice ; Dusyanta, sccording to him, i3 ‘the
foremost among the worthy’ (arhatam pragrasarak); and noboly could have made a
better choice than this. Kanva, therefore, feels that in bestowing Sakuntala on Dus-
yania he is handing over his vidya to the wortbiest pupil, and that there is absolu-
tely o cause for any sorrow of repentance!s. This is all that artistic picture of Kali-
dasa conveys; and there is nothing in Kilidasa’s writing fo indicate that the poet
had any further suggestions to ofter. "ow far, therefore, can the process of vyaiijana
be stretched ?

In this picture of Kalidasa there is no repudiation of patural love, nor denial
of marriage. This is not to be confused with any mistakes notion of promiscuous
libecty, For, the students who were given education in the ancient gurwhulas or the
hermitages of Jearned sages had to follow a certain discipline, which was perhups
more exacting than the one prevailing in modern educational instituttons. The boys
and girls in the hermitages had their daily duties assigned to them?®. oasulting the
clocks of the Sun and the Moon they had to fcli their preceptor  the time for his
daily ablutions, ritual and fire worship ; they had to colicct and lerch from the for-
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ast the sacrificial faggots, flowers and fruits ; make preparations for the daily wors-
hip and the morning and evening prayers and offerings; the girls were required fo
water the trees in and about the hermitage, fetch water from river or water-resery-
oirs, help in preparing meals for the sérama rtesidents, and so on. The learning of
Jessons was accompanied by such daily discipline. If after completing the course of
edacation a particular pupil wanted to lead an ascetic and celibate life there was no
bar. But it is obvious that most of the pupils took their preceptor’s blessing and
entered the householder’s stage of fife. In the restrained and disciplined atmosphere
of the contemporary tapovana ot térama the pupils were principally devoted fo their
studies and to imbibing the moral and cultural discipline inculcated by the teachers.
Jo this sense a fapovana could not be an upavana. Bat it does not imply that the
elders taught the young geperation to suppress and kill natural impulses and emot-
ions. Were it so, the gurukulas and &§ramas would have been schools for turning out
sanydsins and yoginis. The fact, on the confrary, is that the initiation and training to
jove creepers and flowers in nature, animals and birds, to behave with brotherly feeling
and affection with one and ail that the pupils got here, both by precept and txample,
was apt to prové to be a noble foundation of their future life. This is best illustrated
in the life of $akuntald herself. Kalidasa has nowhere repudiated the love that further
Jeads to married life. No character in the Sakuntala has even covertly suggested that
it was a tersrible mistake on the part of Sakuntala to respond naturally to the dem-
and of her body and mind, and that, therefore, she rightly deserved the terrible pu-
nishment. The entire evidence of the play is apainst the interpretation of error, pun-
ishment and sublimation as the theme of the poet. The Vedanta-biassed approach is
an after-thought, and a construction totally irrelevant to the design, purpose and ion-
tention of the artist,

The .terpretation put by the above approach on the curse of Durvisas is simi-
larly twisted to suit its tread of philosophy and confuses the basic issues, Sakuntala
was not aware of the arrival of Durvasas in Kanva’s hermitage and that is why she
did not go forward to welcome the guest. And she was not aware of any ome’s afri-
val because, we are teld by the dramatist, Dusyanta had left for his capital the same
mozning!d and Sakuntald was experiencing the fresh pangs of separation from her
recently married husband. Though she was physically preseat in the aSrarna her heart
was not thereis. If, therefore, in this condition of mind she did not hear the sage,
is it a serious offence ? And whom was she thinking about, apparently neglecting
the sage 7 Was she not thinking of her husband only ? ‘The anxiety about her hus-
band has made her uamindful of her own person; how could she then be aware of
an uninvited guest 7" This is the observation of Sakuntald’s companions. The critics
of tae spiritual approach have not the eyes, appirently, to see the dramatic situation
created by Kalidasa or the eais 10 hear the words of the companions. They would
like to take the curse as a punishment to Sakuntala for neglecting her duty of atithi
—~satkara. Which Sistra imposes the penalty of terrible curse on @ newly married girl
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for losing her mind at the first anguish of a separation and for thinking of her own
husband at the neglect of a guest ? The eatire situation is handled by Kalidasa with
delicate suggestions; yet they are so eloquent that it is a wonder how - any critic
could miss them. Particularly worthy of nots is the character of Durvidsas that Kali-
dasa has created with a few deft touches. Durvasas is an zganiuka; he came to the
hermitage suddenly, unexpectedly, and without invitation. He is by nature swlabha-
kopa, easily provoked to uncontrollable angec without prop-r reascn ; he i3 parkrri-
vakra, crooked and twisted by temperament, and would refuse to listen to any plea
however respectfutly subinitted by any one??. [ neglecting a guest were an  offence,
Sakuntala committed it unknowingly ; it was the first ever offence in her life ; and
innocent as she is, she did not realise the terrible consequences the power of an off-
ended ascetic could imense upon her for a non-deiiberate, unintentional neglect. Con-
sidering the total circumstances should not the sage show mercy to sakuntalz, a girl
who is like a daughter to him, znd parden her 11® Who could bura with his anger
a daughter-like girl for ar unconscious negiect, except, of course, Durvasas 7 It is the
nature of fire to burn anything that comes into its close contact! ; it is the nature
of an irascible sage like Durvasas, puffed with the pswer of his penance, to prono-
uace any curse that comes to lips and refuse to take it back even when # is shown
to be vnjust. Else, who would pour boiling waler on a delicate Navamaliki ereeper®®
or subject an innocent girl like Sakumtalz to the dire consequences of an unmer-
ited curse ? A careful readiog of the statements and epithets used by Katidda io
this situation (which ! have parapiirased in my analysis), with their possible sugges-
tions, will lead apy one to believe, like the companions of Sakuntala, that the poor
Sakuntal3d has been an unjust victim, by a stroke of misfortune, of the anger of an
unreasonabie, obstinate and egotistical sage. The words of the poet and the poeticsl
suggestions that flow {rom them reveal this intent. There is no ground, therefore, in
Kalidasa’s text to take the curse as a punishment for earthly or physical love, and
suffering as a remedy for its sublimation,

It is obvious that Kalidasa believes in previous existence. There was something
unioward in the fate of Sakuntala. Kalidasa has dropped anm artistic hint of the ‘un-
favourable fate (pratikiila duiva) of Sakuntala at the beginning of his play.? Accor-
diog to the religious philoscphy of the Hindus, 4 person’s fate s determiped by the
deeds dooe in  previous life { pirva- janma); what be does in the preseat existence
will determine his pext birth. In other words, the suffering of Sakuntald is a result
of somcthing that happoned in her fermer birth. It Is this abstract notion of fate to
which Kadlidasa gives a material shape fn bis art design by the curse of Durvisas,2?
That is also why he hceps this dranmatie, thrilling and shocking incident 'behind the
curtain’; because the curse is 7.7 a material happening determined by cause and eff-
ect of the momeni ; it is a symbot of fate, the link of which goes back to previous
birth. Sakuntals’s father Kanva fried to smoothex the vonseguznces of the untoward
fate by wodertasing o pslgrimage to Somatirths, A father’s unsaifish love for his da-
ughter may soften the attack of fate ; it has no power to change it. So, Sakuntala
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suffered : but the ascetic and religious merit of Kanva must surely have saved her
life from total ruin. When she had goae through the misery destined for her she was
re-united with her husband and happiness came in her life. Dusyanta had nothing
to do with the curse incident ; vei he too suffered because he was wedded to Saku-
ptald and had to share the consequences of the curse with her. This is the mecaning
of the sufferings of the lovers in Kalidasa’s art, From the angle of art the story of
Dusyanta and Sakuntald is a tale of devoicd Jovers whose happiness was spoiled for
some time by an angry. unfavourable fate ; it is a tale of love plunged into misery
by misfortune ; or to use a Shakespearean phrase, it is a story of “a pair of star—
crossed lovers.'
(3)

The character of Kalidasa’s Dusyanta must be comsidered along with his other
dramatic heroes One reason for doing so is that the criticism of Dusyata’s character
and actions is appticable, more or less, to the other heroes as well. Another reason
is, among the literary creations in Sanskrit literature, wemen are generally shown to
be ioyal and devoted to their husbands ; on the other hand, the religious and sociai
code permits men to have many wives aod as such their lovalty or love for one
particular woman appears to be rather suspect. There are some neglected women in
Kalidasa’s literature ; but their loyalty is unquestionable. Uma was ready to throw
away her life in rigorous austerities in her singleminded love for Siva. Sakuatals,
clad in soiled dusy garment, endured the soirow of a long separation in her devotion
to her husband. Sita accepted desertion and lonely stay in forest-regions without a
word of seproach for her royal husband. Rati proved her undying love for Madana
even after he was burnt to ashes. These are women pure in character and devoted
to their own husbands. Dbaring, Iravaii, AuSinari, Hamsapadikd, these queens had
occasions to express their anger or displeasure at the conduct of their king-husbands;
but none ever rebetled against her husband or behaved contrafy to his wishes. The
fndian w>Bia seams to inherit the generosity and tolerance of the mother earth,
Kzlidisa’s portraits of wonen naturally evoke respect, admiration, affection and
sympathy. Besides, there is generally a stream of compassion in the minds of male
readers for women characters. Except, therefore, for a little displeasure at the neglect
of some womcn in a polygamous social picture, there is not likely to be any adve.
rse criticism against the women characters of Kalidasa.

The critical a‘titude to the heroes of Saaskrit drama is, however, different, With
a few exceptions like Siva and Rama and Yaksa heroes of Kalidasa, particuiarly of
his play’, arc polygamous, The dramatic story generally shows them falling in love
with the young and beautiful hercine when they are already married and have one
or two wives, and in the casz of Agnimitra, cven a chitd. The hetces’ talk of love,
therefore, appears to bz an cxpression of passion or lust, sometimes quite open to
be indecent to modern taste. 'Thus, the heroes take particular interest in  beautiful
youttig women ; they arc pleasure-seekers ; bees, ever in search of fresh honey ; lov-
ing themselves primarily and their pleasure. How could then one feel any assuranc:
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about their professed sincerity and devotion of love ? It is not possible to ignore
this opinion or criticism if Kalidasa’s treatmcnt of love and his philosophy of love
were to be correctly appraised.

Does Kalidasa really intened fo paint man as inconstant, given to pleasures and
treating woman as a mere object of enjoyment ? Even from the angle of realism it
will not be possible for usto accept such an iatention on the part of the poet. There
are two reasoms for rejecting the possibility : It is not only Rama but Dusyanta,
Purfiravas, evep Agnimitra, that is to say the kings portrayed by Kalidasa, stand
for the contemporary ideals of men in social life; they represent the social ethos. If we
do nmot want to accept these ideals we are, in the present day, at liberty to reject
them totally. But we also have to remecmber that social ideas change with the passage of
time; so that the ideals of one age may not appeal to people in another age. How-
ever, such a change in attitude does not alter the fact that the ideal men in one
particular age were really ideal for the people in their age; this is the soctal and his-
torical truth, which our present distike or prejudice can neither suppress nor change.
We are inclined today to look upon Rama, who had only one wife, as the social
ideal of man. But that does not give us any right or authority to treat Dusyauta
and other much—-married men as mere pleasure-seekers and philanderers, Kalidisa
bad to accept this social fact of his time; and with it he has painted Dusyanta and
his other heroes as ideal kings. If it were permissible to ignore this social and historical
fact in private life, according to present-day likes and dislikes, to do so in the sph-
ere of art is positively stupid. The second reason is that the Sanskrit theory of liter-
ature and drama had evolved certain canons for literary composttion; it was laid
down, in course of time, that the hero of a poetic or dramatic compositioa should
be one of the four recognised types, namely, dhireditta, dhiralalita, dhiroddhara and
dhiraprasanta. The Sanskrit writers gencrally foliowed these literary canons and ead-
eavoured to present ideal or represestative characters, If the literary canons had not
yet been stientifically shaped in Kailidasa’s times, it must be remembered that he
had the ideals of Valmiki and Vyisa before him. Besides, a student of literature is
perfectly aware that ail ancient literatore leaned towards ideal and representative pi-
ctures of social life; to treat man as a lowly character with all his foibles, vices and
crimes i¢ a realislic tendency of the modern age. Thus, Kalidasa's heroes fall in the
category of dhirodatta ov  dhiralalita nayvakas, They are ideals of that age. We have,
therefore, no buisness to adopt a modern, extrarealistic attitude and treat these
heroes as flippant, sex- hungty mep, according to our standards of private and social
mortality. It is far better to let the ancient classics alone if we cannot understand
the approach of art.

The point is that a reader has to cuitivate an objective attitude in the study
of art. The heroes of Kilidasa and other characters in Sanskrit literature should be
understood in their contemporary setting, without trying to judge them aund their act-
ions with our own standards of morality and behaviour, We owe at least this much
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to our ancient writers, And how could one understand the men and women in the
past age without understanding the contermporary context of time and place ? Shak-
espeare bronght a ghost on the theatre stage and made him speak to his living son
in human language; he made three witches dance round a boiling cauidron and pre-
dicted through them a future happening. Our readers are prepared, I think, to under-
stand thess scenes as comsistent with public beliefs in Elizabethan England. What
they apparently refuse to understand are the customs and beliefs prevailing in the
past in our own country. An example is the social custom of polygamy. Does any
one deny in the present day that it was an unfair social custom which created social
imbalance and considerable misery ? But it existed in Kalidasa’s times; how could
he make it un-exist and paint monogamous heroes against the glaring social coadi-
tions ? No writer can afford to run counter to the social life of which he himself
is a part; and Kalidasa, unlike Bhasa, is not a rebellious writer; he works within
the existing religious and social frame, What kind of art criticism it is which fails
to recoguise these facts and imposes criteria of the following ages ?

We understand from social history that not only kings but rich men also pra-
ctised polygamy in those days. The case of the merchant Dhanamitra mentioned in
the Sakuntala leaves no doubt about it, Apart from the sanction of religion and
social practice, the question of polygamy is basically rooted in economy. A modern
young man may be hard put to supporting one wife; how could he plan a harem ?
But it appears that in the ancient economic conditions it was possible for a man fo
have more than one wife either for pleasure ot for sharing the occupational burden
of the family; rich men could afford many wives; and a farmer too would get more
wives to work his farm because that was more economical than to engage paid servants
to work for him. These conditions bave prevailed upto quite recent times among
the agricultural and Iabour classes in India. There was another consideration of
social prestige which a student of social history cannot ignore. It was regarded as
prestigions for a man to have many women besides his wedded wife; instances
could be picked up till the eighteenth century during the rule of Peshwas in Maba-
rashira. The point is that it is wrong to use polygamy as a weapon fo strike at
the heroes of Sanskrit drama. Polygamy was an established social fact of the times.
Rama, whom a modern reader may very much admire as an ideal hero and a very
loving busband, had three mothers. His own father Dasaratha had three wives, and
instances like that of Rama are exceptions to the prevailing social order. Had Kali-
dasa bypassed this social fact, ran far ahead of his times (to please the twentieth
century readers ?), his contemporgary spectators would bave rejected his plays as
unrealistic, distorting the existing social facts. The question of personal likes and
dislikes is, in this case, completely outside the design of art.

The context of the contemporary social realism discussed above will throw a
different light of understanding on the women characters and their portrayal in
14 |
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Sanskrit literature. Some of the epithets and vocatives used by the Saaskrit poets in
g description of or conversation with a woman character would appear disrespectfuil
and indecent today; nay, they might lead to court proceedings if used in modetn
writing. How could then the Sanskrit poets use them ? The open references parti~
cularly in dramatic dialogues call for an explantion. The dramas were evidently
written for stage performances and were staged at a king's order or on the occasions
of religious holidays and festivals and in celebration of seasons, harvests or important
events. Men from all ranks of society, including old people, children and women,
attended them., Why did they not object to the open references to the heroine’s
breasts and buttocks in the poetic passages or comversation in the dramas. The point,
I think, is obvious. Ideas of cultural decency do change from age to age. So, it is
not true that the Sanskrit poets or their heroes are deliberately obscene or sex—-mad:
the truth seems to be that the modern readers have no perspective; men in the past
age used the words aad allusions in frank acceptance of the facts of life and in
open-appreciation of the beauty of the female form; while the modern readers seem
to read in them obscene motives and, ignoring the social conventions in the past age,
accuse the old heroes of indecent attitude to women,

It is possible to look at the epithets and vocatives from another angle yet. Puru-
tavas, in the third act of the Vikramorvasiya, expresses a loving desire that Urvadi
came gently and closed his eyes from behind with her fingers.?3 Urvadi who was
standing at the back of the king, invisible by her divine powers, likes the idea and
acts accordingly. Purtiravas recognises the loving touch and says to the Vidagaka who
is by his side, *My friend, this is the maiden with beautiful thighs bom from the
thigh of the sage Narayana !’2¢ If the adjective used by the king were to be taken
literally it would be a puzzle how the king could know that Urvasi bad a pair of
beautiful thighs from the touch of her fingers on his eyes ! It appears, therefore, that
many words referring to the parts of a woman’s body had lost tieir expressed sense
at least in poetic and romantic contexts, and come to indicate the metaphorical sease
of ‘beautife!’. ‘Varorw’ in the example cited does not really express the sense of ‘thi-
ghs’ but indicates only ‘a beautiful woman’.?® These linguistic considerations are imp-
ortant for art criticism as well.

The detailed description of the physical beauty of a woman which is of common
occurrance in Sanskrit literature may now be viewed from a correct angle. In the
first place, such descriptions of a womas’s beauty are the stuff of poetic writing,
and would be found, with variations, in all literatures. Secondly, the basic intention
in them is aesthetic, that of conveying a semse and fecling of beauty. Thirdly,
the poetic imagination has always leoked upon woman as an embodiment of Ioveli-
ness, an image of beauty, a figure of irresistible charm and attraction. ‘Thou art a
bandiwork of God’ says Tagore about the woman, Two thousand years before him
Kalidasa conceived Urva$i as created out of moon, cupid or the verpal season.26
About Sakuntald he thought that the Creator God could pot have dared to fashion
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her by the usual process of creation; he must have first poured all his skill and power
in sketching a flawless, perfect picture of a woman ob a canvas, improving it conti-
puously with cureful touches; and when He was convinced that it could not be further
perfected, then he must have breathed Jife into the picture; Sakuntalx came to be
born only in this way. 127 Such descriptions of beauty are a treasure of all literature.
And love for a woman is not merely the prerogative of a poetic mind, it is the abi-
ding emotion of human heart and a bliss of man’s life, Unfortunate are those who
cannot enjoy beauty from poetic writings and from art on the aesthetic level.

(4)

Kalidasa had to mind the social conventions ard the literary canons prevailing
ip his times when he came to create the heroes of his literary preces. It is very easy,
in a male-dominated polygamous social state, to accuse a man of inconstancy in love,
fickleness and selfish pursnit of one’s own pleasure. But if a man’s love for a woman
were thus untrustworthy, it will be terribly unjust to the woman in the society, andit
would also destroy the very essence of art, because in art, at least, if not in real
life, we do expect ‘poetic justice’ to operate. It appears that Kzliddsa was fully
aware of this coanflicting situation io social life and in art. And to face the dilemma
confronting art-representation of love in human life Kalidasa appears to have wused
some artistic devices and used some special constructive effort

(1) Kalidasa arranges in his plays to ridicule or criticise his heroes for falling
in love with a new, young, beautiful gir]l although they are married and have a wife
or two, sparing the reader/spectator any effort at criticism for their amorous behavi-
our, The characters in the dramas ridicule the heroes without ressrve or criticise
them frankly. Kzlidasa maintains a playful atmosphere in his plays; but treats love
quite seriously. It may not be wrong to say that it is the general pattern of Sanskrit
drama, approved in theory, to treat the theme solemnly in spite of merty and light
colours, which may be a concession to plessant entertainment. Barring the pattern of
prahasana and a bhana, a flippant and merely amusing treatment of love is unthink-
able in Sanskrit drama, From this theoretical angle the fun and criticism poked at
the heroes by the dramatic characters themselves will appear to be purposeful. In
fact, they provide a searching test for the integrity and sincerity of the love
professed by the heroes.

The least likeable of Kalidssa’s dramatic herces is Agnimiira. He has two
gueens, and a grown-up son cgpable of leading am army guaiding a sacrificial horse.
These circumstances give his love for Malavika the colour of a passing romantic
escapade, What queen Dharini and Iravati say to Agnimitra in connection with
love affair has the sharpness of open taunt and the bite of asger and frustration. The
plain-spokenness and ridicule in their words would not have been possible normally
gven for the quecn of a ruler whose royal authority is beyvond question. More blunt
is Gautama the clown and companion of the king, whose passing remarks through-
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out the play leave Agnimitra without any vestige of digpity either as a king or as &
hero of the dramatic action. It appears that Kalidasa has exposed through this pict-
ure the hypocrisy and unfairpess of the polygamous state of society,

Kalidasa appears to have used the wedded queen and the clowncompanion of
the king as weapons to test the hero’s protestations of love. The Vidugka in the
Vikramorvasiya is a blundering fool. But his foolishness exposes the love affair of
PurGravas and the king has to face the anger of queen Ausinari. And when the
king gets a little impatient in the company of Urvasi on the terrace of the Mani-
harmya palace under the brilliant full moon, it is this fool of a Vidusaka who asks
the king sharply, ‘Is it night of darkness for you two already 928

By placing the King-heroes, whose social greatness could never be challenged, in
such situations of amusing ridicule and sharp criticism what Kalidass suggests is
that there is nothieg clandestine or underhand in their love affairs. And when the
king-heroes are shown fo be accepting the open ridiculc and biting criticism meekiy,
with & readiness to explain and apologise, when they could have stopped such non-
sense and insubordination by lifting their little finger of kingly authority, there is a
further suggestion that their love for the young heroine is not a flippant affair but
an inevitable urge of the heart which cannot be checked. This is the meaning of Kali-
daga’s portrayal of love,

in the portrayal of Dusyanta Kialidasa has deliberately avoided introducing his
queens on the stage in order to save his hero from embarrassing sitvations which
might affect his dignity as a king and as a hero. But while changing the form of
dramatic construction in this manner Kalidasa has not forgotten to provide the nec-
essary comment ot the hero’s action in order to test the sincerity of his new love.
The Vidisaka Madhavya is the first critic of Dusyanta. The Vidusaka’s opening {hru-
st is that Dusyanta’s love for Sakuntala is only lust for an attractive hermit’s daugh-
ter (1apasakanya)?®. Surfeited with sweet dishes a person may tura for a change to the
sour tamarind; Dusyanta’s passion for Sakuntala, after his pleasures with the jewel-
like women im his own harem is not in a different category: this is the Vidusaka’s
second attack.3 The first implies an action ageainst the accepied code of religion; Sa-
kuntala is & tdpasa-kanys, that is to say, a daughter of a Brahmin; entertaining de-
sire for a girl of the higher caste, Dusyanta being a Ksatriya, is a form of prari-
loma family connection; and it is not normally desirable, as it upsets the code of reli-
gious duty expected from the four varpas. The force of this criticism is that a king
is bound by duty to respect and administer the religious laws in practice, and not
set a bad example fo his people by violating them himself. But, of course, the Vida-
saka’s criticism was not wll founded. The factual account of Sakuntsla’s birth rem-
oves this ground; the fact that she was born of a royal sage and a celestiai nymph,
and Kanva was only her foster-father, proves that she was fit to become the wife of
a Ksatriya (ksatra-parigraha—ksamay; if Dusyanta, therefore, desired to have her there
o
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was nothing objectionable in that from the point of view of religion. The second
criticism of the Vidasaka implies that Dusyanta’s attraction for Sakuntala may be a
matter of ‘chabge of taste’, that is temporary, and facking the permanenty of a deep
soul-stirring emotion. If so, Dusyanta is likely to seduce the innocent girl, and after
he had his pleasure deserf her; this would be a moral and social crime, ruining the
life of a young gitl. In r1eply to this sertous criticism Kalidasa’s Dusyanta paints a
glowing picture of the incomparable and exquisite beauty of Sakuntala. The sugges-
tion is that any one in the world would want a girl like Sakuntald to be permanen-
tly his wife; if the utter loveliness of this girl awakened only a momentary lfust the
person musé be an ass, not a human being with eyes, mind and a heart, The artistic
suggestion of the entire scene is that Dusyanta’s love for Sakuntalz is neither aga-
inst the religious code nor is it shallow and flippant. The Vidusaka is convinced of
Dusyanta’s deep feeling and sincerity; and when he learns in further conversation
that there are some signs of favourable response from the giri he then says to his
royal friend, ‘Foke enough provisions with you; it’s going to be a long journey.’31

(2) There is another suggestion from the above scens which deserves to be separ-
ately worked out, In all Kilidasa's writings there is no example of a love effair which
is either prohibited by deceant social custom or which is against the accepted religi-
ous code, As a matter of fact, it is anof necessary to adopt such an orthedox and
holy attitude in the sphere of art. And yet, Kalidasa observes this rule. It could on-
ly meen that Kalidisa does not want his heroes’ actions in love to offead religion.
It goes without saying that the poet is trying artistically to guard his heroes against
any moral lapse or loose behaviour. The love of Dusyanta for Sakuntald has been
tested prior to its fuilfilment by the Vid@gaka; it is thoroughly approved by the sage
Kanva; it is further tested by the tesrible sufferings of Dusyanta when his memory
blighted by the curse returms; and it is finally blessed by Marica, the parent of the
gods. Even in the case of Agnimitra queer Dharini consents to his marriage with
Mazlavika when it is revealed that she is not a maid but a princess in disguise. Here
again, the gencral rule of religion is unconsciously followed. Urvasi is a nymph, a
heavenly woman; this is the link of propriety that biands her to the mortal king, Pur-
Qravas.

(3) A close scrutiny of Kilidasa’s picturés of love reveals yet another aspect. It
doss not appear that the love the heroes feel for the beantiful heroines terminate once
their passion was satisfied. Love does not appear to be a conquest of beauty to thems;
so that once they marry the heroines and dump them in their harems they cease to
care for them, like some of the Indian state Rulers. On the other hand, the heroes
wish from the beginning to masry them legitimately, not have a causal passing affair;
and after the marriage install them on the honourable position of the mistress of the
palace and the crowned queen. The heroes do not show the slightest tendency to
nse their anthority or the social belplessness of the woman to serve their seifish ends
or gratify their momentary fancies. The physical impatience and the mental torture
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of the waiting may be very intense; and occasionally they may be led to hold the
heroine’s hand, steal an embrace or attempt to kiss her; but such occasional physical
liberties, prompted by the intensity of love, are immediately checked either by circum-
stances which the dramatist contrives to build or by the heroine herself. The libe-
rty, thus, is contined to opea duclaration of love; the action is kept under proper
eontrol. fhe words of Sakuntalz, ‘Paurava, preserve your discipline and modesty.
I am consumed with love, but I am not my own mistress.’2 are like a
whip-lash to Dusyanfa’s rash and impatient overture. The girls show this awareness
of propriety and have the power orf tact to coatrol men. The innocent Sakuntalz has
also the instinctive Knowledge which women possess without any tutoring and the
wisdom which comes with it {g-Siksita-patutva). For, after the mutual confessions of
love, Sakuntald says to her friend, ‘My girl, the Royal Sage hus been separated from
his harera for a long time, and must be pining to go homes, Why take his time ?°3
Dugyanta is touched to the quick by this apparently simple but cleverly administered
thrust. A king is bound to have a number of wives. Sakuntalz is trying to find out

obliquely and with a woman’s inborn vagacity whaf her position would be in the
royal harem if she accepted Dusyanta’s proposal of a love marriage and how far
his confession of love was sincere. Pricked to the quick Dusgyanta replies, ‘This is
like histing a person who is already wounded by the shafts of Cupid.”® He assures
Sakuntaia and her companions on this occasion that, in spite of his previous wives,
the stability and glory (pratisthd) of his royal family rests on his kingdom of the earth
wrapped by the seas and on Sakuntala.®® The entire scene and the situation contrived
by the dramatist provide a final test of the here’s sincerity of love and, at the same
time, an assurance of a proper marsriage aad the future status of the lawfully wedded
wife. That this did not hapren as promised is not due to any fault or moral blemish
on the part of the two lovers. Sakuntala’s adsverse fate ruined their happiness for some
time. It is cicar from Kaliddsa’s picture that the siory of Sakuntala would have ene
ded on a happy note in the fifth act had not the curse given it a drastic turn.

{4) Tt is necessary to probe a little deeper into Kalidasa’s pictures of love. Kali-
dzsa does not appeur to aim at making his drama merely entertaining aill round or
displaying tke charm and grace of his incomparable literary art. Considering the su-
ggestions (vyahgya-artha) flowing from his poetic content one is led to believe that
for Kalidasa the freely given consent of the woman, her willing response of love, is
an impoertant test of Jove-fulfilment. If in 2 male-dominated, polygamous state of
society, where the freedom and license of the male was an acknowledged fact, Kali-
dasa shows his heroes cating for a 1eal response of love of a woman and not rushing
jnto a uvne-sided ma.riage until the woman has expressed her desire in plain, unam-
biguous words, it can only mean that Kalidasa wishes to achieve posetic justice thr-
cugh his art, so that the woman whom the social and religious laws thrust into a
position of inferiority was, at least ia the pictures of art, the equal of man. Bariing
a few examples in poetry and drama Kalidasa, it will be seen, has strongly advo-
cated mutnal aad equal iove between man and woman. In the svayamvara form of
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marriage the desire and consent of a girl are taken for granted; but if there were
some kind of stake or stipulation it would be an attempt to select the best possible
bridegroom for a girl. The gandharva form of marriage, on the other hand, is a
pure love maich, determinad by the mutusl love and consent of the young pair. K3li-
dasa takes particular care about the treatment of love in his dramas and trics to en-
sure that the pictures do not remain one-sided and that the heroine is only waiting
to get the proposal of marriage from the hero. The love the hero and the heroine
deeply feel for one another does not merely depead upon the encouragement and
assurances received from the helpmates; when they confess and express their love In
a number of ways and in actual private meeting, then only the way to their marri-
age seems to open up. These scenes of mutual confessions of love are painted with
all the intensity of emotion and the lyrical grace of poetry in the plays of Kalidasa,
It is quite interesting to see that Agaimitra, who is the least impressive of Kalidzasa’s
dramatic heroes, gives expression to a very peep philosophy of love ; He says, ‘Of
the two lovers If one has an irresistible yearning, but the other does not show eager-
aess of any kind, there can be no joy in a married union of such lovers. On the
comtrary, if the two lovers share an equal and intense love, and were they to meet
death in disappointment without the prospect of gaining each other, the death ifself
would be welcome I'36 Jf an ordinary king ke Agnimitra does have such a feeling
for love in human life, feelings of heroes like Purtravas and Dugyanta can be easily
guessed. In showing the men forgetting their whim, obstinacy, authority and the
animal force of passion, waiting for the woman’s response of love and her willing
conseat, and suffering during the period the tortures of unfulfilled love, artists like
Kalidasa are trying fo establish that man and woman, at least in the kingdom of
love, and in the view of art, are equal; in fact, the woman is somewhat superior
to man, because man must wait for her pleasure before the fuifilment comes, This
is the way of art to remove the social inequality between man and woman,

{5} Another particular trait found in the dramatic heroes of Kaljdasa is that
they are men of valour. As kings, statesmen and politicians, us heroes and real
leaders of the contemporary society, their position is unexceptional. Even the love-
lorn and passive Agnimitra must be granted these qualities. Apparently Agnimitia
fails to create any striking impression on a modern reader, because he sees in the
dramatic action Agnimitra’s son fighting on a battle-front while the king himself ig
runniog after Malavika in his own palace garden; and cven in his pursuit of love it
1s the king’s compaaion, the Vidasaka Gautama, who plots and manocuvres the whole
development. However, these situations have a different meaning in the light of the
contemporary standards. The dramatist gives an idea of the sound knowledge of Agni-
mitra of statecraft and polity in the opening scene. Agnimitra’s decision in regard
to the Vidarbha Prince is fully endorsed by his ministers and political counsellors,
From the point of view of military sirategy it does not happen that the chief of the
army fights at the front himself in every engagement; bhe plans and directs the attack
remaining at the back, and gives his junior commapders an opportunity to  show
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their mettle. This is true of modern fighting as well, So, Agaimitra’s action in sending
his son to lead the army must not be understood to mean that he wanted time off
to run after a girl., The principle is the same which Dusyanta states with reference
to Indra; it is a question of giving suitable opportunity to younger men and men of
secondary rank, who would otherwise mever get the necessary training and experience
to hold the supeiror command.3” The valour and heroism of Puriiravas, Dusgyanta
and the Ragbu kings is evident. Thus, in Kalidasa's showing this is the Sragara of
valorous men, of real heroes; not of men in authority and power who have done
very little in their life save hankering after beautiful women. This artistic suggestion
in Kalidasa’s pictures of love helps to elevate the image of his heroes.

(6) In the polygamous atmosphere, even if a man’s new love were tested for iis
integrity, a comparative neglect of the previous wife or wives seems to be unavoid-
able. No woman would ever like her husband transferring his love to another woman
or share her love in partnership. But there was no remedy against this coatingency
in the existing social conditions., An artist like Kalidasa, thercfore, advises an atti-
tude of reconciliation, vwnderstanding and friendliness; it is expressed in the advice
of Kanva to Sakuntalz : ‘Behave like a loving friend towards your rival wives.”s% Ex-
perienced and mature women accepted the woman’s helplessness before her husband
and reconciled themseives fo the changing situation with dignity. This is obvious
from the examples of Dharini, Audinari and Vasumati. The younger and less experi-
enced queens like Iravati and Harhsapadika fretted and fumed and made a grievance
of their reglect. But since it could mot be helped in any positive way in the face of
the social and religious sanction for polygamy, Kalidisa seems to have come to the
conclusion that any bitterness on the part of a woman against her husband wounld
result only in destroying the peace and happiness of family life; hence, he advocates
reconciliation and understanding with a largeness of heart,

But Kalidasa also arranges a particular kind of assurance that the neglecfed wife
would be treated by her husband with due honour and would never suffer any hum-
iliation, Kalidasa does this in two ways. First by showing that the heroes have a
great respect for moral values and imtegrity, which they translate info their actions,
The heroes fall in love with the heroine becaunse the emotion is so natfural and over-
whelming that they cannot resist it as human beings. This is not like an irrespon-
sible impulse to run after any beautiful girl that crosses one’s path. The heroes have
great respect for women, especially married ladies. Dusyanta’s behaviour in this con-
text is examplary, Sakuntaid arrives at the royal palace; due to the effect of the curse
Dusyanta does not recognise her; he looks upon her as a stranger’s wife (para-kalatra).
Dusyanta is astounded by her uncommon beauty. But when the Pratihari speaks
with liberty Dusyanta commands her to stop, teiling ber that, ‘One should not look
so closely at 2 married woman.” Further, when Dusyanta is not convinced, uoder
the circumstances, that he had married Sakuntald, and refuses to accept her in his
household on purely moral grounds, the Pratibri is forced to admit, ‘Ah, what regard



Sup;eﬁze Theme : Sragara or Love 113

for principles of religion and morality ! Any one else in this situation would have
stopped all thinking, considering the extra-erdinary beauty of the young woman 1739
Total respect for married women, wives of other men, is a strong point with Kati-
dasa’s heroes. We also know that it is a supreme moral value which Bharata cherishes,

The Vikramorvasiye has a similar interesting situation. Urvasi and Puartiravas
have gone to the Gandhamadana-vana to enjoy themselves. The atteation of Partr-
avas is driven to a Vidyadhara girl. Urvaéi flares into anger and leaves him sudde-
nly. 1 have not come across any comment of this sitnation which does not read fickle-
pess of Pururavas in it and blames him for the male trait of neglecting one's wife
for the sight of a beautiful girl. How low and lustful can a man be, the critics suggest,
to fix his eyes on a strange girl when a heavenly beauty like Urvasi and his recently
married wife is close by him! It is true that men can be so utterly scifish and mean.
The question is whether it is what Kilidasa intended to suggest through his picture.
And the answer is in the negative if obe were prepared to read Kilidasa’s phrases
and literary presertation carefully and think of their meaning and suggestive sense,
Kalidasa calls this girl Udayavati a Vidyadbara-darika, Dgrikq means, of course, a
daughter; but it also denotes a small girl. Had Kalidasa intended to suggest that
Udayavati was a young maiden, approaching the age of marriage, he could easily have
used the phrase Vidyadhara-stri or Vidyadhari or Vidyadhara-yuvaii. The suggestion is
thus of a small girl; and this is further confirmed by the detail that she was playing
on the bank Mandikini building a ‘bill of sand’ (sikata-parvata); this is noi a sport
in which married or marriage-worthy girls indulge; it is the sport of children. Puriira-
vas® attention was caught and fixed by a beautiful child completely Jost in its own
play. This would happen to any one; and it acquires a special significance when we
remember that Puriiravas has no child of his own, atieast so far. When the sitnation
is correctly understood one would feel that Urvaéi had really no reason to get angry;
she should at least have asked for an explanation. But, as Sahajanyz says, Urva$
had a very short temper; her love also was so intense, engrossing and possessived® that
she was unable to tolerate evem a momentary inattention even if it were caused by
the sight of a beautiful child not her own. A blind and prejudiced criticism is bound
to lead us astray and never reveal to us the secrets of a poet’s deep and suggestive art,

In addition to the correct moral attitude which Kalidasa bestows on his heroes
another thing that he does is to show that his heroes behave with great courtesy,
respect and understanding with their wives, taking care to soften the emotional hurt
to the best of their ability. The heroes seem to carry an awareness of guilt that,theic
heart is with another young woman. They siérive to keep the new love a secret, only
to spare the feeling of their wives. And when it comes into the open somehow, they
lie about it, explain it away, oaly to spare the emotiomal hurt again, All this must
be understood on the simple human level; for when it is necessary the heroes do not
hesitate to throw themselves prostrate at the feet of the wife, and honestly apologisg

5 '
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to her, even if she were a younger queen. Such occasions have arisen in the life of
Agnimitra and of Purtravas. In Dusyanta’s portrayal Kalidasa has avoided these
slil'tuations. But Dugyanta too is anxious to keep his attraction for Sakuntals away
from his queens; and he instructs the Vidasaka not to babble about the happenings
in the aérama before the inmates of the palaced). Later, with his memory awake-
ned and the pain of Sakuntala’s repudiation and the anguish of separation torturing
bis mind and heart, when Dugyanta commits errors inadvertantly in addressing the
woman in the harem, Dusyanta feels so guilty as to lapse in shame and silences2.
Untruth has different facets: Telling a lie for selfish profit or out of malice to hurt
some person is ome thing; to lie in order to spare the emotional hurt to others is
quite another. In a society which has granted unequal anthority to the male and with
the fostering of the male ego, it requires moral courage and a largeness of heart to fall
at the feet of one’s wife and beg her pardon. Kailidasa shows that his heroes, how-
ever high their position in society may be, have the hopesty and humility to bend be-
fore their women. Whether in  public or in private, they do not insult or humiliate
their wives. Though another woman has captured their love their respectful behaviour to-
wards their wives does not change; actually they become more respectful to their wives
out of a sense of private guilt43. The picture that Kalidasa presents deserves to be
studied carefully on the background of the contemporary polygamous social life and
from the angle of human paychology as well. It will strike us as an effort of art to
find a way through the social inequalities of the times, and to give (o the woman
some measure of justice by preserving her status in marriage with courtesy and respect.

(7) The reaction of Dusyanta to Harhsapadika’s complaint has a deeper mean-
iny not apparent on the surface; it deserves a separate consideration, Harhsapadika
describes Dusyanta as ‘a bee greedy for ever—fresh honey’ {abhinava-madhu-lolupa), This
bee has drunk the juice of the mango-blossom to his beart’s conrtent and has now
imprisoned himself, forgetting the mango-blossom, in the company of the lotuss,
This is a taunt against Dusyanta’s behaviour in his harem. Though metaphoricai and
vgiled its thrust is clear. Dusyanta is mot visiting Harhsapadika now, and is spending
a?i his time in the apartment of Vasumati. The critical interpretation of this comp-
ldint against Dusyanta’s behaviour geaerally sees in it the emotional distress of Ham-
sapadika, the younger queen of Dusyanta, the unsteadiness of his love and his ples-
sure-loving lusiful tendency. There is a further suggestion in this song of Harhsapa-
dika that Sakuotala too would be reduced to the same plight one day, when Dusyanta
would discard her, as he did Harhsapadika, in his search for new ‘honey’. The inter-
pretation, thus, presumes that Dusyanta is a selfish lover, caring for only the physial
thrill and pleasure of a2 woman’s body. When, later, be suffers the tortures of a real
separation {and gets ae opportunity of doing an waselfish act in heiping the gods)
then does his self-centered-ness change; his love is purified; and he becomes fit for
a reunion of heavenly love. We koow this ‘theory’ of the transformation of physical
love into spritual love; we have examined in the case of Sakuntald; we must look
into it aow so far as it conceras Dusyanta,
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The most relevant question is, again, that of the intention of the poet, And, as
in the case of the Vidyadhara-darika incident in the Vikramorvas$iya, in the Hamsa—
padik@’s song foo, critics have not been fully alert in interpreting Kalidasa’s words
accurately and in understanding his subtle suggestion. Some one gave an interpreta-
tion which delighted the car and satisfied the ego of man; and everybody was app-
arently charmed. It is true that Dusyanta must not have seen Harhsapadika im her
personal apartment for a fong time, Her hurt and grief are quite npatural and true.
And it is also natural that she should complain about her husband’s apparent
indiffereace to her, But if her grievance is examined without pre-conceived notions
and prejudice one camnot fuail to notice that it originates from a personal hort, the
denial of a seifish pleasure, and is tinged with jealousy natural to a woman, There
is po reason for the readers and the critics to assume that Hamsapadika is the sole
judge of Dusyanta’s behaviour and that her word is final. Do other women in the
harem, iocluding Vasumati, complain about Dusyanta’s behaviour ?

Kslidasa suggests much more through this song. On analysing carefully the poetic
imagery in the song it becomes plain that the ‘mangu-blossom’ is a symbol for Harh-
sapadika herself, and ‘lotus’ for Vasumati. The natural difference between a ‘blossom’
(manjart) and a ‘lotus’ (kamalay further suggests that Hamsapadika is in the prime
of her youth, yearning for the fructification of her life, as a blossom must naturall}
devzlop into a flower and then into fruit, By contrast a ‘lotus’ denotes a complete
phase of devclopment; Vasumati is a mature woman. The mango-blossom is associ-
ated with spring; the lotus is a opened-up flower of all times; this difference also
suggests the spring of youth 'and the advancing day of womanhood, which are to be
connected respectively with Harhsapadika and Vasumati. The pleasure of the ‘mango-
blossom’ is of hot kisses; intozicating, overwhelmiog, holding the body and the mind
a willing prisoner; by contrast the pleasure of the ‘lotus’ is only of company vasati-
matra, of nearpess and understanding affection. These are Hamsapadika’s own word_s.
The question then js, if Dusyanta were a lustful pleasure-seeker, like the proverbial
selfish and greedy bee, should he seek Hamsapadika who was bursting with youth
and who would give him hot, taatalizing love-response, or should he prefer the _eld_l
erly Vasumati who could offer him only company and an understanding heart softened
with affection ? Al critics must agree that Dusyanta does not lack the sense of bea-
uty and love to stumbie on a wrong choice! How can we explain this change if
Dusgyanta then ? What made him turn to Vasumati in preference to Hamsapadika ?

In the correct answer to this question we will discover the essence of Dusyanta’s
mental state and of his psychologica! transformation. The fact is, Hamsapadikd 4
revealing a very deep truth about her husband although her personal hurt and sorrow
and her youthf{ul inexperience have blinded her to see it; it is that Dusyanta has
turned away from the pleasures of the sex and has prefered the company of a mature
mind, Hamsapadika’s statement itself is an open answer to the so—called charge that
Dusy:nta is a selfish, sex-bhungry pleasure-secker. It also shows that the * transforma-
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tion’ had already taken place in Dusyanta’s life; it did not come after the pangs of
real separation, as some critics have imagined. Kalidasa shows Dusyanta, at the ope-
ning of the fifth act, to be a different man somewhat saddeaed buet thoughtfal and
turned inward., And the change is not receat. Like the word of Harhsapadika, Dusy-
apta’s owan coafessson to the Vidasaka® ‘Once 1 was in love with her’,%5 revels it. The
thread of Dusyanta’s psychological transformation is, thus, woven far deeper in Kali-
dasa’s art design.

Aimless pursuit of pleasure, without aay defintte purpose or achievesment, is apt
to tire a thoughtful and understanding person. This is a psychological truth, Kilidasa’s
portrayal of Dusyanta i3 of a thoughtful person, who has the habit of weighiog the
pros and cons of an issue; he would debate it in his mind before deciding the line of
his action. In his first meeting with Sakuntald, in discussing the fascination he felt for
her with the Vidusaka, and in the scene of Sakuantala’s repudiation, we get vivid glim-
pses of Dusyanta’s thoughiful mind, his readiness to discuss, his sense of balance and
justice. The chapge in Dusyanta is partly due to such a process of thinking. He must
have realised at some stage in his life that pleasure cannot be the end of a man’s life;
the hunger of sex, if it is there, is not satisfied by the enjoyment of many women. But,
in addition to this thoughtful trait, Kalidasa has filled a different colour in his porirait
of Dusyaata, Dusyanta has no child. It is a recurring motif in Kalidisa’s writing;
king Dilipa and Dafaratha in the Raghu family, Pururavsa and Dusyanta ate shown
by the poet to be without children till some cbservance of piety or boon blesses their
life. A man does ont show the pain of his childlessness openly, like 2 woman who
feels her life blighted by the lack of a child. But sometimes something happens,
and the misery of the man comes to the surface, shaking him completely. The hermits
in Kanva’'s dfram are aware that Dusyanta bas no child, even though they are living
far away from him*®. Dusyanta’s old mother is going through rseligious vows and
cbszrvances hoping to get a successor fo the family4?. T am not suggesting that Do-
syanta was attracted fo Sukuntald solely with the hope that she might give him a
son, Kaliddsa is not a shallow and vulgar artist. And yet, when Dusyanta describes
Sakuntala as the praristha, stability and glory, of his family,8 the listeners cannot
escape the double meaning of the word, May be, Lusyanta’s sub-conscions mind
prompted this word which indirectly speaks of his hidden pain, It comes out in
the open in the sixth act when the case papers of Dhanamitra are brought over to
Dusyanta. Dusyanta’s reaction at this time reveais the shocking depth of his perso-
pal misery. One is therefore tempted to think that in being attracted to Sakuatalz
Dusyanta was not merely a peay to her heavenly beauty; there was also a
hope of another fulfilment in his sub-conscious mind. Kalidasa’s picture would
suggest this; for, the question of the child and successor fo the family runs
throuvgh the whole play. And it is also the answer to the apparent negiect of
Hamsapadiki. The truth, as revealed by Kalidasa's own picture, is that that
Hamsapadika certainly bheld out a promise ; that is why, Dusyanta was very
much in love with her at one time; but unfortunately Hamsapadika remained only a
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maijari ; the expected development did not come; she too failed, like Vasumaii, to
give Dusyanta a son. So; Dusyants turned his back on sensual pleasures and sought
some peace of mind and consolation in the mature company of his elder gueen. It
must be remembered that at the juncture in the play when the song of Hamsapadika
is presented, Dusyanta has no memory of Sakuntala. Kalidasa’s picture of Dugyasta
at this stage is, therefore, of a hero ‘whoSe heart conceals a profound agony’#9. This
is the poet’s own answer to the supposed lustful character of Dusyanta and the
socalled transformation-sublimation interpretation raised on it.

(8) what then is the significance of the torture of separation through which the
heroes of Kalidasa go ? Ouce it is seen that the poet did not intend the suffering
as a punishment for physical attachment, which the poet regards as naturel, and a
means, as it were, for sublimating the physical love, which the poet nowhere condemns,
the significance of the suffering appears to be quite plain. In the polygamous so-
ciety which gave man not only a power over woman but also a sort of license for free
sex behaviour, the sufferings of heroes are an assurance and guarantee to the heroines
that their husbands’ fove for them is constant, steady and abiding. This is art rende-
ring poetic justice to the woman who was unfairly treated by the social and religious
laws. What Kalidisa could not, or did not, do in the social sphere he endeavoured
to achieve in the sphere of art.

The pain and sorfow of Aja at the sudden death of Indumati terminat:d’ only
at his own death. Aja was quite wise and intelligent. He was capable of understand-
ing the philosophy of life and death which Vasistha preached him in weighty and
convincing words. And yet, Aja’s love for Indumati was so deep and intense that
he could not live without her. He waited with fortitude till his Jittle son DaSartha
came of age; but he was not prepared to wait for patural death; he ended his life
by committing suicide5®, This may be an exceptional example in Sanskrit literature;
but Kalidasa seems to have noted it deliberately to illustrate the profound attachment
of love between husband and wife. Urvasi's sudden disappearance is such a terrible
mental shock to Pur@ravas that it snaps the balance of his mind and takes away his
sanity. The ravings and the sufferings of the mad Purtiravas wandering through the
woodland searching for his lost beloved, like Rama wandering in the Dandaka forest
in search of Snd, are, fortunatey, ‘visible to the heart’ of Urvadi who was transform-
ed into a creeper;? they are an cloguent testimoney to the intense and unchangeable
love of Purtravas for Urvas$i, Kalidasa conirives to reunite them on the backgrousd
of this mad but moving demonstration of love. Sakuntals is not so lucky. The
dramatic design of the paly does not provide her the opportunity to eye—witness the
sufferings of Dusyanta and the fact that he still clings to the memory of that love,
although he sees no possibility of getting Sakuntala back, But her mother’s friend
Sapumali sees all this, hears the actual words of Dugyanta, remaining invisible but
close at his back; the poet arranges this in his dramatic construction. Sakuntala can
take the report of Sdaumali on fullest trust and feel assured of Dusyanta’s love for
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her. Yet, the information is indirect, received on trust; $akuntald has not been able
to see things for herself, with her own eyss, As if to remove this artistic lacuna in
his dramatic design Kzlidasa buiids the re-union with special touches, Kzjidasa shows
Dusyanta, the eperor of the ocean-bounded earth, a personal fricnd of the Gods,
an incompuarable hero who has just achieved an uncommon victory and has been spe-
cially honoured by ladra, falling at the feet of Sakuntals and begging her pardon.
Dusyanta had not knowingly or deliberately rejected Sakuntald; in fact, he was not
personally responsible for her repudiation; the dramatic destzn maikes it abundantly
clear. And yet Dugyanta is pained by the agony he inflicted unconsciously on his be-
loved wife; he wipes the tear with his own fingers from the eye of overwhelmed Sak-
untald and asks for her forgiveness once again32, I think it is a scene of which the
gods would be proud. That the husband should beg ore’s pardon with a repentent
and full heart, and wipe one’s tears with his own hand, 15 a moment of such great
happiness in a woman’s life that she would be prepared to suffer any amount of
agony, even stand on the threshold of death, to capture it. What does a woman want
in her life except the deep and abiding love of her husband, which nothing can change
and which sofferings can oanly intensify ? It is a triumph of Kaliddsa’s act that he
captured this rare moment and left it for all times.

The re-unioa of the loving husbund and wife alter a long agonising separation
is in a sense heavenly, though not in the sense that the first union is physical, on
animal level, and badly npeeding a sublimation, as a class of critics have assumed.
Separation, whatever its cause may be, i8 a test of mutual love; it intensifies love;
it brings about a better and deeper uaderstanding between the husband and wife or
the two lovers; and the voderstanding binds them closer together, in an abiding bond
of affection, The closeness they feel for each other is not limited to the physica! plea-
sure, though it will continee in the nature of things as long as the couple is healthy
and their bodies respond; but it now gets the wider basis and perspective of the
total life. They become real partners im life sharing joys and sorrows and achieve a
unique unity of hearts.

Let us not rmake the mistake of imagining that in th's wider and broad-based
understanding the physical pleasure evaporates into nothingness and the couple lead the
life of spiritual candidates. What happens is thatthe love ripens into profound and total
affection.®® Bhavabhiati’s Rima, who has been fortunate to have achieved the unique
 oneness of love with Sita, experiences a physical thrill at the casual touch of Sita
and his body tingles with the horripitation of joy. And Sitd assures him that there
15 nothing surprising about it; it oniy proves that his love has remained steady and
constant. 5% Overcome with the ecstasy of love Rama offers his arm as a pillow to
the sleepy STt and she clings to him closely and goes to sicep on his arm.55 The
significance of love between man and woman and the agony of separation they are
prepared to endure is, thus, the enlargement of the horizon of mutuil uaderstanding,
in which th: intenrity of love and its unchangeable constancy are fully tested.
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If this were the connctation of ‘spiritual love’ so called there would be no ground
for any dispute or discussion. But the advocates of the ‘transformation’ thesis in-
sist on treating the first love and vnion as simply physical, that is to say, as some-
thing low and condemnable, and brisg in the Vedinta principle of purifying man
and woman of the gross physical urge and lift them to the impersonal level of spiri-
tuality so that they may be united in Brabman. I have endeavoured to show that
this philosophy, undisputed as a philosophy of life, is not the philesophy of love.
It is not applicable at alt in the context of arf, and Kalidasa does not countenance
it in his poetic design or dramatic coopstruction even by a veiled suggesiion. The
philosophy of the Spirit shuns love of man and woman as an obstacle in the way
of individual emancipation; but it is an essence of art presentation. Ap impoitant
trend in the general Sanskrit literature is of other-worldliness, which teaches repua-
ciation of physical and material pleasures so that the path to individual salvation
{(moksa) becomes clear, The literature of art, poetry and drama, as well as the arts
like sculpturte and painting, did not neglect the spiritual tread of thought, But they
did not neglect life also. They stood for faith in life, and the realisaiion of all the
four aims of human existence ({purusartha), so that while life conld be fully lived

~and enjoyed the soul’s graduated and terminal propress towards spiritual liberaifon
could also be achieved. This is the philosophy that art teaches and Kaiidisa too
holds up.

Is it surprising that a poet and a philosopher like Goethe understood this mess-
age correctly 7 He says that Heaven and Earth are combined in Sakuntala. 1t is not
the rejection of earth or its ‘transformation’ into heaven; it is the union eof earth
and heaven. Are we to understand that the significance of Kalidasa’s art presenta-
tion, which a German poet could grasp precisely, went over the heads of the Indian
way of spiritualizing each and every thing with the pretence of raising it to the
higher level of life ? But what can one say of such critical attempts at falsifying a
poet, particulariy a poet of the calibre of Kalidasa ?

()

The picture of love between man and woman oa the cobtemporary social back-
ground became disputable in the literary criticism of the present times, Kilidasa’s
treatment and philosophy of love came to be distorted; and so, 2 complete reassess-
ment of the ideas was felt to be necessary for a better and a correct understanding
of Kalidasa’s art, il not for anything else, One must now try to see that the roman-
tic love between man and woman is not the only subject of Kalidasa’s treatment
and that it is not the only aspect of married love that the poet visualises,

Love is as all-embracing as life and reflects the multi-coloured variety of life.
The affection of a father and the love of a mother for her child are a part of this
{ove. The love for the child is, in fact, an experience which bestows a sense of ful-
filment on human life. It is for this reason that Kalidasa has given a moving expre-
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ssion to the deep pathos in the life of his heroes who were not yet blessed with a
child. Dilipa and SudaksinZ bear an iotense agony in their hearts; and with the
birth of Raghu their bappiness knows no bounds. The child Raghu repeating  the
words of the nurse with muted and indistinct sousds, holding her finger and ram-
bling through the palace apartments, bending his head before the elders in salutation
as taught, becomes the treasure of joy to Dilipa; aond, what wonder, if taking the
child on his lap Dilipa feels that his entire body is bathed 1n ambrosial waters 158
Dusyanta, deprived of a som so far, goes through a similar experience when he
meets Sarvadamana in the hermitage of Mairica. Laughing for no reason and show-
ing in the process his tiny sparkling teeth resembling Kunda buds, continuously pra-
ttling nonsense in indistinct words whose sweetness is bayond mecasure, trying to
jump into the lap of the parent unaware of his dust-soiled limbs : this is the pict-
ure that Dusyanta’s imagination builds; and he feeis that blessed are the parenis
who have children to give them such incomparable joy 157 Like Dusyanta who was
 Jost in watching the childlike and childish pranks of Sarvadamana, Purdravas too
must have been moved watching the Vidyadhara girl absorbed in her childitke play
on the river beach. The measure of a father’s love for his son is found in Kalidzea’s
pictures of Aja who postpones suicide only fo let his son grow up and of Dnadaratha
who dies by the shock of separation from his beloved Rama. The love for the child
softens a confirmed ascetic like Kaliva so that he speaks and acts, not like a cont-
rolled sage but, iike a joving father. Aud Kanva admits the enormity of tender feel-
ings the houscholders must have for their children born of their flesh and blood.58
A mother’s joy about her child is beyond description; looking after the interest and
happiness of her daughter is a never-ending commitment of a mother’s life; and a
son’s achievement is her personal pride. So, we find Dharinl rejoicing at the victory
of her son in the battle and distributing presents with both hands; Uma’s austere
penance touches her mother with serious concern; and Menaka who had to abandon
her child rushes from heaven to the earth when she finds her in a terrible plight
after being rejected by her husband Dusyanta. Love for the offspring must be in the
blood of a woman . Urvaéi is a celestial nymph and beyond the pale of mortal week-
ness; but the sight of Ayus overwhelms her and her breasts become wet with oozing
milk 59 Sakuntald is a true daughter of nature. Nature teaches one to love every th-
ing. Sakuntalz nourishes the Vanajyotsna creeper as her own daughter and gets her
married to Sahakara tree at the proper time. Watzhing this couple of the tree and
the creeper with the eyes of a mother Sakuntalid gets herszif lost, When the moment -
of her departure to her husband’s house comes, Sakuntala asks her companions to
take care of her Vanajyotsni. The young one of a deer ate darbha biades mistaking
them to be common grass; the little deer's mouth was all bruised and bleeding;
Sakuntald took him in her lap and applied the oil of ingudi to the inside of his
mouth to hes! the wounds. This young one of the deer returns the love of Sakuntalg
in equal measure. He holds the skirt-ead of her garment in his mouth and ftries to
pull her back when she is leaving the hermitage for good.5® This love between Saky-
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ntala and nature’s kids will not fail to moisten the eyes of any spestator. Sakuntalz
is similarly concerped with the pregnant dee; she insists on being informed after the
doe has delivered safely. The picture of a loving mother is also an important part
of Kilidgsa's treatment of love.

Kizlidasa has not described the love between friends elaborately. But the few
suggestive touches found in his writing are sufficient to indicate the span of such
unseifish love. The cheerful companions of Sakuntala, Anastivi and Priyarh-ada,
ready to make fun of her at times but looking after her like a mother-creeper after
her flower, breaking down into tears at the moment of separation from her, and
prepared to sacrifice anything to safeguard her interests; Citralekha, the loving and un-
derstanding companion of Urvaéi; Bakulavalika, the companion-maid of Maztavika; and
the Vidusaka, particularly Gautama, serving his royal friead faithfully in spite of
occasional blunders and foolishness : these pictures are likely to be sharply etched on
our memory. An unexpectsd context reveals Kalidasa’s concept of fricndship: Rati
mourniay for her Madana says, ‘Men’s love for their women may be unsteady: but
it is not so in the case of their friends’.! Rati appeals that Madana should return
to life if not for her at least for the sake of his friend Vasanta. For, 2 man’s love
for a friend is unchangeable. What truer description of friendly afiaction can be
given than this ?

The love of man and woman ig, however, the favourite theme of literature. The
complexity of this aspect of love is very engaging and ofiers a perpetual challange
to art presentation. Kalidasa’s treatment of this love reveals its many facets. The
first love which leads fo marriage and wnion is a romantic and thrilling experience.
A lover’s mind passes through a whole range of erotions like doubt, despair, jealousy,
anxicty and anguisk, till the moment of fulfilment arcives. The plays of Kalidasa
and his picture of Parvatl in the Kumarasambhava show this rainbow of transitory
mentul states. This picture of love hefore it is crowned with marriage is always poetic,
aliuring and delightful in literary presentation.

Like the romantic love, married love or the love of husband and wife has also engaged
the atiention of K3lidisa. An impressive picture of the marriad Iove is to be found
in the lives of Dilipa and Sulaksina, Aja and Indumati, Rima and Sita, ®ati and
Madana. Aja's love is a measure of the solilarity and depth of a husband’s lave for
his wife, An understanding couple is a picture of two badies in  which one soul is
residing. The wifs is not merely the mistress of the house; she is tha truest compa-
nion and friend, a wise counsellor who steers the ship of the couplz’s ife through
the stormy seca of worldly existence®2, In social life a woman’s position may well be
secondary to man; but in the domain of family life the woman, as a wife, rules the
househld umd hee husband. And as a trne companion she is on the footing of equ-
ality with the man; for, friendship is sot founded on inequality and differencz, This
is the answer of art to the social inzjuality between man and woman. The social tife
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in those days was governed by ideas of high and low order; the political life was ru-
led by monaichial form of government; but in the life of true love, Kalidasa seems
to suggest, there will aiways be real democracy, where each individual, man or wo-
man, possesses a status of equality and human digoity.

Another facet of the love of husband and wife is seen in Kalidisa’s theme of the
re-union of separated lovers. For some reason the husband and the wife are separated;
the terrible anguish of separation they bear with patience and fortitude: and then
the day of reunion dawns, and the temporarily broken lives are bouad together in
an assurance of abiding mutual love. The Yaksa and his wife, Purdravas and Urvasi,
Dusyanta and Sakuntaly are such pairs of lovers separated and re—united in love. The
reunion of Yaksa with his wife is withheid for touching artistic effeci; but the sugg-
estion is too obvious to be missed. Dusyanta and Pur@ravas enjoy this moment of
great happiness, and Kalidasa’s art rises to the skill of making it uaforgettable,

Kalidasa’s treatment of love has the associated advantage of revealing the nature
of man and woman with equal variety and charm. There is a grandear about the
Raghu kings. Dusyanta too isa grand figure; but the picture of his mind softens him
and brings him necarer to us, Dugyanta is grave but ptone to the influence of beauty
ard emotion by nature, Purliravas is inclined to love with terrible intensity and mad-
ness; his emotions are strong and gushing, Yaksa in the Meghadiita and Daéartaha
in the Raghuvarhda are other examples of passionate lovers. Aja is in the same cate-
gory; but be is a man of few words; his suicide cannot be expiained without assum-
ing the intensity of his love. Aganimitra is a picture of common longing and yvearn-
ing for love.

The heroines of Kalidasa present a similar variety of portraits, Malavika is a
fresh, innocent girl; she only knows to love, and love with all her mind and heart.
Sakuntala has the disarming innocence of a giri brought up in the environment of
pature; bat nature has been her worthy preceptor also. She has acquired the ‘untau-
ght cleverness’ necessary for woman, a frarlessness, and a tremendous capacity to
endure the shocks and sorrows of life. Sita is the daughter of mother Earth, from
whom she has inherited the generosity of heart and the capacity of endurance. indu-
mati’s unercing grasp of life is revealed in her choice of Aja as her husband and
life-partner. Uma reveals in her life the uncommon courage and strength that love
can lend to it. Urvadi is an image of intense, clinging and rebellious love; her un-
checked and impetuous psssion draws her, of her own accord, towards Purtiravas,
and in the process she loses herself so completely as to forget the laws of heaven
and the prohsbition of god Kartikeya, as she forgets the rules of dramaturgy in play-
ing her role. 1t is probable that Rati shared such intoxicating love: how else could
she have been ready to throw herself on the burning pyre of Madana ?

The over-all pictere of love that Kalidasa presents in his writing coatains rival-
ries and jealousies of a royal harem, its frettings and fumings, charges and counter-char-
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ges: but it also shows the pleasing glow and affection of family lifc and the assurance
of the love of husband and wife, There is a dreamy charm, in this picture, of the
magic city of Alaka: the grandeur and holiness of the Himalayan precincts; the pious,
innocent and fearless peace of an ascetic’s hermitage; also the exciting thrill and
wonder as heaven and earth seem to come together; and the bliss of ecstasy that follows
the gushing union of the two worlds.

(6)

What then does Kalidisa aim at conveying through his pictures of love ?

Kalidasa is certainly aware of the different facets of love, His treatment distin-
ctly shows that the love of man and woman has an important and sigaificant place
in the life of the universe. He has never looked upos, therefore, the physical attiract-
ion between the two sexes as snything that is low, sinful and condemnable. The
physical basis of love is determined by nature and biology; and it is not confined to
human relations. Nature and the entire woridiy creation of life is enveloped in this
relation and bound by the silken thread of this fove. Kalidasa does oot stop with
the discovery of emotional similarity and correlation between nature and man. In
his artistic creation there are couples like creepet and tree, deer and doe, the male
and the femaie bee, the male und famale swans, river and ocean. river and cloud,
cloud and lightning, couples who Jike the human husband and wife arc passionately
attached to each other and love one another with an intensity of love, The charact.
ers created by the poet are fully conscious of the emotional sattachment existing in
the universe., So, the Yaksa sincerely wishes that the cloud may rot be separated
from the lightning sven for a moment.%3 Yaksa and Puraravas discover several loving
couples in nature; Sakuntald arranges the marriage of her Vanajyotsnd creeper with
the Sahakira tree, and celebrates the firs¢ blossoming of the creepers like the festi-
vity of child-birth.s4

Nature too comes into youth. The signs of physical chamges that appear in a
gir! with the advent of youth are visible in Vernal Beauty (Personified as a girl). 55
Vernal Beauty adorns herself like a young maiden;®® and wind is tempted to make
overturss of love to the youthful creepers, because wind had fallen in love once
with Anjana.?

The animals and birds are not able to escape the appeal of love when nature
is stepping into the spring of life. The doe poes near the black antelope and scra-
tches her itching left eye on the tip of his horn with complete trust and without
fear.58 When the antelope is scratching the doe with his horn she closes her eyes in
the biiss of physical pleasure.8® When the male and the female bee are perched on
a single flower, the male lets the female bee sip the flowery juice Tirst and takes
his drink only after her,” But as separated lovers the female bee, though thirsty,
does not touch the flowsr; she waits like a devoted wife for her companion’s arrival
and their reunion.”
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Kalidasa is not haokering after posetic beauty and allure merely in these pic-
tures. His words and their suggestive sense drip with his own philosaphy of love.
The iove of Prakrii and Purusa is the law of Universe. [t is the impulse and inspira-
tion for creation of new life. The entire creation including the world of man is
wrapped up in this emotion of love. Rati or love is the sihayl bhiva or the basic
stable emotion of life; and the physical union is the grace and gesture of nature; it
is, in a4 way, a compulsive act for creation and continuity. The fruit of this loving
unien is Ckwmdra-sambhava’, \be off-shoot of new life. That is why, Siva who had
been proctising penance ‘for some reason’ in the solitude of Kailasa comes down to
stand before Uma and declares himself to be her servant in love. Kalidasa, thus,
gives a comprehensive and deep meaning to the love of man and woman, under-
stand’ng it as universal urge and impulie of new creation and the most tender tie
that holds the living world together. To regard the emotion of love, nay, the passion
of Tove, as scmcthing low aud needing purification (at the hands of literary critics?)
is going against thz luws ef nature and of universe, and is irrelevant to the purpose
of art whose stuff is Iife,

Toe love of man and woman is not mercly a gratification of physical craving
or urge. 1t is an impulse which, as it leads to creation, bestows streagth on the
pattners. There is no ¢motion like love which envelopes the totality of life, agitates it
from the very bottom, and brings an awareness of the depth and the height of life.
It is love which establishes egnality between man and woman, makes her superior to
man; coubles fwr to acquire the large-heartedness and the all-cnduricg guality of
mother Esrth, it is this love which is the inspiration for the valour of the heroes,
Kalidasa illustratzs this from the example of Aja. Aja is retmning from the
svayamyara with his bride Indumati; the disappointed kings unite to attack him
with the intcntion of taking Indumati away from his hards; Aja defeats them single
handed and throws them into sleep by using the sarmmohana missile; and shows the
spictacle to Incumati;"? the gesture and the words cannot conceal his just pride and
her great delight; they are a witness to Aja’s valour and to Indumati’s confidence
in and respect for her husband. It is love that has the strength to lead ome from
the narrow seifish interests to the larger and impersonal interests of humanity, from
duality to oneness. On the walls of the temples in India are carved some beautiful
sculptures which depict the conjugal love of couples, humaan, semi-divine and devins,
The ignorant and those who reject the joy of life may put any interpretation on
thesm, or be surprised or shocked by them. But what they mean in the context of
art is plain. Love is a process of alchemy which makes a person lose himself: it
ends scparatencss, the sense of difference or duality. What is bhakti or religious devo.
tion afeer all 7 The poeticians define bhakti as ‘love for gods and the divine’.’3 Art
does not see, therefore, any opposition between rari or love and bhakti or devotion,
The joy of both takes away selfconscionsness and transporis one.

It appears from Kalidasa’s writings that this is what he means by love: this is
the bigh significance he bestows on love which basically may be onily a biological
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urge. Kalidasa shows the infensity and the intoxication of love, But let it be
remembered that nowhere does he preach or support an excessive indulgence of love.
A child is the fruit of the love of the parents: tre child divides the love of the
father and mother, and yet ephances it, intensifies it,74 A child is the fulfilment of
family life. Kzlidasa seems to svggest (hat the physical attachment of man  and
woman raust necessarily pave the way for the iove for a child, Ampd a poised,
balanced enjoyment of life is the foundation of his life’s philosophv. Naturally,
youth, its demands and pleasur:s bave a legitimate place in human life. Lord Sri-
Krsna, deseribing His divine manifestations in the Gita, states that He is ‘Kama
among the creaturcs that is un-pposed to religious piety’, as ‘Kandarpz (Ged of
love), the Yrocreatnr’.’ Kilidasa's philosophy of love is raised on this faith ond
foundatien of the Gita.

Kaiidasa painted a pupil lite Kautsa, completely devoted to his preceptor and
desiting nothing for himself: and Saragarava who had the courage and farlessness
to tell a sovereign emperor to his face what he thought of him and his actions; the
poet drew the picture of domestic life with its accent on the love of husband and
wife and their love for their child in deep colours; and with the same intensity he
presented the pictore of ascetics, devoted to their penance and defying heaveniy
pleasures and enjoyments, He offered a sincere prayer himself for his own salvation,
but when the moment of life’s fulfilment had arrived for him. A full enjoyment, in
accordance with the principles of religion, of all the stages of life and a joyful,
happy outiook on life, that is the form and. the' keynote of Kilidasa’s literature,

In this attitnde there is no denial of life in spite of its shortcomings and sorrows;
there is neither rejection nor condemnation of the impulses of life like love. What
Kalidasa stands for is a poised and full enjoyment of life and what it offers to man.
The philosophers who reject the experiences of material life may be ab'e to build a
system of higher spiritual values, But it {s only an artist who accepts with open
arms and a smile what litile joys life can offer who can create art; and he alone
can let higher values blossom through if.

The literature and art of Kalidisa hold ouat this promise for us,

NOTES

i Cf @EaaREirsTaiaatEesgtama |
frggadsl gy Gdler-siegraa o

- Govardhenacarya, Jryasapiasari, introductory v. 36, and,
galsfy Si9g gsa wiegE 7 Faf=a |
gk sRaml  wifegmER B o

Rijsekhara, quoted in Swhiimuktzvali,
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2 Dhvanyaloka, Uddyota IIL This is preceded by the observation : f&f&a‘l fé m: A 7eg-
wftpdt swfvgay « g segafted A afefingmar wofea =R g
safwsal @ g FEE o@igd -

3 of, wRifaaER Aag VeI HIOE, |

gfagtfueaarueg @D 9T o
Dhvanygloka, 1.
4 Dhvanyaloka, 1L
3 Raghuvamia IV. 51-52.

a fafym qume e |
wAfyg fRawaan 491 Yeaggd n
samfawa: 98 qUEGRGIAr |
faarafig algranr awigssssasd o

6 Ibid, X1. 20 .
uaRrRTE qifSar 3edd gay fammedd o
saggEatargAliGar Affdagals sma o

7 I do not know who originated this approach. But vide Rabindranath Tagore’s essay on
Szkuntalg, and Dr Belevalkar, Prof, A. B. Gajendragadkar and others who follow it enthusias-

tically,
8 Cf. Sakuntala, 1 24,1319 €5 o @y u Wy afgalifed e aadnEs 980

9 Ibid 1-2¢.°: ufy af T8

10 Cf. the Vidismka's remark, act T1; &id 447 I997 qdigaa i gzl

11 Cf the example of Vasavadatti and Udayapa.

12 ‘aftamma wigal 9T 9 39 in the words of the Gita

13 Ct. Sakunaraia, act IV, Priyarhvadad reporting : araaﬂi maaaﬁz-ﬁ qftsasa  aawizade
v afwafigan g yaglomedel g am® g3 gl ofdar | 4@,
gfteafiag Far aiadats agar

The reference to Dusyanta comes in V. 15

wmeal sEay s @ wgeger qfaad) = gafa

gREAggeaun  gyal fem T=y 9 @@ gawfy n
The whole verse deserves to be noted for Kanva's, and. of course, Kalidasa's opinien about
the love marriage of Dusyania and Sakuntali,

14 For the details mentioned after the statement, see Sakuntala ﬁim:—-ﬁﬁq&sa}uﬂ&:ﬂfﬁ@.
sfar agwaar ... ... FHET | R BieTsgaif fagatns wear e ...
g, safeaal et 3t RATNfA 1 aa 1v; F@EE- as afilagwa skaar aag
act I, ARGAT-EH qFFae, @OSH Tswaver wmsggI: Eau 3fE asaR |
gTAdq aeRfew goadesl qall Al eSO Y | act §; L 144 ete,

15 Cf. Sakuntala, act 1V, interlude; Priyatvada's words : 3171 & U4 sz aftgnrg =wfy-

fafaafs: =eAat B SI9%9......0 The arrival of Purvases is annocunced a few moments
after in the same sceone.
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Ibid. Priyatavadd draws attention to Sakuntala : 3187 93 T19F 1 FAFEANEIIH
miefads faae) \ wgnan fean snenanli Ser Ragaky, B ga: snaegee
Ibid. Anasaya’s words : U6 TATEL GEWRG agle: 1 awr mear ggSiegesgalear e

gfafaga: 1 ...afa, s3flas: @ s Ageg SEEmida
Ibid. Anasiiya’s plea to Durvasas: I%1 sgdar fFHafag ==l gg G=mfed =g
wagq, saafiafy ey wfagaae sages  gfegeam wagar oRisqudr wfggss: |

Ibid, Priyatavada’s comment; RISTl EAIES 1Y Swafa
Ibid. Priyarhvada’s remark when the two friends decide to keep the curse to themselves

# AA Iz A Gal o

To Dusyanta’s query about Kanva the Vaikhanasa replies : sTERT gf‘gat gg-asmaiafy-
gewE fagsy Taatan: afows owlg @add 99 a1

See Sakuntala’s admission after Dusyaata’s apology to her, $ékunrala, VII 24. ff. : aﬂ"l%

Sfwsg erdg: | a8 ¥ gaflasfesad qusd dy Re8y Remges oy 37 @ig-

Aasfi amags: af R g3

Also follow the diatogue when Mstali brings Dusyanta aad $akuntals in the presence of
Miarica, act Vil. 30, . Dusyanta’s apologetic confession to MErica about how he came to
regect Sakuntala, how he recollected and recovered her, Marica’s explacation of the whole
happening, and $akentald’s own private thoughts—the entire piece is K#iiddsa’s own expla-
nation of the curse and the character of Dugyanta. Aond it shows how the purification or
sublimation idea is a mis-construction and a perversion of the pret’s own intent,
Vikramorvasiya, 111, 15,

id. 151, 15.3: G AN JE 50%: |
Ibid. This is confirmed by Purfiravas’ statemnent in I, 16, He guessed it was Urvadi from
the pleasure her touch produced in him.

Bid, 1, 10 s @d sweRerEasd g afass
s3FREtE: @Y § A% IR g FWI

Sakuntala, 11. 9 : T3 fA lRafagaeaqin

wi=adq wEar &R Far 90

Hieagtzyar sfawufa ar J

argfayraagfaee 9ga geam o
Vikramorvasiya, 111, 1610 . T 3‘%5 aal'zﬂ' aTEafa: ﬁg%:]
Sakantala, 11, 79 : W 9784, o FIAEH Hegddlar @zad
thid; 11 8.1-2: (figem) awr #xafd frozas Tedfvaer Rfavan wfem w3q, qar
efRaafaAifiy waa: sam stvadan
thid.. i1, 3212 . §% & g@lawmdf we o 28 w399 aRwafy @afE
ibid, 111, 21273 . 9 W A aadcwsh 9 @y weAa: waan
toid., 1L, 17.17-18 ;. (fodagmadiga) g1, o sragcficgugdgam oot o9
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Ihid., THL. 18 : SIARFIGNEEIRIN ERAGMET gTd AW
afy andagy afzle® seEmEdisia ga: ga: u
Ibid,, T11, 19 : Uiagagedsf g =2 goa T
agRaEd G @ 9 FIANRI, |
Malavikagnimitra, 111, 15 ;
smgdesfizaan sfigar aam@al a at 5@
sergmififavadat adeasi amglad u
Cf. Sakunmtala, VII 4 :
fyafia wag ggcaly gfadsan:
sargRIASfE aArgTT
f& sisulyszenanal f&¥ar
g 91 gzafmen gk arsied u
id, 1v. 18 ; ‘g% Pmadiafa awdls?’ e,
$akantala, act V., Read :
gfZQ-. . .Ag Ihda GRE AFRIT |
USi-9ag 1 AENRE RESTE |
And after V. 19, Sfagid- (cnag) g aalfam wd: | el am gewad ® esar
s fgarafa
Cf Vikramorvatiiva, [V. Pravelaka : 2THEAT @g O | S{TESHEET 5990 |
cf. $akuntala, 15, 18, and the prose speach preceding it. Read : R grafasfosd ad q(ﬂﬁ""
q JEd oga
thid, VI S o : EdA zxifa aragfeamrrgeat ar
A Tafegas wal 3 AstiEsaiE
of. Civubrkin@'s assurance to Urvasl, Frkramorvasiya, act 1EI; stfg Hﬁ, e agsb il
amfisr s 9% =g wgiza.
Elvautala V.1, the sonp, rendered in Sanskrit, is as follows ;
afAgngdigTed aa1 aftgssd sEaeds.
FasralamaARIR sywc Redsdat saq
hid v 1.4, SFIFaEEisd S |
thil, 1. 12+ The biessing {33'3[5[‘}“%&3 W%ﬂmtaﬁ; V' is meaningless if Dusyanta had
a »0on and the fact was known in his kingdom.

[5id. 1L tho referenca to ‘Sﬂﬁ“gqmq I9I1E’ §s brought through the special messenger,
Karabhak:, coning from Dusyanta’s mother.

fbid., T, 13, See uote (35).
Tune phrase is Bhavabhilti’s, Utrara-rgma—carita, 11i. 1 ; Wfﬁﬁ?:;ﬁ M(?QK 31=H7i€a35&¥: t

See Raghuvambq, VIII, 76-95,
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81 Cf Vikramorvaiyya, 1V, 713, 3 ; Urvadi’s statement; ‘a’alﬁwmqafl?‘ﬁaﬂm:ﬂ} agi#:

2 See Sakuntala, VIL. 22.23,24 (and the stage direction WAL 9afd’), 25,
53 Cf. Bhavabhiit’’s famous pronouncement, Utfara~rgmag-carita, 1. 39:

W3F SETEAENE FalETeng a5
st gzaem gy swar gieewgEl @y
FSTAIENA aRud g7 Weay ffad
Wz oEq eWawed sed9s B oad arad
54 Uttara-rama-carita, 1. 34 £ U3 @&dad ... dar-fama qafa sl
R, | See verses I. 35, 36,

55 Ibid., 1. 36, 37, 38.

56 Raghuvamsa, I 25-26 :
g wsA uARd g9 99 JdamTersy MEgle )
gy A SETarew feggd 39 gad @sam o
aREAE gl gefafeaariEnd &
sarqaifsastaa Tafaud gaeriawal 4 o

57 Sakuntala, VIL 17 ;
qRRFIgEeEARTaeT:
HATFANCAONGT T FITA 1
AEHAAGTAFRIAIA TR
gryfeaRenal Afsdaalea o

cf. also. VEIL. 16, 19.

58 Ibid. 1V. 6 ; AETAT [IFASNT etc., especially,
Fged §A FEICAAE! CRETEEE:
dlgasd ufdn: #9 g IANRAREGATI: u

56 Cf. Vikramorvasiya, V. 12 ;
T QA S T AHFARIY ¢
SrEaEaEi-aggEe-dl @Aigsg 1

60 Sakuntala, IV. 14,
61 Kumarasavnbhava, 1V, 28 ;

afy a9y XX & e odigs oy arEan
zfFargaafad ol & @g 9 99 EIIA 1
62 Cf. Raghuvatba, ViIL 67. Aja says, mourning about Indumati :
Sl g9 ad) M BERvy =Y w4
FonlagRd wyar g @ g f5 4 § g7\
63 Uttara-megha, v. 55 ; AV %9 goald 7 3 fF{gar G ¢
64 Cf. Sakuntala, TV.%c; A T: guusafFand aem wagaT: ¥
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65 Cf. Vikramorvatiya, 1L 7;
a9 ea@qed 3@ g gl
arEImEgRegTaad APFgE fGel
SugagsamaElar 43 A9 RS
TEFE ¥ AFAE T G@ wa apd: R

66 Cf. Malavikaguimirra, T1L 5 ;

wwwiEwea HAfyagm fraausss:
TAEAEITTH FaH FRETITTET
sEEsr HeatEarsi GasemEiasan:
argdy gEgaary olatad afgae n

L7 Cf. Vikramorvasiva, 11, 4 ;

fafysaa grafidal =60 Si= 9 gL
eigzifaeEigima spfts  ofdafE 3w

And 0l 20cd, : WA ..2EIE w94, wowEl 9 wae enefganta: |

68 Cf. Sakumtala, VI 17d: ‘IS FOIGAER FANAR FOGIATAT Wyl v

69 Kumarasambhava, 1IN 36b: g EwfdiEmef wiinesgsa FaaT |

70 Ibid, 101, 36a: A9 B FEaewd o Bei @mgEdaE.

The bee seerma to know the posh etiqueite, ‘Ladies first” !
T Sakumtala, Vi, 19 :
qyT FEAMTI T adt ggsange o
ganaaE agrd a wg ag Gar fagr BsfiE o

72 Cf, Raghuvamsa, Vi{. 3i-C9.

73 CI. Mammata, Kavyaprakase, 1V. 35 ;. Usaafzf@ear afimm aabsa: 1 wa: 2w ...
Vitvanatha, Sahiryadarpase,, 1. 2600-261a : A=90itm: garar= defaam ofa: o« sags-
qim: el | g grafidlad

74 cf, Raghuvamia, 111, 242 .

IMFAFEART arggsg[ 997 3798 9CEET |
Frawmidwaas goat Srmredaft a8 o
75 ORIEEE ydy WA @@da v ocws, vin 1, 99ReRa #5370, o X 28,

Nete: For the convenience of the general reader, titles of works are cited in full, without
using abbreviations,
Prakeit passages and verses from the plays are quoted in Sanskrit translation.

it Sivam astw KalyZnam astu  {]
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